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Abstract

This thesis takes the position that traditional theories of “realism™ and “identification”
misrcpresent the relationships between players and vidcogames, and that a cross-disciplinary
approach is nceded. It uses Ed Tan's (1997) and Torben Grodal's (1997) analyses of narrative,
cognition. and cmotion in film as a basis for inteitogating existing rescarch on, and providing
a working model of, video gameplay. It develops this model through an extended account of
Squarcsoft’s adventure role-playing game Final ifantasy X (FEX) (2001), whosc hybrid
narrative and game macrostructuies forcground many of the problems associated with video
games, Tk chapicis cospectively address: existing research on video games; how perceptual
auaiities of the interface deternine the reality-status of gameplay; how narrative and game
codes regulate or retard interest; FEX's hermnencutic coding of reality; the dual narrative and
game coding of vidro game characters; the uses and limits of the psychoanalytic concept of
identification when analysing video games; how gamcplay promotcs empathctic cmotions
towards characters; how players develop empathetic cmotions towards themselves; and how

the disjunctive quality of play may have an cxistential quality.



Dectaration

1 certify that this thesis does not, ta the best of my knowledge and belief:
(i) incarporate without scknowledgment any material previousty submitted for
a degree of diploma in any institution of higher education;
(ii) contain any material previously published or written by another person
except where due reference is made in the text; or

(iii) contain any defamatory material.

I also grant permission for the Library at Edith Cowan University to make duplicate copies of

my thesis as required.



Acknowledgements

The encouragement and support of many others helped in the writing of this thesis.
Rod Gibleu, my pritaary supervisor, offered patient guidance and supportive feedback as well
as many hours of rewarding discussion, Without Rod’s encouragement it is unlikely that 1
would have taken up this study or tutoring. He also introduced me to the Taoist Tai Chi
Socicty, which afforded me a measure of heulth and stillness throughout the research process.

Dennis Woad, my secendary supervisor, offered timely and supporlive counsel and
hos always been eminently approachable. Along with Nonn Lesiie, Debhie Rodan, ond
Michael O’Shaugnessey, Dennis has supecvised my tutoring at Edith Cowan University. This
work has helped me to grow both professionally and personally.

I would like to express my thanks to the other postgraduate students at Edith Cowan
University, notably Panizza Allmark, Renai Desai, James Hall, Steve McKierman, Rucci
Permvattana, Judith Pugh, Taryn Ricketts, Scott Smith, and Juha Tolanen, for their peer
wpport. [ndeed, given the atmosphere of congeniality I have enjoyed dwing my research, |
must offer a blanket thank you to all the staff and students with whom I have worked at ECU.

Qutside Ihe university, Scan Curran has been a good-humoured, intelligent companion
in countless episodes of movie-going. Craig Nichols introduced me to afiect thcory, self
psychology. and cognitive behavioural therapy. and throughout my rescarch we have shared
many long and productive discussions on psychology and video games. I also would like to
thank his wifc Gaye, for accommodating me sincc theic mardage. The civil and literate
company that both have extended has been a regular sanctuary.

And, finally, [ must thank my family. My parents, Brian and Cheryl, have provided
me with the love, stability, and practicality that has allowcd me to persist with studying, My
brother, Richard, has been my ally in many sessions of Tai Chi. movie-going, and video-
walching. Aside from his level-hcadedness, he has always quictly tolerated ray volubility.
Lastly, my nephew, Jordan, has helped me to renew my comnection to play. Such a connection
is valuable in itself, but it is aiso fortunate when one is researching play only to discover that

theory has confoended the experience ane is trying to convey.



Table of Contents

Intreduction 1
Towards Video Game Aesthetics 1
Chapter Overview 10

Chapter One - Literature Review, 12
Play and Gawmes .12
Cognitive Activity in Art and Games 14
The Acsthctics of Video Games 17
Video Game Content 26
Subjectification and the Play of Meaning 27
From “latesactive Narratives” to “Cybertexts” 31
Emotion in Video Gamcs: Early Models and Research 37
Frijda’s Mode] of Emotion 39
Conclusion 0

Chapter Two - The Reality-Status Of The Interiace. 43
Reality-Status and Stages of Audiavisual Processing .4
Perccptual Deviation as s Consequence of Digital Articulition ce..neerecensrrssancen.e. 46
Intrajective and Projective Transactions as a Consequence of Enaction and
Enactive Subtraction 52
Conclusion 62

Chapter Three - The Regulation of Interest 64
Hemeneutic Codes in FEX's Narrative Macrosequences 66
Reinforcement in FEX's Game Macrosequences 72
Emolion Episodes 78
The {Dys)Regulation of Intercst Across Namrative and Game Macrosequences........... 81
Conclusion 89

Chapter Four —The Unreality of the Narrative 20
Vraisemblance 90
The Murvellous,.., 93
The Uncanny 93
The Fantaslic 103

Conclusion 109




Chapter Five — Cognitive Idcatification and Character Interest. s

111

Nareative Macrostructures 112
Actantial Model 112
Cognitive Identification: Semic Codes and Types 116

Game Macrosiructures 128
Character Classes and Trait-Dependant Character Types 128
Realism in Character Development: Semic Calegorie: 133
Semic Relations in Combat Macrostructures 135

Conclusion 141

Chapter Six — Psychoanalytic Idendification 142

Fsom Primary to Partial, Multiplc and Traositive Idcntification(s) .. 142

Modes of Identification 146
Ideal Ego: The Indestructible Self. 147
Epo-Ideals: The Desired and Desirable Self. 150
Super-Eges: Shared Prohibition 15¢

Conclusion 159

Chapter Seven -~ Character Empathy 161

Affective Dimensions of Empathy 161
Movement 162
Attracliveness/unatiractivencss 165
Vulnersbility 167
Facial and other non-verbalexpressions 169

Cogritive Dimensions of Empathy 172
Empathctic Emotions and Situational Contexls 175

Happincss and Gratitude 19

Anger and Contempt 181

Fear and Taboos 184
Sadness. and Tragedy 91
Empathetic Emotions. Investmeni, and Allegiance 197
Conclusion 207
Chapter Elght — Player Empathy 209

Preoperational Egocentrist and its Blocking at the Interface .........commviscesnsersisenn. 210

Blocked Egocentrism and its Emotional or Acsthetic Significance .. 215

Shame, and the Campass of Shame 220

The Transfer and Dynamics of Emotion in Videe Game Acsthetics..... were 228

vil



Chapter Nine — Existential and Holistic Gameplay 234

The Existential Expericnce of Play 234
Towards Holistic Gameplay 241
Conelusion 246
Refrrences 248
Appendix One - Key Events In FFX. 274

Appendix Two ~ Breakdown of Opening Stquences of FEX cviecaonnsanerseeranns 279
Appendix Three « Hermeneutic Clusters in FFX 282

Vil



Introduction

Towards Video Game Aesthetics

Since the 1970s, much rescarch on video games has recapitulaied parental and
governmental concerns about the cffects of print, radio, filmt and television on youth, Case
studies, observationalfpasticipant analyses, controlied experiments, questionnaire-bascd
surveys, and correlative analyses have addressed concerns that video games are a “mindless
addiction™ that promote aggression and sexism, impede social skills, reducc school attendance
and performance, undemine family life, and generally take time away from other social
aclivitics or responsibilitics (Creasey & Myers, 1986; Egli & Meyers, 1984; Funk, 1993;
Greenfield, 1984; Kubey & Larson, 1950; Miichell, 1985; Provenzo, 1991), Indced, Kevin
Durkin's (1995) review of rescarch on Australian video games was commissioned specifically
by the Australian Office of Film and Litcrawre Classification to address “cause and effect
issucs relating to the behaviour of children and young people” (1993, iii} (also see Durkin &
Aisbett, 1999).

However, as Durkin (1995) makes clear, early researchers gencrally disproved the
assumptions that they sct out to tesl. Videa games may be distinct from print, film, and other
media, but they do not producz the negative psychological and social effects 10 the exient that
critics claim. The recognition that video games ace not necessarily antisocial is cvident in
popular histories of the medium and its culture (Demaria & Wilson, 2004; Herz, 1997; Kent,
2001; King & Bordland, 2003; Kushner, 2003; Shcff, 1999). In fact, rescarch in Cultural
Studies has turned to the positive psychological and cultural uses of video games, especially
in rclation to issues of identity and community (Baym, 1995; Beaubien, 1996; Curtis, 1992;
Dibbell. 1993; Holmes, 1997; Ito, 1997; Kollock & Smith, 1999, McLaughlin, Osborne &
Smith, 1995; Turkic, 1995; Reid, 1994; Rheingold, 1993; Stone, 1995; Wertheim, 1999).
Nonetheless, Cultural Studies is a newcomer to video gume theosy and in 1995 Ted Fricdman
observed that whilc game desigrers and players had long discussed the aesthetics of videco
gameplay there was as yet no “software theory™ (p. 73). Recently, greater attention has been
directed to the aesthelics of video games (Aarseth, 1997; Murray, 1998; Foole, 2001; Wolf,
2001, 2004), and lhere has been a burgeoning of confercnces, and print and online
publications. However, researchers are still in the carly stages of defining video game

acsthetics compared with print and film,



This thesis is partly concerned with applying semiotics and structuralist narratology to
a video game—an approach which requires some justification given the shift to
poststructuralist and ethnographic methodologies in Cuttural Studies (Jenkins, 1992; Morley,
1980, 1992; Moris, 2004; Tulloch & Jenkins, 1995). As Aarseth (1997) has argued, semiotics
and narcatology have alrcady been applied to video games, but usually as a form of
“theorelical imperialism™ (p. 16) in which new media are evaluated in tcnns of theories
developed for print and fism. However, this thesisis not concerned with making claims about
the exclusive relevance of semiotics or narrative theory; rather it is premised upon the
assumption that it is preferable to intervogatc the uscfulness of older theorics, such as
serniotics and narratology, before arguing about the radical newness of video games, This will
hopefully provide a betier perspective when it comes to identifying the distinctiveness of
video games as new theoretical objects. In the absence of such qualification, the privileging of
“new" theorics of “new media” may naturalise thc increased lumover of academic capital,
paralicling the idcologies of progress. capitalist innavation, and technological detcrminisro

which motivate and justify the development of “‘new media.”

As Frasca (2003) notes:

Certainly, formal approaches are limited . . . but they are probably the easiest
way 10 wncover the structural differences between storics and games.
personally see this structura! approach as a first, necessary step in video game
studies, which we will definitcly outgrow once it helps us to better grasp the
chatacteristics of video gamcs. {p. 222)

This thesis similarly accepts that theve is a need for a consideration of structure. The early
structuratists, of course, elaboraled upen Saussure’s (1915/1966) argument that meaning is
produced through differences within a system by analysing the differential structure of texts
(Barthes, 1966/1988, 1972, 1975a). Narratology was a dominant ficld in this approach, and
was premised upen a distinction between what Russian formalists, such as Jakobson (1960),
called “fabula,” the supposcdly objective struclure of the story in time and space, and
“syuzhel," the way ia which this story was told. Followirg Borthes (1966/1988, 1975u),
narratologists considered how the minimal unils of narratives, “cvents,” were selected and
combined in “sequences” according v logicalfcausal relations, Barthes (1966/1988)
distinguished between “nuclei,” the indispensable units in a sequence, and “catalyzers,” units
which amplify or fill in 2 sequence. Indeed, a fairly exhaustive category of terminalogy was
developed, especially in regards to temporal and spatial anachironisms and points of view, or
focalisation (Chatman, 1978; Culler, 1975; Genelte, 1980; Lanser, 1981; Prince, 1987; Propp,

(5]



1968; Scholes & Kellog, 1966). It was argucd that narratology would reveal a universal
grammar of narcative erganization across all types of media, though narratology was also used
to distinguish narrative genres (Todorov, 1973) and media (Metz, 1974) on the basis of how

they limited, or facilitated, this grammar.

However, the following makes no claims about the structure of vidco games in and of
itself, accepting Bordwell's (1986) argument thatthe fabula is not a structure in the text, but is
constructed and reconstructed by the audience through ongoing inferences about events
represented by the syuzhet. This thesks is more concemed with the way “codes” are activated
by the syuzhct and how they structure (in the verb sense) players' ongoing inferential 2nd
interpretative activity. Within Cultural Studies, of course, a code is a systetn of signs
governed by rules agreed upon by members of a culture, and defines conventional ways of
making sense of texts (O'Sullivan, Harlley, Saunders, Montgomery & Fiske, (994, p. 42),
Without these codes there is no basis for communication or a common culture, yet at the same
time their existence is no guarantee of shared meaning or cxperience. As Barthes (1975a)

argucs, each code

is one of the forces that can take over the text (of which the text is the

network), one of the voices out of which the text is woven. Alongside each

utterance, one might say that off-stage voices can be heard: they are the codes:

in their interweaving, these voices (whose origin is “lost” in the vast

perspective of the already-writren) de-originate the utterance: the convergence

of the voices (of the codes) becomes wriling: a stereographic space where the .

..codes . . . intersect. {pp. 20-21)
Codes, then, may have yelative autonomy as rules that enable readers to decode a text, but
they do not exist apart from the act of reading, they do nat inhere in any medium, and they are
subject to continual transformation. They also cannot be neatly separated except in an “ideal”
text, as texts arc constructed by their intcr-relationship. Indecd, what this thesis takes from
semiotics and structuralism is the attitude that the subtle permutations of signification—the
“Oickers of meaning” {Barthes, 1975a, p. 19) that result from the intcr-play of codes—arc
worthy of consideration. If this thesis passes through a “strucluralist moment.” then, it is only

in the sense of attending to codes which can structure a reader’s reception.

This thesis makes reference fo Barthes’ (1975a) distinction between proairetic,
symbolic, hermeneutic, semic, reference, and dicgetic codes. These are usefiz] in considering
how narratives and games organise space, time, characters, plots and settings, and how they

employ various narrative strategies to produce vraisemblance and suspense. This thesis also



makes reference to technical codes associated with mediu. Cinema, for example, has codes of
focus, framing, angle and editing, which contribute to the meaning of a particular shot. Video
games appropriate technical codes from both print and film texts, but also have their own
codes which govern players’ use of the intcrface and the aesthetic experience of gameplay.
Drawing froi Aarseth’s (1997) account of cybertexts, codes relating to permissible actions at

the interface are referred to as “crgodic.”

Codcs arc usually clustered in genres. In Hollywood cinema, for example, genres are
usually distinguished in terms of iconography, structure, theme, character, sctting and style
(sec Neale, 1980, 1990, 2000). Video games ofien draw from cstablished narmative (print or
film) genres, but they also draw from gamc genres, the most well-known of which are action,
simulation, strategy, adventure and role-playing (Herz, 1997). However, video game genres
were never defined through a rigorous analysis of formal differences, they were defined ad
hoc and reinforced for marketing putposes. While the industcy recognises between five or
cight genres, with various sub-genres, these genres have always overlapped. Commercial and
creative imperatives have also led games to draw from a variety of genres and other media,
such that they have become increasingly hybrid (Darley, 2000; Herz, 1997; Wolf, 2001).

Having accounted for some of the commen codes which govern gameplay,
researchers will be in a better position to analyse how players negotiate with them. Of course,
since any “intcrpretation” depends wpon the person engaging in the act of “rcading,” this
thesis is Jess concemed with “a reading,” than with probable and potential relationships
between the text and its readers; that is, with preferred, negotiated and oppositional readings
or reading formations (Eco, 1981; Hall, 1997; Jenkins, 1992; Morley, 1980: Tulloch &
Jenkins, 1993). In the absence of ethnography, the role of the critic can be loosely identified
with the writer of hyper-fiction who creates a text of forking paths, or, rather, severa} possible
texts that arc irreducible to a single text or world. Yet the puint of such analysis is not to be as
exhaustive as Borges® library, but merely to ackaowledge the plenitude of meaning-making
and, by implication, privilege a politics based upon difference, diversity, creativity, and
negotiation. By analysing how codes inter-ielute, we become more sensitive to the
complexitics of gamcplay as a context for semiosis. Holding open the possibilitics of a “text”
in this way militates against simplistic evaluations about the “cffects” of video games on

players.



However, this thesis is concemed with codes not simply in tenns of defining the
“meaning” or “values” of games as “texty,” dut also their role in producing the experience of
gameplay, In this respect, the issue is onc of acsthetics. There is, of course, 10 need to turn to
idcalists, such as Plalo, Kant and Hegel, for whom acsthetics refers to supposedly “universal®
criteria for value, beauty and taste (sce Cothey, 1990; Dickie & Sclafani, 1977; Eagleton,
1990), nor to literary distinctions between “high” and “low™ culture or att, such as thosc
derived from Schiller, Aswold and Coleridge (scc Bourdieu, 1984; Eagleton, 1983; Turncr,
1984). In Culwral Studics all human activity is “artistic” in the broad scnsc of creative
exproision, and aesthetic value is seen as socially and historically specific. Within this
framework, “aesthetics™ can be scen as akin lo “poeiics” in the sense of analysing how certain
codes may operate during one’s engagement with a medium to produce aestheric effecls
(Tedocov, 1977, 198!1). By extension, just as shared codes are likely to form the basis of
discursive forinations, it can be argued that shared aesthetic codes inforin the trajectorics of
aesthelic expericnce. These may be relative 1o a medium (*film aesthetics™), narrative genres
(the “aesthetics of heroic fanlasy™), or game genres (the “acsthetics of first person shooters™).
In the following, then, “aesthetics™ refers to either: the codes which govern the relationship
between formal qualities (of the medivm, genres, or individual games); to some quality of
acsthetic experience, including uses and gratifications (for example, aesthetics of “masiery”
and “kinaesthesia”); or to the discursive representation of an aesthetic (for example,

Fricdman's (1995) theory of an aesthctic of “demystification”), '

However, acsthetic codes are more connotative, subjeciive and potyscmic than other
types of communication (Fiske, 1982; Meltose, 1994; Tumncr, 1990), and their articulation is
espectally subject to the perceptual, cognitive and emotional aclivity of the individual, The
effect of aesthetic codes is usually evident only in some quality of experience, and while
Cutwral Studies provides a uscful theoretical basis for analysing the “texwial” reception of
aesthetic texts, ils account of aesthetic experience tends 1o fall back on psychoanalylic theory
and phenomenology. Cultural Studies tends to display a prejudice against 1 “natural” or
“biclogical,” with the assumption that any reference to cither involves a claim to “innateness™
or “truth” (Gibbs, 2002; Grodal, 1997; Sedgwick and Frank, 1995). Yct much of a player's
experience is only intelligitle in terms of perceptual, motor, cognitive and ewnotional faculiies,

cach of which has its histery in the evolution of humans.

! This thesis is, of coursc, not a manual on game design, but i provides accounts which parallel, or
implicitly explain the signilicance of, some rules of game design, such as those pertnining to character
ingtivatien and emotionally complex sitvations (sec Bates, 2001 ; Freeman, 2003; Kclly, 1998; Kim,
2000; Lewinski, 2000; Rouse, 2000).



This thesis, then, draws from research on cognition and emotion to account for
players’ aesthetic experiences. Theorics of cognition generally developed out of Jean Piaget's
(1929/1973, 1932/1965, 1950/2001, 195!, 1978) analyses of the development of children, ard
have given way to the dominant Consiructivist model that undcrlies most (non-
psychaanalytic) models of psychology. This thesis is therefore in dialogue with the cogaitive
branch of film theory, characterised by the work of David Bordwell (1986) and Edward
Branigan {1992), which examines the cognitive structurcs that govern film comprehension.
While video games also have a sensorimolor component and require strategic thinking, Loftus
and Loftus’ (1983) account of the cognitive and sensorimotor work of players provides a

precedent for the use of a cogaitive model.

What needs greater quabification is that, despite the stated value of cognilive science,
this thesis makes greater use of structuralist narratology and ather methods of textual analysis
when accounting for the ways that players represent and organise their experience. There are

three main reasons for this. First, as Grodal argues:

Cognitive science is compatible with, or has roois in, different, carlier theorctical
models in the humanitics, and their special variants within film and media studies. . . .
Many aspects of cognitive science are genetically closely related {o structural
linguistics . . . and freely share tenus like ‘code’ (pp. 13-14)

» o

More specifically, terms like “code,” *“type” and “genre” aze analogous to terms like
“schemata,” the theoretical structures which govern an individual’s cognitive activily. Second,
while cognilive science may scem 10 offer a more dynamie account of the individual’s
response to a media artefact (Grodal, 1997, p. 14), textual-based accounts, including
structuralist narratology, have proven cxtremely sensitive to the subtle possibilities of
signification. If we set aside the problematic argument that the computational structurcs of
video games tnakes slructuralist accounts more relevant, it can be argucd that the long-
standing metliods of textual anmalysis are (at this carly stage of vidco game research) more
useful in suggesting the meaningfulness of video games than cognitive accounts. Third, this
thesis employs methods of textual amalysis as a way of dramatising the limitations of
structuralist methodology, in the hope that later rescarch will integrate textual and cognitive

accounts in niore dbalanced ways.

Since cognilion has increasingly been scen os inseprruble from affect (Tomkins, 1963;
Nathanson, 1992) and emotions (Frijda, 1986; Lazarus, 1991), this thesis is also aligned with



Tan's (1997) and Gredal’s {1997) attempts to combinc theories of cognition and cmotion in
their analyses of film. However, some more qualifications need to be made in this regard,
First, Carval (1990) and Grodal (1997) are hostile to the psychoanalytic tradition's emphasis
on scxuality, gender, and the unconscious, arguing that many aspects of a viewer's
relationship to a film are non-scxual, non-gendered, and conscious. This thesis generally
accepts Carrol’s and Grodal’s claims, but it follows Bordwell's (1986, p. 30) suggestian that
psychoanalytic theories are uscful when cognitive accounts fail. It argues that psychoanalysis
is valuable in conjunction with cognitive accounts, especially when analysing some games
and some types of gameplay. Precedents in this regard can be found in Kinder's (1991) and
Turkle’s (1995) use of both cognitive and psychoanalytic theosies in their studies of video
gamcplay.

Second, while this thesis remains opea tc other rcscarch on emotion it does not
perform experimental rescarch. Following Tan (1997) this thesis argues that there are some
“homogenous” cmational respanses that most vicwers (or pluyers) are likely to experience
and/or are comparable (p. 154). In this respect, just as textual analysis often concerns itself
with :dominnnl codes und preferred readings, this thesis is concemed with dominant ways in

“which cmotions are structured and/or arc likely to be experienced. It presumes the existence
of, not a “Model Reader,” but what, follewing Tan (1997), can be called a “natural” player,
that is, a player whe has a preference for the (type of) game under analysis and who freely
chooses te enter into the expericnce of play (p. (6). While all players may dislike and resist
aspects of a game, & “natural” player “generally makes no effort to cscape the attraction of the
fictionat world” (p. 10), preferring to progressively invest in the dicgesis. At the same time,
this thesis regularly indicates potentiat variations in players’ emotional responses, analogous
to textuai analyses of negotiated or oppositional readings. In so doing, Lhis thesis makes the
kinds of qualifications that will hopefully make future quantitative or ethnographic analyses

more sensitive to video games and their players.

However, it must be noted that while the following emphasises textual analysis over
expelimentation, it avoids refersing to its human subjects as “readers,” as is common in
Cultural Studies, or “viewers,” as is common in the cognitive tradition of film theory,
preferring the term “player.” This is not to deny that viewing, or pluying' is mediated by
textuality, nor to offer a rhelorical statement that “seaders” are, and always have, been
“players™ in a textual game. The role of textality is tco well-known to need foregrounding,

and other perceptual, cognitive and emotional processes may be of equal or greater import, so



always calling video game players “readers™ is misleading. That said, this study occasionally
uses the terms “reader” and “viewer” to indicate the mode of engagement that is of theoretical
emphasis, given that a video game player {or a theorist of video gameplay) may focus on
reading more than viewing, viewing more than reading, or playing more than reading or

viewing,

Lastly, the theorctical conjunclion this sludy offers is developed both «s an account,
and through an account, of a single game: Squaresoft’s single-player, graphical adventure
role-playing game Final Fantasy X (FEX) (2001). The Final Faptasy scries is notable because
most early computer role-playing gamcs (CRPGs), including series like Bard’s Tale (1982),
Ultima (1980), Might and Magic (1986), and Wizardry (1981), were developed for PCs. Since
the CRPG was a relatively minor genre on game consoles, the Final Fantasy series helped to
popularisc thc genre for a broader console market, or at least make it morse recogniscable.
Unforunately, the Final Fantasy titfes 1V, V, and VI were not released outside Japan until
recently, creating some discrepancics between the titles in Japan and other counties. If we
follow the Japanese sequence (rccapitulated in the versions recently released for the
Playstation), EFl, FFlI, FYIH, FFIV, FFV, and FEVI were developed for the Nintendo
cartridge market. With EEVII (1997) Squace moved to the Sony Playstation, spending three

years and US$30 miliion 1o produce detailed backgrounds, animated sequences, and a
complex story that took advantage of its three CD-ROMs. FFVIH (1999) and FEIX (2000)

utilised the same graphical capabitities, though FEVHI, with its futurisiic setting and mare

complicatcd magic system, deviated more from the existing formaula than fans wanted. FEIX

was a more popular return to the medicval flavour and simpler gameplay of the carlier titles.

FEX was created for the Playstation 2 and offers cnormous graphical improvements
over its predecessors, but similar gameplay. Players navigate panoramic landscapes, collect
items, [ight monsters, solve puzzles, and develop choracters’ physical and magical powers
while advancing through 3 complex narralive. The major difierence is that, in addition Lo the
traditional Ficld Screen, Battle Screen, and various Menn Screens, FEX uses the Grid Sphere
to manage skill development. This is comprised of a nelwork of nodes, each representing a
particular skill or skill bonus, which characlers traverse and activate as they accrue experience
points. The story, at its most basic, follows Tidus, Yuna, and Yuna’s Guardians (Wakka,

Lulu, Kimohri, Auron and Rikku) on their pilgrimage to defeat Sin, a monsircus being who

TBersonally, [ have only played FEVL FEVIL. FEVIU, FEIX. FEX, and FEX=2, Both EEVIl and FEX were
reployed and secorded onto (eight three-hour) video tapes during (he course of this study to facilitate
analysis.



has ravaged the world of Spira for a thousand years. Familiarity with EFX’s ninety or more

hours of gaming and narration would cenainly give subsiance to the following arguments, but
such famitiarity is not presumed. * Appendix One lists key settings and evenis: Appendix Two
is a breakdown of codes in the opening sequence; and Appendix Three is a breakdown of
dominant clusters of henmenentic codes. Other relevant aspects of the game are described

where necessary. .

‘The choice to apply several different theories to this single game has its analogy in
Genette's (1980) analysis of Proust’s (1934/1970) Remembrunce of Thinps Past. Like
Genette, it would be possible to “put the specific subject at the service of a general aim, and
critical analysis at the service of theory,” such that FEX would be a *reservoir of examples,
and a flow of illustration” (p. 22) for several theories about gameplay. Alternately, one could
“tura the concepts, classifications and procedures . . . into so many ad hoc instruments
exclusively intended to allow a more precise description” (p. 22) of FFX.

However, the complexity of FFX makes it more useful to take a dual approach: to usc
several theories to belter appreciate the experience of playing a popular game, and to use a
popular game as a means to lest and refine those theories. Early research was largely directed
towards games oriented around, on the one hand, motor skills or strategic thinking (arcade
games, first person shooters, war games), or, on the other hand, nairative (adventure and role-
playing games). While this is changing, the emotional distinctiveness of video games may be
owed to their peculiar convergence of sensorimotor and cognitive activity, and this has not

been adequately theorised. While FEX has few of the kinaesthetic sequences that characlerise

first person shooters {FPSs) like Doom (1994), it nonctheless combines many types of
aameplay. Indeed, the Final Fantasy sesies is significant not just beeause of its consistent
narrative depth or gaming innovation (@ few other PC and console games may claim
equivalent or superior depth and innovation), but its popular integration of both for an

inlermational market.

3 All the pictores used in this thesis were Laken from the Square Cenlral (hitps/www.square-central com)
and the Final Fantasy Shrinc (hp:##www.ffshrinc.org/). Doth sites were lasl checked January 1, 2005,
and all pictures taken from them are public domain.

* tn addition 1o the wo guides cited in the references and the Websites natad abave, e following sites
are useful sources of information about the game and/or gaming culture: Unofficial Final Fantasy Site
{hup:/twww.uf(9.netf), Final Fanlasy lnsider (bip:#www.ffinsider.net)), Final Fantasy Fusion
(hitp://ww w.fT{usion.comV), Fantasy Square (hitp/www.fantasysquare.conv), NeoMidgar
(hwtp:/fneomidgar.conv). Finat Fantasy Spirit (http:#/www.ffspirit.nct/) and Squarc Nation
(hetp:/7/www.sguarenation.com).



Chapter Overview

While the organization of the following chapters owes something to Tan's (1997)
analysis of emolion in the traditional feature film, the distinctiveness of video games, and
EFX, requires some modifications of his shucture. Chapter One reviews the relevant theories
and rescarch on play, cognition, aesthetics, nanative, and emotion. Chapter Two draws from

Grodal (1997) to consider the feeling-tanes experienced as a consequence of the perceptual

construction of reality-status at FEX's interface. Chapter Three adapts Tan's (1997} account
of “interest"” as the basic emotion in the waditional feature film to video gameplay, but makes

greater use of structuralist methodology, and emphasises problems with the regulation and

wansfer of interest across FEX’s narrative and gamc macrostructures. Chapler Four looks at
how FEX's hermencutic coding of reality regulates interest, or, more specifically, how
analysing the game in terms of the marvellous, the uncanny and the fantastic suggesis that
curiosity, surprisc and suspense about (dis-) expected cvents may give way to wonder, fear,

and/or anxiety about events.

Chapter Five reviews siructuralist accounts of character before analysing how interest

is reinforced through cegnitive idemification of characters in FEX's narralive and game

macrostructures, Chapter Six addresscs some of the criticisms against psychoanalyiic
accounts of identification, then considers the relevance of Cowie's (1997) psychoanalytic
account of three modes of identification—with the ideal ego, ego-ideals, and super-egos—to
gamcplay. Chapter Seven elaborates upon the empathelic emations players are likely to feel
towards characters as a result of innate refeasers and cognitive appraisal of situational
contexts. On this basis it discusses some of the dimensions of happiness, anger, fear and

sadness, but argues that FEX's tragic macrostructures may elicit a dominant mood of sadness,

The chapter concludes by arguing that alicgiance with a character’s moral type reinforces or

blocks empathetic emotions towards videco gamie characters.

Chapter Eight argucs that the cmotiona! experience of garneplay is often characterised
by players’ empathy towards themselves in the play-situation, This is addressed in terms of
how gameplay promotes and blocks what Piaget {1951) calls “preoperatory™ cognition, with
its accompanying “cgocentrism.” Within a psychoanalytic model, the blocking of players’
cgocentrism might be presumed to give rise to fear or anger. However, a better account of
how playcrs cxperience, and self-regulate, such blocking is offered using Silvan Tomkins®

(1963) and Nathanson’s (1992) mode! of shame, defined as an auxiliary affective response la
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a sudden, unexpected loss of tnterest, The chapter concludes that the transfer of empatby
players feel for themselves to characlers, and vice versa, may distinguish the video game as a

medium.

Chapter Nine argues that ambivalent reality-status, the dysregulation of interest, the
blocking of empathy, and other aspects of pgameplay, produce an experience of
“meaninglessness” that is recognised in self-psychology (Erikson, 1950, 1968; Kohut, 1971,
1977), but which finds its analogy in Sartrean (1943/1993) existentialism. However,
existential feclings of “meaninglessness” may be interpreted as part of FEX's meaning and
acsthetics and/or may be covered over when “affect grouping” (Tomkins, 1991) motivates

players’ (re-)evaluations of gameplay.
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Chapter One — Literature Review

Play and Games

While romantics like Jean-Jacgnes Rousseau and Friedrich Schiller idealised play as a
state of Nature and innocence, Victorian society tended to oppose play 1o productive industry,
presuming 2 normal and desirable progression frem child's play to adult work (Cohen, 1987).
Huizinga (1955) and Cuillois (1961) established the more modern conception of play as an
ongoing, positive force in adult life and, more broadly, human civilisation, but their oft-cited
definitions nonetheless emphasise the border between play and other types of aclivity, For
Huizinga (1955), play js:

a frec activity standing quite consciously ontside ‘ordinary’ life as being ‘not
serious’, but at the same time absorbing the player intensely and utterly. It is an
activity connected with no materiul interest, and no profitcan be gained by it. It
proceeds within its own proper boundaries of time and space according to fixed
rules and in an orderly manner. (p. 13)

Caillois (1961) elaborated npon Huizinga's (1955) arguments to provide a more detailed
definition of play as:

1. Free: in which playing is not obligatory; if it were, it would at once lose its
attractive and joyous quality as diversion;

2. Separate: circumseribed within limits of space and time, defined and fixed in
advance;

3. Uncertain: the course of which cannot be determined, nor the result atiained
beforchand, and somie latitude for innovatons being left to the player's
initiative;

4, Unproductive: creating neither goods, nor wealth, nor new clements of any
kind; and, except for exchange of property among the players, ending in a
sttuation identical to that prevailing at the beginning of the game;

5. Governed by rales: under conventions that suspend ordinary laws, and for the
moment establish new legislation, which along counts;

6. Make-believe: accompanied by a special awarencss of a second reality or of a
free unreality, as against real-life. (Caillois, 1961, p.9)

»

Caillois (1961) also divided games into four categories: “agon,” “alea,” “‘mimicry” and
“ilinx.” Agonistic games involve players pushing their skills through competition. Aleatory
games arc games of chance in which the pluy tries to forccast or control chance in some
degree, Games of mimicry include all forms of impersonation in which one takes on a preiend
role. llinx games involve an altered state, such as making oneself dizzy, thiilled, or terified.

For Caillois, there was a ‘progression’ within each of these types, from lhe extreme of aclive
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exuberance, spontancity and turbulence, to control, calculation, effort and subordination to

rules; the former he tenined “paidia,” the latter “ludus.”

Whilc Huizinga (1955) and Callois (1961) saw play as an end in itself, it is now
usually sccn in terms of ils psychological or social functions (Cohen, 1987; Millar, 1968;
Yawkey and Pellegrini, 1984). Within the caclicr psychoanalytic tradition, play was sccn as an
expression of repressed desive that (like dreams) dramatised unconscious content in a way that
could be useful in a therapeutic context (Klein, 1932; sce also Schacfer & Reid, 1986). Morc
recenlly, in self psychology, play has comec to be secn as central to the development of self,
notably in terms of early interaction betwcen the mother and child (Schore, 1994; Ster, 1977,
1865), the usc of “transitional objects™ (Winnicott, 1971), and “selfobjects” (Kobut, 1971,
1977) (also seec Meares, 1992; Mitchell & Black, 1995; Stein, 1991).

Within the Constructivist teadition derived from Jean Pisget (1929/1973, 1932/1965,
155012001, 1951, 1978), play is often seen as a form of rchearsal for sensorimotor and
cognitive skills. Piaget (1951) distinguished between three types of play. “Practice play” is
associated with the repetition of aclions as a means of mastering sensorimotor skills.
“Symbolic play" is associated with imitation, fantasy and socio-dramatic processes. At this
stage play is oftcn cgocentric, in the sense that it does not involve true co-operation or the
consistent application of rulcs. Piaget’s third category is ‘“‘construclional games” with
prescriptive rules, including hide-and seek, marbles and board games. At Lhis stage, rules are
secn as fixed at a point in lime through mutual consensus and are changeable thraugh a
renewed consensus. Piaget's (1951 model thercfore describes a developmental progression
from rule-less egocentric play to rule-governcd, co-operative games, paralleling Caillois'

progression trom paidia to ludus.

Taxonomics have been produced which identify the different ways that games
structure the relationships between players. Avedon (1971), far example, identifies ten
structural clements of games: purpose, procedures, rules, number of players, roles of
participants, results or pay off, abilities and skills required, interaction patterus, physical
setting and cnvironmental requirements, and required equipment. Redl, Gump and Sr#ton-
Smith {1971) go further, providing a taxonomy of thirty dimensions of gamcs, among them
badily contact, bodily activity, skill requirements, the role of chance and comgetition, the use
of space, time and props, role-taking factors, and role complexily, with subcategorics.

However, within anthropology games are often seen in relation to riluals as microcosms of
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socia! strucures and as a site where such structures may be repraduced (Geertz, 1973; Mead,
1934/1972). Cenainly, researchers have become increasingly concerned with the relationship
between video games and learning. [t has been argued that video games improve spatial and
cognitive skills (Braun & Giroux. 1983; Greenfield, 1981 Greenficld et al., 1994; Kinder,
1991; McClure & Chaitle, 1987; Sukrahmanyam and Greenfield, 1994), and Seymour Papert
(1980) has argued that games may function as “microworlds” that facilitate childsen's
learning. Indeed, the growing awarcness of the relalionship between cognition and emotion
has meant that theories of children’s an- adult’s education now tend cmphasise the motivating
role of the positive emotional states fostered by play (Kafai, 1995, 1996; Malone. 1981). In
this respect, play and games are scen as 2 sccialising force as well as an instrument of

pedagogy.

Recently, some rescarchers of video games have suggested the need for a discipline of
“ludology,” or the fornal study of games (Eskelin, 2004; Frasca, 1999, 2003). This notion of
ludology as a discipline is a timely response to the prevalent naratological and dramatic
models of gameplay, and seems logical. After all, play is defined as separaie from other
activilics, and may be expesienced as separate from non-play activities. Bowever, one must be
wary when play’s separatencss is over-cmphasised, I we do not consider every system of
rules a "game,” and almost any activity may be engaged with “playfully,” it can be difficult or
misicading to separate play from other processes. As is evident in Bordwell’s (1986) analysis
of film, 3nd Groda!'s (1998, 2003) analysis of film and video games, the cogaitiveor affcclive
work engaged in an aesthetic experience are not reserved for that experience. they are

mediated versions of everyday cognitive and affective activity.
Cognitive Activity in Art and Games

In accounting (or the cognitive skills of video game players a useful departure point is
Bordwell’s (1986) and Branigan's {1992) analyses of flm, which focus on inferentiatl

perceplual-cognilive activitics. For Bordwell (1986):

Perceplion [is] a process of active hypothesis testing. The organism is tuned to
pick up data from the environment. Perceplion tends to be anticipatory, framing
more or less likely expectations about what is out there. . . . The organism
interrogates the environment for information which is then checked against the
pereeptual hypothesis. The hypothesis is thus either confinned or disconfirmed;
in the latler case, a fresh hypoathesis tends t appear. (p. 31)
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This inferential activity is organised by “schemata,” relatively constant hypothetical structures
that classify and organise information, providing a basis for expectation, and Bordwell
differcntiates between “prototype,” “template,” and “procedural” schemata. Prototype
schemata “involve identifying individual members of a class according to some posiled
norm,” and often involve the identification of “agents, actions, goals, and locales” (p. 34), or
“identifiable persons, actions, locales” (p. 49). They are, then, seadily identifiable as types, or
stereotypes. Template schemas are larger structures that “can add information when it is
absent and test for proper classification of daww™ (p. 34). Bordwell argues that the “canonical”
story is a templatc schemata comprised of: “introduction of setting and characters—
explanation of a state of affairs—complicating action—ensuing events—outcome---ending”
(p. 35). Template schemata may, then, be scen as analogous to the codes and conventions of
particular genres. Proccdural schemala, by contrast, ase thosc “opcrational protocols which
dynamically acquire and organise information™ (p. 36). Bordwel) uses the term 1o refcr to
higher-leve] cognitive processing. For cxample, if material in the syuzhet does not conform to
canomical schemata the vicwer may tum to “compositional,” “realislic,” or “transtextual”
schemata to interpret them, *“search{ing] for appropriatc motivations and relations of causality,

time, and space” (p. 49) which make the matcrial intelligible.

A film, then, “presents cues, patterns, and gaps that shape the viewer's applicalion of
schemata and the testing of hypotheses™ (p. 33). The viewer procceds by using a mixture of
“boltom-up"” processing, making infercnces “on the basis of perceptual input,” and ‘“top-
down” processing, organising perceptions on the basis of cxpectations drawn from known
schemata {p. 31), The viewer thereby organiscs “chunks” of film into “more or less
structurally signilicant episodes”™ (p. 35). In this respect, the "arlwork is necessarily
incomplete, needing to be unified and fleshed out by the active panicipation of the perceiver”
(p-32), but the artwork sets limits on the activity of the speetator, encouraging the application
of certain sciiemata. What is significant is that perception when engaging with an artwork

differs fror other forms of perception:

In ordinary perception . . . perceptual hypotheses tend lo be vague and open-
cnded. In art, however, alternative hypotheses tend to be much more explicitly
defincd, their set tends to be closed, and they get challenged faisly often . . .
Narrative art ruthlessly exploits the tentaiive, probabilistic nature of mental
aclivity. (p. 39)



Conscquently, Bordwell foregrounds the hypothetical activity of the viewers in lerms of
curiosity and suspense, arguing that: “natratives arc composed in order io reward, modify,

frusteate, or defeat the pereciver's search for coherence™ (p. 38).

Grodal (1997} arguces that, compared with cognitive models, structuralist models arc
100 “static,” presuming steuctures within texts, while poststructuralist accounts tend to
separate meaning from its adaptive foundations in the individual (p. 14). However, language
provides a sequential way of representing the holistic expericnce of thought, and remains an
ongoing detcrmining factor in planning, evaluating, remembering and reasaning (Vygotsky,
£934/1962). In this respect, the accounts of textuality in Cultural Studies offer a sensitive
terminalogy that can be usefvlly integruted with cognitive models (scc Hernadi, 2002;
Richardson & Steen, 2002; Spofsky, 2002; Tumer, 2002). Indced, as Stam (2000) argucs,
cognitivism can be viewed “as a nostalgic move backward” (p. 240) in the sense that “a focus
on cognitive commonalities across all cultures exists below the threshold of cultural and
socinl difference, and thereforve discourages analysis of tensions roated in history and culre”
(p. 242). Analysing cognition tends te [ocate meaning within the viewer, making it casy to
forget that schemata, like codes, are acquired in a social context and may definc an audience’s

shared culture.

Bordwell's (1986} account is also limited because the cognitive work of videe game
players is bound up in scnsorimotor activily. Indecd, while Bordwell uses the tem
“proccdural schcmata™ to refer to absiract cognitive work, the tenn usually refers to the
distinction between, on the one hand, an episadic or semantic understanding of an aciion
(“declarative knowledge”) and, on the other hand, knowledge which is implicit in
performance, including the rcgistering of sensory cues and recponding to the present
environment (“nondeclarative  knowledge™) (Squire, 1987). In this respect, procedural
schemata are associated less with understanding than behaviowr, and are of porticolar

relevance to video gameplay, which has a performative component.

Turkle (1984, 1995) may be seen as accommodating the moter activily of compuler
users when she differentiates berween “abstrace” and “concrete” styles of computer use. The
abstract style, epitomised by structured program design, may be characterised by a
preponderance of top-down processing, in that uscrs have a model of whar they want to do at
the interface then perform whatever sensorimotor activity is required to carry it out. The

concrete style, cpitomised by an unstructured, bottom-up approach to program design, may
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be characteriscd by a preponderance of bottom-up cognitive processing and ongoing
sensorimotor activity, in that the user leams through cxperimentation, However, while Turkle
acknowledges that these two styles may be mixcd, she is more concermed with broad cultural

styles and acsthetics than with the real-time dynamics of motor and cognitive activity.

Lofiss and Loftus (1983) provide a more useful foundation of the dynamic
relationships between cognitive and motor activity in vidco games. They observe that the
mind and body are not unitary sysicms, but depend upon shared components and processes:
sensory memory, short- and long-terin memory, attention, reaction time, cognition, and the
motor systcm. Players constantly monitor an original state, a goal siate, and the means for
achieving the latter, but while several strategies are ofien available to achieve a goal each
strategy has its advantages and disadvantages. For cxample, a player who relies on their long-
term memory of a gamc environment must continually remembes where they are in a given
route, will be disoriented when they take a wrong tum, and will have “less processing
capability for such things as focusing and switching attention” (p. 71). However, players can
choose strategies which work for them. A poor memoriser may choose a strategy that requires
little memorisation, while scmeone who takes too long to retricve long-term memorics may
choose sirategies that minimise the requirements of such retricval. In this respect, gameplay
may be analysed in terms of the cognitive and scnsorimotor strategies that players use to

achicve theirgoalsin the game.
‘The Aesthetlcs of Video Games

Game aesthetics car be vsefully distinguished by accounting for the cognitive and/or
sensorimotor demands they make of players and the extent 10 which these make play more
engaging. Malone (1984), building upon Papert's (1980) work, identified four categories of
elements which he argued were characteristic of “intrinsically motivating” games: first, the
exisience, cleamess, accessibility and meaningfulness of goals; second, the importance of
uncestain outcomes through the use of variable difficulty levels, muliiple geal levels,
randomness, and hidden inturination; third, an emotionally appealing fantasy that was
intrinsically related to skills leamed and provided a useful metaphor; and, fourth, curiosity,
both sensory {audio ‘and visuui effects, as <lecoration, as enhancing fantasy, as a reward, and

as arepresentation system) and cognilive (surprises and constructive fecdback).



Malonc's research hes been influential, and is useful from both a design point of view
and as a checklist for analysis, bat his taxonomy is insensitive to players’ aesthetic
prefercnces. Myers (1990c), by contrast, developed Malone's work, using questionnaires (Q-
methodology) wilh a sample of 44 gamers, to identify dominant acsthetics in the subjects’
favourite vidco games. As the basis for his questions, Myers uses lour criteria: challenge,
curiosity, fantasy and interactivity (and theic opposites: ease of play; realism; familiarity; and
stability/constancy). He sorts players’ responses into five principal “factoc arrays™: the game
as a new challenge (skill building); the game as a plcasant, non-threatening social diversion;
Ihe game as meditative withdrawal; the game as an encmy; and the game as a new challenge
(skill-proving). He suggests that the three most common aesthetics are: the “game as
challenge, subcategorised as (n) game providing a challenging opponent (game as referce) and
(b) game being a chalicnging opponent (game as enemy)”; the “game as meditation™; and the

*game us social activity (more common in video than home computer games)” (p. 385).

The dominant aesthetic in Ihe above accounts are bascd on skill mastery, and

certainly:

many investigators have concluded that the appeal (of video games] 1ests in

challenges to improve one’s skills, to attain a higher level of game complexity,

to persist in the facc of obstacles and setbacks, to exceed onc’s own or some

other target of excellence. (Burkin, 1995, pp. 16-7)
A sense of development, accumulation and mastery is evident in many elements of game
structure: the use of high scores, levels, quests and benuses; and stcp-by-step increases in
pace, the difficully of opponents and levels, and the power of characters. These intrinsically
motivating aspects of gameplay are amenable to Wallace’s (1999) use of “operant
conditioning,” in that the placement, timing and scale of problems and rewards detcrmine the
continued interest of the player.

More generally, Turkle (1984) argues that young children quickly develop concerns
with “dominalion, ranking, testing, proving oncself” (p. 58) whosc roots are “aggressive,
passionate and eroticized” (p. 59). In this respect, the tendency towards skill development and
mastery may be related to the predominantly male demographic of video games (Anderson &
Ford, 1987; Cacha, 1983; Chambets & Ascione, 1987; Cooper & Mackie, 1986; Dominick,
1984; Eysenck & Nias, 1978; Graybill, Kirsch & Esselman, 1985; Kaplan, 1983; Kaplan &
Kaplan, 1981; McClurc & Mears, 1984). Indeed, Skirrow (1990) uses Melanie Kicin's (1932)
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psychounalytic theories about the relationsh’, between infants and their mother's badies to

argue that gameplay is a masculine discourse that includes:

a reactivation of infantile feelings tiiggesed by the gaunes, and, partly, perhaps, the
attractions of masochism. . . . Conltinuing to perform in the game . . . is the same as
continuing 1o live. When you stop you die" (p. 331).

For Skirrow, an internalised anxiety about an unreal danger, understood in terms of casteation
anxiety, is externalised with the embodiment of the “penis-as-magic-wand” {p. 331). Kinder
(1991) similarly argues that “the repetitive, scgmented, secial nature” (p. 110) of game
narratives, during which playcrs are “constantly threatenca by short circuiting and premature
deaths™ (p. 111), “leads to a disavowal of obsolescence, r:astration and death” (p. 110), For
both Skirrow and Kinder, then, the increasing mastety of the typically male protagonist is a

pre-emplive attempt te protect the male ego, or phallus, from annihilation or diminution.

Turkle (1984) argucs that young players appreciate the consistency of the strictly
“rule-govemed worlds™ (p. 77) of games, and in many respects a game functions as an
apponent whose strategies are gradually leamt and mastercd. Myers (1990a) and Fricdman
(1955), following game designer Chris Crawford (1984), argue that video games reveal their

construclcdness more than other medsa. Fricdman (1995) observes that:

Learning and winning . . . a compuler game is a process of demystification:
One succeeds by discovering how the softwarc is put together. The player
molds his or her strategy through trial-and-error cxperimentation to sce “what
works”-which actions are rewarded and punished. (p. 32)
In short, vidco games, being “simulated, rule-driven worlds” (Tutkle, 1984, p. 74), allow
players to discaver, or demystify, their inncr workings, rules, “sccrets,” and “logic structures”
and, vltimately, how they are “put together” (Kirksacther, 1998, p. 82). Indeed, Wertheim
(1999} argues that:

fthe adventure gamc)] Adventure may be scen as a metaphor for computing
itself. During the game, players cracked the code of this virtual world in much
the same way that a hacker would crack the code of a computer operating
system. (p. 246)
Herz (1997) similarly observes that: “churting out subterranean passages and dead onds is
pretty much analogous to mapping ot a circuit or debugging a picce of code (p. 11}, Unlike

print or Ailm exts, then, 4 game may be replayed until the structure of the software has been



apprehended, and manuals, magazines, and other game accessories help players expose this

structure.

Nonetheless, Friedman (1995) overstates the importance of *demystification” when he
argues: “the moment [a game] is no Jonger interesting is the moment when all its secrets have
been discovered” {p. 82). He implies onc oversiding gaming genre, style or acsthetic of
(cxplorative) mastery, when games arc inherently repetitive and allow for replay. Object-
event sequences, including enemy activities, are often randornised, and in multi-player games
the demyslification neccssarily cxtends to the stratcgies of another player. Unless ane is
capable of plotting in real-time all factors that detcrmine randomisation in a video game, or
another player’s strategy is completely understood and predictable, total mastery is
impossible. Even Malone (also see Provenzo. 1991 and Wallace, 1999) observes that game

appeat is influenced by the degree of randomness, and Chandler (1994) writes:

most good games «re not solely a test of skill, but offer an etement of chance

which can encourage these whn less confident of their current levet of playing

skill. Children, I would suggest, are well aware of this feature, and many prefer

games in which they can blame luck for their failures. (f 18)
So while some players like “testing their worth™ against an unforgiving machine, others
dislike the rigidity of stticlly rule-governed domains, finding it an “intolerable. . . pressure, . .
. ataunt, a put-down" (Turkle, 1984, p. 86).

Compctition between players may provide a context for challenge and mastery, but
the social dimensions of vidco games may constitute a distinctive aesthetic. Provenzo (1991)
argucs that arcade gaming constituted a sub-culture that was one of the “great equalizers of
youth colture because [they] allow[ed] an eight year-old to approach a fifteen-year-old and
discuss something as peers” (p. x). Other research (Lepper, 1985; Mitchell, 1985) has
indicated that video gemes may promote filial interaction when youth play within the fumily
cnvironment and talk about games with their parents. Unfortunately, carly arcade culture was
lost with the ransformation of arcades into sanitised places where parents were encouraged to
lcave their children in shopping malls (Herz, 1997). However, games still may be played with
friends or family; shared knowledge of video games still provides a basis for social
interaction; and Local Arca Network (LAN) partics and game convenlions are contemporary
spaces for collective gameplay. The problem is that much of the recent research on computer-
mediated communitics has tended to focus on specialised PC-users, nowably those who use
Muiti-User Dungeons (or MUDs) (see Baym, 1993; Deaubien, 1996; Chesebso & Bonsall,

20



1989; Curtis, 1996; Dery, 1994; Foster, 1997; Joncs, 1995, 1998a, 1988b; Kim, 2000; Kolko
& Reid, 1998; Kollock & Smith, 1999; Porter, 1997; Stong, 1995; Rheingold, 1991; Strate,
Jacobson & Gibson, 1996; Wilbur, 1997).

Video games may also serve a social function withour othe- players. Selnow (1984)
has argued that children may regard the game itself as “a kind of surrogatc companion and
thcir interactions with the pames as social interactions™ to the extent that the game becomcs
an “electronic friend™ (p. 58). Turklc (1984) argues that vidco gamcs effer a form of useful
escape for disabled children, and online interaction especially allows disabled children social
interaction othcswise denicd them, Wallace (1999) makes a more gencral argument that it “is
hard for any hnmdium reality to compete with [the worlds of video games], cspecially for
people whose lives are troubled by low self-esteem, boredom, lack of social support, or
vnsatisfactory personal relationships” (p. 172). Video games, then, offer a compensatory
sense of achievement, autonomy and self-estecm (Greenficld, 1984; Nelson & Caslson, 1986;
Turkle, 1984). Howcver, some children may feel “cut of” when they finish a game (Turkle,
1984, p. 66), and it is possible thal too much control over a game world may lead children to
be impaticnt with aless obeisant real werld (Sheingcld, cited in Greenfield, 1984, p. 1 14).

While mastery and social intcraction may play important roles in the sesthetics of
gamcplay, the experience of identi’ication, immersion and agency is of cqual importance. The
depaiture point for early thearists concemed with thess experiences was television (Durkin,
1995, 1999; Greenficld, 1984; Turkle, 1984). Greenfield (1984) argucd that bolk TV and
vidco games have a visual appeal, and that their moving images especially appeal to young
viewers (p. 88-90). Indeed, for her, familiarity with TV is one reason why children respond so
readily o video games. For Stallabras (1996), by contrast, video games are dislinguished from
other medin by their use of interaction: “the passivity of cinema and television is displaced by
an enxironment in which the player’s actions have a direct, immediate consequence on the
virtnal world” (p. 85). Howcver, Greenfield (1984), Turkle (1984), Skirrow (1990), and
Kinder (1991) argue that what is truly distinclive about vidco gawms is that they combine a
passive mode of spectatorship associated wilh cinemma and television with more aclive modes
of participation and interaction. For Skirrow (1990), the “‘audience’ disappears as a
distinction between ‘doer” aad ‘viewer™ (p. 330), and the cuigmas.hr the pesformer are of

the order of “Where am 12" rather than “Who am 17"
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Durkin argues that, compared with TV and film, video game players “do not feel a
strong scnsc of idcntification with the characters” (1999, p- 129), and he lcaves open the
question as to whether there arc less behavioural cffects in games. Fuller and Jenkins (1995)
similarly note that, comparcd with print and film texts, identification with characters in video

gomes is limited because characters tend not to have psychological depth:

Characters play a minimal role, displaying traits that are largely capacities for

action: fighting skills, modes of transportation, preestablished goals. . . .

Aclivity drains away the character's stiength, os measured by an ever shifling

graph at the top of the screen, but it cannat build character, since these figures

lack even the most minimal intetiority. (p. 61)
Skirrow (1990} is even more critical, stating that: “for the perforner of a game the first and
third person arc almost totally identified, so therc can be no suspensc bascd on knowing more
(having seen more) than the protagonist who represents you" (p. 330}. The major objection to
such accounts is that the characters in many print and film texis do not necessacily offer more
psychological depth than the average video gume character. We cannot judge video gamcs
solcly on the basis of their status as a medium, since a video game with a complex narrative
and detailed characterisation may offer more depth than a poorly written novel. In this respect,
the above accounts ignore the distinctiveness of video games by evaluating them in testns of
other media.

As Turkle notes. in a video game: *you have to do morc then identify with a character
on the screen, You must act for it, Identification through action has a specinl kind of hold”
(1984, p. 79). The issue, then, is how “identification through action™ creates a distinctive hold.
Friedman (1995) observes that in earlier simvlations, like Civilization (1991), one identified
principally with a leader from a particular culture or historical period, such as Genghis Khan,
indicating a straightforward identification with the role of a leader. However, in more recent
simulations like SimCity (1989) there is a “constant shifiing of identificatory positions
depending on whether onc is buying land, organizing the police force, paving the roads, or
whatever” (p. 85). Yet simply “attcmpting to map ‘roles’ onto the player’s on-screen
identificalion misses the paint” (p. 85) since:

overarching these functional shifts . . . is amore general state of identification:
with the city as a whole, as a single organism. . . .[or] a process, . . . ‘Losing
oneself” in a compuler game means, in a sense, identifying with the simulation
itself. (pp. 84-85)

Friedman conciudes that the playcr does not simply identify with a rolc:
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the player forms a symbiotic circuit with the computer, a version of the

cyborgian consciousness described by Donna Haraway (1985) in her influentiol

“Manifesto for Cyborgs.” The computer comes to feel like an organic

extension of one’s consciousness, and the playcr may feel like an extension of

the computer itself. (1995, p. 83)
The term “cyborg” is, of course, a contraction of “cybernetic organism™: a synthesis of the
technalogical and biological. This is usually understood in terms of the physical avgmentation
of humans with technology, but in practice a cyborg is any being that forms a cybemetic
relationship—a dynamie, self-regulating, and homeostatic {(information) feedback sysiem-—
lhat incorpoerales both organic and non-organic material (Gray, 1995). This mcans that a
person need not be physically fused with a computer to be a cyborg—any causal reiationship
with technology, such as the feedback loops that occur during gameplay, suffices for the terin
to apply. Therefore Fricdman (1995) could be read as simply referring to the psychologicel
experience of this relationship.

The problem is that Haraway (1985) sees cyborgs as subverting traditional boundaries
between physical/non-physical, self/body, human/machine, and theieby creating post-, proto-,
andfor non-human beings. On this basis she sees cyborgs as a polemical metaphor for the
subversion of a)l binary systems, including male/female, which presume a primary tem.
Theorists of computer-mediated communities, including virtual realily, sometimes seem (o
conflate the literal and metaphorical meanings of the term, implying that cyborgs arc
inherently subversive or revolulionary (sce Featherstone & Burrows, 1995; Gray, 1995;
Haraway, 1985: Helsel & Roth, 1991; Reid, 1994; Stone, 1995; Strate, Jacobson & Gibson,
1996; Wolmark, 1999). However, to claim that the cybemctic rclationship is inherently
subversive is 1o fall back on essentialism, when it should be obvious that a cybemelic
relationship may be read in different ways. Players may simply see the game as a tool and
cxperience immersion without any sense that their humanity, or any other aspect of their
identity, has been altered. It suflices to suggest that, in cither its literal or metaphoricat form,
the tleem “cyborg” only offers a limited account of the relationships between players and their

games.
Turkle (1986) provides a morc useful departure point when she asgues that what

playcrs pursue in their interactions with video games is an “altcred state,” described less in

terms of books and TV than by metaphoss taken [rom “'sports, sex or meditation” (p. 60):
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Cal! it ‘muscle memory,’ call it ‘lTow,” call it ‘trusting your instincts’ - the

cxperience of fecling a continuity between mind and body is part of the inner

game cof any well-played sport. Skilled video game players experience this

immediacy of knowing their game with more than their hecad, and the

cxperience is exhilarating. (p. 81)
An account of such altered states can be found in Csikszentmihalyi’s (1975, 1990, 1993)
description of “flow.” For Cstkszentmihalyi (1975, 1950, 1993), “flow" is “the statc in which
people are so involved in an uctivity that nothing clse seems to matter; the cxperience is so
enjoyable that people will do it even al great cost, for the sheer sake of doing it” (p. 4).
Csikszentmibalyi (1993) identifies eight dimensions of flow: clear goals and immcdiate
feedback; a balance of challenge und skill; the merging between consciousness and one's
activity; a high degree of focus; the loss of self-consciousncss; an altcred sense of time; and
an autotelic quality. The flow state, then, is facilitated when there is sufficicnt challenge 1o
stimulate the individual beyond theic normal level of effort: too much challenge creates
anxiety, too little creates boredom, and in this respect flow may be seen in terms of an
appropriate schedule of reinforcement (LoRus and Loftus, 1983; Wallace, 1999). It can be
argued that play has been increasingly identified with—-or is scen at its maost optimal when
players enter—a state of "flow.” In this context, the problem with the term “play” is that it
often relers to an activity which may be characterised as an ongoing attempt to {re-)enter the
ideal of play: a statc of flow that is totally absorbing and gratifying to the cgo. Furthermore,
while it is useful to analysc how games produce flow experiences, the fact that there are
differcnt metaphors for “altered” or “flaw™ states supgests that it may be better to turn away
from generalisations about some universal, ireffable state and atlempt to distingoish different

types, or qualities, of immersion.

As Murray (1997) arpues, “immetsion™ is “a metaphorical term derived from the
physical experience of being submerged in water” and what pcople seck from “a

psychologically immersive expericnce” is:

the sensation of being surrounded by a completely other reolity, as diffcrent as
water is from air, that takes all of orr attention, our whole perceptual apparatus.
We enjoy the movement out of our familiar world, the feeling of alertness that
comes from being in this new place, and the delight that comes from lcarning
to move through it. (pp, 98-99)

Murray traces the distinctive qualities of immersion to the “procedural,” “participatory,”
“spatial” and “encyclopaedic™ characteristics of the computer as a medium, She argues that

the computer is procedural in the sense that; *it was designed not to carry static information
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but to cmbody complex, contingent behaviors™ (p. 72); in short, it is an engine of computation
that operates according to programmable rules. The computer is participatory in the sense that
it is “responsive to our input” (p. 74}, and, for Murray, the notion of “interaction,” applied to

computers, refers to an environment “thal is both procedural and participatory” (p. 74).

The spalial qualitics of the computer are also distinclive because, unlike “linear media
such as books,” the computer does not simply represent space in verbal or pictorial form; it
represents “navigable space™ that users can "move through” (Murray, 1997, p. 79). Indeed,
“the computer’s spatial quality is created by the inleractive process of navigation” (p. 80}, in
that computers not only calculate spatial representations from a player's perspective, they do
so dynamically, in real-time. Lastly, Mursay argues that computers are encyclopacdic, in the
sensc that they can store so much information, making them more capable of representing a
procedursal, parlicipatory, and spatial world, not just in terms of visual detail, bul also scope
and dynamics. This encyclopaedic quality provides a basis for “epic-scale nairative” (p. 84),
evident in online role-playing gomes (p. 86) that allow multiple players to create and share
occupancy in a developing game world, For Murray, the combination of the spatial and
encyclopaedic elements with the proccdural and participatory elements is what provides the
acsthetic experiences of immersion and the related expericnce of “‘agency,” that is, the scnse
of entering a navigable virtual space and secing the conscquences of one's actions in the

virtual world.

It must be emphasised thal while full sensory immersion is the idea! of Virtual Reality
(sec Heim, 1993), videco games only offer limited physical immersion. ranging from the
weestling. slapping and kicking of the joystick or cabinet with arcade games to the less
physically taxing intcraction with a PC game's keyboard and mouse controls. Darley (2000)
argucs that most video games offer a heightened form of “Kinaesthesia™ “the illusion of
control and agency in real time and in a realislic looking (and behaving) environment [italics
added)” (p. 154). For him: “deliberation is minimal — once the game is under way the player is
compelled continually and immediuicly to respond” (p. 156). Skirow (1986) has similarly
observed that video games often produce a sense of immedizcy and danger that leads to
“crisis management” {p. 331), and Turkle (1984) has emphasised the importance of survival,
in that, in many games, “one false move [and] you're dead” (p. 79). The low tolerance for
error in a context of high stakes fosters an increasing level of attention and a more intense or
immersive altercd statc. In this cespect, the reflexive and frenzied character of interaction in

many video games may compensate for abscnt sensory channels, However, videa games do
y g y pe 8
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not necessarily emulate other media and so cannot be scen as merely compensatory. As
Murray (1997) argues, they generate their own aesthetics through creative experimentation

with their constraints.

Video Game Cantent

It is perhaps understandable that early researchers were concerned about the values, or
content, of the video gamcs in which players were immersed, &nd acted, Provenzo (1991),
who reflects these concems, argues that video games are gencrally sexist and violent. He
argues that females, when they are rcpresented at all, are usually ridicolous stereotypes of
femininity and serve as objects to be looked at or rescucd (see also Cassel & Jenkins, 1998;
Consalve, 2003; Herz, 1997; Poole, 2000; Turkle 1984), Not only ar¢ males the dominant
demographic, video gamcs appeal to their aggressive instincts, For Provenzo, the “message
communicated by the rules of [video games] is that violence is not only acceptable, it is
necessary to win™ (p. 124). Stallabras (1996) makes a similar claim, observing that video
games do not show the consequences of violence: bedies disappear after a period of time; no
matter how they die, the corpses of each type of monster look the same; aggression and
murder are seen as merely an expenditure of energy that lowers onc’s health bar; and injuries

are regenerated by eating food or camping for a night's sleep.

What Pravenzo (1991) finds especially alarming is that any games draw their
scenarios from historical events, such as World War I and F, Vietnam. the Cold War, and the
Gulf War. That is, when video games do historicize violent conflict, it is usually to hamess or
reinforce tweial or natienal stcreotypes, such as the notion that Chinese or Japancsc are
different, might want to fight us, and thereforc must be regarded as the enemy. There is,
cerainly, a strong relationship between video games and the military-industriol complex
(Herz, 1997; Stallabras, 1996; Toles, 1985}, and muny games draw their iconography from
warfare: arsenal, field aimour, ammunition, health kits, and military-style missions, maps and

strategy.

More recently, Fuller and Jenkins (1995) have argued that mastery of the game world
gains symbolic valuc from the New World nasratives of Renaissonce explorers (1995, p. 58).
Players expand their wealth and power, and bring space “unsler symbolic control” (p. 69) by
continually pushing back or establishing such froatiers as the edge of the screen, save points
and levels {p. 67). Using Michel de Certcuu’s {1984) argument that narrative involves the
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teansformation of space into place, Fuller and Jenkins (1995) suggest that the rhetoric of

games as new frontiers or New Worlds is driven by:

the desire to recrcate the Renaissance cncounter with America without guilt:
This time, if there are others present, they really won't be human . . . or, if they
arc, they will be other players like ourselves, whose bodies arc not jcopardized
by the virtual weapons we wield (p. 59)

Kinder (1991) and Stallabras (1996) link gameplay to the conservative values of
capitalist exchange. Kinder (1591) draws from Piaget (1978) and Lacan (1977/2001) to asguc
that video games prepare children for consumer culture by fostering interactivity in the
context of multi-media merchandising networks. Stallabras (1996), who is more polemical,

argues that vidco games:

obsequiously reflect the operation of consumer capital for they are bosed on
exchange, an incessant trading of money, munitions or energy, a shuttling back
and forlb of goods and blows. (p. 90)

For Stallabras, vidco games are a debased “culture industry” that disiract the *masses” frem

larger social issues such as glohal inequality.

However, there has been a trend in the industry to design games for girls, reflected in
Laurcl's ill-fated Purple Moon company and the Grrlz Games Movement (see Crssel &
Jenkins, 1998). There have also always been a few games, including Final Fantasy, that have
dealt with social issucs such as feminism, economics, ecology, science and religion. More to
the point, setting aside critics' evaluation of the moral or political values of games, players’

perception and acceptance of a game's values is not a simple issue.

Subjeclification and the Play of Mcaning

For both conservatives like Provenzo (1991) and polemicists like Stallabras (1996),
what distinguishcs video games is not merely their undesirable values, but the extent to which
players participate in them. Their arguments therefore may be suid to rest on the assumption
that interaction increases not onlty idenlification and immersion, but also subjectification.
There s, it must be acknowledged, a rudimentary logic to this. As Andrew Darley (2000)
observes, video games are increatingly characlerised by “the impression of being enabled to
act within and upon the world one gazes upon [italics added]” (p. 161). That is, while video
games arc defined by their use of interactivity, they offer “a kind of relative or reguluted

agency: the constraints of the game atlow the player to choose between a limited number of
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options (italics zdded]” (p. 164). This becomes significant when the choices players are forced
10 make require them to act out certain types of values. As Herz (1997) observes, Will Wright
built certain valucs into SimCity (1989) in the sense that the rules of the game promote certain
types of actions, such as the usc of public transpert. Winning the game is easier when one

conforms to those rules, and such conforinity could be interpreted as acceptance.

However, despite its sceming common-sense, the assumption that intesaction
facilitates identification recapitulates an outmoded notion of identification. Within carly film
theory, which drew from Althussurian Marxism and Lacanian psychoanalysis, the more one
identified with a film or a character the more vulnerable one was 1o the film's ideological
position (sce Lewis, 1984; McGree, 1997; Meiz, 1975, 1982; Nichols, 1981; Palmer, 1989;
Penley, 1989; Staiger, 1992). Cultural Studics no longer accepts this position, but it
nonctheless persists, For example, Stallabras (1996) has claimed that intevaction in vidco
games is so routine and mechanical that players subjectify themselves as mindless object-
machines beneath the malevolent forces of late capitalism. In a less polemical account, Taylor
(2003) draws on psychoanalytic film theory to argue that breaks in point of view fraclure
identification, thereby recapitulating the notion of the cinematic apparatus as the basis for
identification at the very moment she sces the video game as offering a different kind of

apparatus.

While the relationship between “interactivity” and “'subjectification” is still open 1o
debate, secent rescarch has begun to addsess the issue in more subtle ways. Frasca (2003)
identifies four levels of ideological operation in “simulations,” including computer gamcs.
The first level, shared with film and narralive in general, occurs at the level of representation,
and involves the signification of the “objects and characters, backgrounds, seltings, and cut
scenes” (p. 232). The second level relates to “manipulation rules: what the player is able 10 do
within the model” (p. 232). As Censalvo (2003) has observed, the provision for certain types
of actions moy naturalisc or promotc an idcology of scxism in FEVIL skills such as "Protect
Girl” rcinstate traditional gender relations as part of the text, Third, thesc are “goal rules,”
which define actions thut arc not mercly possible, but which the player must perfonn if sthe is
to win. The fourth level deals with “meta-1ules,” when the player is able to change the 1ules.

We mighlinclude the use of hints, spoilers, and cheats in this category.

Theorists couid distingrish more complex causal conditions across the speclrum of

possiblc and nccessary actions, for example in the manner suggestcd by Esclinen and
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Tronstad (2003). However, this thesis takes the position that perfosmance of an action in a
video game docs not necessarily entail endorsement of that action, and that players have the
capacity to play not only in the sense of making physical choices, but also in the sense of
playing with thc meanings of those choices. This position reflects the changing ways that
Cultural Studies has apprepriated the ters “play” and “'game” to describe the act of reading.
Within everyday discourse, as in the phrasc “to play a game,” “‘play” is 2 verb that refers to an
activity, er a way of doing something, while “game” is a noun that refers to a system of rules.
This usage parallels the distinction between parole and langue, as is evident in Lapsley and
Westlake's (1988) summary of structuralist theory:

The system, known as langee, and actval or potential uttcrances, parole, may

be compared to the rule system of chess and to the set of moves that may be

actually or potentially played. Zangue defines both what are permissible or

impermissible utterances (as do the rules of chess in relation to moves) and

what theic significance is (again, as in chess). . . . If the meaning of a signifier

is analogous to the value of a piece on a chessboard, then it becomes evident

that meaning will change according to the context in the same way that the

value of, say, a pawn will depend upon what stage of the game has been

reached, where it is in relation to other pawns, how many pieces are left on the

board, and so on. (p. 33-4)
In a structuralist approach, of course, a text’s structure is analysed to identily the possible
permutations of meaning, such that the “play” of meaning is seen as an “effect” of the text's
structure. This constitutes poctics in the traditional sense in that it emphasises the ways in
which the reader shosuld read the text (or play the game) and/or the effects that should be
produced (such as surprise). Hutchinson (1983) provides a valuable example of this tradition,
identifying hew authors “signal” a game, arouse readers’ expectations, and challenge their
deductive and reflexive powers by cxploiting a game-text as an “enigma,” a “parallc),” or by

utilising such nasrative lechniques as allegory, allugion and symbolism,

However, in more recent poststructuralist accounts the reader’s parole (read: play)
potentially distorts and/or transforms the larngiie (read: game) in and by which it is expressed
(and constrained). While this kind of usage is evident in somc of Barthcs” work (1975a,
1975b), it is consolidated in reader response thcory (Holland, 1975; Iscr, 1974, 1978),
psychoanalytic accounts of the speaking subject (Kristeva, 1980), and dcconstructionism
(Derrida, 1970), all of which emphasise the open-endedness of signification. Most recently,
the subversive quality of “play"” characterises much writing on metafiction, the fantastic, and
postmodernism (Hutcheon, 1988; Jackson, 1988; McHale, 1987), with a sense that media-

savvy producers and audiences exploit scmiosis through the manipulation of conventions (scc

29



also Bolter, 1991; Landow, 1992). Within Cultu:sl Studies' psychoanalytic framework such
playfulness is readily seen as jndcxical of the subject’s desire, which is privileged as a
liberating force of resistance against imposed meanings and subject positions. That is, since
subjectivity is provisional upon the “rules™ of tanguage, our “real” identitics (as subjects) may
be seen as a form of “role-playing,” as merely a “game.” The termn “play" therefore connotes
not only the frecedom to interpret texts in countless ways, but a changeable state of affairs in
which onc can “play” a differentrole in the world beyorid the text, and, by breaking the rules,

come up with new roles.

Unfortunately, such metaphorical, and often rhetorical, usage is problematic. Even if
play is read as indexical of desire, desire is not inherently resistant. As Foncault (1979)
argues, desirc is never simply repressed by social forces, but is produced within discourses.
An analogous conclusion has been reached in the psychoanalytic revision of fantasy as the
“inise en scene of desire™ (Laplanche & Pontalis, 1988, p. 318}, Donald (1989} summariscs:

What is evident in fantasies is not just the wish, but the setting out of the wish

in a way thatalways also incorporates the prohibitions, censoring, and defences

that surrounded the wish. (p. 140)
That is, desire always operates within a secial context, and its expression may rcinscribe the
prohibitions which gave rise 1o it. By analegy to play and games, somelimes the point of a
game is not to win, but simply to prolong the cxperience of play. Even when onc desires to
win, and cheats, this may legitimate winning as worthwhile, since cheating is usually an
cexpression of a desire for the ideal subject position offered by a game. In shon, the desire
cxpressed when cheating may sometimes be less a violation of the game itself than a violation

of the rules which govern one's position in the game.

Nonetheless, the notion of a playful reading usefully foregrounds the freedom players’
have in preducing ncgotiated and oppositional seadings of whatever actions they choose or are
forced to perform in a game. Indeed, Jenkins (1992) has argued that individuals can
recuperate their existing valucs by poaching, and reworking. the resonrces of cultural
artefacts. Ultimately there is no reason why players connot approach the meaning or
cxperience of gamepiay in the same ironic or kitsch way that vicwers watch B-grade horror
films, in which case submission 1o the limited rules of a game is little different from
submitting to a clichéd plot. The problem is that lo understand the “interactive"” qualities that

distinguish video games fiom ather media, and, by implication, to appreciate their distinctive
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aesthetics, it is necessary to interrogate the border between nurratives and games in  literal

scnse.

From “Inteructive Narratives’ to “Cybertexts”

Herz (1997) observes that in early video games narrative content functioned as a
backdrop for the action or was limited to introductory text and “canned” (pre-filmed)
sequences, usually at the siart and end of each level (also Juul, 1999; Poole, 2001). Thesc
sequences could be scen as “cute or funny but [were] basically irvelevant to their play"
(Turkle, 1984, p. 66). However, more recent fesearchers have begun to identify the tensions,
or telationships, between natatives and games in more detail (Buckles, 1985; Juul, 1899;
Kirksaether, 1998; Kucklick, 2003; Poole, 2000; Ryan, 2001; Wolf, 2001). Juul (1999),
notably, has argued that games and naratives arc “two separate phenomena that in many
situations are mutally exclusive” (p. 1), concluding that the temporal emphasis on the past
conflicts wilh the emphasis on the present in video games, that the linearity of marrative
conflicts with the non-linearity of video games, and that the position of the narrator conflicts

with the position of the player.

Nenetheless, Juul {1999) expects that future games will better integrate narratives and
games, and Aarseth (1997) has already argued that while there may be differences between
the categories of narrative and gaming: *'the difference is not clear-cut, and there is significant
overlap between the two” {p. 5). This is evident in Darley's (2000) argument that the events of
gamcplay—opening doors, cressing the screen, picking up objecls and so on---<an be
recounted to construct narratives of “'near-epic proportions” (p. 152); or, as Herz conlends:
“the choreography of an arcade game is its plot” (1997, p. 140). Of course, as Darley (2001)
observes, the events which constitute narratives of this sorr are impoverished and fragmented
when compared with other narrative forms in that they are repetitive, lack clasure, have little
psychological or narrative depth, and are interrupted by frequent saving, death, and replay (p.
152). In respect to the events of gameplay: “'codes that are central to narrative — codes that
produce a certain plenitude, a depth of richness and meaning - are largely absent™ (p. 153).
Darlcy concludes that “what counts far more {than narrative] is the actunl playing, and this
involves a certain kind of kinacsthetic performance that becomes almost aa end in itself” (p.
151). For him, “narrative in video games is “de-centred . . . in a subordinate position within

the overall formal hierarchy that conslitutes the game aeslhetic™ (2000, p.151).
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Yet Darley's (2000) account is true of some games morc than others. Some
researchers have redeemed adventure and vole-playing games in litcrary or artistic terms,
arguing that video games may have the structural or narrative complexity of print and film
texts (Buckles, 1985; Kelley, 1993; Randall, 1988; Ziegticld, 1989). The problem is that, as
Aarseth (1997) contends, whether or not adventure games make good novels or not is
irrclcvant, since adventure games are niof novels, they arc aesthetically distinctive and must be
played, and studied, on their own tenms (p. 107). Darley (2000} himself acknowledges that
“the particular character of interactivity” means that rescarchers still need to address “what is
happening to familiar fonns of narrative and [if] other modes and genres [are] involved™ (p.
195). In many games, notably interactive marralives, adventure gamcs, and role-playing
games, namative is not necessarily de-centred but central to the aesthetic experience (at least

during certain sequences), having been incorperated or reworked in vasied, complex ways.

In accounting for the complexity of “interactive marratives” somc researchers have
used hypertext as a modet (sce Barret, 1989; Delany & Landow, 1991; Kirksacther, 1998;
Landow, 1992; Snyder, 1996). As Ted Fricdman (1995) summarises, hypertext:

connect(s] the oppositions of “scader” and “text,” of “reading” and “writing,”
together in feedback loops that make it impessible to distinguish precisely
where one begins and the other ¢nds . . . calling into question the very
categorics of author, reader, and text. (p. 73)
That is, whereas a traditional narrative is characteriscd by a beginning, middle and end, and a
predetertnined relationship between a writer and reader, those wlo navigate hyperstext and
other “interactive” narralives construct their own texts in a noa-lincar fashion. This has been
scen in positive lerms as providing a useful metaphor for paststructuralist notions of
intertextuality, in that, instead of offering one dominant narative, voice, or iruth, hyperiext
allows for multiple narratives, voices and truths (Bairet, 1989; Delany & Landow. 1991:
Jones & Spiro, 1995: Landow, 1992). Indeed, Laurel (1991) has argued that the problem with
“interactive narratives” is precisely that players may choose from multipke paths, but that
some of these paths may not lead 1o a dramatically satisfying conclusion. For her, then, the
issuc is how to program a story that is dramatic in Aristotle’s (trans. 1965) sense. Hawever,
Aarseth (1997) argues that placing the programmer/computer as a “playwright™ simply
construcls the user as “both as an agent without a will and as a watcher without a say™ (p.
140); that is, Laurel (1991) rcduccs interactivity to a player’s submission to the dramatic

decisions of the “playwright.” For Aarscth (1997), the user is never simply an author, and, as
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Friedman (1995) argucs: “the constant feedback between player and computer in computer

games is far more complex than [a] simple networking model” (p. 74).

Consequently, after reviewing exisling theories of “interactive™ media (Anderson,
1990; Anderson, Holmquist & Jensen, 1993; Eco, 1981; Ziegfeld, 1989), Aarseth (1997)
offers his own model. To begin with, he distinguishes between potential sign sequences in 2
medium, which he calls “textons,” and the signs that aclually appear at the surface of a
medium, which he calls “scriptons.” He then argues that media can be distinguished in terms
of how scriptans detcrminc the textons. In a book the textons and scriptons are identical {the
words on the page), whereas with film the textons (the images on celluloid) highly detennine
the scriptons (the images projected on a film screen). With computers, the lexlons (registers
that store data) are mediated by the layers of hardware and software as well as by the choices

of the user before being represented as scriptons (words and images at the interface).

Aarseth (1997) uses the term “ergodic,” derived from the Greek words ergon (work)
and hodos (path), to refer to any lext in which the activity of a “reader” (partly) determines
which signs appear on the surface of the medium. That is, an ergodic text allows the reader to
physically select frem, alter, or input text, producing a different text that is read from. Aarseth
{1997) ofters seven variables as a means of classifying the mode of traversal, or ergodic
distinctiveness, of texts: dynamics; determinability; transience; perspective; access; linking:
and user-functions. Upon this basis, Aarseth differcntiates hyperfiction, adventure games,
cyborg-authored texts, and MUDs as examples of ergodic literature. However. Aarseth docs
nol see mew or digital media as inherently more ergodic than other media, since so-calied
“linear™ media may allow for as much random access as so-called “non-linear” media. The
reader of a book may skip sections, read thie end first, or consult the index before referring 10
an earlier section. Certain print texts, such as Choose Your Own Adventure, 1ake advantageof
this by making readers choose from multiple narative sequences, moving back and forth
through the physical text. A work of hyperfiction that only allows the user to click forward
through a fixed sequence of linked pages is, by contrast, more “linear.” Indeed, to speak of a
“text” (reading) as a lincar sequence of signs forgets that all nonlinearities arc subsumed to
the supposed “linearity” of the act of reading (cr may be mentzlly reordered afier the “text” is
read).

Aarscth’s (1997) noticn of “text” “is closer to the philological {or abservable) work

than to the poststructural (or mecaphysical) galaxy of signifiers™ {p. 20). While rcaders of such
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non-crgodic texts as traditional film and print fiction perform the work of reading “in their

heads,” the user of ergodic teats:

perforns in an extranoematic sense, During the cybertextual process, the user

will huve effectuated a semiolic sequence, and this seleclive movement is a

work of physical constsuction that the various concepts of “reading” do not

account for. {p. 21)
For Aarseth, early writers an hypertexts canfused the playfulness of reading the “text” with
the physical playfulness of physicaily altering the “work,” but in correcting this emphasis he
necessarily over-emphasises the *work." Consequently, while Aarseth’s model of the textual-
machine specifies a human operator, it is uscful to distinguish this from textual-machincs that

operate themselves and (extual-machines with a human reader (see Figure 1.1).

EN b. e
OpERIOL (SWAW) opetaty (reader) openior (user)

—r SN  —

nouchine
{computation)

SiER (vanabler mediem [Rwisw) sign (oUTpon _medum (hwiswireader)  sign (inpuvoutpUT} medium hwlawireader)

Figure 1.1, Aarseth’s (1997, p. 2§) model of the textual-machine, adapted to include: (a)
computation, {(b) reading and (b) intesaction. [Nate: w= “hardware”; s/w="sofiware”)

With textual-mauchines that operule themselves the “wark™ stands by itself without any
accompunying “text.” In the case of lextual-machines with a human reader any attempt to
vnderstand tie internal working of the computer requires that the computational processes
(“works™) be accompanied by & “text” dynamically (re-) constructed by the operator. This
may include not only a textval model of the computationa! processes, but a text in the more
conventional scnse of an interpretation of the “meaning™ of the text thot appears at the
interface. In the case of textual-machines with a human user the “work™ is accompanicd by a
“text™ of the “work” as well as a “text” of the cybertext's “meaning,” and both determine the

choices the player makes, and low, as a result, s/he alters the “work.”

The relationships between the "work™ and the player’s model or “text” of this work is

implicit in Aarseth's (1997) distinction between “aporia” and “epiphany” in hyperiext fiction:

In contrast to the aporias experienced in codex literature, where we are not able
10 make sensc of a particular part cven though we have access to the whole
text, the hypertext aporia prevents us from making sense of the whole because
we may not have access to a particular part. {p. 91)
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That is, hyperiext readers may have a sensc that they cannot make sense of the whole “tex(”
because of absent parts of the “work." With epiphany, by conirast, “sudden revelation . . .
replaces the aporia, a seeming detail with an unexpected, salvaging effect: the link out” (p.
91). For Aarseth:

this paiz of master tropes constitutes the dynamic of hypertext discourse: the
dialectic, between searching and finding typical of games in general. The
aporia-epiphany pair is thus not a narrative structure but constitutes a
fundasnental layer of human experience, from which narratives are spun. (pp.
91.2)
So whilc the “text” constructed from the “work™ may be cxperienced as incomplete because
of absent aspects of the “work,” closure may be experienced through an “epiphany” which

seems to unite the “text.”

In fact, relationships between guided speculations (the multiple *texts” cued by the
“work'") and the actual outcome (the sutiscquent “text”) are central 10 the dramatic experience
of narratives and games in general. The pleasure of reading u detective novel, for example, is
dependant upon a disparity between the reader’s theory (“text”) about what happened and the
actual explanation that s finally offered (the completed “work”). This disparity is continually
cxploited and redressed through the dissemination of clues, red herrings, dead cnds,
revelalions, new events, and so on, which deliberately mislead the reader about “what
happened” until the entirely of the “work™ ig complcte. In gameplay, of coursz, players are not
usually concerned with the cntire “computational work,” merely thesc clements that are
functionally relevant to play, and different players utilisc different aesthetics to determine
what is functionally relevanl. The frustration consequent upon disparitics between
“computational work™ and “compulational text” is only a prablem when it exceeds the
frustration deemed acceplable according to the aesthetic by which gameplay is evaluated.
That is, players do not demystify the computational or algorithinic entircty of the code, data,
or medium, they only produce a “‘computational text” that is adequate for the task of playing

the gamc according to their chosen acsthetic.

Aarscth's (1997) terms allow for a more subtle and sensitive appreciation of video
games, but Aarseth is less concerned with elaborating his taxonomy than he is with discussing
existing genres. This provides for some useful insights into the structural differences between
commonly accepted genres, but a detailed map of all the ergodic features of a genre or text is

less important thaz the player's model of its sign system, or, rather, the tensions between a
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player’s expectations about fecdback and the fecdback they octual receive. Given that this
study is largely concermned with players’ experiences, it avoids refening 10 ergodics in
Auscth’s sense of the game “work,” insteud refening to “ergodic codes™ that define
admissible choices for interaction at the interface, This allows us to separate out conventions
of an interface that may characterise a genre, but which are portable between genres. Like all
codes, ergodic codes are usually invisible when the user is familiar with the imerface, but arc
visible while being learnt (during in-game tutorials and casicr levels), customized (when a
player changes game command keys), or blocked (becanse of unexpected events and/or a

player’s lack of mastery).

However, it is still necessary to emphasise the distinction between the player’s
computational text and the player’s interpretative text, since thesc may function cither
independently or in close conjunction, For example, a reader of a hypestext narrative may
have a menta} map of the links between cach page of text, but this may have no beuring an
their interpretation of the text. Conversely, there may be instances when the structure of the
links in a hypertext resonate with the text. Murray (1997) addresses this issue when she argucs
that the structure of games may complement their meaning. For e xample, navigatiug complex,
closed and/or repetilive environments may give rise to “suspense, fear of abandonment, fcar
of lurking attackers, and fear of loss of self” (p. 135). A game, then, may produce a type of
immersion and agency that complements ils intended meanings or acsthetics by manipulating
its procedural, participatory, spatial and encyclopaedic qualitics. Murray describes the
significance of scveral structures of navigetion in this sense: story mazes, the rhizome, the
journey story, problem-solving, “losing” and *‘winning" stories, games as symbalic dramas,

the game as contest (agon}, and world construction in MUDs.

The corollary of an analysis of "interactive nasratives,” or. more appropriately,
“ergodic texts,” is an awareness of not only the collapse between namative and game, but also
the inter-relationship between hypothesis-making about future events {cognitive-oriented
interpretation of the “text”) and the performance of physical tasks (sensorimotor-oriented
interaction with the "work”). In practice, narrative-oriented games require at least minimal
seusorimotor  action, and  scnsorimotor-oriented games require stiategic cogaition.
Consequently, despite the theoretical attention 3t may have received, the tenminological

distinclion between “slory” and “game” is less important than the processes of engagement

that give rise to the aesthetic experience of gameplay. The issue that cmerges from this is how
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sensorimotor aclion and cognition are cued 1o work in conjunction during gameplay, and how

this produces an acsthelic, cmotional expericnce.

Emotion in Video Games: Early Models and Research

The rescarch on emotions in video games has largely been confined to experimental
attempts to prove the aggressive effects of gameplay upon players (Anderson & Momow,
1995; Ballard & Wiest, 1996; Cooper & Mackie, 1986; Dominick, 1984; Fling, Smith,
Rodriguez, Thornton, Atkins, & Nixon, 1992; Funk & Buchman, 1996; Griftiths & Dancaster,
1995; Irwin & Gross, 1995; Kubey & Larson, 1990; McClure & Mears, 1984; Nelson &
Carlson, 1985; Schutte, Matouf, Post-gorden & Rodasta, 1988; Scott, 1994, Silven, 1987).
The methodology of these experiments may be seen, with some variation {(and qualification),
as taking the [ollowing general form, First, o group of players are measurcd for an aggressive
stale. Second, some players are given a so-called “violent" game, while other players are
given a so-called “non-viclent” game. Third, afler 2 measured period of play, the aggressive
states of both groups are re-measurcd. Fourth, the subsequent difference in the level of

aggression is found 1o be either shortdived, minimal, or non-existent,

There are many problems with this experimental methodology. Aside from Jenkins’
(1990) observation that carly research tended to abstract “violence” from its context of
reception, the experimental conditions of these types of research produce an artificial context
for producing and expressing aggressive tendencies, and tend to confuse comelation with
causalion (Durkin, 1995, 1999). Ceriainly, there are broad, historically specific correlations
between the male demographic and the aesthetics associated with challenge, competition, and
aggressive mastery. However, aggressive personality types often choosc to engage with media
that reflect and reinforce their existing tendencics, making the measurements correlative, not

causal.

A more obvious criticisat is that such sesearch does not adequately account for the
cathartic experience of games, that is, the extent to which emotions are aroused and purged
und thereby nullitied, reduced, or redirected into a socially acceptable form. Catharsis is an
aesthetic evident in Malone's (1981), Myers' (1990c) and Tuskle's (1984) analysis of players’
preferences, but assumplions about catharsis in gameplay need qualification. First, like
aggression, the catharsis players expect from games is less likely 10 be measurable in an

unfamiliar experimental context; the cveryday routines one secks relief from are atteruated or
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disrupted by the experimental conditions. Sccond, it is simplistic to sec the reduction of
aggression as evidence of beneficial catharsis, To presume that aggression felt in relation 10 a
video game is necessarily negative and anti-social, and rherefare undesirable, is the same as
cvaluating a person’s anger at their football team losing without reference to the
psycholagical, snciological, and ideological functions of fandom. Some players may find it
useful to inducc manageable anger at a game rather than deal with anger, or other emotion,

resulting from some unmanageable social situation.

Third, measuring a purged emotion after its purging ignores or misrepresents the
desired aesthetic experience of playing a video gamc. Determining whether or not some
players end up with a (tcmporary) higher level of stress or aggression aller play may be beside
the point if what players seck fram a game is what they experience wiiil2 playing it, not the
state they expect to be in afterwards. In this respect, a “black box™ experimental approach
draws aitention away from the actwal processes of gameplay, especially the real-time
regulation of emotions. Vidco games may produce stress rclief that is measurable by
comparing the “before” and “after” Jevels of physiological arousal. However, not only may
this purging be episodic, significant cmotional moments of play may occur eady on in, or
before the end of, a gaming session, and the actual closure may be poorly defined or arbitrary.
‘The underlying problem here is that the catharsis hypothesis was developed for traditional
dramatic forrns—stage plays, print novels and feature films-—which have an aesthetic formula
organised around discrete emotion-episodes polarised around central concerns, in which
elervents are drawn together and resolved in somcthing that subsequcntly resembles a total,
organic lext. Video games have been played for the last threc decades not as incffective
dramatic forms but as a different kind of dramatic torm, or, more precisely, as a different kind

of cmotion-regulator.

Within the bulk of the reseaich addressed in this chapter there has, itshould be noted,
becn a tendency to consider a range of emotional states in video games. However, those
emotions tends to be addressed indirectly and/or are seen as debased, comparcd with print and
film. The “ltered states"” of “meditation,” “kinaesthesia,” “immersion,” “agency,” and “flow”
may be positive, but they are generalised from certain genres or aesthetics, principally first
person shoolers, and refer to general states. They therefore provide a limited basis for
analysing the dynamic regulation of emotions in any particular game, and it remains necessary
to provide a more systematic theoretical account of the regulation of meaning and emotion in

gameplay,
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Frijda’s Model of Emation

While Bordwell’s (1986) account does not address the emotional cxperience of film
vicwing, researchers such as Smith (1995), Tan {1997), and Grodal (1997) see emotional
responses as of equal or primary significance. For Tan (1997), while there may be many
motives for watching films, “what all aatural viewers of the traditional fcature film have in
common is their desire to experience emotion as intensely and abundantly as possible, within
the safe margins of guided fantasy and aclosed cpisodc” (1997, p. 39). In an analysis of vidco
games, in which the player’s sensorimolor system is cngaged and emotional responses arc not

merely virtual, it becomes even more necessary to appreciate the motivating role of emotion,

Following Tan, we can turn to Frijda’s definition (1986, {988, 1989) of emotions as
changes in action readincss throngh the appraisal of a situation, *Action readiness” sefers to
how emotions activate the nervous system, giving way to rapid physiological changes, such as
heart rate, bronchial dilation, and inhibition of the digestive system. Thesc not only prepare an
individual for physical action in a gencral sense, they are tied to specific “action tendencies”
(Erijda, 1986, p. 70); to run, attack, scck intimacy, kiss, and 50 on. Some theorists, such as
Izard (1984), argue that each emotion has its own neurophysiological substrate, such that a
basic set of emotions can be identified. Most of these “basic™ or “clementary” emotions—
notably interest, happiness, surprise, anger, fear, sadness, and disgust—are generally
accepled, However, cognitive (Kagan, 1984), structural-developmental (Sroufe, 1996),
functionalist (Campos & Barret, 1984; Frijda, 1986), and secio-cultural (Abu-Loghod & Lutz,
1992) traditions in the study of emotion argue that the quantity andfor quality of emotions is
seen as depending upon the stage of development, cognitive appraisal, and/or the cultural
context {see Mascolo & Griffin, 1998, pp. 4-14).

The functionalist position is privileged here, following Frijda (1986), Lazarus (1991),
and Ortony, Clore and Collins (1988), who see emotion as having a control precedence. That
is, “cmotion is (unctionatl in that it takes control, precluding cxtended reasoning: a decision to
take action—any action—is better than failing to act in time” (Tan, 1997, p. 43). Emotion,
then, influecnces one’s atientiveness and motivation towards a paticular problem, and, by
extension, onc's ability to deal with this problem. However, a key difference between
theorists is the cxtent 1o which emphasis is placed upon associated physiological and

cognitive processes. Without minimising the extent to which the different traditions offer
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conflicling intcrpretations, it is possible lo take the moderate position that each tradition
principally emphasises different aspects of processes that cross Ihe biological and psycho-

social.

Upon this basis we can appreciate Tan's (1997) distinction between “primacy” and
“sccondary" appraisal. For Tan, following Frijda (1986), “primary appraisal” is an advanced,
automated, and immediate process directly related to the stimulus, premised upon such basic
clements as intensity, match-mismatch, hedonic quality, agency and causality. This evaluation
is limited to “immediately obscrvable affordances” (Tan, 1997, p. 47), that is, those fonns of
action which are obviously associated with the objcct or sitmation, such as fight or flight
{Gibson, 1979; see also Buron, 1980). Indeed, the term “affect™ can be uscfully resesved for
the biological component of arousal conseguent upon primary appraisal (Basch, 1976).
Tomkins' (1962, 1963, 1991) classic analyses of the complex assemblies of nine innate
affects is paradigmatic of this type of usage. While the fccling-states that Grodal (1997) refers
to are more gencral than Tomkins' (1962) affects, they may also be seen as affcctive in the
limited scnse that they are premised upon primmy appraisal. “Secondary appraisal,” by
contrast, is a continued cognitive elaboration accompanied by “emolional significance that is
not dircctly cvident from the situation itsclf”* (Tan, 1997, p. 47) (sec Frijda, 1986; Lazarvs,
1966). In Frijda’s (1986) lerms it is only when secondary appraisal occurs that we can speak
of true cmotion, and this sludy resesves the tetm “emation” for this usage. Indeed, for Frijda,
cach cmotion has a distinclive situational meaning structure, or cognitive evaluation. For
example, fear is not mercly a physiological response, il is a statc of avousul combined with a

cognilive evaluation of an imminent threat.

A central queslion far the study of cmolion in [ilm is if the viewer experiences true
emolions, Tan (1997), following Frijda, is aligned with the cognitive branch of film 1heory
(Allen, 1997; Caitol, 1990; Grodal, 1998), which critiques tiic assumption that viewers
mistake the screen for reality. Tan (1997) differentiates between an involuntary “illusien of
motion,” based upon the physiological phenomena of “flicker fusion™ and “apparent motion,”

as well as a scries of voluntary illusions: the “illusion of the dicgetic effect,” “the illusion of
the controlled witness,” and “the illusion of the observationa! attitude.” These “illusions”
comprise a sequence which most viewers volunlarily and progressively accept and invest in.
The viewer thereby takes up a voluntary observational position as an invisible witness and
enters into the dicgetic effect. Being in the position of witness the viewer knows that cvents

do not affect histher welfare directly, but is still able to form an emotional relationship with
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the film and its characters. This relationship is not one of habitation or straightforward
identitication, but of cmpathetic concern from the position of spectator. This finds its
analogue in other situations in which we find ourselves spectators, such as watching spert.
Even if the events being watched are not real, our relationship to situations and characlers as a
spectator is genuine, such that we may feel genuine, albeit inhibited, emotions. As Frijda
{1989) argues: “film does not elicit cmotions by products known (o be imaginaty, but allows

inhibition of emotiun; because the products are knowa 1o be imaginary” ( 4).

Tan (1997) claborales upon this by distinguishing between *“Antcfact-emotions,” or
"“A-emotions,” which are responses to the film's non-diegetic clements, from “Fiction-
emotions,” or “F-cmotions,” which are responses to situations within the film’s diegesis. In
the classical feature film, A-emotions are minimal (or minimised). Tan consequently focuses
on F-cmotions, arguing that interest is the key emotion produced while watching a featuce
film, and that this is oricnted around the production and confirmation of cxpectations about
events in the dicgesis. Thesc expectations are governed by “thematic structures,” such as
viewers’ expectations about the course of a story about “Revenge,” and “character structures,”
that is, how characters’ goals and moltives lead viewers to privilege and expeci ccrain
outcomes on behalf of thosc characters (p. 179). The action tendency of interest is a desire to
keep watching, but more complex cmotions, such as admication, pity, and sadness, may be
1einforced by, and reinforce, interest. These more complex emotional responscs are likely to
be inhibited because they pertuin to a fiction, and the aclion tendencics associated with them
are virtual, or imagined. Someone watching a film may be cued to dislike a pasticular
character cn the screen, but sfhe is not obliged to act upon that emoltion by abandoning their

seat and assaulting the screen; s/he merely imagines and fears or hopes for certain outcornes.

Frijda’s (1986) mode! of cmotion, and Tan’s (1997) application of it to film, provides
a basis for some valuuble questions and departure points, In vidco games, the cognitive
Tesponse to the aesthetic object gives way to some form of sensorimotor-ergedic action, such
that vidco games produce both virtual and actual action tendencies. This being the case, how
does the player’s position as both invisible witness (lo narrative sequences) and active
participant affect his/her emotional responscs? Should we see participation as giving rise o a
different sor7 of interest, and does the confluence of vireal and action tendencies affect the
course of this intercst? Should we expect video game characicrs to clicit the same kind of
cmpathy felt towards filmic characters? And does a player's concern with hisfher own

interests as a player interfere with his/her ability to empathise with characters?
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Conclusion

The above issues will be addressed in the rest of this thesis. Each chapter focuses on a
different theoretical concern andfor aspect of gameplay, drawing from various thcorics of
narrative, cognition and emotion. The ongoing concem is 1o redress vulgar notions of
“reality” and “identification” which have characterised popular opinions and carly research
about gameplay. The general argnment in this respect is that the construction of reality may be
seen in terms of aesthetics rather than ideology, and that what necds more altention is the
reality of players® relationships to the games they play. These relationships cannot be reduced
to assumptions about increased identification through interaction; they are better seen as
aesthetic, cmotional relationships which result from interest in the game and cmpathetic

cmotions directed towards characters and players from lhe position of witness or player.
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Chapter Two - The Reality-Status Of The Interface

Reality-Status and Stages of Audiovisual Processing

Cultural Studics takes the position that, while there is a material reality, knowledge is
empirically derived and governed by social convention, such that the “realism” of a fictional
text is evaluated with reference not to the object world, but to codes of vraisemblance
(Barihes, 1975a; Culler, 1975; Neale, 2000). This position is, in a broad sense, in accord with
Constructivists like Tan (1997) and Gredal {(1997) who argue that “reality” is evaluated
through infersences based upon schemata drawn from physics, psychology, magic, and

religion.

However, whereas Cultural Studics theorises “realism™ in terms of the naturalisation
of ideological content (see Chapter Six), Frijda's (1986, 1988, 1989) account of emotion.
specifically his Law of Apparent Reality, sees “reality” in functional terms. For Frijda, a
concern must be interpreted as “real” if there is to be an emotional response to it. Obviously,
if we have evaluated somcihing as rnreal—in the limited sense of imaginced, illusory, or
sepresentational—then we have decided that it cannot affect us (except psychologically) and
that no physiological arousal or action is needed {(except to self-regulate any psychological or
psychosomatic cffects). For example, being shown an image of a crocodile (which we
recognise as such) does not elicit the same motor-activity as discovering one is in proximity to
an uctual crocodile. This is not to say that we do nat have feelings, or an affective cesponse, to
something that we decide is “‘unreal.” merely that there is no action tendency, and therefore no

emotion, according to Frijda’s definition.

Within this framework, the paradox of ficlion is that audicnces have emotional
responses to events they know are unreal. While Sartre (1938/1948) simply denied that film
viewers feel genuine emotions, Cacrol (1990), Grodat (1997), and Ton (1997) resolve the
paradox by arguing that the thoughr of a concern posits a hyputhetical or possible reality
which produces an anticipatory simulated response with an emotional component. As Tan
(1997) observes, this respanse is inhibited by a viewer's observational atlitude. That is, while
it is possible that cne may share some characters® ¢motions, any <motional response is

governed by one’s position as & viewer or player.

What concems us in this chapter, however, is that the processing of sensory input
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usually occurs outside of conscious awareness and only becomes conscious under certain
conditions. That is, the appraisal of. and affective response to, a stimulus—including its
realily-status—begins at a perceptual Jevel prior to conscious and deliberate cagnitive activity
(Frijda, 1998, p. 281). It might initially be presumed that this early, perceptual evaluation of
reality-status is especially bound to the intensity ar salience of a particular stimulus, that is,
the extent to which it is presented forcefully to one’s senses as worthy of attention and
response. By implication, it might be presumed that high affect is associated with reality, and
low (or the absence of) affect is associated with unceality (Grodal, 1998, p. 34). However,
primary appraisal incorperates many dimensions of a stimulus, and Grodal identifies several
other fundamental parameters of reality-status: normal perceptual qualities, external (distal)
stimulus source, temporal immediacy, concretion (as opposcd to abstraclion), intentional

behaviour, and modality synthesis.

Since there is constant feedback between perceptual, cognitive and affective domains,
in practice it is impossible to isolate these lower-level evaluations of reality-status. However,
by using Grodal's (1997) four stage-modc! of the audiovisual processing of fiction (Figure
2.1} it is possible to differentiate key perceptual qualities of the interface which produce
impressions of uarcality. Grodal's medel identifies five modes or types of affect on the basis
of what part of audiovisual processing one’s mental focus is directed towards, and it can be
argued that different parameters of reality-status fecus a viewer's, or player’s, attenlion onto
particular stages of this processing.

Step 1 L Step2 Stead Step A

Fosse visnalanalysls Memory i C ion of i Reacl

of teatures, fines, networks of 10CAIC OF UNIveRe: Tenskiles, motos-type,

figuics associations, arovsal, ‘affect appraisal® subject-plject processes,
on fateling. voluolasy, sequenual. telic.

Intensi]es Setlusations Fmo-lensities, paratelic,

patallel processing of shythm, repetition, seml-voluowary, repatitive,

ficlids, associative causal eclations. cyclical, motor,

networks Emouvilles. avlonomic,

involuntary reactlons.

Figure 2.1. Adapted version of Grodal’s (1997) model of stages of audiovistal processing (p.
39} with reference to his model of aesthetic ficlds (p. 57).

Grodal's (1997) four stages may generally be seen in terms of vesponsc over time,
though neurological processing and feedback mean that the processes involved arc not lincar.
The first stage involves basic scnsory perception, such as the stimulation of rods and concs in
the reting, and the brain’s initial precessing of “colours, contrast, and so forth, [to] find
figures, ground and spatial dimensions” (p. 59). A “menial focus” on these “non-figurative
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percepuual processes” (p. 57), or, more broadly, the experiences located within our sensory
systems, produces what Grodol calls “intensities.” The second stage involves a general shape
identified in the first stage of processing being checked and matched aguinst earlicr memories,
“aided by feclings of familiarity of unfamiliarity,” followed by the activation of “networks of
association” (p. 60). This includes the atiribution of labels and affective values, such that a
shape identijied as a snake “will surface in consciousness with its visnal features and with its
affective value™ (p. 60). By Frijda’s (1986, 1988) definition, the absencc of sccondary
{cognitive) appraisal of reality in these initial stages means that theie is na emotion, but

intensilies and saturations constitutc an affcctive quality of experience,

At the third and fourlh stages of processing, Grodal's (1997) account overlaps with
Tan's (1997). The third stage is the “cognitive-emotional appraisal and metivation phase,”
and involves the objects identified in stage two being “put into the framework of a
hypothetical narrative scenario” (p. 60). For example, the Chiocobo Eater may be {abelled as
“lethal danger” for Tidus, with whom a player identifies and/or sympathises. This allows for
the labelling of the situation and its associated affect (fear), as well as the praduction of
arousal, which motivates “telic-arousal-reduction procedures™ {p. G1), or what Frijda (1986)
and Tan (1997) call action tendencies. The fourth stage involves the reactive component, that
is, the operation of arousal-reduction procedures, or action tendencics, while in a state of
arausal (fight or flight). Grodal {(1997) identifics thrce general types of responsc that can
occur at this stage. When the mental focusis on {semi-) voluntary responses to goal-oricated
activitics or sepresentations, one experiences the “tensities™ (p. 57) associated with suspense,
but which may take the more extreme forms of distress or terror. This is the case in most
lincar, plot- or character- driven canonical narratives in which we willingly invest in, and feel
concem for, the fate of a protagonist undertaking some activity. Grodal refers to as “emo-
tensilies” (p. 61) those experiences when the mental focus is or repetitive or thythmic semi-
voluntary paratelic activity, as when onc is lost in the (actual ov epresented) process of
singing or dancing. Lastly, he refers to as "“emotivities™ (p. 61) those experiences when the
mental focus is on involuntary autonomic reaclions, as when one cries, laughs, or shivers

uncontrollably.

The following, then, argues that deviations from normal perception and shifts between
proximal and distal perceptians (Grodal, 1957, pp. 30-31) may be produced by formal
qualities of FEX's interface, fracturing modality synthesis. These processes, which can be

intespreted as part of the primary appraisal of impression of unreality in EFX, guide players’
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mental focus onto intensities and saturations, wilich constitute a feeling-tone that may occur

prior to and/or alongside secondary appraisals of reality-status.
Perceptunl Deviation as a Consequeence of Digital Artienlation

As Grodal (1997) observes, when stimuli imprint upan our senses, onc expesiences
“perceptual intensities [for example. paltemns of light in the retina] without any meaning in the
ordinary sense of the word" ¢p. 59). This experience encompasses not just the sensory organs,
but the sensory conexes involved in iaitial sensory processing. If our mental focus rests upon
this element of audiovisual processing we experience inlensities associated with aesthetics in
the limited sense of defamiliasised sensory experiences. Everyday examples of this include
watching the play of {ight on water, listening to the quality of a singer's voice wash over

aoneself, and repeatedly running sand thraugh one’s fingers to feel its coarseness.

kf we [imit the present discussion to visual qualitics of video game interfaces it can be
argued that a similar micatal focus on intensitics may emerge as a consequence of digital

signs. As Grodal notes:

The visual system is preset to transform local intensity-values into a primal

sketch (of objects and major features of objects), and, further, 10 produce & 2%-

D sketch; and the directedness of these processes is mentally felt as a scarch for

meaningfulness, for what it locks like. (p. 54)
This process was the focus of Gestalt psychologists such as Max Wertheimer (1958), Kurt
Koffka (1963}, énd Wolfgang Kohler (1975), who argued that visual percepls are grouped on
the basis of physical proximity, perceived similarity, and continuity of broken lines, until onc
perceives a discrete andfor familiar form and thereby experiences closure. What is significant
is thut forms of represenlation without obvious structure undermine the capability to render a
primal sketch, ar perceive a Gestall impression. This is often claborated by way of bloichy
skeiches or trick drawings, which only make sense when a particuliir focal point is identified.
A more dynamic analogy is the experience when one moves closer to an expressionist,
impressionisl or il painting, or when an out-af-focus image is focused, and an imnge cmerges
from the sceming chaos of perception (or vice versa), This effect is identical lo that produced
in games which include & player-controlled in-game “zoom" option. Whereas “zooming” in
on a photographic image may emphasise hidden details, “zooming” in on a digital image
emphasises thal image's compound naturc. Since each “zoom” maximises the degree of

pixelation, it molivales increased attentiveness to the gap beiween the image and its composite
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pixels, uniil at 2 certain point the lalter possess a perceptual salience that blocks Gestalt

impression of the former.

This effect of zooming in on a digital image is exemplary of how digital signs in
general may block a Geslalt impression of an image, as is evident when we consider the
“arliculation of digital signs (sce Eco, 1976). At low levels of resolution the pixel becomes a
minimal or fundamental signifying unit which possesses 4 distinctive triple articulation. The
first articulation of the digital sign refers to the way that pixels are combined in a seemingly
infinitc variety of syntagmatic relationships governed by screen resalution. Using a 1:0.75
ralio, game screen resolutions vange from 320x240, 640x480, 800x600, to 1024x678 and
higher, The second articulation refers to the way that cach pixel is comprsed from
paradigmatic increments within a predefined range of hue (0-360), saturation (0-100%) and
brightness (0-100%), ' The third acticulation refers to the way that at higher levels of
resolution pixcls, like film images, resolve into “conditions of pereeption, . . . such as angles,
curves, textures, elfects of light and shade, and so on” (Eco, 1976, p. 45). At this point the
pixel is indistinguishable from a visual continuum, Many monitors now produce a range of
vaiues that have no verbal equivalent and/or are unable to be perceived by the human eye in
this sense.

In earlier games, of course, low 1esolution, the use of sprites, and intcrlaced scanlines
meant that the digital articulation of computational objects was obvious in every image.
Indeed, despite the stylistic shift towards “cinematic realism” (Darlcy, 2001; Friedman, 1995;
Stallabras, 1996) and the recent use of anti-aliasing to smooth 3D images, the resolution of
games is still often low enough that digital articulation. When individual pixels are visible in
this way they may function fikc phonemes that double as morphemes. That is, just as “a” is
both a minimal signifying unit and a meaningful word, a pixel may be a minimal signifying
unit that also represents a “glint” in a character’s eye, a “sparkle” on a metal surface, or a
“bullet.”” However, since pixels may be comprised of muhtiple percepts of hue, saturation and
brightncss, a highly saturated, dark red pixel could signify not just a “glint” but “insanity,” as
distinguished from “spirited enthusiasm.” Players may also exploit the double articulation of
language when interpreting digital signs, For example, a playcr may perceive a phonemic

carrelation between “glint* and “flint” (reinforcing connotations of a character’s fiery

! Hue measures the wavelength of reflected light from or transmittedby an objeci, measured as a location
{0-360) on a standard coleur wheel. Saturation measures the strength or purity of the colour and is

P {asap ge of hue in relation to grey (0-100%), Brightness measures the relative lighiness
or dnrkness, independent of its hue and soturation, represented by a percentage from black to white (0-
100%).
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disposition), “sparkle” and “buckle” (indexical of powerful armour andfer the power of a
character who wears it), or “bullet” and “billel” (in FEX a Teot item may be used to heal
injured characters). Alternately, a player may perceive a morphemic correlation belween
“plint” and “sparkle,” seeing both as indexical of lifc (the light in the eye of someone who is
in a lively state) and/or wealth (the typical representation of gold as shiny). Indeed, since
vidco game cuuehcy is aften spent on items (like potions) that increase lealth, and since the
longer characters live the more items and weal th they accumulate, any passing equivalence of
life and wealth would would have » meaningful resonance.

Of course, in Eco's (1976) terms, such manipulation of the continuum of the
expression-planc generally produces “aesthelic overcoding™ (pp. 262-270), in that the viewer
perceives a surplus of expression that may not be consciously grasped. Indeed, the sheer
enormity of combinatory elements at the digital level cannor be made mcaningful in all its
particulurity, and perceptual awareness of this susplus may gesture towards an impression of
cither excessive meaning or meaninglessness. Yct thc recognition of these signs as
(potentially) meaningful may be evaded preciscly becausc of the “threshold of functional
relevance” (Culler, 1975, p. 143), in that the player’s mental focus aperates at a certain level
of functional genesality. In other words, digital signs are nct meaningful when the player is
not obscrving them.

For example, in FFX the in-gamec graphics engine of the Navigation and Combat
Scrcens are of # low cnough resolution to perceive digital articulation, but not in such detail
that they are likely to be perceived as individually mcaningful. Pixels are most visible at the
cdges of objects. including character models, and at some level this will be reflected in eye
movements which periodically track these edges (see Figure 2.2a). In earlier 3D engines,
vector lines which stepped across scan lines were visible as two or more adjacent lines, and
when an imprecise calculation of vectors resulted in a durk ov white line or area between two
filled polygons, such staggered lines were cffcclively highlighted. While FFX has no
problems calculating its polygons, long border lines in the Navigation or Combat screens are
still visibly subdivided across scanlines, foregrounding their digital articulation. The edges of
narrow objects, such as the branches of trees, have insufficient texture space to provide a

well-defined forn, and produce this effect of highlighted digital articulation.
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(a) (b) ()

gu 2.2. (a) Iose-up the aigital articulation along Yuna's shoulder and blurry texture map
in the background. (b) Close-up of the textured polygons that comprise Tidus' hair and {c) a
supposcdly round blitzball.

While the number of polygons used in creating video game characters and objects is
increasing, and their use is disguised by the use of detailed textures, there arc instances in
FEX where the polygous are obvious {sec Figures 2.2b and 2.2¢c). Genenally, graphical
textures have also become more delailed, and therefore less visible, whereas in early 3D
2ames, such a3 in Quake (1996) and Geldeneye (1997), a slightly biury, semi-rcalistic face
was mapped onto the misshapen head of an angular character model comprising of a small

" number of polygons. This incongruity is less noticeable in FEX, in that its character and
object models have fairly congruent polygens and textures, but textured bitmaps are produced
for a cerain level oflopticnl perspective and extrapolated onto surfaces and so they only look
realistic at certain distance. Whn an enlarged texture is shown close-up it usually betrays ils
construction (see Figure 2.2a). While this effect was especially pronounced in the first
generation FPSs like Wolfenstcin 3-D {1992) and Doom (1994), it can be observed in FEX
when Tidus welks close up 0 the walls during the Trial of the Fayth in Besaid. Al such
moments the textures which comprise the walls take on an artificial, blurry or blocky quality.
Similasly, whenever players ase presenied with a close-up of Tidus and other chameters
altention is dirccted to the digital texiure of skin, bair, and clothing (sce Figure 2.2¢). Even if
these deviations from nomal perccption are not always observed during gemeplay the FEX
manval and game magazines offers close-ups or cnlargements of digito! images which provide
acomparzlive basis for the eminence of digitd articulation in the game,

The disparily between a Gestalt impression of an image and ils compound digital

composition is slso cvident in the different degrees of iconic abstraction across FFX, Fasl,
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there arc the character portraits in the menv screens, which partake of a cartoon style of
representation and exploit the rich, opaque colaws of the CRT (see Figure 2.3a), Second,
there is the in-game engine, which is not much different from that of contemporanecus games,
in 1hat characters and environments are visibly angular textured models, and pixels are visible
at the borders of game objects as they move (see Figure 2.3b). Third, there are the most
detailed, near-cinematic quality cut-scenes, These include skin imperfections, subtle lighting
and shadows, detailed textures of clothes and hair, and {luid physics for cherscter movement

andthe environment (see Figure 2.3¢).

Figure 2.3, Degrees of abstraction in FFX: the Aeon Valefor a3 represcated (a) in the menu
screen, (b} in the gamc enginc, and (c) in a cul-s¢ene,

These levels of visual abstraction, or iconism, create a hierarchy of abstraction, in that
the pre-rendered cut-scenes and gome scquences which conform to cobjective spatial and
temporal logic are seen as having the highest reality-stutus, This hierarchy is, of course,
subodinate 1o the concreteness of everyday perception in the sensc that players will likely
atlend to the degree of realism. That is, during both high-resolution, cincmatic cut-scenes and
lower-resolution but smoothly animated game scquences players may specifically attend to
Jow realistic the images scem, This appraisal is predicated on a perception that the images are
mercly representations, not real objects, and this may lead to a focus on the degree of
abstraction, or, rather, percepinal qualitics over and above Gestalt qualitics.

Diflierent levels of abstraction are also produced through differences between the
representational qualitics within the gane and 1he cepresentational qualitics (packaged as part
of the product but) cutsidethe game. Most gamers are familiar with the (often comical)
disparity between the (semi-)realistic pictures on ascade machines, posters and boxes, and the
crude, abstract graphics of the gmnes themselves. FEX's graphics are more detailed than
carlier generations of games, but sttention may nonetheless tum to the disparity between: on

the one hand, the pre-processed, digitally cendered photos or paintings printed on the cover, in
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the monual, ond in the play guides; and, on the other hand, the real-time, lower-level
resalution images generated for the bulk of the game. These differences are reinforced by the
distinctive qualitics of the respective media. The raster- or vector-based videe interface
possesses a distinetive “chrome” quality (Stallabras, 1996, p. 8) in which the cold. smooth
glass scparates the viewer from the untouchable and pristine image. When images appear on
glossy paper, as with the FEX CD cover, manual, and the Playstation Solutions (Pattison,
2002) play guide, they minimally resemble the clirome effecl. However, when the smages are
printed from a digital source, as when onc prints picturcs or maps from a Website, they have a
blurry, sketchy quality as a consequence of rc-sizing to @ different resolution. Words and
images printed in paper or cardboard munuals, including printed FAQs, hints and cheats
which a player may usc while playing FFX, have a coarseness which lends greater salience to
tactile gualities, such that the entire in-game hicrarchy of abstraclion gains a relative quality

of abstraction.

It is possiblc that, like pixcls. the use of lines, polygons and differing levels of
abstraction may be perceived as meaningful. Just as wooden acting way help to code a
character as nerveus or awkward, a character whose form is comprised by clear lines or
polygons iy be perceived as “simple” or “hard-edged.” When interaclive sequences are
represented in a Jower resolution than non-interactive sequences, the blocky lower resolution
may signify that experiences are unclear (subjective} when oncisacting in the midst of things,
but came into focus when one steps back 10 witness them from an external (objective)
perspective. Alternately, the “chrome” effect of an iconic image onscrcen may connote an
idealised fantasy world, compared with the griity reality connoted by a poor quality printout
of a puzzle solution downloaded from the Internet.

However, the demands on a player's attention usually mean that the visibility of
digital qualitics is not meaningful in the semiotic sense. but primarily serves to create the
effect of a digital zoom. We can restate the phenomenon in the following terms. During
gameplay, low-resolution sequences, vector miscalculation, in-game closc ups, out-of-focus
bitmaps, the edges of object models, und inconsistent abstraction may make visible the
distincitve digital articulation of the imerfuce. This visibility may give way to perceptual
attentiveness, manifested by way of unfocused eye movements and’or the visual tracking of
the borders or textured qualities of the objects onscreen. This may defer the Geslall
experience of closure, preventing the image from being precessed at a higher stage of

cognition, thereby maintaining 2 player's mental focus on pereeplual intensities.
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Introjective and Projective Transactions as a Conscquence of Enaction and Enactive

Subtraction

Grodal (1997) argues that reality-status is also affected by whether a phenomenon “is
experienced us located in exterior space, on the corporcal rim, or in the body-mind interior”
{p. 130). Hc elaborates:

The technical term for a stimulus as a transmission from objects in the exterior

world is distal stimulus, as opposed to the lern proximal stimulus, which

describes it as a process in the perceptual system. (p. 131)
When digital articulation blocks Gestalt perception it places emphasis on perceptual patierns,
or intensilies, which are scen as located within the mind-body, such that players will
expericnce inlrojection. and, by implication, an impression of unreality. It is, of coursc,
ympossible to be awarc of certain proximal stimuli because organisms have no sensation of
many of the processes that occur inside their bodies. For example, humans have no sensation
of the process whereby images saturate the retina, they only experience the post-processing of

the image. Cansequently, the Jabelling of events as proximal or distal is ofien retrospective.

For Grodal:

the process by which a phenomenon is relocated from being experienced as an

ospect of the body-mind to being experienced as an aspect of the exterior world

[is called] a projeciion, the reverse process being an introjection. An example

of a prajection is a situation in which we see something that we first belicve to

be a dream or a hallucination, but that we then discover to really exist. An

example of an introjection would be sceing a filim noir and feeling that the wet

streets are not ‘real’, but represent mental states. (p. 130)
Intrgjection is produced not only through a mental focus on percepteal intensities, but also
through a mental focus on Grodal's second stage in the processing of audiovisual input. When
stimuli pass from the scnsory organs lo their respective scmsory regions in the cortex,
memories {or “nctworks of association™) are searched for familiar labels and affective values.
When the mental focus falls on this pwt of processing it gives rise to what Grodal calls

“saturations.” These;

are the results of emotionally toned and memorized perceptions which have not
been wransfomned into ‘motor' temsion, and thereforc scnsation. input-
processing, and memory-functions become visible as distinct phenomena. In
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memorics this saturation is a trace of notenacted excitation that is cut off from

its original context of cnaction, {p. S6)
This is the characleristic fecus of attention during dreaming or daydrcaming, and when the
mental focus is on this stage of processing it gives rise to a dream-like or “lyrical” style often

churacierised by “dynamic repelition” (p. 60).

Intensitics may, by promoling introjective experience of sensalion, promote
associational thinking, and therefore a shift to saturations. For cxample, if a player stares at
the image of the burning campfire in the opening scquence of FEX sthe may initially be
focused on the perceptual intensities associated with its thythmic yet dynamic movement,
Howecver, networks of asseciation may be activated: campfire storytelling: reading stories by
a hearth: the romance of the book: the romance of Tidus and Yuna: Tidus playing blitzball
underwaler: the pre-eminence of water in the gamec: the extinguishing of fire: characters
resuming theic journey. The mental focus here is displaced onto the sensory, cognitive and
affcctive content and qualities in one's memory, and this displacement will Jikely be

expericnced as 2 displacement of one's attention away from the screen, as an inward turning.

Certainly, in Allen’s (1997), Tan's (1897) and Grodal's (1997) accounts, watching a
film is in some respeets similar to daydreaming, and evokes the experience of a dream.
However, while dream conlent is not yet transformed into a distal, motor attitude, our
aesthetic response to films (and, potentially, daydreams) usually is. In daydreams there is a
potential for conscious fantasising, whereas during film vicwing onc's consciousness is
directed less towards one's own associational networks than to active inferences about what is
disclosed by a linear sequence of strucnured associations, such that viewing is usunlly focused
an telic, distal sequences which produce tensities. That is, viewers feel suspense (tensities)
direcled at (distal) events thal befall characters as they try to achicve their {telic) goals. The
focus of both Tan's and Grodal's accounts is that the aclien tendencics or molor attitudes in
film are infiibited as a consequence of an observational attitude (Frijda, 1986), in that vicwers

do not act upon them, and emotions arc manifested psychosomatically,

However, Grodal (1997) argues that:

By switching between active and passive modes of representalions the different
modes and genres of fiction can produce transactions between distal and
proximal modes of experience, Subjective experiences and sensations may by
the use of active narrative schemata, be projected onto the object world;
objcctive phenomena may, by the use of passive narrative schemata, be
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refocused, introjected into being expericnced in their subjective form as

qualities (intensitics, saturations, and emotivities) of the body-mind. {(p. 132)
For example, the represeniation of a sequence without any clear subject-actant, or without any
pasticular goal or marrative schemata, produccs passive-introjection (Grodal, 1997, p. 159).
Art-house films oficn emphasise paratclic sequences in this sense, producing a “dreamy™
quality because, like dream-states, they involve some subwaction of control (of intention), and
emphasisc networks of association. Grodal's example of the loss of enactive participation in
film is the expesience when onc views a tape in slow motion. Such a sequence will be

pcreeived as:

‘shallow’, ‘lyrical’, ‘timeless’, ‘satucated’ . . .. Weno longer have full cnactive

identification with the fictive phenomena. The acts and characters become

objects controjled by an invisible subject. {p. 47}
This experience of slow mation as transfarming the telic-oriented character of most fiction
“into a moud of pastness, memory, or abstraction™ (p. 47) may be described as physical and
cognitive detachment from the event, and it may also be seen as paradigmatic of one’s
experience of partial {or suspended) enactive capacity in film and during certain scquences in
video pames. The vicwer watches the sereen, motivated by the paratelic thythm of repetition
and variation rather then tension (suspense) about the expected achievemnent of a represented
poal. Conscquently, within the position of passive witness the most extreme proximal
impressions of cnaclive subtraction arc specifically produced during special (dreamy,

“artistic™) sequences.

Nonetheless, as Grodal (1597) acknowledges

fn a vidco game, the connection between the screen and the viewer is

established both as the visual pereeption of what is taking place and as a

capacity to influence the action by intellectually controlled motor response via

the joystick. (p. 48)
The implication is that, in video gemes, shifts between proximal and distal foci are not
confincd to active or passive representations of narrative schemata: the player periodically has
a scnsorimotor relationship with the game itself, and this creates a telic, distal focus on
whatever is being controlled. Indecd, since narvatives sequences in games define and organise
the goals played out in the game schemata they provide a basis for enactive projcction, or,
cather, they provide the telic, distal emphasis that is acted out when the player shifts into an

enactive mode,
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Newman (2002) bas discussed this issuc by observing that some scquences have “an
ergadic porential that demands and fosters a gieater degree of player engagement than a
standard cutscenc or introduction” (p. 6). This is most evident in cut-scenes which explicitly
state or demonstrate goals and thereby function as both a period for preparation and a cue for
action. In FEX, the cut-scenc representations of the appearance of key monsters, the
kidnapping of the Summoncrs, the attack on the Al Bhed home, and Tidus' conirontation with
Jecht, provide simple goals like “fight Sinspawn,” “find Yuna™ or “go te Bevelle™ that players
can accomplish using previously acquired skills. However, dicgetic and non-dicgetic planning
and preparation are often combined in more explicitly instructional cut-scenes. Such cut-
scenes may be seen as having their origin, or paralicl. in military, espionage, and heist films,

such as Ronin (1998), in which a plan is broken down into its component steps. Perhaps the

best cxample of this is not in FFX but FFVIII, when the characters meet and discuss their plan
for kidnapping the Garabadian president from his private 1rain. The lcader of the
revolutionary movement goes over the plan step-by-step with the characters using a map,
indirectly addressing the player (who can choose to hear the plan repeated if sthe did not
follow it the first time). However, FEX includes in-game tutorials and instruclional text boxes
that appear prior to the mini-games, and these perforn the same function. These tutorials or
instructions are more explicitly denotative and direct in their mode of address, and do not
partake of the kinaesthetic and telic qualities of lhe game-sequences for which they provide
instructions. Yet they position the player in the same way as instructional cut-scenes by

preparing them for enactive access.

When a goal is understood prior to the end of the cut-scene which demonstrates it,
players will likely disrcgard the implicit position of passive witness to the remaining content
through impatient or cager tension about the shift itself. That is, playcrs may watch maay of
the cui-scenes with a degree of anticipatory arousal whose telos is dirccted less towards a
specific represented goal thun towards the (anticipated) performance of the shift into a
scnsorimotor mode. This may be seen as analogous o the nervous anticipation that is felt at
the start of a race, which is followed by a momentary excitement as the race begins, and then

the tension of the race itself.

However, given that instructional cut-scenes prepare the player for enactive access, it
is important nol to underestimate the distinctive and unusual quality of experience when
players enter a state of motor activity. The experience of this shift may be descsibed by

analogy to the moment when onc wakes from a dream, or moves [rom being a mere
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{day)dreamer or spcctator to an acting subject, and has to rc-oricnl oneself to the physical
world. This intrusion of the *renlity principle” upon the comparative “pleasure principle" of
escape inlo onc'’s associations means thal the shift from enactive subtraction to enactive
access has a quality of physical exertion or fatigue, a resignation, or energetic leap into, a
sensorimotor paradigm (Freud, 1900/1953). [t is not merely that players have a shift in mental
focus: rather, the sensorimotor components of thc nervous system are suddenly distally
reorientcd, so thal players cxperience a shift into greater immediacy, concretion, salicnce, and,

therefore, reality-status.

At the same time, the shifts into enactive mode in a video game cannot be held as a
move from a state of complete enactive subtraction to a slate of complete freedom. Interfaces
offer a mediated, highly removed and abstract mode of interaction, and enactive limitations
are placed on the player for the sake of providing a challenging game. As Poole (2001)
argues, players do not want complete reality of immersion, and gameplay edits out the

uninteresting aspects of whatever activity the game is simulaling:

You don’t want (o actnally be there, performing the dynamically exaggerated

and physically perilous moves yourself; it would be exhausting and painful. . . .

You don't want it to be 100 real. The purpose of a vidcogame . . is never to

simulate real life, but to offer the gift of play. (p.63}
So there is a difference between, on the one hand, the complete subtraction of physical
enactive access when players are positioned as a witness during a cut-scenc, and, on the other
hand, when a game cues an enactive anitude in the sense of a telic-orientation towards the

game world, but blocks certain actions.

This blocking of ¢naction can be addressed in terms of the construction of space, or
morc appropriately, the blocking of movement through this space. Of course, space has been
radically re-theorised in the last few decades. but the audience of a fictional text draws from
schemata of objective space as physical, static and lincor when constructing the relationship
between events and objects in the fabula, Like deviations frem normal perception, deviations
from these “objective” schemata of space and time are often “peiceived as an expression of a
subjeclive factor” (Grodal, 1997, p. 134). That is, the “scaling, size, and isolation of details
(ram a complex-composite totality™ {p. 134}, as well as the use of unusual camera angles,
cditing, and lighting effects, is experienced as a subjective distortion “because of an
underlying viewer-assumption of a normal, unmediated and objective access to the object-
world” (p. 134). As Grodal obscrves:
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If a single picture is constructed by mixing two or scveral piclurcs from
diffesent points in time or space there is normally no possible external source
for the frames and they will therefore be interpreted as expressions of a mencal
association. Correspondingly, fast scquences of differcnt shots or stills will be
interpreted as mental assoctations, (p. 135)
In this respect, we tend to perceive as mental associations dream or arthouse sequences which
abstract and combine spaces or objects in ways which are unustal or impossible in everyday
experience, This includes the spatial paradoxes in M. C. Escher's (1992} paintings, the living
but scparate body parts in Salvador Dali’s sutrealist paintings (Descharnes, 1984), and fantasy
novels and films which represent hybrid or talking animals and miniawnised or gigantic

people, as in Lewis Carrol's (1865/1988) Through the Looking Glass.

In FEX there are many such associational qualitics in the onscreen represcniations
within the diegesis, Most obvious is the constant mismaich of size and scale between the
player-characters, the environment, and opponents. In the Navigation screens, lhe size of the
image of Tidus is often not on the same scale as the landscape. For example, in Besaid the
scale seems roughly |:1, but when Tidus walks or rides a Checabo across the Calm Lands the
scale may be perceived as anything from up 1o 1:1000, depending upon how the player
interprets the depth cues in the cxpositional cut-scene about the Calm Lands. During
cncounters with many of the game's monsters, the difference in size between Tidus and Sin,
Yunalesca and Braska's Final Acon beggars rational comprehension. That Tidus opposcs such
monstrous beings completely suspends real-world logic. Many of the settings in FEX arc also
spatially associational. The Trial of the Fayth in Bevellc involves conveyer belts and
levitating platforms represcnted by electric signals reminiscent of the non-space inside a
cemputer. The spaces inside Sin are swathed in mists which not only obscure distance but are
traditionally coded in film as associated with a drcam-state, or the foggy state of drug-
addiciion, delusion or semi-consciousness. Squarcsoft’s Final Fantasy X: The Offici

Strategy Guide (2002) specifically notes: “Your surroundings are rather surreal, with

constantly changing perspectives; no wonder you fecl disoriented! (p. 133). When Tidus
confronts Braska's Final Acon the background reinforces the quality of spalial abstraction
through the tumbling pagodas, suspended mid-air, and the floating stones of ruined
Zanarkand. Inasmuch as these representalions violate objective space, they may be pereeived

as mental abstractions, cueing passive-introjection.

Of caursc, since video games involve not merely representation, but also navigation of
space {Aarseth, 1998; Fuller and Jenkins, 1995; Murray, 1997), it is uscful to draw from
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Lefebvre’s (1891) categories of space: the physical space “perceived" during interaction with
the world; the formal, or “canceived,” representation of space; and the spatial practice itself.
During gameplay the spatial practice emerges from the way the perceived spaces onscreen are
navigated by thc player and conccived of as a spatial representation (a spatial logic or

schemata) that sets up expectations about enactive possibilities.

The physical, non-diegetic spaces of FEX include the space of the hardware (screen,
console and game controller) and the space of the environment (the floor, couch and other
fumiture), and the relalional space between them, govemced by the length of cables and the
proximily requircd to lurn the console on and off or change disks. Given that the interface is
not merely observed, but interacted with, its spatial representations are bound up in thc spatial
practice of gameplay. However, since navigation requires an understanding of the spatial logic
governing the game, the intcrface may be seen primarily as a spatial representation, Compared
with film, in which the environment is se dark that it usually falls from context, in vidco
games like EFX there is a greater disjunction between the mundane physical space(s)
occupicd by the player and the spatial representations perceived onscreen as a consequence of
depth cucs, This is the distinctive experience, also found with television, in which one scems

to look through a window at another physical space.

This general disjunction between physical non-diegetic space and the non-physical
space on screen is amplified by the non-physical (represcnted) non-diegetic space of the
interface. As Pcr Persson (2001) argues of the typical point-and-click, menu-based graphical-
user interface (GUI), the layers of menu boxes may be seen as either physically above or
below each other, or as insubstantial, in that they appear from, and disappear into, a non-
visible space, Persson’s argument may be extended (o the accessing of menus and submenus,
and the use of ergodic symbols and indexes, in FEX, which similarly appear und disappear
over the diegetic spaces. However, it may apply in another sense, since menus are not
organised by any natural ielationship between the content of menus and their spatial
arrangement. Rather, menus (and screens) are organised around such functional categories as
“weapons,” “armour.,” “vsc,” “'sort,” “equipment,” and “key items.” Since these menus ulilise
conventional categorics of objects and functions within adventure games, most players are
likely 10 perceive their congruence between idea and space as fairly normal. By contrast, a list
of inventory items organised by such catcgories as “material,” “colour,” “shape,” or
“fashion," which are non-functional in the game as its stands, would be perecived as arbitrary,

or relatively associational. It can be argued, then, that the interface may cvoke the
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associational quality of intemal, mental processes through the co-cxistence of a general
perception of the menus s insubstantial {thereby violating nonnal space) and of the

organization of physical space by abstract, fnctional categorics.

These generally non-dicgetic constructions of space frame the way players navigate
thc diegetic space of thc game werld. Mark Wolf (2001) identifies elemenlary spatial
structures which rework spatial conventions of print and cinema, and his categories are useful
in identifying inconsistencies ir the diegetic space of FFX. The setting of every attack with
the Combat Screcn is a contained, single-screen space (p. 55), but such spaccs exist in the
Field Screen, such as the clearing in the forest in Macalania. Tidus can move through this
space to talk to the people. and may exit by leaving the front of the screen, but the perspective

remains static.

Of coursc, the clearing is part of the rest of Macalania Forest, and most spaces in EEX,
while finite and bounded, are larger than the screen but only displaycd one screen at a lime
(Wolf, 2001, p. 59}, That is, Tidus simply watks to the edge of the scrcen and the next,
adjacent screen appears, with Tidus accordingly repositioned onscreen—an effect analogous
to switching between the views of sccurity cameras located in a sequence of rooms as a
character passes through them, This is a spatial convention common to many adventure
games, like Quest for Glory (1980/2001), and dcmands the same understanding of spatial
convention as cinematic editing, in which continuity is perceived during a cut between two
shots. In FEX, when Tidus passes through parts of the forest in Macalania or Thunder Plains,
players presume a spatial logic in which travelling upwards, 10 the top of the screen, leadstoa
(not necessarily adjacent) northerly space. Players may perceive gaps between such spaces as
dilations of space to conserve geographic credibility. After all, while Macalania Forest, the
Thundcer Plains, and the Calm Lands may 1ake up large portions of Spira they asc represented

by just a few onscreen spaces,

This jumping between (relatively) adjacent spaces is often combined with scrolling
{Walf, 2081, pp. 57-59). For example, when Tidus moves through the paths that Icad to
Besaid he moves within the frame until he comes close to the edge of the screen, whereupon
the screen scrolls; eventually, he reaches the edge of this continuous space, and the screen
Jjumps to an adjacent continuous space. This scrolling often occurs on two axes, most nolably
in the vast cxpanse of the Calm Lands. What is signiticant is that, in such spaces, players wil}

perceive movemeut into the z-axis (the depth of ficld) even if all that is actually occurring is
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the scrolling of a fixed background on a vestical axis (p. 63). However, during sequences such
as exploring the Submerged Ruins or the Trials of the Fayth, there is actual movement into the
z-axis, as a result of the continuous, dynamic reconstruction of the perspective around Tidus’

changing co-ordinates; in short, through Tidus® movement in an immersive 3-D space (p. 65).

The importance of these mixed spatial conventions is that the physical surface of the
fat screen is inconsistent with the perception of ils spatial depth, and the spatial logic across
these spaces may not always be properly differentiated. There are several instances across the
Finn! Fantasy serics during which cuts between adjacent spaces is accompanied by a shift of
disection which violates the continuity of movement. When players guide Tidus through \ &
corridors of the Al Bhed home in Sanubia Sands the perspective sometimes changes between
screens. If the player pauses to look around, then absently resumes moving the analogue
joystick in the same dircction. Tidus walks back into the previous screen. There are also
inconsistencies between onscreen spaces and mapped spaces (Wolf, 2001, p. 67, such as the
minimap in the comer of the Navigation sereen and the full-scicen map of Spira (see Figure
2.4). These provide global information about the game world which help the player make
decisions about where to go and what to do on a local scale, However, even if players simply
accept that items are not perceived on the mini-map, the borders of the mini-map do not
always map clearly onto the contours of the diegesis, showing spaces that cannot be accessed,

or ot showing spaces that can be accessed.

A more general problem is that depth cucs provide an ongoing, misleading perceprual
impression of enactive capacity, FEX has few problems representing object overlap,
foreshortening, apparent size, and changes in perspective, drawing from such conventions as
changing object sizes, altering lexture and/or colour gradients, and the use of parallax
backgrounds, which were used to compensale for problems producing depth cues in carly
vidco games (Wolf, 2001, p. 72). However, its realistic depth cues hold open the promise of
potentia! cnactive capacitics within the virtual environment. Players constantly see spaces that
scem accessible, and abjects that look like they can be manipulated, yet any atiempt to access
these spaces. or to manipulate those objecls, is blocked. In Figute 2.4a, for example, Tidus is
unable to climb up the ruins, and in Figure 2.4b he is unable te examine, pick up, or use, any

of the many objects that surround him.
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Figure 2.4. () Tidus walks under an old Machina. {b) Tidus in a cluttered hut in Besaid,

Players may become adept at spotting, and accepting, such spatial conventions, but as
players move between these different jepresentational spaces there may be moments of spatisl
confusion. This kind of cnactive blocking may Icad 1o the same kind of drastic awareness of
distal stimulus that occurs when one attempts to walk into a trompe ['oeil or o glass door only
to discover that what one thought was distal physical space was merely proximal perceptua! or
conceptual space. In everyday, public situations, the sudden projective shift to a dists! focus
as a consequence of misunderstood spatial cues is likely to lead to a proximal cxperience of
embairassment, readily displaced as anger at the offending architecture. During solitary
gameplay, however, there are no witnesses, and sclfhood is displaced into a sensorimotor
paradigm that is not central to one’s sense of personal mastery. Any lack of grace or mastery
in gameplay is simply likely to reflect upon one's ability to play that particular game.
Conscquently, blocked enaction cues a distal transaction: an unwelcome realily principle that
is imposed upon the pleasure principle of the play experience. This may be cxpetienced as
merely amoment’s confusion, anger or frustration directed at the limitations of the game, ora
resigned, fatigued, or automatic redirection of onc’s mental and virtual steps around the
cbstacle.

Even if a player comes to leam and aceept these frequent bleckings and suppressions
as part of the game's spatinl codes they nonetheless represent an enactive capacity which is
imagined and desired but not offered. Even a minimal perception of cnactive subtvaction, such
as the realisation that punching the sereen will not help Tidus to defeat Braska’s Final Aeon,
produces a gencralised tension directed at the gap between imagined and actual affordances. It
is not mesely that ennctive capacity is frustrated, since one experiences a disjunction betwcen

the proximal ebstraction of space and the distal construction of concrete space. Even if the
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distal focus on what has blocked one’s movement is followed by a proximal focus on onc’s
spatial schemata-—as when one discovers that a previously accepted fact is wrong, and pauscs
to reflect upon it—the disparity between the two may itself produce a temporary impression

of unreality.

It is not simply the case, then, that passive modes of representation cncourage
proximal experiences (saturations), and active modes of representation emcourage distal
cxperiences (tensities). In vidco games, shifts to enactive (game) sequences also usually
encourage 2 distal, telic cmphasis, while shifls te enactive subtraction (narrative sequences)
encourage a proximal, paratelic emphasis, However, it is also possible for enactive sequences
10 become paratelic, promoting introjection. For example, many goals in FEX take so long to
complete, or are interfered with by other goals, that they lose salicnce. The goal to achicve the
Celestial Weapons requires the achievement of countless intermediate goals, and in many
cases these goals can only be achieved when one is lucky enough to wander into the
appropriatc area and find the next clue. The thylhm of movement, fighting wandering
monsters, healing, developing characters, buying and sclling acquired items and so on, may
meaa that the goal loses all relevance. More than this, these sub-goals may lose salicnce
through their habituation. The waning of goals in this way may cause cnaction to become
increasingly paratelic. oriented around the rhythmic or associalional proccss of combat,

navigation, and other recuering game macrostructures.

Canclusion

In cveryday expedence, sensory modalitics “co-operate to provide u holistic
expericnce” (Grodal, 1997, p. 31), but deviations and other effects may cause these modalities

to be split up, as when one perceives:

sound without image, whethcr motivated by darkness or unmotivated; image
without sound; represented acts in which ‘solid’ phenomena lack their tactile
qualities (such as ghosts, and mirror-images); lack of synchronization, and so
forth. (p. 31)
[ncomplete modality synthesis in video games is often a conscquence of technical limitations
of graphical and sound hwdware, ir that the delay in processing of ore or morc sensory
modalitis in relation to enuclive capacity leads to a perceived violation of Gestalt all-in-
oneness. However, while the processing power of the PS2 means that FFX has few technical

problems synchronising sensory modalities in high-leve! cut-scenes, a sense of disjunctive

62



sensory integration results fiom inconsistencies between parameters of reality-status, such as

those discussed above.,

We cannot conclude thut qualities of the interface produce an impression of low
reality-stalus. leading to a decreased level, deferment, or subtraction of the immediate state of
arousal. Rather, deviations from normal perceplion and from objective representations of
space may guide attention to intensities and saturations, and shifts between proximal and
distal experience through the affordance of cnaction, may reinforce a sense of ambivalence
about the game's reality-status. Indced, cven if a playcr completes sccondary appraisal and
nominates a sequence us “real™ it is possible that there may be a persistent quality or fecling
of unreality. Later chapters argue that EEX may recuperate these ambivalent or disjunctive
impressions of unreality as aestheticaily mcaningful through s hermencutic concem with
reality and tragedy. However, before addressing these issues it is nccessary to address the

foundations of busic cmolions in gameplay.
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Chapter Three - The Regulation of Interest

Most theories of cmolion sccept that interest is a “basic emotion, that is, one that
canno! be reduced to one or more other emotions™ (Tan, 1997, p. 85). Unlike attention, which
is principally a cognitive statc without an action tendency (Ortony, Clare & Collins, 1988),
interest has an action tendency “to sce what happens next, and to formulatc aclive
cxpectations™ (Tan, 1997, p. 203). It makes us employ our cognitive facullics “for the
elazboration of a stimulus, under the influence of the promises which are inherent in the
present situation with respect to expected situations” {(p. 86) (see also Frijda, 1986; Izard,
1934; Lazarus, 1969; Schore, 1994; Tomkins, 1962).

This action lendency calls on rcseurces “from a limited capacity” (Tan, 1997, p. 86).
such thal interes in one thing requires a lowering of perceptual, cognitive or molor attention
to other things. In regards lo |ilm, the “inclinalion to devote one's full attention to the
stimulus, [comes) at the cost of all other matters, including the completion of motor
programs” (p. 90). That is, the viewcr's increasing interest produces increasing
motionlcssness, to the extent that borcdom may be mcasured according to the degree of a
viewer's fidgeting, with the exception that when “behavioral activity brings the desired objcct
[of auention] closer, interest, or at any rate anticipatory eagerness, may be accompanicd by
excilement and excessive movement” (p. 89). This retardation of sensorimotor action
reinforces the observational atlitude of film, in that the viewer does not vacate his or her seat
to enact action tendencies towards the scecen, but rewrains in a victual mode, merely hoping or

wishing for cestain vutcomes.

For Tan (1997), intcrest is the lundamenlal emation produced while watching the
traditional featurc film, and its reul-time regulation is detenmined by the prospect of retumn (p.
101). That is, intcrest at a pavticular point in time depends upon a player’s “mvestment” of
timme and effort in a sequence, relative to the “anticipated retumm™ (AR} on that interest in the
future, and, the “actual net retum™ (NR) on that invesiment. This return may be cognitive,
such as appreciating the artifice of a film, or affective, such as experiencing the triumph of 2
protagonist (p. 96). Interest is also self-enhancing, al least up until its concern has been

claboraicd or resolved. As Tan argucs:

the action tendency inherent in intercst raises the investment [because we have
spent more time and cnergy seflecting upon the concern,] and this increase, in
turn, has a positive effcct on intesest by increasing the contrast between NR
alrcady gained and the maximum future retum that can be expecied. (p. 111)



As a consequence, o viewer may reach a point of no retum in regards Lo the act of watching.
Furthermore, by raising the significance of a concern, and promoting infercnces and valanced
cxpectations aboul its outcome, interest provides a basis for ather emotions (p. 203). For
cxample, interest may reinforce one’s fear or hope for a certain ouscome, and this hiope and

fear may reinforce one’s sense that the concem is worthy af our intcrest.

While some situations in narratives may cue the same expectations dircctcd towards
cveryday cvents. most questions operate at the level of generic vraisemblance by drawing
upon hermencutic codes of setting, character, iconography and plot from known genves (see
Neale, 1980, 1990, 2000). In Barthes’ (197%) terms, hermeneutic codes guide players’
anticipation about the expecied sequence and outcome of events. While some of these codes
may operate in relation to a single cvent's aulcome, they may definc an enlire sequerce, or, in
narratologica! terms, a “macroscquence.” At thc highest level of organization, the
narratological term “macrostructure” can be used to refer to a sequence of events that
develops (usually lineacly) towards some anticipated (but uncertain) resolution (Cohen &
Shires, 1991, p. 60). In Bordwell's (1986) tenns, we would say that these generic codes are
template schemala activated by a narrative, which guide the individual's construction of an
anlicipatory fabula, but are constanily tested againsi the unfolding syuzhet, leading to periodic

reconstruction of the fabula through the subversion of cxpectations.

Given that hermencutic codes govem how questions and epigmas are posed, delayed
and disclosed (Barthes, 1975a, pp. 17, 85) it is useful 1o distinguish the three hermencutic
sirategies of suspense, surprise and mystery/curiosily (see Brewer and Lichtenstein, 1981;
Chatmon, 1978; Culler, 1975; Jose & Bicwer, 1984; Stemberg. 1978; Tan, 1997; Vordcrer,
1996: Zillman, Hay & Bryant. 1975). Each of these general hermereutic strategics may be
produced through the manipulation of any specific hermencutic code by altering the
represented order of events in the diegesis (sec Figure 3.1). Suspense is o consequence of the
deferral of un outcome suggested by a prior initiating event and which is of concem to a
character a vicwer sympathises with. Surprise is characterised by the sudden representation of
an uncxpected aulcome, though its intelligibilily is usually retrospectively linked (if only by
inference) to un initiating event, Mystery, or curiosity, is characterised by the representation
of un outcomc without any, or an adecquate, initiating event, giving tisc 10 ongoing
hypothesises ubout causcs. The cognitive component of all three siraicgics may be seen as

different forms of what Grodal {1997) calls “icnsitics” in that they are characterised by
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aticntiveness lowards a distal, Iclic event, er, in other words, a tense expectation about future

events.

a. Suspensc b. Surprise . Curiosily/Mystery
1E (o] O IE 0 {E

—_— —i _

Prescniation time Presentation lime Prescntation time

Figure 3.1. Tan’s (1997, p. 208) model of the three narrative strategies of intercst regulation,
IE is the iniliating cvent and O the outcome; the thin and heavy lines refer to the cxpected net
relurn {ENR) and attained net return (ANR), respectively, and interest (i) = ENR — ANR.

To idenlify some of the hermeneutic codes in EFX's narvalive macrosequences and
macrosinietures the following analysis uses Basthes' (1975a) zpproach. breaking down the
game into key events or event sequences. It focuscs on the title and opening sequences of
FFX, as detailed in Appendices One, Two and Three to indicale the range of ils hermeneutic
codes.

Hermeneutic Codes in FFX's Narrative Macrosequences

After a player of FFX chooses “New Game™ from the opening meny, the title
sequence appears and begins with a slow zoom towards a sword and other weapons against
the background of a wasteland of ruins (1.1.2) (sce Figure 3,2a). This may be coded with
reference 10 the use of swords in the fantasy genre, as in the opening sequence of Diablo
{1996). thereby defining the genre of the game. Such coding would likely reinforce
expeclations, also drawn from aduenture and role-playing games in general, of a journey
through o scrics of seltings. fighting miscelluncous monsters, developing euch character's
powers, und collecting ilems, culminating in 2 final battle (Fine, 1983; Herz, 1977; Mackey,
2000; Schick, 1991). The sword may also aclivate a more specific code of the sword, or
weapon, as a symbol of power, and of triumph by might of arms. In this context it could
connote the spoils of conquest, the weapons surrendered to u conqueror, or the courage of a
hero who ensures that “goodness™ will be viclorious. fndeed, the “sword™ might connote not
just “right” of force, but the force of good. This might be coded with reference to the
Arthurian lcgend of the sword in the stonc, to be drawn and wiclded, realising one's power

and bicthrighl. This might create an expectation that a character will reveal some innate sight
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to lead or rule, or some innate virtue that distinguishes him/her as heroic, which previously
has been hidden.

Figure 3.2. {a) The odd assostment of weapons in the opening sequence at Zanarkand. (b) The
subdued companions camp by a fire.

However, the weapons include what scem to be a beach ball and a teddy bear.
Presuming that the player recogniscs these as weapons they may be seen as indexical of the
personalities of their owners, as marking the qualities of the heroes, creating curiosity about
what heroes can be identified with beach balls or teddy bears in a heroic fantasy. This
curiosity is partly enswered as the camera pans to the group camped by the fire in the ruined
city (1.1.2} {see Figure 3.2b). Most players may code this in tcrms of any fantusy adventure in
which there is o “group” of adventurers on a quest, or in terms of the “party” i any role«
playing game or video rele-playing game, such as Wizardry (1981), The Bard's Tale (1982),
Baldur's Gate (1997), or carlier Finaf Fantasy titles.

OFf course, players who have rend the manual will know that these characters arc on an
“epic” “quest to destroy Sin.” An epic, in its strictesl sense, is along narrative “on a great and
scrious subject, told in an elevated style, and centred on a heroic or quasi-divine figure on
whose nctions depends the fote of a tribe, a nation, orthe human race” (Abrams, 1988, p. 51).
FEX is certainly a lengthy nemstive covering the range of human drama, with a predominantly
setious tonc, centred on magically-gifted characters who communc with “divine” spirits
(Acons), and scek to save not only their own races (the Al Bhed, the Ronso, the Guado) but
the lie of all those in Spira. tHlowever, whereas the classical epics did not differentiate myth
from history nor fact from fiction (Scholes & Kellog, 1966, p. 58), FEX is a ficticnal namative
written for a secular audience and appropriales mythical content without much of its original
symbolic meaning (se¢ Hume, [984). Without debating the theoretical appropriateness of the

tenn “epic,” its use in the game manual may produce the expectation of thematic cohercnce
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across an otherwise picaresque game that incorporates countless, rcpetitive, randomised

battles,

The player may see the fatigued and depressed nature of the party as reinforcing the
“areat and scrious™ danger posed by Sin, Yet the player may also recognise that, inasmuch as
most epics and hcroic fantasies are linear, the game seems to begin in media res. If this is the
case then there may be curiosity about wherc in the sequence this respite is, as well as what
struggles preceded it and what the characters may have lost to make them so subdued. Indeed,
if onc remembers that many modem heroic-fantastes, of which J. R. R, Tolkeint's Lord of the
Rings (1954/1984) is archetypal, are characterised by the difliculties of keeping a party
together, then the odd congregation of charcters not only veinforces curiosity about who they
are and what brought them together, but may also cue uncertzinly about the stability of their
bonds. This holds open the possibility that one of the party is gone, or dead, 2nd in this respect

the weapons may be cross-coded, with reference to the ruins in the background, as macking

the grave of a fallen comrade.

Figure 3.3. (a) Tidus touches Yuna's shoulder. (b} Tidus walks off by himself (o Jook at
ruined Zanarkend (“Listen to my story").

Tidus® touching of Yuna's sheulder, and the gaze she turns to him (1.1.3) (see Figure
3.3a), aclivates an henineneutic code of romance, specifically the question of their {passible)
romantic relationship end at what stage in their romance this scene occurs {prior to, or after,
its fulfilment) {see Modleski, 1984; Radway, 1984). More than this, Tidus’ black gloves, his
wandering away from the party, and Yuma's restrained (or tived) expression, may be coded as
a sign of some romantic barrier, and/or unrequited love. The drawn out closc-up of Tidus’
isolation (1.1.4) reinforces & sense of some unrevcaled emotion and the possibilities of
romentic separation, which may resonate with the polential separation of group members or
the loss of the group entirely {see Figurc 3.3b). There might also be curiosity about the
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existence of an intervening force that prevents Tidus and Yuna's union. A formulaic
assumption might be that there is some social pressure—family, class or religion—with the

implication that Tidus and Yuna belong to different social spheres.

As Tidus walks away the motes of light behind him connote atmospheric effects,
cosmic cvents, and/or some supcmatural-religious event, such as a Ieakage or eruption of
magical/divine forces. This might be pereeived in relation to the ruins, but it may also be read
as metonymic of some disaster that nceds to be averted. In this respect it might be evaluated in
terms of some higher duty or responsibility. Tidus’ subsequent voice-over: "Listen to my
story. This may be our last chance” (1.1.4) likely confitms some sense of his responsibility for
the fate of others, of some higher duty to prevent some disaster, and of their sacrifices in this
respect. The voluntary suppression of romance might be seen as part of Lhis duty. This may
link to earlier curiosity through an expectation lhat FEX is a reiclling of the events that

brought the companions, and Tidus and Yuna, together, but what also keeps them apart.

The titlc “'Final Fantasy X," which is then superimposed over the scene, is unlikely to
be regisiered by most players as anything other than a marker of one in a series of Final
Fautasy titles. However, it may acfivate or reinforce hermeneutic codes drawn from ezrlier
titles: the possibility of personal tragedy (Aeris’ death in FEVID, of love confirmed (Cloud
and Tifa), of unrequited love (Cloud and Aeris), and of some event of cosmic importance (the
metcor thicatening 1o destroy the world) on an epic scale (companions forced to traverse all
the continents of the planet). The word “fantasy,” of course, may connote wishfu! dreaming
and escapism, or thc more pusposive role-playing of a character in a werld where onc has the
opportunity to cxperience the extresr.es of life (love. hate, moral indecision, defent, victory)
and one's actions matter (we change the fate of things) (sce Hume, 1984). More specifically,
we might identily a link between Tidus' mention of a “last chance™ and “Final.” The “X" is
significant in that, prior to the release of other titles in the series, it could have been read as
marking the last single-player Final Fantasy title. For some expericnced players, then, the title

therefore could have polarised suspense and curiosity through anxiety about the possible end

of a much-loved series and excitement about the beginning of FEX: the pinnacle and climactic
finale of a radition. The poignuncy of this moment for the player could have resonated with

the situation of the characters as on the verge of losing something.
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Figure 3.4. (s) Tidus talks to his fans before the blitzball game at Zanorkand {“Teach us how
to blitz!"), (b) Tidus walks along the Causeway and looks up at the image of his father.

Through the sequence in Zanarkand, up to the Submerged Ruins (see Appendix Two),
we can observe the development of these and other heimeneutic codes. Tidus’ companions are
absent, with the implication that this is the true beginning of the narrative, perhaps eliciting
curiosity us to when and how Tidus’ company will be formed. More importantly, Tidus’
sporting prowess and celebrity status (1.1.2-1.4.5) prefigures his role as hero (see Figure
3.4a). This may be linked to his suggested importance or destiny, given that Tidus has already
spoken ns the voice of a cotlective in the introductosy sequence (1.1.5: “this may be ovr Inst
chancc”} and becausc Auron is waiting fer him (1.5.2). Anticipation about the blitzball
game's outcome (1.3.4) parallels Tidus' adolescent pnxietics about the rite of passage from
chitdhaod to adulthood/manhood, living in the shadow of his faiher, holding open the
possibility of failure in both the game and as an adulVman, with thc necessity for a

confrontation with {and taking over of) his father's authority (see Figure 3.4b).

Tidus' movement from celebrity 1o hero (1.5.5) may be seen in relation to the water
door/mirror at the blitzball stadium (1.5.1), prefiguting a movement from replity 1o fantasy, in
general tenms (entry into the world of the imagination), generic terins (exploration of a surreal
fantasy world), and psychologica! 1erms {an exploration of Tidus’ latent desires and fears)
(see Figure 3.5a). The suspension of time when the ghost-boy appears {1.5.3), as well as the
surren] night-sky-floating sequence (1.6), and the whitcout wher Tidus is teleported, similarly
suggests the relevance of fantasy and dream-states (“[ think 1 had a dream™). Yet despite this
emphasis on fantasy the narrative movement from urban-futurist Zanarkand to pastosal-
nostalgic Beseid (and the [ater disclosure of Yevon's ban on Machina) activates hermenentic

cades drawn from science fiction: anxieties about the Arbris of excessive faith in science and
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a loss of contact with nature (see Kuhn, 1990; Sobchack, 1987). Given that the monster is
named Sin (1.5.4: *“We called it ‘Sin™"") the atiack may be analogous to the attack of Godzilia:

a conscquence of man’s arrogant tampering with the natural order throvgh technology (sce
Figure 3.5b).

Figure 3.5. (a) Tidus enters the blitzball stedium through the water door/mirror (“Make wey,
moke way!™') (b) Futuristic Zanarkand, with Sin approaching in the background.

As Tidus appears in the Submerged Ruins, several new hermeneutic questions
emerge: Why has he teleported? Can he get hone? What happened to Jecht? How can Sin be
defeated? Where are his quest companions? Certainly, the carlier presence of Yuna in the title
sequence suggests a scarch for her, but, more than this, Tidus' absent parents, his isolation as
a celebrity ¢1.3), and his abandonment through teleportation (1.2.1), prefigure the potential
importance of an intimate loving relationship with Yuna. Yet the portents, dcvastation, and
isolation {1.1.3; [.4.4; 1.5) may cue not just epic devastation, but fragic loss and emptiness
(see Aristotlc, trans. 1965, Keufinann, 1969; Leech, 1969; Lucas, 1966). Given both Tidus’
emotional disturbance and the supematural connotations this may suggest some cosmic
disturbance in the order of the world. Thet is, Tidus' adofescent anxiety may be linked 1o
meltaphysical or existential concemns about how to make scnsc of one’s place in a world whose
order has been disturbed.

It is likely that players progressively or periodically organise the narrative around the
macrostructure that seems to have the highest (or simplest) structural significance, cultivating
a tonic interest whose aclion tendency is to continue watching the shared joumey of characters
and the defeat of Sin. Nonetheless, even these early sequences activate henineneutic codes
drawn from heroic fantasy, adventure/tole-playing (video) games, the epic, romence, science

fiction, and tragedy, regulating intcrest through curiosity, surprise and suspense about their
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course, Furthermore, the player is likely to welcome the mixing of these hermenentic codes.
As Tan (1997) notes:

Surprise is a fixed component of the pragmatic contact between viewer and

filmmaker. The viewer acquiesces in the fact that many developments cannot

be guessed al in advance, although a really good film will entice the audience

into trying to do just that. Each ingenious twist tumns the viewer inlo a good

toser, who does not mind admitting that he or she appreciates the ultimate

result. (pp. 210-11)
FEX's namative increasingly complicates, reverscs, and conncets its hermenentic codes,
progressively diminishing any assurance of thc game’s generic purity. This is likely to
cultivate a growing realisation that FFX is not a formulaic heroic fantasy or romance, but a
unique tragic epic which players cannot accurately predict and resolve in their imagination.
That is, the particutarity of the narcative not only personalises the act of investment in
viewing the game, il functions as an indcx of coneretion that raises the game's reality status

and fosters x desire to watch rhisnarsative to its resolution.

Reinforcement in FIFX's Game Macrosequences

It has been argued above that interest in narrative sequences depends upen an action
tendency 10 keep watthing and hypothesising about the (anticipated but uncertain) resolution
of hermeneutic codes. By contrast, game sequences have an enactive component that requires
physical engagcment. We can redress Tan's silence on the matter of physical actions as a
source of interest by emphasising his passing reference to Csikszentmibalyi's (1975, 1988,
1992) notion of “flow.” For Csikszentmihalyi, flow is not merely cerebral, but occurs in
physical activitics, such as sports (indeed, he discusses flow in activities prior to flow in
mental activitics). We may take “flow"” as the ideal or optimal form of interest, where a
balance of challenge and skill staves off anxiety and boredom and leads to total involvement
in an activity. Furthermore, we may sec the acquisition and performance of procedural

sche.mata as not merely a basis for flow, but a potential source of interest.

~ Compared with the cognitive interest in narrative events, physical activity facilitates
distal impressions that maximise reality-status apd constitute a greater investment of
physiological expenditure. or labour, This requires a greater net retora, or rewards, if interest
(and flow) is to bc maintained. Jt is here that Tan’s model of “net return® and
Cstkszentmihalyi’s model of “flow™ averlap with operant conditioning, in which mativation is
intrinsically determined by the magnitude, delay and number of rewards (Skinner, 1971,
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1974). Of course, the model of opcrant conditioning marginalizes both the cognitive activity
of individuals and the ability of individuals to sclf-regulate theic emotional states.
Nonectheless, Loftus and Loftus (1983) have convincingly argued that schedules of

reinforcesment are important to player motivation, and in this context a consideration of

positive reinforcements, or rewards, provides a way of analysing the regulation of interest.

Table 3.1. The threc control modes in FEX, from the game manual (2001, p. 5).

BATTLESCREEN

Direction buttans Move Cursor

[ A Change pages

Lelt analogy stick Move cursar/change pages
0 Cancel

X Confirm

A Defend (skip luin)

[} Used in Auron's Cverdrives
L1 Display switch window/sclect characler 1o swilch
1.2 Select character to switch
Rl Scroll CTB window up

R2 Scroll CIB window down
SELECT Display/hide help window
FIELD SCREEN

Directional butions Move character (running)
Left analogy stick Move chasacter (running)
(¢] Cancel/walk (hold down)

X Conftrrvialk/examine

A Display menu

a Talk lo bliizball player lo discover their status
START Pause *

MENU SCREEN

Directionul bultons Move cursor

Left analog stick Move cursor

o Cancel

X Confirm

Ll Switch chatacters

L2 Seroll menu lists backwards
Rl Swilch characters

R2 Scroll men lists forwards

Press the L1, L2, R}, R2, START and SELECT buttons simulizneously Io perform a Soft Rest and teturn 1o
the start up sequence ¥

* Pause and Soft Reset arc disabled dwring certain scenes.

In FFX, the Field Screen, the Battle Scicen, the various Menus, the Sphere Grid, and
the Trials of the Fayth make up the basic game sysiem, though there arc three main control
modes (Table 3.1). Each of these has its own ergodic codes that determine both possible
actions for the player and related expectalions about future game-gvemts and rewards, Tn a

combat scquence, for example, the player is constantly prompted to anticipate: “Will L hit 517"
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and “How much damage did [ do?” with cach turn, At the level of the macrosequence, there
may be expcctations such ns: “Will I win?" or “Will T lose.” ln this respect, each game
interface may function as arelatively autonomous game macrasequence governed by an
operation of mixed hermencutic-crgodic codes, ultimately subsumed to the total game
macrostructure of FEX, At Ihis leve] of organization players might evaluate victory in battle
os a failure if they have taken so much damage that they have diminished the chance of

surviving subsequent battles,

FFX's Combat Scrcen offers, first, the aesthetic, nudiovisual reinforcement of
animated attacks: the kinetic dynamism of the leap and strike, the grunts or cries of effort, the

visceral impact (scc Figure 3.6a). However, FEX's combat may be distinguished in this regard

from most first person shooters (FPSs) in which kinetic reinfoccement is bound up in the time-
pressured rcal-time interaction, As noted in Chapter One, secondary appraisal, or cognitive
claboration, is a precondition for Lrue emotion. [n action-based games, such as shoot ‘em ups
or first person shooters, cognitive claboration may be deferred or blocked by the lack of time
available before the next stimulus appears such that primoty appraisal and affective arousal
may predominate over emotion. FFX, by contrast uses as Conditional Turn-Based (CTB)

combat system in which actions are mediated by a menuy, those actions are strategic rather

than kinetic, and time only passes when players chaose an option,

Figure 3.6, (a) The tum-based combat screen during option selection. The menu is in the
bottom left hand comner; character statistics are in the bottom right hand corner; the battle
queue is in the upper sight hand comer. (b) The kinaesthetic representation of the
consequences of @ selected atteck.

Nonetheless, if the procedural schematr required to navigate the combat menu is
habituated—such that there is no discemible pause between one’s turn, selecting an action,
and the animated outcomc—there may be an impression of immediate feedback. This is most

likely to occur with swifl physical attacks using the default menu option, in which case there
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is no necd to navigate the menu at all: one merely keeps pressing “X” and Tidus keeps
attacking. Furthermore, the use of Overdrive attacks provides brief durations of high affect,
during which players must press a sequence of bultons within a time limit, with immediate
repercussions. These attacks also amplify the normal rewards of success in combat by
inflicting more damage, providing greater spectacles of damage, and sometimes including an

onscreen congratulation (for exarmple: “Great!").

A second, and greater, degrec of 1einforcement is the damage inflicted on opponents,
represented numericaily in the style of arcade games (sce Figure 3.6b). As Loftus and Loftus
(1983) note. the magnitude of the reward alfects the inteusity of the reinforcement, but in
video games the perceived magnitude of the reward js also important, Game designets often
choose a mugnitude on the basis of a psychological difference between different cvents. For
example, at the beginning of FEX the damage that Tidus inflicts enters into three digits rather
than the customary two in some other Final Fontasy titles (including FEX-2). This provides an
immediate impression of prowess, even if monsters’ statistics are similarly high and therefore
vielary is no easier. However, at a certain point the psychological value of magnitude is
diminished; 10,000 or 20,000 points may boih be sufficiently large to impress upon a player
the sense of “huge numbers of points” (p. 24). Consequently, the points (and other rewards)
awarded to playcrs are usually kept within a range of magnitude with a progression of
balanced increments. When damage hits a higher range than anticipated—as when a new
weapon or spefl increases damage—this provides the new reletive basis for mugnitude. This is
an ongoing case with Overdrive Mode and when we attack using Yuna's Aeons. The
intcrmittent naturc of these high magnitude attacks preserves their value, since they remain
relatively high even later in the game, when the magnitude of Tidus' normal artacks extends
to over 3,000 and Auron's extends 1 over 6,000. However, this cffect diminishes when
damage reaches 9,999, which marks the absolutc magnitude for characters (until they acquire
the No Limit Ability).

A third reinforcement is the success which follows from the formulation of a strategy
to defeat certain monster types or particular boss monsters {Fiiedman, 1995; Myess, 1990a).
While randomisalion determines the appearance, number and type of wandering monsters,
and the chance of hitting an opponent and the amouwnt of damage inflicted, the acquisition of
slrategy involves a clear facility for demystification, in that we can repeatedly confront the
same monsters with increasing confidence. The option to “Flee™ may constitute a winning

strategy, in that one may lcarn to avoid unnecessary or undcsirable conflict, so as to maintain

75



one’s strength for later fights, A fourth reinforcement is the actual defeat of opponents, which
is dramatised, and rcinforced, by the victory dance. This defeat is reinforced by a fifth
reinforcement; the accumulation of Gil, items, and Ability Spheres, and the periodic
indication that characters have increased one or more levels (sce Reid, 1999; Wallace, 1999).
Lastly, sixth, since narrative-related encounters—Evrae, Seymour, Zu, Defender X, Sin, and
50 on—¢annot be retreated from, and are live-or-die affbirs, they offer the additional reward
of a discrete advancement through the game, usually through the provision of cut-scenes. A

strategy, then, functions as a kind of puzzle, or key, which allows players to unlock the rest of

the game.,

Figure 3.7. (a) Close up of the Grid Sphere. (b) The Field screen.

The menus in FEX include: the Main Menu, the Sphere Grid, and the menus for
checking, orgonising or customising Characters, hems, Abilities, Overdrives, Aeons, and
chargcter Formation (sec Figure 3.7a). These all offer reinforcements nasocieted with
inventories and character devclopment common to most role-playing games (sce Fine, 1983;
Herz, 1997; King & Borland, 2003; Mackey, 2000). First, browsing through ncw items and
abilities poses the hvpothetical scenario of 8 character augmented in a particular way and the
anticipation of overcoming opponents in the Battlc Screen, Second, there is the reward of
seeing & numerica! increase of stats and the acquisition of new Abilities, and of progressing
through the Grid Sphere: a glowing sparkle of lights and metallic clink that are indexical of
not merely an economic exchange, but some quasi-mystical imbuement of power. Third, there
is the gradual demystification of the blanks on the lisg‘of possible Abjlities on each Character
screen and the Grid Sphere, with an ideal statc of t'rlk.ﬂste!y represented by all nodes being
activated, ar each character activating all the aodes. Fourth, there is the pleasure of readiness
that comes through the customising and organising of characters, or the party. Indeed, players

may spend an inordinate amaunt of time trying out minor adjustments to maximise their
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efferctiveness. However. the pleasure of developing «..araclers’ abilitics and organising their
inventories to maximise their cifectiveness occurs through feedback between menus and the
Bautle Screen, since the effect of increasing a chasucter’s capabilitics is enly revealed through

o player's improved ability to defeat opponents.

A great deal of the game is also spent in the Field Scicen (see Figure 3.7b), The first
reinforcement of navigalion is the immediate feedback (or agency) onsequent upon using the
anuloguecontrol to tnove Tidus, accompanied by the forced scrolling of the landscape. This is
ar its most notable whenaver one pauses to simply run Tidus back and forth by votating the
left analogue stick. The sccond reinforcement of navigation is an ongoing sensory and
cognitive coriosity (Malonc, 1980) about suceessive landscapes. with occasicnal surprise at
their pn:i'o'rumic scale, graphicai detail, and faniastic invention (Herz, 1997). This navigation
is. in itself, aleisurely process, but it may lead to a third reinforcement: the demystification of
Spira (Friedman. 1995). One can traverse the entire gamc world and render its data siructore
entirely visibie. This pleasure is most notable when we pain retrospective access to places that
were initially inuccessible, such as the chest beneath the waterfall in Besaid, which can only
be accessed after the characters have acquired the Airship. However, unless one has the
.officia) guidebock or has downloaded a walkthrough, the task of finding hidden locations on
the map by pointing and clicking holds open the possibility thatone has missed something, an
(;kpcricnce which is analogous o Aarseth’s (1997) description of “aporia.™

The Trials of the Fayth offer a distinctive systcm of reinforccment. Euch Trial requires
the player to guide Tidus through a simple maze, touching glyphs, picking up spheres, and
placing each suhere in the appropriate slots in the walls and (moveable) allars (see Figure
3.8). Given that they function s puzzles, the reinforcement might be seen as completing each
step. and apprehending the puzele as a totality. However, there is a gap between 2 player’s
abstract reasoning (thinking of a iogic;;I ' possibility or selntion) and the process of
implementation (the timc required 1o lest it by moving the player into position and performing
the required activity). That is, one might presume ihat, being puzzles, the Trials are abstract
{cognitive) problems, but in practice they are niore reminiscent of platform games and carly

* adventure games in which one picks up every item and trics it out, Hese trial and error wins
out over sirategy. #nd there is not necessarily a reai sense of mastering the puzzle'’s logic since
players may be unablc to repeat it. Consequently, reinforcement in the Trials is more likely to
cxtend to; fiist, momenlts of insight into possible solutions; second, the gratification when a

possible solution is lesicd and found to work; and, third, the physical relief at having
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performed the required (cognitive and sensorimotor} labour, and being able to continue with

the ganie.
a, h.

Figure 3.8, (a} Tidus touchc a glyp the Besaid Trial of hc Fayth (“A strange plyph
glows"), (b) One of the altars in the Besaid Trial of the Fayth,

There are also four mini-games in FEX: Blitzball, Butterfly catching, Lightning
Dodging, and Chaocobo Racing. While these are part of FEX as a total gome, it suffices to say
that these games gencrally offer more immediate kinacsthetic feedback {Darley, 2000). More
than this, the player may decide to set aside the main narrative and game macrosequences of
EEX and play these gamces in and of themselves. This may regulate interest in FEX by helping
to keep 8 player in phatic conlact witl; the game, and, by constituting ongoing investment in
the game, raising the stakes “or pursuing the rest of the game, Conversely, ificy may be played
as a challenge that must be overcoine. For example, one must win the fourth Chocobo Race
(Catcher Chacobo) with zero lime to acquire the Sun Sigzil necessary tor Tidus to acquire his
Celestial Weapon: Caladbolg. Acquiring this may be part of an acsthetic of demystification,
or mastery, of the game’s secrets, or as part of a strategy to mlnximisc onc’s ability to defeat

opponents i i,
Emotion Episodes

Hermeneutic codes in narrative sequences and schedules of reinforcement in game
sequences are, then, distinctive niodes of intcrest in terms of the degree of investment and
reinforcement: mentai and v'iual vessus physical and actual. These two modes paralle] the
distinction between observation and enaction, ead so are eficcted by the cxpericnce of
blocked cnaction, as addressed in Chapter Two, The implication is that, in a game like FEX,

shifts between these different modes may affec: Wie regulation of interest. This can be
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addresscd in terns of the integeity of the “emotion episodes™ which define the course of

interest,

Frijda, Mesquia, Sonnemans, and van Goozen (1991) define an “emotion episode™ as
"a continuous emotion scquence resulting from the more or less continuous impact of one
given event or a series of events” (p. 201). Tan (1997) identifies a closc correspondence
between cmotion episodes and the scenes in the traditional feature film, following Frijda’s
(1986, pp. 204-214) underslanding of the course of emotional episodes in film (Tan, 1937, pp.
59-61). From a “situation of balance,” our appraisal of some “Complication™ in the situational
context constitutes a “Disturbance of the Balance”: the onset of the emotion. This produces an
action lendency which, in Tan’s account, remains virtual: a wishing or hoping that a certain
outcome will be realised. There may shen be a tising and f2lling of emotional valence through
a “Complication phase™ in which the film suggests various possible positive and negative
outcomes. Howcver, the “Disturbance” is undone through the virtnal realisation of the action
tendency through the representation of a particular (usually positive) outcome leading 1o the
“Restoration of Bulance.” This type of account is in accord with Aristotlc's (frans. 1965)
model of catharsis organised 2round a beginning, middle and end; with Freytag's (1863/1968)
dramatic triangle of deisis, peripcteta, and denouement; with Propp's {1968) model of a hero's
quest to redress some lack; with Todorov's (1981) model of equilibrium and discquilibrium;
angd with other models of narrative disturbance and restoration (Bordwell, 1986; Greimas,
1966, 1987; Heath, 1981; Ncale, 1980).

For Tan (1997) there is a close relationship between scenes, and emotion episodes
within lhe taditional feature film (p. 62), in that scenes are usvally coherent situational
meaning structures that elicit and sustain an emotion episode. In feature films, each scene may
be suid to have its relative autonomy, Lhough there may be divergent narrative threads, each of
which pursues a particular henneneutic code, such that scenes develop in relation to ane
another. Tan describes the process whereby viewers shift their aticntion across scenes in terms
of “foreground” and “buckground” jnterest. Tan defines foreground interest as the anticipated
return and net return of a current scene, defined by the past and future that constilule the scope
of this scenc. He defines background interest as the anticipated retum and nct return
cxpericnced in regards to sequences outside the temporal scope of the present sequence (p.
106). Foreground inlerest cucd by a present scene is relative to the background interest
produced (or anticipated) in scenes prior to and after the prescat scenc. However, Jimits on -

_ ltention and cognition. as well as the urgency parameter of the situational context (Frijda,
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1986, p. 206), casurc that “the forcground rcum always weighs more heavily than the
buckground retum™ (p. 106), to the extent that most viewers do not immediately connect
fareground to background events, =xcepl when specifically cued (Grodal, 1998, pp. 68-70;
Tan, 1997, p. 105).

Tan (1997) uses Frijda's (1986) distinction between “phasic emotions,” which are
“zelatively brief responses to a particular event” (Tan, 1997, p. 199), and “tonic emotions,” -
which are “bascd on prospects and retrospects [and] have a longer life span™ {p. 199). For
Tan, interest is a pcrmanent, episodic emotion while watching the traditional feature film, in
that players expericnce a phasic interest relative to particular sequences, but this reinforces the
tonic interest to keep watching by contributing to the net invesiment. The willingness to shit
attention, such that phasic interest continues 1o reinforce tonic interest, is infiuvenced by the
presumption of anticipated coherence, that is, the expected convergence of divergent namative
sequences. For example, a divergent action and a ramance line sometimes converge through a
male hero being united with his romantic interest through some final heroic act, such that the

Tespective emotion-cpisodes find a common resolution (Tan, 1997, p. 58).

Some of the scenes in video games like FEX may be similar to those in films in terns
of their duration and pacing. The opening sequence, after the title sequence, may be broken
into the relatively discrete scenes summarised in Appendix Two. Each of these has its own
coherence: {1.1) introduction to Tidus: (1.2) watching Tidus-as-cclebrity; (1.3) bearing
witness to Tidus® inner struggle; (1.4) watching Tidus' skilful performance of the kick which
lifts him above the stadium and puts him in the privileged perspective of seeing Sin's atlack;
(1.5) watching the spectacle of' Zanatkand's destruction; (1.6} watching Tidus deal with
inexplicable cvents he cannot control, These scenes may de subsumed to a macro-scene: being
introduced 10 Tidus-the-hero and perceiving his heroic qualities as he copes with Sin's arrival,
‘This may constitutc an emotion-cpisade, and is followed by the relative quiet and safeiy of the
Submerged Ruins, and a new scene organised the question: How wall Tidus deal with his

disaricntating isolation?

However, EEX does not simply have scenes, it also has clearly defined settings, sub-
seitings, and Save Spheres which may regulate the course of players’ interest. Firsi of all, FEX
is clearly broken into settings such as Zanarkand, Submerged Ruins, Salvage Ship, and Besaid
(see Appendix One), Players® i-ovement through these may funclion like the pragression

through the chapters in o novel, or the ucts in a drama or film, with each setting up a ncw
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intcrest episode. Yct since these scttings are extremely large, they are unlikely to be traversed
in a single session of play. Sub-scitings, by contrast, arc more easily compartmentalised as
discsete scencs, For example, pliyers may explore Besaid Village, or Besaid Temple, in one
session, bul not leave the broader setting of Besaid. Furtheomore, sessions are highly
delineated by the placement of Save Spheres, which delennine the minimal unit of traversal
before players can put aside the game without having to re-play a scction. Many of these Save
points oceur after major narrative developments and conflicts, such as after the battle at
Mi'ihen crassroads, after fighting Seymour, after traversing Gagazet Mountains, and after
acquiring the Airship. Thesc Save points may be more “natural™ markers of (ideal) interest
episodes, or scssion, but players may use a Save point as a base of aperations for short game
sessions. For example, a player may kill monsters for an hour, periodically retuming to the
same point to save any “‘progress.” In this respect they are frec to definc a scenc in an
arbitrary fashion by choosing to pause or quit at any time, with the option lo un-pause a gome

or return to an old save,

Of course, mapping emotion-episodes onto scenes presumes a Modcl Player and a
Model Tex/Game, when different players may seek and experience different gratifications,
may find different things of intcrest, and may interpret the situation differently, cmphasising
different hermencutic codes (“How will Tidus get home?" instead of: “How will Tidus
survive?”?). So while it is possible to identify discrete narrative and game structures in FEX
that might functions us scenes, the activity of the player detennines whether or not they are

experienced as interest episodes.

The (Dys}Regulatien of Interesi Across Narrative and Game Mncroset;(uenccs

[t is not merely that the scenes that regulate emolion episodes .:.irc variable; shifts
between narrative and game mucrosequences may disrupt these episodes. éhapter two argued
that therc may be a disjunction as players shift {tom obscrvational 10 enactive sequences, and
that u nasrative or game sequences may elicit an cnactive attitude in a context of limited
enactive possibilities. We might restate this by saying that the hypothetical, and desired,
possibilities set up by the game may not be provided for in cither subsequent narrative
sequences or in the options of ergodic sequences, and this blocking misy create an increased
atiention to non-dicgetic factors {such as the game's design) and thereby distupt interest.

While Chapler Two linked enactive blocking to space, it i8 productive to sce the
dysregulation of imterest in tenns of temporal contraction or dilation. For Juul {1999) the main
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problem with “interactive narratives” is that the past of namated sequences conflicts with the
present of player's interaction, and vice versa, creating a tadical temporal disjunction when
there arc shifts between “narrative” and “game sequences.” However, Juul conflates the
structurc of time in the namative/game with the player's experience of time, and over-states
the importance of tense as a distinction between “narratives” and “games.” It is more likely
that the regulation of interest is affected less by the tense of events than their duration or pace.

Ir. distinguishing the pace of different macrosequences it is useful to turn to Barthes’
(1975a) proairetic code, which “provides the blhsis of events and sequences, proliferating
lincarly and irreversibly” (Cohen and Shires, 1988, p. 119). At this level of coding, the player
simply names actions and their cffects (Barthes, 1975a, p. 18), marking signifiers of action
and grouping them in a sequence accarding 10 the signifieds of their elfect (p. 120); for
example: “journcy,” ““conversation,™ or “fight.”” Since all narratives produce more events than
are necessary, the hermeneutic code is applied to the preairetic code to distinguish nuclei from
catalyzers. While nuclei are key evemts that initiate, increase, or conclude a scquence of
transformations, catalyzers prolong or retard they nuclei they accompany, and may: create
suspense by prolonging an eveng; direct emphasis, providing grounds for curiosity or surprise;
keep phatic contact with lhe reader; produce an effect of verisimilitude; and/or deepen
characterisation (Barthes, 1975a). !

Compared wilh print and film narratives the proairetic code in game macrosequences
is hyperactive in its production of catalyzers. As Darlcy (2000) and Herz (1997) argue, the
plot of many video games is the story of player actions, and in EEX these actions are
constituted by navigation and combat, These may be broken up into smaller, discrete vmits:
Tidus moves forward; Tidus maves forward a sccond time; Tidus tums to the left; Tidus turns
1o tire right; Tidus moves forward and to the left; Tidus attacks with his sword; Yuna attacks
wilh her staff; Wakka throws his bliizball; the Bomb dives dewn to bounce Tidus; Tidus
attacks with his sword, and so on. There are, of course, analogous step-by-step or blow-by-
blow descriptions of trave) or combat in film and print fiction, for example, the fighting
sequences in Mortal Kombhat (1995) and the Pod Racing scene in Star Wars; The Phantom

Menaucc (2000). However, minimal cvent-units mapped to player keysirokes and mouse clicks

may proliferate ad nsuseam (and, potentially, ad infinitum) leading to the cxtended enchaining
of minimal event-units. Upon the completion of u sequence, thess events may be
rewrospeclively described as a single event of the generality found in the opening narration

(Tidus walks across the room), but by vinue of the process of interacting at key points, video
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games continuously produee discrete cvent uaits detow this level of gencrality (Tidus walks
forward; Tidus walks forward; Tidus walks forward).

[n this vespeet, FFX may produce extended scquences of events that continuvally
vialate the “threshold of functional relevance, that which divides the narmalable below the
non-narratable, sequences below which are taken-for-granted™ (Heath, cited in Culler, 1975,
p. 143). Since this proairetic fypes-activity may produce catalyzers which violate the pace of
o dominant hemmeneutic structure, they may be seen as potentially diminishing or

extinguishing (Frijda, 1986, p. 314) an interest-episode.

Of course, the proliferation of detail belaw the threshold of functional relevance is
relative to the degree of consciousncss attributed to cach constitutive “event” of the ergodic
relationship, and this depends upon the degree of sensorimotor mastery which the player has
over the controls of the interface. A player who has internalised the controls of the interface
such that its use is a matler of procedural schemata—that is, sthe can perfonin an ergodic
action as a malter of sensarimotor memory with minimal cognitive seflection—may be able to
maintain their perception of “event” generality in a manner analogous to the present-tense
verbal description. For czample, by reducing a sequence 1o the description: “Tidus is moving

across the room,” one minimises any sense of proairetic hyper-activity.

However, the pacing of events in FEX is rarely dependant on the speed of player’s
responsc or mastery. For example, players cannot speed up the time it takes Tidus to walk
ucross the Field Screen. Generally, the perception of whether or not events disrupt interest
depends upon the intended level of gencrality at which a player is already decoding the events
in the game. If player is become bound up in the storyline to the extent that they wish events
to be realised at a consistent pace and concretion, the interruptions of baile may be a
devastating intrusion, since crossing what seems a mere hundred feet of landscape may lead to
half a dozen encounters. The Trials of the Fayth may be scen as especially intrusive, since
they prevent both story and character development, to the extent that the tern “Trial” may fec!
wairanted. So while film viewing may allow for a simple transfer between foreground and
background interest as scenes end and resume, the enactive, spatial, and temporal disjunctions
that may result from forced shifts between game and narrative macrosequences may block or

complicate such transfer.
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Noretheless, there are several reasons why the experience of these shifts may be
attenuated, at least to the exeent that they do not reduce one's tonic interest in the game. Just
like feawre films which utilise divergent narrative threads, henneneutic clusers in video
game narmatives may be staggered with game scquences. The most notable hermencutic
clugters in FEX pertain to Tidus' and Yuna's romance, the search for Jecht, the understanding
of what Sin is, ond the revclations abont (Yu) Yevon {see Appendix Three). The onset,
deferral, confirmation, reworking, and reversal of these key hermeneutic clusters persists
lhroughout the 83-hour (odd) namvative, both game und awralive. The staggering of Lhese
clusters may be seen in terms of Friedman's (1995) argument that when tasks overlap, such
that tasks begin before other 1asks end, there is no moment of closure, and players find it
difficult to exiricate themsclves from play. As noted above, in EEX, the reinforcements of
game macrosequences are govermed by a schedule of both narrative progression (navigating
arcas, defeating boss monslers) and cliaracier development (acquiting items, spells, Overdrive
modes, Spheres, by advancing through the Grid Sphere) which provide an ongoing intrinsic
reinforcement across game macroscquences. If, for Fricdman, the staggering of differcnt game
activilics prevents closure and prolongs play, then the staggering of both navative and game

rein®orcements may amplify this effect.

Indeed, narralive and game sequences may function as mutual, pastial reinforcement
for each other. With pactial seinforcement, it should be remembered, people persist in
behaviour in the absence of immediate positive reinforcement (Skinner, 1971, 1974). Since
the effort expended wilhout immediate reward is added rto the net investment, the stakes are
raised for a futurc pay-off, and there is an accompanying rationalisation of the prior
investment and of the likelihoad of the next pay-off (sce Reith, 1999; sce also Chapter Eight).
The corollary of this is that a player who experiences no interest in the present may retain
motivation through the ongoeing anticipation of the possibility of a reward in the future which
will reconstitule inlerest, or, more accurately, will provide the reward of interesl. Thatis, even
if the player has invested far more than the net ceturn, and interest presently has a negative
value, a player may persist with the game-—or keep rewming to it—in the hope that ongoing

invesiment will (eventually) be rewarded.

In video gamces like FEX, partial reinforcement may be a conscquence of the fact thar
there ¥s a promise for action tendencies to become niore than virtual: players can enact a
formerly hypothetical action tendency, or narrative sections may cue or prepare players for

this action tendency. In praclice, of course, the actual action tendency is often a gross
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enacument of the hypothetical action tendency: a desire for  particular hypothetical resolution
is reduced Lo basic actions linked to a (usually) simple type of arousal (light/flight). In the
middle of 2 narrative sequence, players may desice te sce Tidus win a game of blilzball and be
celebrated through Spira, but must console themsclves with manipulating his inventory,
sceing him winning a batlle, or Jinding some new item. It is possible, then, that namative and

gome macroscquences provide parlial reinfarcement for each other.

While narrative rewards may be insufficient to compensate for the high invesiment of
time and effort engaging with game macrosequences, narmative vewards such as the desire 10
sec unfolding character relations may function as catalyzers Lhat prolong players’ expectations
of such rewaids. For example, a player's desite to sec Seymour confronted may find vicarious
gratification in the hostile victory over a8 monster in battlc, or a player’s desire for the power
associated with character development and victory over opponents may fird vicarious
gratification in Tidus® acceptance as one of Yuna's Guardians, an acquisition of social rank.
Furthermore, even during game sequences, certain kinds of typically “narrative” types of
fantasising persist: “I wish he/I would just find that item™; “I wish those twoe would just get
together!”; “Don’t {ight that!™; “I hope it misses!™; *Tidus should be stconger!” This may give
way to hypothetical strategising (“If I do this, maybe . . . *; “If Tidus had that Celestial
Weapon . . ™), but this strategising may hold open new cxpectations about both game and

narrative events.

In this respect, there may be a canfluence of actual and hypothetical action tendencies:
a vinwal action tendency which cannot be literally rcalised by the limited affordances of the
interfacc may be perceived a; a denicd or aborted fantasy, or it may be experienced as a
concrete compensation for the hypothetical forin. By cxtension, players may take the concrete
affordance as a temporary gratification that maintains their (phatic) contact with the
hypolheticul wish. with thc promisc that, even if they cannot immediately act upon it,

continuing to play holds open its possible realisation,

However, numative and game macrosequences ate not only staggered, they are
aesthetically integrated through cross coding. Perhaps most trivially, the sensorimolor action
of the player may Tunction almost continually to reinforce symbolic oppositions. For cxample,
the continued clicking on a Keybourd while a player attacks a monster will reinforce a
narrative opposition of goodicvil, and amplify its emotional sigaificance becanse cach act

constitutes a micro-investment in the privileged terwn of that opposition. More importantly, the
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prolonging of the proairctic code through player actions may magnify suspense. For example,
u player may deliberatcly hold off from moving into a dangerous arca, thereby providing
catalyzers (Tidus waits, Tidus waits, Tidus waits) that defer an expected and feared cvent.
This is especially notable when players are about to confront Seymour for the first time, or
when pluyers are about to confront Sin, or Braska's Final Aeon. The danger posed by all these
opponenis—especially if one has already tried to Kill them and have reloaded a save pame—
may lead players to keep wandering around, developing characters through fighting, or to

continually manipulate and/ar customise items.

There are some occasions in which the addition or alteration of crgedic capabilities is
a consequence of developments in the narrative. For example, when {ighting Seymour, Tidus
and Wakka have a Talk option; Tidus alse has this option when fighting Braska's Final Acon.
When fighting Evrac on the deck of the Airship, Tidus and Rikku both have the option of
telling Cid to move the Airship closer to or away from Evrac. This Icads a greater impression
of cohcrence between naitative and game macroscquences, at least in tetms of the
conservation of motivation, goals, and virtual/actual affordances. More importantly, there are
some occasions when a significant narrative symbolic code is decided within a game
macrosequence, as when players must fight and defeat major opponents like Seymour,
Yunalesca, Sin, Braska’s Final Aeon, and Yu Yevon. In fact, fighting Seymour the {irst time
is likely to be one of most anxious moments of both the game and narrative because players
have only witnessed the god-like representation of Seymour in the narrative and are suddenly
confronted with haw that nasrative coding will translate into game terms. Players are Ukely to
anticipate an extended emotion-gpisode marked by the anxiely of failing and having to repeat
it. Each subscquent failure may feel like a failure in the flow of narrative, but it may also
renew the sense that Seymour is a serious antagonist, not to be tivially dismissed. Seymour’s
eventual defeat in battle Jeads to a significant symbolic transformation in the narrative
macrosequence: Tidus is superior 1o the opponent, and Tidus® moralily triumphs over the
amorality or immorality of the opponent, legitimating his heroism. The subsequent cut-scene

functions as denouement for a nasrative conflict that has already been resolved.

The integration of narrative and game macrosequences is nor, however, merely a
matter of the gamc's eesthetic cross-coding, since players may experience such shifts as part
of the total acsthetic of the pame, In addressing this issue it is uscful to consider Erving
Goffmun's (1961, 1969, 1974) analysis of "frames.” Frames are structuces that govern cvents

and participants’ experience of events, and are useful in any consideration of the boundaries
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of, and within, the play space. Finc (1983) applicd Goffman’s model to role-playing games
(RPGs) and idenlified thrce levels of rames, which Mackey (2000) has expanded to five:
fitst, the social rame inhabited by the person: second, the game frame inhabited by the
player; third, the narrative frame inhabited by the raconteur, that is, when a player re-tells
what has happened to histher character; fourth, the constantive frame inhabited by the
addresser, usually the Games Master; and, fifth, the performative frame inhabited by the
character. Fine (1983) and Mackey (2000) argue that shifts between these frames is part of the

“'engrossment” of play and may decpen the play experience.

[t might scem reasonable to identify a parallel to this in Tan's (1997) description of
immersion in a fictional world as a conscquence of a sequence of involuntary perceptual
illusions and several veluntary illustons: illusions of apparent motion, the dicgetic effect, the
illusion of thc controlied witness, and the illusion of observational atlitude (pp. 236).
However, it is not useful o secc movement through frames as a lincar progression into deeper
immersion, since it cannot be slated that any narrative or game frame inherently offers a
“deeper” level of immersion than any other. If we take narrative and game macrascquences as
frames, it is nol the casc that narralive macrosequences are dicgetic and game macroscquences
arc non-diegetic. Given that FEX is a role-playing adventure game both types of
macrosequence are part of its dicgesis. As will be argued in Chapter Eight, there is a greater
likelihood of non-dicgelic eficcts (and A-emotioss) being experienced in the former becausc
of the frustraling nature of play. The issue here is that the regulation of intcrest owes more to
selection from aesthetic alternatives and the naturalisation of these variations as part of a total

aesthetic experience.

This is especially evilent in RPGs. Role-players dislinguish between frames in a
similar way, not as marks of relative cngrossment, but as varied acsthetics; hence
simulotionist, gamist and dramatist playing “styles,” or player “slances” as actor, audience,
awbor, immersive, or in-character (sec Mack, online). That these frames, styles or stances, are
a matier of player aesthetics is cvident i distinctions between player types, such as the
historian, military enthusiast, specialist, gamer, assassin, and competiter (Dunnigan, 1980).
[ndeed. the RPG form is exemplary of the way frame swilching can be a part of immersion,
rather than 2 disruption of interest. To any cxternal player, the RPG is an absurd mix of
activitics that seem to have no natural relationship with onc another: cartography, drawing,
Narration, dramafrole-playing, gaming, arguments about the rules, and socialising, As Meyers
(1686) notes:

87



onc may object that the language of the game is cphemcral, derivative at best,

and, most suspicious of all. lacking the traditional literary modes such as

dislogue and description. An observer might find the language disjointed,

unplunincd and unreviscd, and frequently intcrrupted by comments on,

questicns on, or even arguments over the rtules, with cach interruption

hampering the crzation of the fiction. (p. 2485).
However, for any experienced player, the act of playing is @ matter of routine and shifts
between its component activitics are unliksly to atmact much attention. The shift between
game and narative macrosequences in FEX may similarly be seen in terms of expected and
semi-voluntary “frame-switching.™ This allows players 10, in Eco’s (1981) terms, “narcotise™
a prior frame. and players may become increasingly adept at this kind of shifting. As
Mackey’s (2000) argues, “frame switching is considered legitimate as long as it does not
overly affect the continuation of the game"” (p. 197). If narrative and game macrostructures arc
seen as frames then the shifts between them may be accommodated as part of the aesthetic
experience associated with the genre. That is, players may simply accept the frequent,
seemingly disruptive shifts berween narrative and game sequences as part of the game,

However, players also voluntarily shift between frames. This may be a mauter of
aesthelic attitude in that a player bored with interminable wandering or a protracted battle may
enter into an aesthetic of visual cngrossment by paying more attention to the spectacie of the
game’s landscapes, architecture, characlers, and fashion, But FEX also allows some freedom
to choese frames in ‘the more substontial sense of choosing to rcturn to particular game
macroscquences. Players may choose 1o wander in circles unlil they enter the frame of combat
throngh a random cncounter. In some areas there are consoles which offer a Tutorial with the
opticn la practice fighting the monsiers unique to the area without any damage to the
characters beyond the frame. [n the Calm Lands players arc also likely o find the Monster
Arena, which lels them enier inlo a combat frame with any of the available monsters.
Canversely, Tidus has a Flee Ability, which allows players to escape the combat frames
forced upon them by random encouniers, such that they can pursuc navigation und the story.
Players also eventually acquire a No Encounters Ability, which prevents random encounters,
meaning that game-functional semes become narcotised while navigating the game world.
Lastly, FEX incorporates the mini-games of Blitzball, Chocobo Racing, Thunder Dodging,
and Buucrfly Chasing as different frames. All of these allow the player to voluntarily shif:

frames and renew their inlerest.
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Conclusion

This chapter has argucd that narrative macrosequences in FFX are periodically
interrupled by macroscquences of movement and combat, and that the qualitetive distinction
belween narrative and game sequences may lead 1o the disruption of phasic intcrest episodes.
However. the dysregulation of interest may be attenuated in several ways. First, the staggering
of narrative and game hcnmeneutic structures, and partial reinforcement helween nasrative and
game macresequences, muy preserve tonic interest in the game. Second, the cross coding of
narzative and game macrosequences may preserve interest during shifts between them. Third,
frame-shifting means that player’s may accept shifis belween narrative and game
macrosequences as past of the game's aesthetic, and in EEX players can volunlarily renew

their interest by switching to a different game macrostructure.
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Chapter Four - The Unireality of the Navrative

If interest is regulated by capectations about events and the reward of their outcome, it
cau be arpued that the namative construction of “reality™ has a central role in rogulating
interest in FFX, After a review of Culler's (1975) categories of vraisemblance, this chapter
will address FEX's coding of unreality in terms of the “mecta-genres™ or “modes” of the
“marvellous,” the “uncanny,” and the “fantastic.” It will be argued that FEX’s coding of
unreality not only regulates players' coriosity, surprisc and suspense, it also extends these
emotions into wonder, fear, and/or anxiety. The major implication of this argument is that the
disjunctive cxperiences of realily-status addresscd in Chapter Two may be aesthetically
recuperated as part of the game's meaningful cxperience through the ongoins hermeneutic

concern with reality.
Vraisemblance

The nasrative representation of reality is often addressed in terms of vraisemblance,
the sigaifying processes whereby something is made to seem sensible and nalural by the way
it is pfaced in relation to cxisting conventions of discourse. Vraisemblance may be loosely
ideniified with the operation of Barthes® (1975a) “reference code," which provides a basis of
extra-texcual reality by referring to authorised texts in a eulture. However, while Barthes'
reference code provides a general link between vraisemblance and intertextuality (Bakiiin,
1986; Kristeva, 1980), here we nre belter served by Culler’s (1975) distinctions between types
of vmisemblance: “five ways in which a text may be dbrought inlo contact with and defined in
relalion to another text which helps to make it inielligible™ (p. 140). This chapter will focus on
the first three of Cullers .ﬁve categories: the “discourse of the ‘rcal’,” the “cultural text,” and

“penesic vraisemblance.” '

The discorrse(s) of the rcal may be understood as including what Tan (1957) refers to
as “naive physics,” "naive psychology” and *“naive sociology” (p. 239), which constitute the
“common sense” understandings of the world (sec also Bruner, 1990; Bordwell, 1989). In
regards to naive physics, we accept that objects exist in timc and spacc and arc bound by
cause and effect. Much nasrative information in FFX has the sole function of providing an

impression of a real object-world: the waves at Besaid beach, the wind in the zees, smooth

! Culler's fourth and (ifth categories, the “coaventior:ally natural” and “pasodyfirony,” are nel addressed
because satisfactory discussion of them would require a lengihy, and unnece. Jary, eccount of the status of
reality in postmodem theory.
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motion-capture {or characters, as well as wardering monsters in their ecolagically appropriate
environments, all denote a world governed by familiar physical laws, In regards o naive
psychology, we accept a version of Bordwell’s (1989) “folk psychology,” according to which
people have minds and badies, think and feel, and have traits and motives. FFX represents
prediciable psychological behaviour in this respect: Tidus wants love from his father; he
shows romauttic interest in Yuna; he defers to Auron as a surrogate father; the Al Bhed are
hated and mistrusted becanse they are unknown; and Scymour's madncss stems from his

previous persccution.

Atthe level of naive saciology, we accept that people arc sociable, and that when they
come together they form institulions, such as religion and law. which govemn their
relationships with each other. {n FEX, that people naturally seek out groups and community is
represented by: the community of Besaid; the bond between the Guardians; and the communal
effort to tepair the docks after Sin attacks Kilika. That familics are important to personel life
and social organization is represented by: the fomily huts in Besaid; the family link between
Wakka and Chappu; Tidus' and Yuna's engoing concemns about their fathers; and the way
Wantza cartics on his brother O’aka’s mercantile wade afler the latter is imprisoned. That
ncople form religious institulions through awe or reverence for natural or divine forces is
evidentin the Temples of the Fayth, the teachings of Yevon, and the authority invested in the
Maecsters. That people form institutions of work is represented by: he hotels orshops, such as
Rin's Travel Agency; young Clasko’sindecision to be a Chocobo Trainer or Chocobo Knight;
and the ongoing mercantile efforts of O’aka and his Lrother. Lastly, that humans desite or
need release and cntertainment is rcpresented by the institution of blitzball. In all these ways,
FEX conforms to our “natve,” or “folk,” understanding (or discursive construction) of

“reality.”

Cultwral vraisemblance is an extcnsion of the discourse of the real that consists of
“cujtural stereotypes or accepted knowledge™ (Culler, 1975, p. 141}, including proverbs and
maxims, and authorised “physical, physiological, medical, psychological, literary, historical™
{Barthes, 19754, p. 20) discourses. Whilc idcology may penineate a textual transaction, Culler
(1975) argues that this category may be explicitly linked 1o ideology in that it nominates a
system of preferred values (p. 144). Texis usually assume that the reader recognises its values
or proverbs and “draw(s) upon this fund of humari knowledge [to] establish . . . action and
motive, behaviour and personality” (p. 143). For cxample, in JTEX playcrs accept the presence

of shops and/for merchants at the far reaches of the world, hidden hundreds of miles from
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other people, because they are defined as logical and normal by the ideologies of Yevon (the
Summoners’ require service on their quests), cconomics {people go where the money is), and

tourism {Spira, being so exotic, inviles adventurers).

However, texis sometimes provide their own cxplanation of otherwise inesplicable
narrative facts or events, thereby stating their own maxims through a process that Genetie
(1966/1982) calls “unvraisemblance." For example, Tidus (and perhaps the player) is amazed
at how the folk of Spira accept Sin, and must be repeatcdly told by Wakka that the people of
Spira belicve Sin is a punishment they must atone for. Tidus questions whether it is wonh
sacrificing so maay lives Lo kill Sin {or the twenty year pence of the Great Calm, and must be
told by Yuna that the (to him) futile actions of the Summoners are necessary for a temporary
respite and the maintenance of a hope that onc day Sin will net return. That those who live in
Spira accept this situation is not surprising, since naive psychology tells us thut people can
learn 10 go on with their day-to-day lives despite terrible events (as dusing the protracted
bombing of London in the Second World War). However, Tidus dacs not truly accept Sin, and
this tejection conforms to iwo other tenets of naive psychology: that people naturally resist
oppression and that people me most happy wien liberated. When Tidus learns of Yuna’s
choice to sacrifice hersclf for Spira, he (along with the Al Bhed) is unconvinced at the
justification, and only continues with the quest after making a promise with Rikku to find a
way to save Yuna. Whai drives the narrative, then, is a conflict between, on the one hand, the
beliels of Spira about Sin (cultural vraiscmblance within the dicgesis), and, on the other hand,
a4 belief in the rightness of resisling oppression and frecdom (naive psychology in the

discourse of the real).

Generic vraisemblance incorporates those codes that define “the range of possible
speech acts which a literary text might perform™ (Culler, 1975, p. 147); or, more accurately,
genres form the basis for the expected and unexpected in any communicative act, since a
degree of novelty is expected in fictional contracts belween texts and readers/players. At the
level of game macrostructures, another reason that players are likely to accept the presence of
shops and shopkeepers in isolated regions is because they are conventions of computer role-
playing games: as characters adventure they tind and sell items they find, and buy new, more
powerful oncs. Shops ure needed to perform this service. At the level of namative
macrostructures, playcrs will expect Tidus’ rejection of Sin's tyranny because protagonists in
epic fantasy narratives always confront a major opponent, and not only is Sin a pre-cminent

opponcnt. the goal to defeat him is stated in the blurb and manual. Generic vraisemblance
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(Tidus will fight the monster) reinforces naive psychology in the discourse of the real (people
resist oppressors) against cultural vraiscmblance within the diegests (Sin is part of everyday
life).

These aspects of vraisemblance are centril to the operalion of “mimcticism,” which
Jackson (1988) and Hume (1984) rcfer to 2s a “mode™ or “impulse,” embodied in classical
realisl texts. Mimeticism is an cffect that may be found in a variety of genrcs, such as horror,
science fiction, romance, tragedy, epic and comedy, However, we can better appreciate the
game’s construction of the “unreal," ond its concomitant ways of regulaling player intcrest, in
tevns of Todorov's (1973) “genres” of the “macvellous,” the “uncanny,” and the *'fantastic.”
Thesc may be scen, like the “mimetic,” not as historical genres, but as “modes” which cross
other genres (see Comwell, 1994; Jackson, 1988; Todorov, 1973). These modes provide a
useful way of differentiating the ways in which FEX recruits codes of vraiscmblance for
acsthelic effect.

‘The Marvellous

For Todorov (1973), the defining principle of 1he “marvellous” is the acceptance of
violations of known physical laws. More accurately, a ncw discourse of the real is posited that
govems the reality of the diegesis and thereby provides a ncw context that renders the
narrative Facts intelligible (Culler, 1574, p. 141). As a mode, the marvellous can [requently be
found in, and often characterises, mythology, rcligious texts, magic realism, sword and
sorcery, science fiction, and some horvor and romance. However, Todorov (1973) identifies
four variations of thc marvellous—the hyperbolic marvellous, the exotic marvellous, the
scientific marvellous, and the instrumental marvellous—all of which may be identified in
FEX.

Todorav's (1973) exotic marvellous occurs when supematusal elements are
represented as normal within the diegesis, usually through the acceptance of magical beings,
abilitics or events, which violate laws of life, motion and cnergy in the modified discourse of
the rcal which defines a texts’s (meta-) physics. In FEX, the precisc location and nature of
magic varies. Spira itse1f may be said to bc supernatural because its ontology includes magical
events (the Grand Summoning and Jecht's transfonnation into Sin) and magical beings.
EEX's magical beings arc someiimes magical in themselves by virlue of their fontastic er

impossible nature or origin. For cxample, Yu Yevon has the mysterious, divine origins of
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most gods; the Bandersnatch is a folkloric creature drawn from Lewis Carrol's poem

Jabberwocky, with the same otherworldly slatus as unicomns or fairies; and the Nefend=rs arc

inanimale malter inspirited by magic, like golems.

R gLy AN 87

Figurc 4.1. (a) The “supemnatural” Aeon Valefor. (b) Yuna's “magical” ceremony to “Send”
the spirits of those killed at Kiliks.

Some beings are magical by virtue of #aving magical abilitics: this is as true of
mensters, such as Black Elements (with theiv elcmental Strikes), and Behemoth Kings (with
their Zombie Touch), as it is of characters, such as Yuna (with her ability to Swinmon Acons)
and Lulu (who is typcd as a sorceress with innate spell costing abilities) (see Figure 4.1),
However, most magical abilities are external to the non-magical beings who use them, and are
only acquired by: fimding itcms (on monsters, or on the paths of Spira, or as part of & quest);
receiving gifts (from non-player characters, or NPCs, such as Belgemine); and through
experience (the accumuladon of Ability Points which can e used to advance on the Sphere
Grid). These mapical events, beings and abilities arc accepted as part of the laws of the
diegesis in that, at the level of generic vraisecmblance, players expect magic in a fantasy role-
playing gaime, and because the character's cultural vraisemblance, and their basic reactions,
reflect the discourse of the real in Spira. None of the characters are surprised at their magical

abilities, or at the presence of any events simply bdecanse they are magical,

In Todorov’s (1973) next two categories, impossible but accepted magical events and
beings blur into science, or scientific explanation. Todorov defines as scientific marveflous
those narratives in which events or items arc represcated in rationa! terms but operate
according to physical laws no longer accepted or not yet realised. This is, for Todorov, the
realm of much science fiction, and the (forbidden) Machina embody this scientific marvellous
in that while it may be possible to build an entire city over a river like the Moonflow, to
contain water in the manner of the globe in the blitzball stadium, or to float an Airship like the
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one flown by the Al Bhed, this technology is beyond our current level of understanding (sce
Figure 4.2). Indeed, the player may be aware of devclopments in architecturc, aerodynamics,
or magnetic ficld theory which legitimate as future possibilities the city that was built over the
Moonflow, thc Al Bhed's Airship, and the waler sphere in the blitzball stadium. However,
even the Al Bhed, who are associated with the Machina, have only partial knowledge of the
machincs they repair. Rikku’s brother states this for comic effiect as he pilots the Airship on
its shaky, vicgin take<off fiom the Al Bhed home. Consequently, the vagueness of explanation

of these possibilitics allows them to retain the flavour of the exotic marvellous.

Figure 4.2. (a) The blitzball stadium ot Luca filting up with water held in place by a
presumably “scicntific” force field. {b) The Airship escaping the ruined Al Bhed home.
Todorov (1973) refers to as instrumental marvetions those narratives in which can be
fourd devices that were not possible in a certain historical context but whose function has
been produced in the present. He oflers flying carpets, apples that curc diseases, and pipes
which see long distances as examples, whose qualities exist in, respectively, helicopters,
antibiotics and binoculars. Many supposcdly magical devices in EEX similarly may be
interpreted as poetic representations of scientific devices. For example, weapons Tidus that
may acquire include: 8 Teming Sword which caplures creatores it kills (like 8 stun gun)
Gilveniure, which multiplies the amount of moncy found on a monster (like interest in venture
capitalism); Twilight Stcel, which, senders opponents blind (like certain poisons); and

Soldier’s Sword, which increases strength (like injeclions of testosterone).

Indeed, magic in genera/ may be read as a poetic represcntation of scicnce andfor
physical laws. In many fantasy texts and role-playing games magic is leamed at something
equivalent to a modem college or university, where magical research takes place, such as the
Schools of Magic in J. K. Rowling’s (1999) Hasry Potter, Bruce Heard's (1987) Dungeons &
Dragons Gazettee. . Mincipalities of Glantri, and Terry Pratchet’s (1985) The Colour of
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Magic. In other fiction, magic is acquired through pcrsonal lutoring or experimentation, as
with Pug in Raymond E. Feisl's (1983) Magician and Gotian in David Edding's (1983)
Belgariad series, or as a pseudo-science, as with fack Vance's (1950/1985) alchemical
magicians in The Dying Earth. In FEX, 2ll characters acquire magical skills through
expericnce, and magic itself is structured in a hierarchy of increasingly powerful spells. That
is, FFX's magic is as dependent upon laws as sirict and prediclable as those of the natueaf
world, and its magical cffects are as quaniifiable as those of non-magical items weapons and
armour. Using a warcr-based spell like Watera against a fire monsier is ne differcrt from
using a hose, and is stratcgically equivaient to using a Piercing attack against a monster with
armour, In this respeet, specific magical practices and effects may be accepted as marvellous,

but may also be read as poetic representations of existing scientific practices and effects,

Todorov's (1973) last category of the hiyperbolic marvellous refers to thosc tales that
contatn clements that are supematueal “only by virtue of [excessive] dimensions” (p. 54) or
through a literaliscd metaphor. In regards to dimension, physical laws are not subverted so
much as exaggerated. FEX contains physically excessive (giant) wasps, picantha and wolves as
monster types, which have non-fictional referents. In regards to literalised metaphor, EFX can
be read in terms of the metaphor of the “overbearing father.” Since exaggeralion often
functions to represent something in a manner which reproduces ils psycliological impact, the
excessive size of Braska's Final Acon, the game’s visual spectacle, and its narrative drama
(dcath, loss, revenge, and so on), may represent the force of pairiarchal authority as
experienced by u son (and/or the forcefulness of the son as a liberal individual resisting and

nvercoming all odds).

By considering these variations of the marvellous it is possible to idenlify a spectrum
from the litcrally wnseal, in which the marvellous exists as an accepted unreality, to the
poetically rcal, in which thc masvellous involves the poelic manipulation of a known reality.
Across these variations, the marvellous may be generally accepled, but in some circumstances
a particular marvellous quality elicits wonder, awe or surprisc W characters. Tidus frequently
displays amazement or disbelief. When Tidus encounters the Zu in Sanubia Sands, the
“camera” movcs behind him and he looks up at its unlikely, shaggy mass to exclaim:
“Whew!" He is also amazed at the water-travelling, dinosaur-like Shoopuff, whereas the
others consider it as no more amazing than a horse-ride, with Yuna reminiscing (and giggling)
about a childhood experience in which Kimahri fell in the water. Similarly, while Tidus

cxpresses surpsise when he first sees Chocobos, the Chocobo trainer is surprised that Tidus is
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susprised, since they are as familiar to her (and to players who have played other Final
Fantasy tilles) as any other steed. Indeed, when Tidus is confronted by the Aeons, the
Temples of the Fayth, and Sin, his status as a visitor to the “futurc™ allows him to express the
wonder of a tourist lead through a marvellously exotic foreign culture: alien to him (and
players), yet both possible and real within Spira. That is, the marvelious in FEX is teinforced
by descriptions of exotic races, cultures and beings with their own cultural vraisemblance.
Even the words “Macster” and “Fayth" are deviations from conventional spelling which
evoke other-ness. Tidus, of course, comes to accommadate these exotica, and during Chocobo
Racing the balloons and prizes connote a carnival or circus-like affair, framing the marvellous
clements as part of a tame, sideshow amusement. Yet, despite a player’s ready aceeptance of

these marvels as natural (o Spira, s/hc may, along with Tidus, initially be sueprised at them.

‘The pame also undermines the bland acceptance of magic, and producces an attitude of
awe, through its use of magical spells and events. When Lulu uses clemental spells for the
first time she offers such comments as “Need a light?” (for fire) and “Go with the flow™ (for
water), Thesc comments may be glib, but they preparc the player for the new spell’s spectacle
and damage. Inasmuch as new spells open up new powers they may be seen as violations of
the previous cconomy goveming gameplay, even if technically they merely confer a higher
status (or greater access lo resources) within a consistent economy of magic. However, some
spectacles of magic seemingly violate the rules of magic in a more radical sense, most notably
the cataclysmic arzival of Sin at Zanarkand and the devaslating appearance of Anima in Luca
Stadium. Both of these spectacles ate likely to be seen as a violation of expected magical
effccts in that they display magical effects so beyond the predicted curve of character
development that the player cannot properly conceive of confronting thesc figures as
opponents within the sules of the game, much less effecting an equivalent display of power.
Yet, as the playcr conlinues the game, characters become exponentially powerful, may
acquire Amima as an Aeon whose abilities operate within the rules of the narative, and
cventually confront and defeat Sin, In this sense, the spectaculor representation of magic is
presented as exceeding the development curve experienced as governing the rules of inagic in
the game macrostructure, but is subsequently normalised as players develop their characters
and learn more about Spira. Magic, then, is represented as variously accepted and un- or dis-

expected through the gradual acclimatisation to the rising scale of magical efficacy.

Players may also experience a sense of the dis-expected through the gradual

revelations about Sin, which violate prior disclosures ahout the discourse of the real in Spira.
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Sin is initially acccpted as part of Spira's normal existence, and is interpreled by the Laws of
Yevon as divine punishment. However, FEX later offers a new explanation: Sin is an Aeon,
like the Fiends, and his existence is not nommal and natural to Spira, He is the undead armour
of a god, part of the Grund Summoning which preserves the memory of long-dead Zanarkand,
and the key to the Spiral of Death, in which the dead govem the living. Suddenly, what is seen
as a physical law (Spira’s discourse of the real) is revealed to be a changeable social
convention (cultural vraisemblance). What is at stake here is not ontology but the
epistemalogy of Yu Yevon. Sin is not a symbol of divine punishment, merely a tool of Yu
Yevon's unnatural vengeance. Since both epistemologies presume a supernatural ontology,

the shift from one to the other stages Sin as marvellous a second time.

‘The narrative strategy of FEX may, then, be scen in terins of a tension within the
marvcllous: between the literally unrcal versus the poetically real; between acceptance of and
suiprise at the unreal; and between our initial expectalions about the seality of the diegesis and
our subsequent revision of this reality, These tensions preserve a tension that is central to the
marvellous: the provision of an ongoing semse of wonder and awe that minimises the

progressive acceptance and invisibility of the supernatural.
The Uncanny

1f the marvellous is characterised by a sense of wonder at spectacles of the unreal, the
“uncanny” is characlerised by seemingly un:cal cvents that are symptomatic of a hidden,
unsale, fearful, dreadful, or dangerous reafity (Freud, 1919/1990; Jackson, 1988; Todorov,
{973). This usage can be trced to the un-ncgated and negated version of the German term
“heimlich™

[Das Heintich] significs that which is homely, familiar, fricndly, chcerful,
comfortable, intimate . . . ., [It] also means that which is conccaled from others:
all that is hidden, sccreted, obscured. Its negation, das Unheimlich, then
functions to dis-cover, reveal, expose areas normnally kept out of sight. . . . it
uncovers what is hidden and, by doing so, effccts a disturbing transfonmation
of the familiar into the wnfamiliar. (Jackson, 1988, p. 65)

Freud (1919/1990) distinguishes the uncanny as a type of fear directed siot lowards some
known object, but to something that is in the process of being revealed and/or to the process

of revelation itself. Armitt (1996) summarises:
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In order for us to feel something to be uncanny [as distinct from fear], it must
derive from a situation, object or incident that ought to feel (and usually has
felt) familiar and reassuring, but which has undergone some fonu of slight shift
that results in what [ have referred to as a forn of dis-casc. (p. 49)

The key mechanism here is projection. In fonnal terms, projection refers to the
process whercby aspects of the self are displaced and relocated in an extemal position. This
may occur in fairly benign ways, such as the routine proximal-distal transactions that Grodal
(1997) discusses, or the projection of one’s mood, which thercby seems to characterise the
environment, However, projection also occurs when a subject cannot tolerate aspects of him
or herself and attempts to expel them. [t is this latter sense that informs Freud's (1915/1990)
account of the uncanny, which is built upon his general theory that neurotic disorders are
symptoms of repressed psychological causes, For Freud, a latent trauma is projected onto
mundane cvents which are thereby imbued with the affects associated with that (rauma. In
addition, just as one may feel unease as the psychic defences of the cgo are being dismantled
during therapy, the anxieties of a projccted trauma may be combin;:d with dread at the gradual

process of that trauma’s revelation.

What especially chacacterises the cffect of the uncanay for Todorov (1973) is
uncertainty about whether scemingly marvellous or unreal events have a psychological or
physical cause. On the one hand, a character may confuse the real and the imaginacy by
thinking that an cvent happened when it was simply in histher head, in the manner of &
projection, dream, hallucination, or delusion. On the othier hand, a character may confusc the
real and the illusory, knowing that an event kas happened but no! understanding row it
happened, as in the case of an incxplicable magic trick. The uncanny results when events are
presented in such a way that a character, and usually the reader, is unable to dccide either
way. This holds open the possibilities that: there is u genuine, hidden reality beyond a
character's perception-consciousness; that the characler is merely (mis-) perceiving eveats;
and/or that the character is projecting some hidden reality of his or her psyche onto events
(also see Cornwell, 1994; Mishra, 1994; Modleski, 1982; Radway, 1984).

Freud (1919/1990) describes four categories of events that can produce this cffect:
repetition, the perception of doubles, the animation of inanimate objects, and the omnipotence
of thoughts. Todorav (1973) extends these tropes, but Jackson (1988) is even more
cmbracing, linking the unselling effect of the uncanny to violations of linear timc, space,

cause and effect, as well as motifs of metamorphosis, cntropy, and bodily disintegration that
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violate the unity of the self. In fiction, then, a character may perccive any of these as a
violation of the natural, objective order that constitutes histher reality. This not only holds
open the possibility that events are distorted by the character’s perception-consciousness, it
cues the reader to cxpect that some horrible past event about to be disclosed and/or that some
hortible cvent is about to befall the character. For Freud (1919/1990), Todorov (1973), and
Jackson (1988), the effect of the wncanny is also linked to the vialatien of taboos, in that the
subversion of a social order elicits anxicties of punishment and expresses a desire for the
repressed, unseen, and unspoken. Chapter Seven will discuss this in terms of how FEX
generates the empathetic emotion of fear. Here it suffices to emphasise that projective
processes are at the core of the uncanny and that they promote a characteristically paranoid
outlook characterised by a wary suspicion that what onc fears is true (see Swanson, Bohnert,
and Smith, 1990, p. 8). That is, uncanny eveats lead characters to progressively confuse their
anxiety about past or possible experiences with the actual threat posed by their environment in

the present.

Several aspects of FEX cue such an unconny, or paranoid, outlock. To begin with, in
the opening sequence at Zsnarkand, it is revesled that Tidus' father is missing, and no
veference is made to his mother. Not leng after, rctrospective narration seveals Tidus’
psychological abusc from Jecht, and his mother's inattention, Here players may realise that
Tidus' success as a blitzball player, with thousands of adoring fans, has mot made him
narcissistic; rather, he lives in the shadow of his father, who was a greater legend in the game,
and ultimatcly he fecls abandoncd. Tidus' feclings of abandonment, even amidst the
enormous crowds at the Zanarkand blitzball stadium, are refiected in his isolation after
walking away from his fons, his lonely musings as he walks the Causeway, and his isolation

while preparing for the game,

The possibility that Tidus® feelings of abandonment may be physically manifested is
foreshadowed by the enormous mirror through which he passcs to enter the blitzball stadivm.
As noted in Chagier Three, hermencutic codes associated with dreaming suggest a shift from
reality into fantasy. Indeed, FEX is preoccupied with dream-states. When the boy appears on
the bridge in Zanarkand the world freczes as if preserved in memory. Prior to teleporting,
Tidus cnters the City of Drcams and swims underwater-in-the-air. Each time Tidus is
teleported there is a fade-to-white that may be metonymic of a loss-of-consciousness or the
passing from waking to drcaming. The Farplane responds to visitor's thoughts and manifests

their memories of lost loved ones. At the end of the game, Tidus retums to the Cily of Dreams

100



and confronts his father in a surrealistic parody of Zanarkand. He then confronts Yu Yevon
amidst a dream-like abstraction of clouds, standing on the enormous sword that was wiclded

by Braska’sFinal Acon.

Apart from these explicit signs of dream-siates, players may also perceive as drcam-
like the radical oscillation between the ideal and nightinarish in the rapid, and seemingly
incoherent, opening sequences. The serene situation at Zanarkand tuns inlo the chaos of Sin’s
visttation. The disoricntation after Tidus™ subsequent teleportation gives way to quiet
exploration of the Ruins, but this is broken by the attack by the Geosgeano, who personifies
oral-sadism with his Swallow attack. This is followed by wore quiet exploration, this time of
the Temple, where Tidus falls asleep. However, another predator wakes Tidus. The Al Bhed
arrive to help him, but then they force him onto their boat and force him to help Rikku raise
the Airship from under the ocean. Tidus is inexplicably teleported again, this time to the
paradise of Besaid, only to rcalisc that the exotic, island peace is false because of the looming
threat ol Sin. While the pace of the narrative subsequently becomes more coherent, these and
later shilts between threat and salety are paralleled by shifts betwecn the spectacular
(sweeping views of Zanarkand, Sin, and Geosgacno) and the mundanc {gathering woed, the
contemplative quiet of the ruined temple, and the quiet occan); between the specular (cut-
scencs) and the interactive (navigation and fighting); and betwecn Tidus’ role as active
protector (as Guardian and lover to Yuna) and passive victim (loncly, confused, lost, and a

tragic romantic lead).

Such a rapid successien of incoherent events, with a recurring sense of danger, may
not only connote a dream-like quality; combined with Tidus’ uncertainty about what is
happening, this incoherence may lead him (and the player) to remain vigilant and hesitant
about who his “true” ftiends are, where the “rea)” danger lics, and what is “really” happening.
It can be argued that this promotes a paranoid outlook in the scnsc that an intemal state—
suspense or fear about what is happening and what carfd happen—is not properly
distinguished from the actual threat posed by the environment. Each fearful event proves that
fear is justified, and that some “Them” or “It” is, indeed, out to get one. A distrusting
vigilance about the “truth™ or “reality” behind the appearance of things is certainly justified
each time FFX offers disclosures that force players to revise their view of events and they
learn that Jecht, Auron, Seymour. Kinoc, Yunalesca, Yu Yevan are manipulating Tidus, the

Guasdians and Spira in ways that are selfish, potentially dangerous, or downright vengeful.
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As the game nears its conclusion, the uncanny in the formal sense of the supernatural
cxplained is cvident in that §EX allows players 1o infer that Tidus' teleportation from
Zanarkand to Besaid. a thousand ycars into the future, was partly an illusion. After all, players
are told that Zanarkand and its pcople, including Tidus, were destroyed a thousand years ago
and only exist as Acons, as part of thc Great Sumsmoning. The Grand Summoning therefore
preserved Tidus in temporal stasis along with the rest of Zanarkand, and since a thousand
years have passed in the narrative, his sccming temporal displaccment actually involved the
transporiation of his Aeon-spirit by (or pethaps i) Sin while ke was “unconscious.” So
despite the presence of a supernatural context, there is another level of reality in the text
which is invoked to explain the teleportation, even if this “reality” is also marvellous, It can
be argued, then, that one marvellous ontology is unmasked and replaced by another, but that
an clement of the uncanny persists because the laws of time (and, perhaps, space) are
preserved within the diegesis. The abfuscation of illusion and imagination is thereby removed,

allowing players lo perceive the psychological “reality” of Tidus® experience,

However, because of subsequent disclosures, players will tealise that most of Tidus'
expericnces do literally happen in the exotic marvellous of Spira, and are not simply a
projcction of his emotional statc. Most significantly, the uncanny conflation of Jecht as
monstrous father and his subsequent role as Sin, tyrant of Spira, is eventually revealed to be
mercly a coincidence. Yct it remains a curiously uncanny coincidence, and it is not surprisisng
that Tidus experiences an unrcanny congrucnce between his own anxictics and the drama
unfolding in Spira. fecht’s transformation scems to have a poetic logic: it is hard zor to read
Jecht’s transforniation into Sin as an elaboration of {or perhaps punishment for) his monstrous
parenting of Tidus. Indeed, FEX as a whole makes a lot of sense when read in terms of Tidus'
psychological statc. Tidus' rcpeated emphasis that “This is my story" logically re-affirms that
the storyis Ais(final and by implication fatal) fantasy. This prescrves the unscttling sense that
thestory may be not snerely a mervellous tale of supernatural events, but a reflection of Tidus'
mental state, and perl:1ps an imagined working-through of his abandonment. After all, Tidus’
feelings are made conveniently visible to a surrogate love (Yuna), who accepts him, confinns
his value, veciprocates his Jove, and provides a mirror of his own plight. His rescue of her also
allows him to perform his desired-for heroism, and his dual union with and defeat of his father
allows him to achieve psychological closure. Ultimately, the scale and intimacy of Tidus'
suffering—the loss of his father, his mather, his home, his fame, Yuna, and his own life—

makes lhe game's spectacular excess and unreality emotionally intelligible.
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The Fantastic

While Todorov's {1973} expericnce of the uncanny involves a hesitation that is
resolved through subsequent explanations, there is no such resolution in the experience of the

“fantastic.”” For Todorov, the fantastic is characterised by three criteria:

First, the text must oblige the reader to consider the world of the characters as a

world of living persons and to hesitate between a natural and supernatoral

cxplanation of the cvents described. Sccond, this hesitation may also be

expericnced by a character . . . . Third, the reader must adopt a certain attitude

to the text: he will reject allegorical as well as “poetic” interpretations. (p- 33)
fn regards to the first criterion, for an event 1o be fantastic a reader must hesitate between
interpreling an event, such as Tidus' telepontation, as cither marvellous (supernatural) or as
uncanny (an imagined projcction and/or an illusion). Since the fantastic persists during the
period of hesitaticn many texts that otherwise belong to the marvellous or uncanny may have
fantastic aspects or sequences, Indeed, while Todorov sces the fantastic in fornal terms as
occurring in texts in which there is no closure, Jackson (1988) emphasises that the “fantastic”
is simply the most subversive form of fantasy in general and that the experience of hesitation
often has the experiential qualities of the uncanny.

Todorov's (1973) sccond criterion is conditional, in that while hesitation is often
represented in the mind of a character it suffices that the reader experiences it. It must be
emphasised that this hesitation nced not be a consequence of the formal qualities of the work:
a character may make inferences on the basis of a short-altention span, confusion, or aporia in
the plot, and these may give rise to uncertainty. In fact, we can avoid many of Todorov’s
formal verbal, syntactic and thematic requirements of the fantastic by falling back on Grodal’s
(1997} account of unrcality as the expericnce that occurs in the absence of closure in and/or
between perceplion, affect and cognition. That is, the cffect of the fantastic may be scen in
general terms as a conscquence of cognitive dissonance in: the reader produced through the
inconsisient coding (or de-coding) of events, However, even with this quulification we can
retain Todorov's (1973) third criterion of the fantastic. As he argues, there can be no
hesitation about the status of seemingly supernatural events if they are explained away as

“poetic” representations of u familiar reality, or if they are read allegorically as an extended
metaphor for something beyond the diegesis, such as the universality of grecd, an historical

conflict, or a political figure.
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There are several events in FEX which are represented in such a way that there may
be unresolved unceriainty about their reality-status; indecd, it can be argued that the game's
hermeneutic code actively works to codc vraisemblance in 2 logically inconsistent fashion. As
nated above, an cxplanation for Tidus® teleportation may be inferred near the end of the game,
but the game scems to be more concermned with exploiting its uncertain status, Since visunl
representation at a cinematic level of detail is 1aken as objective description, the player is
likely lo perceive him/hersell as a witness to Tidus® perceptions andfor environment. After al?,
players see Tidus teleported, or, rather, they sce the effect of teleportation, along with him,
and so are inclined to accept the leleportation as marvellous at face value. However, the
incoherence of the related narrative sequences may be perccived as an  excessive
represcntation of the physical disorientation of telcportation within a marvellous text. Given
the iritial absence of any explanation for the Ieleporlation, players are more likely to receive
the impression fram the first hour of play that the story itself is incoherent, and may feel
premonitory doubts about the quality of its telling. Of course, some readers may simply
inferpret this in relation to the discourse of the real: “this (Spira) is a crazy world!” Yet if
Spira is a marvellous world, why is there such an excessive represcntation of the violation of
time and spacc? Why is Tidus so confused by events at the beginning of the game? Tidus'
expressian that “This is my story” here may resonate with a player’s awareness that he is not
an omniscient narrator, but has a limited perspective, and may be subjectively distorting
events. Nonctheless, Given Tidus' surprise and players' shared confusion, there is &
possibility that the teleportation may have violated the discourse of the real that governs

Spira.

When Tidus talks ta Rikku and Wakka, and as the namrative starts to progress in a
more linear fashion, players may feel assured that the incoherence of the opening sequences is
intentional {or, at Jeast, merely a transilory example of poor storytelling). However, while
Rikku and Wakka soon offer players information which helps them to make sense of Tidus'
teleportation, they do nol resolve its status. On the salvage ship, Rikkn lells Tidus that
Zanarkand has been gone a thousand years, While honest and seemingly compassionate,
Rikku is young and naive, belongs to a group that seems isolated from the rest of Spira, and,
given the Muslim coding of the Al Bhed, perhaps prejudiced, with a distorted, fanatical view
of the world. A shoit time later, Wakka suggests that, having gotien too close to Sin, Tidus’
mind is addled by Sin’s toxin, Wakka also sccms honest, but he is characterised as
unintelligent, primitive, and (like Rikku) as living in an isolated region. The unreliability of

Rikku's and Wakka's accounts holds open the possibility that what has been narrated has

104



another explanation.

On the S.S. Winno, Yuna provides seme early support for Tidus by relating how she
met his father, Sir Jecht, ten years ago, and that her quest is taking her to Zanarkand. While
Yuna's attraction to Tidus may colour her willingness to remain-open-minded, she places
more weight on the possibifiry that Tidus is right: playess are free to infer that Zanarkand has
been displaced into this futurc, or that there is some temperal lapse between Zanurkand and
the rest of Spira. In any case, having accepted the teleportation, the concemn for Tidus
becomes how/why he was teleported, where Zanarkand is (past or present), and how, or if, he
can get ome. This perspective is reinforced by Auron, who, by being present in both Tidus®
past and present, is readily perceived as knowing the truth of Tidus' telcportation. Auron
oventuolly confirms Tidus' account and provides he reason for the teleportation; he had
promised Jecht to bring Tidus to Spira. (The reader may presume that he and Auron “rode”
Sin as Sin travefled through time andfor space.) There is, then, a marvellous means to a

mundane end: a father's desire to see his son.

Through this, and tvith the subsequent disclosures about the Grand Summoning,
players may come to accept Tidus’ teleportation as marvellous and/or uncanny. However, a
sensc of uncertaisity about ¢he status of Tidus' teleportation persist because itis linked to other
events that are equally uncertain. The fact of Jecht's transformation into the monstrous Sin,
for example, is initially presented to Tidus by Auron. Tidus respects and relies upon Auron,
but Auron’s uppearance at Zanarkand to help Tidus seems overly convenient (and therefors
suspicious), and Auron’s lecitusn qualities may lcad playcers to suspect that he is not telling the
whole truth, The statement also is hard to accommodate. Players do not sec a visual
represcitation of Jecht's transfomation {except analogously, when Seymour changes into his
altemate forms), nor do they hear an explanation for how the transformation came about and
its extent (does Jecht’s mind reside in Sin, or hus he completely changed?), There is also no
basis for familiarity between Sin and Jecht in terms of shape, intelligence, or motive, except

Tidus’ perception that Jecht’s treatment of him was manstrous.

Later in the game playcrs see that Jecht seer-s to govern Sin’s movements. Sin quietly
presents himself to Tidus at the Musliroem Rock battle site, and later at Zanarkand after the
confrontation with Yunalesca (Tidus here feels confident enough to refer to him as his *old
man”) (see Figure 4.3a). When the characters fall under the ice under Guadosalam, players

also lcam that Sin shares Jecht's love of the Song of the Fayth, likely confirming the fact of
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the Lransformation. However, some players may recognise that the conncction between Jecht
ond Sin is not entircly logical, even within the realm of the exotic marvellous. Auron says that
Jocht is Sin, but playcrs Icarn that Sin is a congregation of Acons—pert of the Swunmoning of
all the Aeons, or deed, in Zanarkand--~and Ttdus later confironts Jecht Ji:1side Sin, During the
actual confrontation in the City of Dreams, Jecht says that the transformation (into Sin and/or
the Final Aeon) is not yct completc, such that he still hes some control over his (Sin's) mind.
This is the logic governing Tidus’ Talk function during his battle with Braska’s Final Acon:
by Talking to the Acon Tidus appeals o the vestiges of Jecht’s humanity, reducing his
Overdrive Aftack. After two attemapts to Talk, Jecht’s humanity has faded and all that temains
ore his physical vestiges: muscularity, clothes, tattoos, and the Jecht’s Shot Overdrive Attack.

Figure 4.3, (a) Sin-fecht presents himself to Tidus. (b) The pyreflies which compose the
Farplane.

The link between Braska’s Final Aeon end Sin is cqually ambiguous, unless players
think of Jecht as the sacrifice that Jinks the divine to the human, such that the Final Aeonisa
kind of spiritual battety (an assertion that is never explicitly made). Indeed, there remains an
unresolved slippage belween the Grand Summoning of the Aeons of Zanarkeand, the Aeons of
Auron, Tidus and Jecht, Sin, and Braska's Final Aeon. Aff partake of the Grand Summoning,
such that it is not mcrely Jecht that has “become” Sin: Tidus and all the others from
Zanarkond ore a part of the Grand Summoning which preserves Sin, and this in turn is merely
part of the Spiral of Death, in which the dead (Macsters) rule the living.

Even if the Grand Summoning and the Spiral of Death arc accepted as murvellous,
death ond the dead are inconsistently represented. Mika can voluntarily reveal his spirit-state,
ond Seymour is able to sce that Auron is a spirit (players may relrospectively realise the
significance of Seymour's comment of: “What are you still doing here?” to Avroa in

Guadosalam as an indication of this), However, Tidus is not even aware of being dend: he hes
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mass, he can injure and be injuted. he can move and be moved, and he can touch und kiss
Yuna. Players might gencralise frem the convention that ghosts persist because of unresolved
commitments or excessive attachment to the world, and that some ghosts do net know that
they arc ghosts, as was recently dramatised in The Sixth Sense (1999), Having acknowledged
this, an Acon wha knows sthe is an Acon might choose to disappear, as does Mika when he
Jearns that Yunalesca has been killed, However. as long as one remains ignorant of one’s

situation and/or uses one's will to persist, one remains (like Tidus) in the world.

Here players might explaia away Tidus' and other Aeon's solidity as part of the
game’s (meta-) physics. It is significant thet Tidus is not undead in the clasic sense of a
putrefying corpse. Indeed, the absence of zombies, vampires, mummies, and other literary and
cinematic icons of the undead is significant for reasons other than censorship. Excluding
Anima, who embodies bondage and torture with her Pain attack, FFX visualises death not in
termns of putrefaction, but dissipation. It is as if material cxistence is mesely a solid state of a
substance that can wm liquid or gaseous. This is perhaps evident in elemental beings such os
the Larva (Fire), Imps (Lightning), Ice Flans (Ice), and Remora (Water), which may be seen
as a distillation of compound materiality into its fundamental particles. Players may also
distinguish an cven more fundamental particle: the atoms of spirit, or mind, positively
embodied by Acoms, and negatively cmbodied by monsters such as Ghosts, who are
susceptible to the White Magic spell, Holy. That is, the spiri¢ wosld may be seen not as some
“other” sealm, but as the inspiriting force behind all matter: an animistic conception in which

all things have a spitit, and are spirit.

However, if players make this inference, another distinction neceds to be
accommodated. During combat, we bear witness to the way in which Ficnds killed during
battle dissipate in a spectral blur marked by motes of multi-colouied lights, Given that Fiends
are the spirits of the dead, we may presume that these motes represent the atomic particles of
the spirit-hood dispersing into the world. However, when we see similar lights at the
Moonflow and at the Farplane they are called pyre flics. Pyre flies, we are told, resonate with
the memories of the living, and in the Farplane they may manifest as the spirits of the dead
(see Figure 4.3b, above). Since Tidus crosses the barricr into the Farplane, it would seem that
Auron could enter but chooses not to beeause he knows he will sec nothing of value.
However, as they leave, Seymour's father, Lord Jyscal, appears at the edge of the Farplane
and physically passes on a recording spherc speaking of Seymour’s treachery. We are, then,

less likely to sec him as smerely a projection. The problem is, do we read Lord Jyscal's
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handing over of the sphere as a supemalural occurrence within an already otherwise
supernalural diegesis, in the manner of a new level of the marvellous? Jyscal's desire to pass
on the truth makes his manifestalion equivalent to that of Aeons like Tidus and Auron, who
are able to remain in the world because of their attachment to it. We have no basis for
perceiving Tidus, Auron or Seymour as a mass of pyre flics, but Lord Jyscal’s manifestation

effectively blurs the boundary between Aeons and pyre flies.

This indeterminacy about the metaphysics of death culminates in 1lie patent surrcalism
of the final battle with Yuna's Acons and Yu Yevon. Characters have an Auto-Life status, so
that when they die during combat with the Aeons or Yu Yevon they are immediately
sesurrecled. Even though they arc resurrected with minimal health points, so that characters
may die quickly aficr being brought back to life, the absoluie worry of dying and having 10
replay the game sequence is suspended. In this respect, the end sequemce is strangely
abstracted from other combat scquences. Furthetmore, while Yu Yevorn is not physically
imposing he is likely to kill the player's characters several times, and his healing abilities
mean that he keeps retuming to his initial condition, nndcrminibg any sense of progression.
The easiest way to kill him is by the logical reversal of attack types. If we cast Reflect on the
characters, Yu Yevon’s spells rebound back onto him. By casting Zombie status on Yu
Yevon, his own healing spells injure him; and if we subscquently cast Full-Life on him he is
subject to the reverse: full desth. The whale end scquence is, then, govermed by a kind of

dream-logic.

While this last conflict may scem anticlimactic, it relains a certain retrospective force
because of its inexplicability. With Jecht dead, the confrontalion is & weird witnessing and
participation in Lhe known resolution of a tragedy, a form of estrangement from the player’s
previous engagement with the game. At the same lime, the end scquence may produce a kind
of exhilarating sense of frecdom, of joyous reversal: we fight amidst the abstraction of orange
clouds, aware of a moment of finality, destroying Acon after Acon as a peymanent extinction
(as oppoéed to the temporary defeat rom which they can later be re-summoned). The whole
sequence allows not mecrely an anticlimactic resolution to a ninety-hour-long gaming
experience, but a kind of suspzasion of the iclos that governed this play, govemned by a
euphoric recognition that one has aclually performed the labour of the entire game: onc has
finally made it. If no single reward can adequately suffice to provide closure for such a
sprawling narrative, then the sumealism of the closing e¢xperience connotes the tronscendence

of the laws of the diegesis prior to rc-entering the laws of the “real.”
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It is possible to arguc that the subsequent narative resolution expurgales some of
these inconsistencies. By dispelling the Spiral of Death, the order of Life is re-instated, or,
rather, Spira recovers its “natural” balance of life and death, matter and spirit, reality and
unreality. Prior inconsistencies can therefore be dismissed as an index of the prior imbalance.
However, players may still have cause to hesitate between different interpretations of the
game. As has been noted, despite knowing that cvents are marvellous, there is a logical reason
for perceiving ¥EX as an uncanny projection of Tidus’ mental state. Similarly, while Yu
Yevon may be rcad as a supematural being, he is figured as an elemental ball of anger or
hatred just prior to being unveiled as a smal), ugly, and pathetic figure, This may incline some
players to read him as a kind of psychic residue, a distillation of the hate and rage bom from
fear of these in Spira. That is, players may sce him as literally a projection of Spira’s
emotional life just as some ghosts are seen as psychic residue of the emotions expericnced

during their death.

Players might also might read Yu Yevon as an allegorical projection, whereby FFX
becomes a story about how giving into fear and hate can give risc to escalating, pointless
suffering. Such an allegorical reading might be reinforced by the paralle) between Seymour’s
pathological way of dealing with the prejudice he was subject to as a child, and Yu Yevon as
over-reacting to his fear of humanity’s potential tcchnological powess (especially given
Seymour's desire to appropriate Yu Yevan's pawer), That is, these coincidences or parallels
are readily interpreted in thematic terms, allowing players to read FFX as a parable about not
only an adolescent’s rite-of-passage, but intolerance, fear, or, even more generally, the human
condition. Indeed, cven those players who do not observe any inconsistency in the logic of
FFX's events, such that it is not experienced as fantastic, may still hesitate over whether.to
read the gamc as supernatural, uncanny, or an allegory, preserving a hovering sense of its
indeterininatc reality-status, This uncertainty may promate a global anxiety absut what is
happening that may complement any paranoid, projective tendencies that the player

cxperiences about events in the game.
Conclusion

This chapter has argued that EEX may be seen as placing emphasis on reality by not
only revising hermencutic expeclations about whar is happening, but by also revising players’
undetstanding of what has happened and if or Aiow it happened. Therefore it is reasonable to
suggest that the ambivalent perccptual impressions of reality addressed in Chapter Two are
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recuperated in thematic terms and integrated as part of the gime's aesthetic effect. That is, Lhe
experience of intensilies and saturaions produced by disjonctive proximal-distal transactions
may work together with the inconsistent cognitive construction of realily to reinforce players'
confusion, and suspense, about Tidus’ cxperiences. As will be argued in later chapters,
disjunctive affects may resonate with other aspects of FEX, but before making such arguments
it 3s accessary 1o address a different kind of rcality: the reality of players’ relationships to

characters.
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Chapter Five — Cognitive Identification and Character Interest

It is generally accepted that the marketing of Lora Croft, Sonic the Hedgehog, and
Mario was a large factor in the popularity of Sony, Sega and Nintendo respectively (Berger,
2002; Poole, 2000). More than that, the marketing of games in general has frequently
emphasised known ang likcable characters drawn from print or film texts. It may therefore
seem Jogical to start with the assumption that if one likes a character one is likely to be
interested in any game in which that character appears. However, characters are not usually
seen as having a role in regulating interest, in that, as Skirrow (1980) has obscrved, there is
"no [psychological] development of character as {a video] game progresses” (p. 331). Fuller
and Jenkins (1995) simitarly argue that characters:

play a minimal role, displaying traits that are largely capacitics for action:
fighting skills, modes of transportation, preestablished goals. The game’s
dependence on characters . . . . borrowed from other media allows them to
simply eveke those characters cather than fully develop them. The characier is
litle morc than a cursor that mediates the player’s relationship to the story
world. Activity drains away the character’s strength as measured by an ever-
shifting graph at the top of the screen, but it cannot build character, since these
figures lack even the most minimal interiority. (p. 61}
This pesition reaches its extreme in Stallabras' (1998) analogy to commodification, according
to which “digital objects encountered in the game [are] types . . . ranked on a common
arithmelical scale in which every quality is tradeable” (p. 90). Here characters arc figured
merely as the player’s gaming assets, and any psychological drama lies salely in the player's

experience of the rise and fa!l of his/her fortunes.

While video game characters do sometimes function as simply a familiar face or a tool
of the player (sce Chapter Eight), early rescarchers tended to generalise from kinaesthetic or
puzzle games in which the use of narrative was limited to cut-scenes which represented
character goals, By contrast, adventure and role-playing games like FEX have made ongoing
usc of narmmalives in which characters have a complexity equal to characters in film and
undergo psychological development. This chapter is concerned with the way players praduce
a model of such complexity, drawing upon Tan's (1997) argument that, if interest is governed
by dynamics of anticipation and outcomes, another source of investment and retum lics "'in
the expectations and anticipations that ae rooted in the viewur’s knowledge of, and feelings
toward, the characters of a film” (p. 154). Whereas later chopters address the “feelings™
towards characters in FEX, this chapter addresses players” “knowledge of” them, or vhat

Grodal calls "cognitive identification” of character traits, and the conscquent expectutions that
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rcgulate inlerest. After considering the limitations of carly models of characler, it analyses
playcrs” cognitive processing of what Barthes (1975a) calls semic codes across narrative and

game macrostructures,

Narrative Macrostructures

Actantial Model

Aristotle {trans. 1965), in his analysis of Greek tragedy, began from the premise that
"Artists imitate men in action,” and went on to distinguish belween “agents” (pratton),
referting to figures who function merely to perfonin actions required by the namvative, and
“characters” (cthos), referring to figures traitedl in such a way that they have personhood. In
praclice, many mamatives have characters that do little more than perfonn a function that
advances the narrative, and early narratological theory paid much attention te these functions.
Since some critics regard video gamc characters as functional, without any psychalogical
complexity or depth, it becomes neccssary to address the implication, which Berger (2002, pp.
45-47, 78-79) makes explicii, that carly structuralist models of narrative (Barthes, 1966/1988,
1975a; Chatman, 1978; Genette, 1980; Propp, 1968; Todorov, 1977, 1981} have renewed

relevance to vidco gamcs.

Vladimir Propp (1968) identified seven roles that characters in folktales may take
up—villain, helper, donor, sought-for-person, dispatcher, hero and false hero—and which
were distributed across a fixed scquence of thirty-one functions (supposedly) common to all
fairy tales. The problem with this model is that non-fairy tale narratives (novels, films, video
games) rarely conform te Propp's structure, either in terms of the sequence or number of
functions at the level of fabula or syuzhet. In videco gomes, Propp’s functions may be
manifcsted in some form, but video games have a repetitive (non-linear) structore, and draw
upon various genres, from fantasy, through hartor, to film noir, cach with its own structural
distinctivencss. Consequently, systematically applying his functions would be to subsume
video games to onc genee in another medibm (the print fairy-tale). Propp’s model also is,
needless to say, insensitive to historical contexl, reader competence, and the poststructuralist

recognition that meaning is read into, or from, the text.

If any usc is to be made of Propp (1968), then, the appropriate departure point would

be Anton Greimas' (1987) “fertile and inaugural rewriting of Propp™ (Jameson, in Greimas,
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1987, p. xi). This cxirapolates from scntence grammar by way of the semiotic squarc to
identify six categories of “actants,” which are only intelligible when grasped as a total

stvucture:

destinateur 2> objet > destinataire
T
adjuvant =N stjet L o opposant

Figure S.1. Greimas (1987) actantial grammar.

‘This structure is understood as a forin of exchange between the subject (sujef) who desires the
object (objer), and its teems may be translated as follows (with the analogous Proppian tenns

in brackets):

Sender > Object > Receiver
(Dispatcher) (Sought-lor-person) {Hero)
T

Helper > Subject <« Opponent
{Donor or (Bero) {Villpin
Helper or False Hero)

Figure 5.2, Greimas (1987) actantial grammar mapped onto Propp’s moiphology.

While this mode] of actantial relations describes a basic grammar which governs the logic of
narrative transforinations, it does not (like Propp's) rely on a fixed sequence of nasrative
functions, Rather, a sequence of nasrative functions may be seen as an “elfect” of these

actantial relations through a particular act of reading.

If we apply this actantial model to FFX’s narrative macrostructure, Tidus would seem

to be the subject (hero) because he is the first figure represented in the manual, the first and
last figurc playcrs control, and other characters under the player’s control arc absorbed into
him during many navigation sequences (Tidus alsc states “This is my story” on severa)
occasions). fecht, having given Auron his mission to retrieve Tidus o defeal him, would seem
to be the sender. The object of the quest, not reaiised until near the end, is the defeat of Yu
Yevon, who resides in Sin. Since the quest to defeat Yu Yevon relieves Spira of Sin’s
oppression, Spira is the receiver (of liberation). The Guardians are the helpers, in that they
accompany Tidus through the entire quest. On this basis, it is possible to nominate the

following general actaniial system:
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Sender 2> Object > Receiver
Jocht Yu Yevon Spira
T

Helper > Subject €&  Oppancnt
Guardians Tidus Yu Yeven

Figure 5.3. Greimas (1987) actantial grammar applied to FEX's narralive macrostructure.

If this is accepted as the actanlial system that dominates the narrative macrosteuctare then the
sequence of the fabula and the meaning of the narrative may be scen as organised around the
actions of characters. That is, Jecht sends ftor Tidus (who is helped by Yuna and the other
Guardians) to destroy Yu Yevon {who is helped by Sin and Seymour) and, thereby, free Spira.
A strict structurzdist may conclude that a player’s narrative campetence would be seflected in
hisfher ability to generate @ summary (no doubt with variations or differing degrecs of

emphasis) using this basic actantial grammar,

A more diligent structuralist enquiry might claborate upon which characters function
as supplements or intermediaries of these actantial roles. Auron could be scen as an
intermediate sender between Jecht and Tidus, given that Jecht gives him the mission 1o send
for Tidus. Sin and Jecht {or at least Braska's Final Acon, his aller ega) are indexical of Yu
Yevon, and for much of the nerrative function as supplement objects. The initial recciver
seems to be Tidus, then Zanarkand or Yuna, but later in the narrative Spira becomes the pre-
eminent receiver, as is evident in Yuna's address to the stadium in Luca. While the other
Guardians may be scen as Tidus' primary helpers, Spira may colleclively function as the
helper given that its cilizens provide knowledge or resources and unite to sing the Hymn of
the Fayth that calms Sin. While Yu Yevon is the primary opponent, aff the monstess
encountered are opponents, but since most monsters arc random encounters the “boss”
monsiers may be secn as supplementary opponents, with Seymour the pre-cminent

supplement given his inlention (o usurp Sin's power.

The most obvious problem with such an account is that it is only relative to a
generalised cpic or quest macrostructure, when, as Chepter Three indicaled, FFX shifis
between film and print fantasy, science-fiction, romance, adventure/role-playing game, and
tragedy, In the romantic macrostructure, Tidus may still be the subject, but Yu Yevon
becomes an abstacle to the higher-order object of love with Yuna, and Tidus' subsequent
dispersal as an Aeon makes this a tragic romance: Yuna receives love from Tidus, but not a

loving union. Alternately, since Yuna is the survivor and authorised voice who speaks at the
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end of the game as she living leader or figurchead of Spira, players may see her less as taking
over the narrative from Tides and more as having focalised his nasrative from the beginning,
with Tidus the (tragically lost} love object. {Indeed. in a final scene allegedly edited out of the
game, Yuna makes this reversal explicit, saying: “1 know it's seliish but this is my story™), !
As a consequence of the tragic naturc of the romance, the reader may take he moment when
Yuna intends to sacrifice love (for Tidus) by marrying Seymour to unite Bevelle and Guado
as the key dramatic point, with public duty the higher-order object. Since defcating Sin
permancntly means that Tidus will disappear, Sin and Yu Yevon function less as obslacles in
the way of romantic love than as necessary actants in a plot that dramatises Yuna as
performing the public duty of sacrificing one’s hope for love (which she was prepared to
make with Seymour but could not because he was a “false hero™). In this reading, Tidus may

be scen as the helper and Spira is at once the sender and receiver.

A detan=g structuralist analysis of the dominant actantial relations of the various
macrostructures, and the superimposition of these actantial systems, would provide some
useful depasture points in comelating the teadings provided by players. For example, one
player may emphasisc the fantasy, romance and epic macrostructures and ignore the Iragic
macrosiructure, suggesting a preference for narratives that articulate a faith in che
transcendental unity of the self and its integration with society: a happy ending. Another
player may emphasise tragic macrostructures, suggesting a preference for narratives that
express the fragmentation and aliznation of the self: ambivalent or sad endings. Such a player
may perccive the subject as being excluded from the actantial role of receiver, revealing at
once a liberal faith in the capacily of the individual to change the world, bot a tragic
perception that an individual’s suffering is in direct proportion to the benefit of others. The
same player may consistently verbalise macrostructures around Tidus, even those in which he
is not the character being controlled, such that using Yuna in combat is still just “helping”
Tidus. The nwralive's attention to Yuna rescuing Spira may therefore function to make a hero
of the tragic sclf. These interpretations might be comelated with a player’s personulity (low
sclf-cstecm), social position (the absence of filial affection), andlor gaming history (a

tendency towards solitary gameplay).

However, if the structuce of actantia! relations cxmapolates from the sentence, the

above accounts do not do justice 1o the grammalical variation and flexibility of sentences and

! This document can be found under the title “Final Fantasy X; The Eternal Calm" at the Final Fantasy
Slirine, last aucessed January, 1, 2005 (htip:/Awww. [fshrine.or g/ ((x2/ (x2_ce.php).
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sequences of sentences. The aclantial roles of successive sentences may be performed by
different subjects and vary rom scene to scenc. Not only are other characters often the
subjects, cachi game and namative scquence has its own object (rescuing Tidus, escaping

Geosgaeno, rescuing Yuna, and so on). Barthes' (1966/1988) summarises:

cvery character (even sccondary) can be the agent of sequences, of actions

which belong to him . .. when a single sequence involves two characlers (as is

usual}, it comprises two perspectives, two names (for example, the “‘opponent”

of onc may be the “helper” of the other]; in short, every character (even

secondary) is the hero of his own sequence (p. 119).
It is, then, not sufficient to simply identify an cnd-state. Just as real-time intercst cannot be
understood retrospectively. comprehension and cmotional responsc to characlers in any
particular scquence will depend upon dynamic changes in and across various
macrostsuctures, including the complexities of focalisation and related mediations of spatial
and attitudinal perspeclive. Indeed, the final structural arrangement may be highly un-
representative of the meaning taken away from it and the expericnee of watching it, as is

cvident when we consider the process of character typing.

Cognitive Identification: Semic Codes and Types

Psychoanalysis tends to emphasise the ways in which individuals identify {or do not
identify) wirth something (Laplanche & Poatalis, 1988, p. 205). However, it is only possible fo
identify with something, or to resist such identification, after identification of it, that is, after it
has been identified. In this sense, psychoanalylic accounts of identification marginalize the
issuc of how viewers construct the identity of the subjcct-actants with whom they identify.
The namatological model of actantial relations is inadequate in providing a mode! of
identification since it focuses on narative structures, not the dynamic perceptual, cognitive
and cmotional activity of players. Here we can tum to Tan (1997) and Grodal (1997). For Tan
(1997), impression fonmation directed towards fictional characters follows the same patterns
as with real people, and research suggests thal cognilive cvalualion of people is initially top-
down (pp. 163-164) (sce also Brewer, 1988; Wyer and Gordon, 1984}, That is, upon
observing a person's lraits, one will attempt to categorise him/her according 1w well-known
Lypes: “hierarchical combinations of roles, features and behavioursal characleristics” (Tan,
1997, p. 164). Grodal (1997) refers to this process as “cognitive identification” and argues
that:
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the most basic levels arc 1he most gencral. They only presuppose abilitics such
as the ability to perceive retsote objects, to experience tactile and intcroceptive
sensation, to feel simple motives, affects, and emotions, and to understand
uncomplicated plans, goals and acts. {p. 92)

Indced, Bordwell (1989) identifies a generic “person schemata” {p. [52) characlerised by:

—

a human bedy, presumed 10 be singular and unified;

perceptual activity, including self-awareness;

thoughts, including beliefs;

. feelings or emotions;

1raits, or persisting dispositional qualities;

the capacity for self-impelled actions, such as communication, goal-
formation and —achievement, and sv on.

Qs wp

According to this model, n'll these fcatures are attributed the moment we identify a person or
subject-zctant. That is, the moment we see a character we aulomalically accept a range of
potential capabilities that will affect our evaluation of previaus, present and future
narrative/fgame  events. Consequently, narratives can be sparsc in their description of
characters: there is no need toe specify the cxistence of limbs, the ability to perceive and be
sclf-aware, the capacity for reflection and emotional responses, or that characteis are

molivated in particular ways.

As Eco (1979, p. 23) notes, a text may make some of these “properties” more
textually relevant and/or may narcotise others. In EEX, the existence of Tidus' “body”
presumes the existence of the full complement of organs, including the facility for ingestion,
respiration. defecation and scxual intcrcourse. However, not all of these organs hive equal
significance in terins of their cffcct on the unfolding of nmwative or game macrosteuctures.
The relevance of ingestion is only manifested during both navigation and combat scquences
when players access the party's items and “usc” potions, and the only representation offered is
the stylised action of a character bringing a potion inta the vicinity of histher face. The ability
to respire is not only rarcotised but abolished, since characters in FFX seem incapable of .
drowning: at the start of the game, Tidus plays blitzball underwater without artificial aids;
later on ather characters swim undeewater for indefinitc periods. Defecation is narcotised in
that it is not represenicd and has no namative import, unless onc sees some monsters’ attacks
(snch as the Marlbora's squirted cxcretions) as a form of defecation. The potential relevance
of primary sexual functions (the possibility of sexual intercourse beiween characters) is
partially narcolised by the game's rating and its platonic emphasis on somantic love and

fricndship. However, the narrative does promote an adolescent voyeurism based on secondary
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sexual characteristics, such that players may be cucd lowards sexual fantasy, even if they do

not expecl the game to fulfil them.

Once a player has identificd a gencral "person type,” more complex typing may occur
which allows for more complex expectations about a character's future behaviour or fute. Tan
(1997) draws from Andersen and Klatsky (1987) to differentiate between simpie and generic
“trait types“—such as “outgoing, socially skilled, fricndly, nutty, powcr-loving, self-
confident, knowledgeable, and intelligent” (p. 165}—and more detailed “soctal stereotypes”—
such as “mafioso, clown/comedian, politician/diplomat, bully/gang member, brain/genius,
depressedfsuicidal, wisc man/guru™ (p. 163), including specific person stereotypes, such as
“Ronald Reagan, Woody Allen, and Ghandi* (p. 165). An actantial type may function as the
basis for organising lhesc trait-, social- and person- types. For example, Bslgeminc
consistently performs the function of “helper,” and this type is reinforced by specilic traiting
of her as female, beautiful, more experienced (older) and more powerful (a guardian). Even
when she functions as an opponent by pitting her Aeons against Yuna's, she is testing players,
helping them to better understand she difficulties of their quest.

However, steucturalist accounts of characterisation tend to recognise that characters
are zi01 ypes: “they are simply subjects of a group of predicales which the reader adds up as
he gocs along™ (Culler, 1975, p. 235). This is clearly articulated in Barthes' (1975a) account
of the “'semic code,” which refess to the provision "of the basis of character traits” {p. 19). Fer

Batthes, reading involves a constant process of naming, but, as Culler (1975) summarises:

raming is always approximate and uncertain, One slides from name to name as

the texts throw up morc semantic features and invite onc to group and compose

them. . . . When onc succceds in naming o scries of semes a pattem is

cstablished and a charucter formed. {pp. 236-237)
Tan (1997) similarly argucs that much mental modelling in featuce films is a matter of trying
out different schemata and discarding them as the narrative offers new or contradictory
information about characters (p. 164). In cognitive terms, the top-down assignment of types is
repeatedly revised through ongoing bottom-up processing of .ew information that is
inconsistent with the existing type(s). At the same time, viewers tend not to hypothesise
connections beyond an immediate scene, and that when they have airived at a particular view
of a character they only reappraise it when new (inconsistent) information asrives (Tan, 1997,

p- 105). Conscquently, the nceessity of reappraisal--such as discovering that Jechit is Sin, that
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Yuna is tragically aware that she is about to dic, and that Tides and Ausun are Aeons—is

often cued through surprise.

The literary and cognitive .ccounts may bz seen as emphasising different aspects of
this process. In semiotic terms, scmes nay be grouped into “types,” but these asc unstable, not
only because of new disclosures, but also beeat.ie of polysemy. Consequently, the emphasis is
on variations within or between types and/er the formation of new types. In cognitive terms, a
type is synonymous with a schemala, either & “protolype” schemata (an established set of
contents) or a “template” schemata (an established form which readily assimilates new
content). While accommodating new information is a dynamic activity, the cognitive model
may be seen as emphasising prier types through its concern with the stabitity of schemata.
While the cognitive account distinguishes between top-down and boltom-up processing, the
semiotic account better accounts for the dynamic exchange between the two. So, as FEX
develops, characlers accrue seincs, and the player atiempts to “group and compose therm”
according to some perceived association (explicit or connoted) and/or a well-known type.
This typing may be relatively automatic, providing a quick and coarsc way of defining and
anticipating character behaviour, but new informition will cue players to re-type characters or

to provide new scmic groupings, and, by implication, new types.

The process of re-typing means that relationships between acwatial roles and more
particular types become increasingly complex. In the beginning of FEX, Tidus is the focaliser,
so players are likely Lo type him according to his dominant actantial rale as the subject (“hero”
orF “protagonist”). This generic type wil) be zeinforced as playcrs type his thonghts, feelings,
troits and goals in more detail. When Tidus receives adulation from fans prior lo a bliwzball
game, olayers may type him as an “exceptional person”; when he obligingly signs his name
we might type him as “nrodest cclebrity.” This provides some expectation that his objecl, as
subject (hero), will involve him using his skills as a blitzball player. This is confinned when
he takes the sword from Avron and liis prowess as a (modem-style) celebrity Iranstates into
(old-fashioned) hevoic prowess. This holds open the threat that he .will {ose his celebrity
status, as he does when the Macster brands him and Yuna’s other Guardians as traitors. When
players sec Tidus think reflectively about his father thicy may type him as a “troubled young
man.” with the possibility that his goal will involve finding or confronting his father. When
players later hear him speak in an upbeat manner in his oddly high-pitched voice they may
type him as, at heart, “plucky and high-spitited,” who must altempt o maintain this upbeat

nature. and/or “youthful innocence™ in ilie face of what the world has in store for him.
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As was discussed in Chapter Four, FEX plays with the possibility that events are an
uncanny projection of Tidus’ anxicties »f abandonment. However, after his carly typing Tidus
is a welatively consistent character until it is revealed that he is an Aeon and will disappear
upon the completion of thc quest, This forces players to re-type him as a *“Iragic hero™ and re-
categorise his moody introspection, less as a sign of immatusity and more as a response to his
loss. Players also are likcly to ve-type his upbeat attitude not as just naive, immature or
youthfully excessive, but as a poignant attempt to make the most of the time he has left. This
may resonate with the earlier recognition that Yuna seeks Tidus' light-hearted company to
distract her from the knowledge of her impending death. When Tidus and Yuna talk ofter
entering the Temple at Luca and deal with their fears by voluntarily laughing, Tidus™ high-
spirits may be read as a human response to the certainty of death. Howcver, what is
particularly important is that this may lead the player to recognise a disjunction between
Tidus’ general actantial type and his specific type: he becomes less a tragic hero than a martyr
and, being a martyr, others must take up the cause. Ia short, he becomes a helper to Yuna and

the other Guardians, who survive as the pimary (retrospective, end-state) subjects.

A more complex cxample of the ongoing revision of type-attiibution that is central to
the dramatic articulation of EFX, is the characterisation of Maester Seymour Guado. Tidus’
companions describe him as the new Maester: the authovised voice of Yevon and “spiritual
leader” of Spira. Players might anticipate from the gravity of his reception at Luca that he wilt
be a key character who may use his authority to help Tidus, or that he may become an
opponent who will entangle Tidus in some spiitual or political macrosequence. When he first
descends from his boat and shares @ meaningful glance with Yuna the specific typc of
“romantic competitor” cucs players’ expectations that, later in the narrative, he will iy to
seduce or kidnap her. Hlowever, his appearance s not so easy to type. His robes may suggest &
“wizard” and his sceming grace and gentleness suggest more a “monk,” yet the casval and
stylish exposure of his toned (muscular) chest is contrary to both types. His ridiculous
coilfure, soft voice, and display of flesh mark him as fashionable or effeminate, but his
obvious confidence and control, the acclaim and respect he has from others, and his se!f-
knowing manncr and political savvy, suggest masculine authority (see Figuce 5.1a). This
showy mix of masculinity and femininity may lead players to type him as “unconventional,”

“homosexual," antlor a kind of “transvestite.”
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Figure 5.1. {a) Seymour and Yunn, (b) Seymour and his Acon Anima.

When Fiends interrupt the blitzball game at Luca, Seymour summons his Aeon
Anima: a seemingly male {but actually female) cross between a corpse, sea-creature and bat,
imprisoned by an anchored chain. That the word “anima” is the passive, female principle in
Jung’s (1978) terms may confuse players’ typing, unless they scc the inner-fomininc (or
unbalanced Jack thereof) as the source of Anima’s power (perhaps in the fashion of a “terrible
mother” or “raging goddess”). The term also might be mistaken, as by a layperson, for the
active, male principle, or simply be interpreted as connoting psychic Jr spiritual power. ln rny
case, players may read Anima as an external representation of Scymour’s inner state (see
Figure 5.ib), This may mean sedng him &s cvil, with the aaticipation thet he will tum upon
the player’s characters. it may also mean secing Seymour as good piccisely because he has
confronted and tamed the forces that threaten Spira (albeit with the possibility that he will lose
contro} of those forces).

This reading of Seymour’s power and mystery &s a sign of potential danger govemed
by potentially malevolent motives will be reinforced by players of Final Fentasy, who may
observe that Scymour rescmbles Sephiroth in FEVIL and Seifer Ansaly in FEVIIL. Both
Sephiroth and Scifer are powerful role models for the younger main characters, Cloud and

Squell, but eventually betray themn and embark upon crusades of power. in either case, players
are likely to type Seymour’s civilised exterior as a figurative chain over his (repressed or
suppressed) true nature, but do not yet have a significr for this nature in the same way that
they have signiliers for Anima’s power: dezzling explosions and damage whose ridiculous
magnitude is quentificd by numbers onscrcen. Consequently, Seymour’s ambiguity is

reinforced and players can only hesitantly attribute types to him,
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When the characters next meet Scymour on the Mi'ihen Highroad he uses his
authority to atlow the characters to pass a guard post, and teveals a casual defiance of the
musty traditions of Yevon by supporting the blasphemous use of Machina against Sin. Here
players are cued to type Seymour as a "young leader” who will bring a new era and revitalise
Spire, and so players are likely to type him as a helper. However, when the characters meet
Seymour again he asks Yuna to marry him for political reasons (to unite Bevelle with Guado),
and so players are inclined to abandon any romanticism atiributed to him, He is mere likely to
become typed as a “politician,” caught up in the petty, effeminate machinations of diplomatic
intrigee, At the same time, his justification for wanting to marry Yuna does have a practical
and moral basis and initiates the major narative conflict between public duty and romantic
love. This may incline players to re-evaluatc not only his character, but tie narrative
macrostructure itsclf: pechaps the game is not a romance but a tragedy about self-sacrifice? I
players evaluate the macrostructure in terms of public duty, then Seymouc may still be a
helper, but relative to the romantic macrostructure he is an opponent. In either case, he still

seems 1o be a helper in the epic macrostructure, the quest to kill Sin.

In Macalania it is disclosed that Seymour killed his father and that his ambitions are
self-interested; the characters also mwust conftont him in battle. Here the specific 1ype-
attributions arc stabilised around the actantial type of opponent as well as the more specific-
type of “treachcrous tyrant,” in the sense of somcone who misrepresents himself when it
furthers his own end of dominating others. This type persists when he kidnaps Yuna in order
10 manty her and, in rescuing her, characters fight his sccond incarnation as Seymour Natus
(with Morlibody). However, when Seymour catches up with the characters on Mount Gagazet
in the form of Seymour Flux (with Multiorckis), and. later, in his final form of Scymour
Omnis, players learn that he has personally cxterminated the Ronso race and wishes to
become and control Sin to dominate Spira. Here players are cued 1o trait him not just as a self-
interested tyrant, but as downright evil. At the same time, the extremity of his evil seems
deranged, and during the short narrative sequences in Macalania and Zanarkand it is revealed
that Scymour, like Tidus, was tormented far being a Guado half-breed and suffesed the
absence of his mother, suggesting that his evil is pathological, Consequently, players may
type Scymour as “psychologically disturbed,” a frait ratified when Seymour, with his final
words, recognises his defeat and death, and perhaps implicitly acknowledges his misguided

grandiosity (mirroring Tidus' renunciation of Yuna and life).
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This constant re-typing of Seymour is ceniral to EEX’s hermeneutics. [nitially players
arc {ikely to be curious as to his motives (compassionate rule or tyranny?) Players are likely to
be surprised when new information about him or his actions is disclosed, which cues re-typing
him (“romentic competitor,” “young leader,” “politician,” “tencherous tyrant,” “patricide,”
“genocidal lunatic”). Lastly, players are also likely to experience suspense when they realise
Seymour's intentions to deslroy Spira and await the outcome. However, since Seymour's
characlerisation requires so much re-typing, players may begin to get the sense that their
current, or anticipatory, typing cannol be relied upon to provide adequate expeclations about
him,

[ndeed, the revision of types atiributed tc Rikku and her race, the Al Bhed, dramatises
the limitations of (stereo-) typing. Rikku and several other Al Bhed are first encountered after
Tidus is teleported by Sin and pulled from the sca onlo their salvage boat. Because of their
clothing (goggles, robes and veils), their aggressive aclions (sceming slavers)and harsh, alien
language (which characters learn by pickingup Al Bhed language spheres), the most obvious
type from which a player will draw is that of a redical/militacy “Muslim terrorist™: as
“violent," “inflexible” and/or “ruthiess™ (see Figure 5.2a) This type is undermined by Rikku’s
friendliness (see Figure 5.2b), but seems to be confinned when the Al Bhed attack the
Guardians on the ShoopufY aud kidnap Yuna in Macalnnia. The player’s evaluation of the Al
Bhed as chacacters also is played out through Wakka, who keeps espousing his hatred and

distrust of them, to the extent thay Tidus dees not reveal that Rikku is an Al Bhed. When
Wakka docs finally lcamn the truth, he snubs Rikku.
2. b

Figure5. (a)Tids’ first encounter with the Al Bhed, (b) Tidus’ gets to know Rikk('You :
.. You understand me?"}

Later, when the party goes 1o the Al Bhed home in Sanubia Sands, it is revealed that
the Al Bhed were victims of racism. The people of Spira hate the Al Bhed because of their
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asseciation with Machina and all but drove them fiom the continent. The Al Bhed therefore
were forced to find sancluary in the desert, Their carlier attempt to coslave Tidus on their baat
therefore may be ce-read in terms of survival under harsh conditions: those who do not
conlribute to the group must expect nothing from the group. Furthermore, playcrs soon learn
that the Al Bhed’s motive for kidnapping the Summoners was that they did not want them to
be killed trying to defeat Sin, who always reappears after twenly years. They are, then, more
morally inforuied than Tidos, who had not knowa that Yuna expected to die fighting Sin and
thar, consequently, as Guardian, he had been guiding her to her death. Werse, after visiting the
Temple at Kilika, he had spoken {lippantly ahout the quest and its end. Consequently, players
are likely to not only reclassify thc Al Bhed in general terns (as helpers rather than
opponenis) and specific terms (as “hardy nﬁd desperate™ rather than “aggressive and cruel™),
but also to wansfer some of their Lrails (as “outcasts,” “revolutionarics,” and “tevorists”) to
Tidus and the other Guardians, who similarly come o act against the teachings of Yu Yevon
and the authority of Bevelle. Indccd, players may perceive that, up unlil this point, Tidus was
not the subject or he at alk: the motivating subjects were the Al Bhed, whose quest Tidus

appropriates.

Wakka’s response to Rikku is of special note. Tidus, without prior knowledge of the
Al Bhed, types her according to her actions as “helpes” and “young, friendly, reliable
companion”; when he realises that she is an Al Bhed he still mercly types her as a “Guardian.”
However, since Wakka hates the Al Bhed his initial acceptance of Rikku involves, from the
player’s perspective, a denial of the obvious, since Rikku's race is evident from her clothing,
accent, and eyes (pure Al Bhed hawe spiral irises). In this respect, it seems that Wakka's
inability to reconcile Rikku as person and her racial type leads to a refusal to confront the
disparity. When forced to confront the disparity between person and type, he creates

unnecessary tension smongst the Guardians.

Wakka’s prejudice desives fram his faith in Yevon, according to whose teachings Sin
is punishment for the arrogance of the humans in the past who used Machina. Conscquently,
he sces the Al Bhed’s use of Machina and the attempt to defeat Sin at the Mi’ihcn Highroad as
blasphemous, a view made particularly salient becuuse his brother, Chappu, died teying to kill
Sin with such Machina. Wakka is, then, shocked 10 learn that Seymour, who is supposed to
represent Yevon's authority, does not object to Operation Mi'ihen. However, it is only when
the characters yeach Mucalania and fight Scymour that Wakka realises his faith waes

misplaced. If Wakka comes to {evenually) revise his perception of the Al Bhed, this is in part
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because he is also forced 1o revise his perception of Yevon, against whom he presumes the Al
Bhed are blaspheming. Wakka's rcvision parallels, and is a prescrption for, the player's
revision of types, and dramatises the player’s difficulties in typing cerlain characters. That is,
if players become aware that their typing has, or may, lead to false expectations about

characters and events, they may become more cautious or flexible in their auribution of ypes.

Tt might be presumed that this constant revision of semic siructutes through the
bottom-up processing of new information leads to more detailed and precise typing of
characters and facilitates more precise expectations about character’s behaviour and fate.
However, while ongoing traiting may affect players’ interpretation of, and investment in,
cestain chamcters, its absence would not much alter actantial selations or nurative functions at
the highest levels of FEX's macrostructures. If players, like viewers, do not read far beyond
the present scene {Tan, 1997; Varderer, 1996), then detailed traits may function less 10 help
players anticipate what will happen and more to allow players to retrospectively recognise the
inleliigibility and coherence of revealed behaviour. In this respect, the general significance of
detailed traiting is the evocation of “roundedness” (Foster, 1927/1949), of complex motives
and the inner life of an individual responding to events within the diegesis. As Tan (1997)

argues:

The more depth there is to the individuation of a chacacter, that is, the shacper

the differentiation in terms of subtypes (and, we might add}, the more real the

character is and the higher the rcality parameter of the situational meaning

structere. (p. 171)

Character believability and psychological coherence are also govemned by a readerly
practice governed by the ideological tenet of individualism: the unity of the subject. As
Barthes (1966/1988) argues, the proper name of a character provides a kind of assurancc that,
as the reader selects and organises semes scattered throughout the text, they will cohere, and
this may be the case even if the representation is not in itsclf realistic, in that (as is evident in
much odemist fiction) realistic representation is not necessarily consistent with

psychological verisimilitude. In this respect, as Culler (1975) argues:

The process of sclccting and organizing scmes is governed by an ideology of
character, implicit models of psycholagical coherence which indicate what
sorts of things are possible as characier traits, how these taits can coexist and
form wholes, or at least which traits coexist without difficulty and which arc
necessarily opposed in ways that produce tension and ambiguity. (pp. 236-237)
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Figure 5.4. Character summaries from FFX Gane Manual (2001, p. 7). The pictures of Tidus,
Yuna, Lulu and Auron are not identical to thosc in the manual.

TIDUS: Tidus is a cheeful, rising blitzball star playing for the Zanarkand Abes.
He has long resented his father, who was a renowned player himself before

his untimely death. Tidus’s quick moves allow him to attack even the swiftest foes
with ease.

YUNA: Daughter of High Summoner Braska Henesi and delcnnined, Yuna
{ embarks on a pilgrimage to obtain the Final Aeon and defeat Sin. Yunais
i 1eamning the mystical ant of summoning aeons - spiits of yore.

WAKKA: Coach and captain of the local blitzball team, the Besaid Aurechs.
Wakkn plans 10 retire from the sport after this year's toumament, so that

he can dedicate himself fully to serving as Yuna's guerdian. His deadly
blitzbail is especially uscful for shoating down acrial enemics,

LULU: One¢ of Yuna’s guardians. She and Wakka think of Yuna as a younger
sister. Lulu’s stoic end self-possessed natute makes her appear insensilive ot
times. She specialises in the art of black magic.

KIMAHRI RONSQ; A young warrior of the Ronsa tribe, Kimahri hos
watched over Yuna from heryoungestdays. He speakslittle, butis deeply
B devoled lo Yunaand scrves her loyally as & guardian. Kimahri can leamn
cnemy skills with his Lancet abifity.

AURON: The legendary guardian who, together with High Summoner
Brosks, defealed Sin Ien years before, A man of few words, he guides Yuna
and Tidus on (heir mission to vanquish Sin once more. He swings his
gigantic sword with such power that cven the toughest fiends are cut

I asunder.

RIKKU: A young Al Bhed girl. Her pessonality is upbeat, and she is not
afraid to speak her mind. She works hard to zestore her outcasl peopleto their
former glory. Rikku handles mechenical deviees with ease, and can steal
jtems from enemies too.
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Barthes (1966/1988) uses the teom “indices” {p. 106) to refer to narrative information
whose function is principally the signification of “being,” or, more broadly, “reality.” Where
these indices are associated with a characier, they Rinction less to guide functional
transformations of the narrative macrostructure than to construct a sense that the characlers
Jiave a psychology and to evoke the sense of a habitable diegesis. This kind of information is

evident in the summuaries that FEX’s manual provides for the main characters (sce Figurc 5.4).

Tidus' “cheerful”-ness may be retrospectively significant if players rcalise that it is a
way of staving off his fear and abandonment. This is made explicit in his discussion with
Yuna at Lisca, when they agree to Jaugh in the face of their unhappiness, partly for the sake of
others, Yuna's beauty and innocence make it unlikely that the player will expect that Yuna is
knowingly poing towards her death. However, when this fact is revealed, the carlier waling of
her as “honest and determined,” as well as compassionate and committed to public duty, make

this surprise intelligible and logical.

That Wakka “plans to retire” will gain significance if the player realises that Wakka
is, in cffect, giving up because his tcam has never won a game and wants revenge against Sin
for the death of his brother. That Lulu’s “stoic and sclf-possessed naturc makes her appear
insensitive” facilitates players’ impression of Tidus’ surprisc when he overhears her 1alking
with Wakka on the bridge of the 8. S. Kilika. Here Lulu betrays the feclings beneath her sharp
eynicism. Later, in the Calm Lands, Tidus leamns that another Summoner died while Lula was
acting as her Guardian, which provides an explanation for her attitude. That Kimahri
"“waltched over Yuna from her youngest days” and is “deeply devoted” is later finked 0 him
having found Yuna just after her father, Braska, died defeating Sin. That Kimahri “spcaks
little” is later given additional meaning because he was exiled fram his own race and is in tum
protective of new family: Yuna and the other Guardians. It takes Kimahri time 10 trust, and
talk to, Tidus.

Auron’s summary functions primarily to reinforce a sensc of his distance and mystery,
with the implication that, being older and having been on the quest before (a “legend”), he
knows more than he is saying. This gains retrospective significance with each of his
disclosures: that Jecht is alive; that Jecht is Sin; and that both Auron and Tidus arc dead.
Finally, that Rikku is “upbeat. . . not afraid to speak her mind [and] . . . works hard to restore
her outcast people to their former glory” becomes significant when players discover how

greatly ber people, the Al Bhed, have suffered. As with Tidus and Yuna, her “upbeat” aititude
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is not merely a consequence of her youth or immaturity, but is, like Tidus® “cheerfuiness,” a
way of dealing with deeper sedness, and both she and Tidus form a seemingly over-optimistic
pact fo find a way to save Yuna.

FFX ploces much emphasis on the gradual revelation of the history behind, and the
implications of, this indicial detail. In this respect, it cannot be charged with Skirrew’s (1980)
accusation that, because of the constant, first person perspective, “there can be no suspense
based on knowing more (having seen more) than the protagonist” (p. 331). FEX functions as a
character-centred, or “psychological’ narrative, focused on “the protagonist’s motives for
what he or she docs, and on how the protagonist will fum out™ (Abrams, 1988, p. 119), and

the next few chapters claborate upon of players’ relationships to characters in mare detail.

Game Macyostructurcs

Character Classes and Tralt-Dependant Character Types
a b.

Figure 5.3. (a) Tidus fights Kimahri in Besaid (“Allk an cmy with equipped ean").
{b) Tidus fights Sin’s fin en route to Kilika (*Attack with magic and Wakka’s ball™).

While the narrative macrostructure of FFX may be seen as having the complexity
expected of some print and film texts, the gnme macrostructures would seem more amenable
to the criticisms levelled against video gaine characiers. Unlike narrative possibilities, which
mey be of near-infinite range, anticipation in combat is limited to a character or monster’s
atiecks and defences (Figure 5.3). Having weighed the sbategic value of an action, a player’s
concern is whether it has improved the probability of winning the battle (“Has my character
hit? How much damage was inflicted?”). In this respect, many action-based video games may
be scen &s analogous to the plot-driven “novel of incident,” which is focused not on characters

in themselves but on “what the protagonist widl do ncxt and an how the story will tum out”
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(Abrams, 1988, p. 119). In a combat macrostructure, the “characters” are roerc agents of a
strategy: to win the battle. Mare detailed characterisation therefore might be seen as impeding

the flow of gune-cvents,

If anticipation about character types finds its crudest organization in actantial roles er
types, then it can be argued that strategics in combat often find their crudest organization in
the typing of a character according to “class” types. The use of “character classes™ to define
generic ergodic strategies within game macrostructures can be traced back to table-top role-
playing games (RPGs), of which Gary Gygax's AD&D (1978) s the archetype. In the first

edition of AD&D, the classes and subclasses were: “fighter,” with subclasses of “paladin and
“ranger’’; “magic-user,” with the subclass of “illusionist”; “cleric,” wilh the subcloss of
“druid”; “thicf,” with (he subclass of *assassin”; and “monk™ (Gygax, 1978, p. 13). Other
RPGs ard computcr role-playing games (CRPGs) offered additional classes; the classes in

" R

carlier Final Fantasy incleded: “knight,” “monk,” “thief,” “dragoon,” “ninja,” “'samurai,”

"archer,” “berserker,” “mystic knight,” “white mage,” “black mage," “lime mage," “blue

"o

red mage,

mage, ‘chemist,” “clemental,” “bard” and “dancer.” However, most subclasses
or variations may be seen as variations or combinations of the main classes of clesic, fighter,
wmagic-user and thicf. Furthennorze, while FEX does not specify classes, and has no option for
initial character creation, players familiar with (C)RPGs, early Final Faptasy titles, or even
fantasy literature, will be predisposed to sec characters in terms of these class types on the

basis of generic classes of action.

Characler classcs are primarily determined on the basis of statistics which perform a
particular game-function. In AD&D there are six traits: strength (STR), dexterity (DEX),
constitution (CON), intelligence (INT), wisdom (WIS) and charisma (CHA). As Myers (1992)
argucs, these statistics detesmine the (intermal) relationship within a character and the
(external) relationship between a characier and the game world, and are modelled on a
rudimentary conception of physics, Characters’ defensive capabilities are expressed “as some
combination of density (con) and volume (size)" while offensive capabilities “are calculated
by (mass x linear velocity), which equals momentum {str), and/or by accelcration, which
would add a time factor (dex) 10 velocity” (p. 423). This reductive “physics” cxtends to
magical and spiritual attacksbased on INT and WIS, atlcast 1o the extent that intelligence and
wisdom function quantitativcly as mental density, volume, momentum and speed in the
calcutation of attack, defence and damage. STR, then, modifics attack, CON madifies hit
points, and DEX madifies defence, INT and WIS modifies spcll-casting abilitics, while CHA
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maodifies interaction with NPCs. For Myers, these statistics provide a consistent representzlion
of “character” in gaming tesms across a range of gaming styles: a universal model of ergodic
capabilitics analogous to Bordwell's (1989) general model of a “folk-psychology” of

character traits (pp. 151).

In AD&D particular iraits were seen as “'prime requisites” (PR) for a class, that is,
certain fraits associated with that cluss were expected to be particularly high. The PR for
fighters was STR, but they also tended to havehigh CON and low INT and WIS, The PR of
magic-users was INT (WIS for a clerie), though a high DEX gave them a chance of casting
spells before physical churaclers could attack them. However, magic-users usually had 2 very
low STR and CON. Since thicves avoided combat like magic-users they also had a low STR
and CON; their PR was DEX, which was used to caleulate such special actions as lock-

picking, moving silently, and fiving long-range weanpons.

Table S.1. Character statistics for FFX.

Yuna Tidus Wakka
Age 1] 17 Age: 21
Height 53" 5 Height; 62"
Weapoa Stafr Sword Blitzbalt
Armiour Magical Riog Small Shicld Heavy Armguard
Attack l.ow attack power Medium attack powes Medium aUack power
Magic High magie powet Weak magic power Weak magic power
Hfil Points Mediuwm hit pointy Mcdium hit points 11igh hit poiniz
Best Agminst Anycnemy with NghHP Qround baszd coemics Flying monsicrs
Ovenlrive (OD) | Qrond Summon Swordplay Slots
OD Auacks Depends on summoned Acon  Spiral Cui~ Yts a stngle enemy Elemient Reely — Avacks will have
(Valefor, Ifiit, fvinn, Shiva,  Slice & Dice - Hity caeemics six Elemental abililies
Bakamut, Yofimbo, Animn, Tires Atwck Reels - Attacks will do
Magus Sisters) Energy Rain - Hits cvety oppanent Bx1n damage
on sereen Status Keels - Starus effects will
Blity Ace - Hits a singlc opponent, bie added 10 ateacks
delivering a massive amount of Aurachs Reels ~ A combination
damage Blemental and status clfects will
beadded tosmacks
Rikku Auron Rikku Kimahri
Age n 35 Is 25
Height 56" ¢ 52 6'9"
Weapon Dolls Sword Claws Spears
Asmour Light Baagle Heavy fracer Targes leavy Armicrs
Attack Very Tow 31tack power Yery high atack power  Low attack pawer High attack power
Magic High magic power Medium magic power Low snagie power Medium niagic power
Hit Points Low hit points High hil polnts Lo bit points Highbit points
Best Againet Eferen1al monsters Heavily amioured foes Maclines Griund-bosed encrnies
Overdiive (OD) | Buy Bustédo Mix Rouso Rage
OD Altacks Fire, Water, Thunder, Dragap Fang-Hilsall  Nepesnds upoo 1he Depends upon aiacks
Blizsard, Fira, Waiera, opponents. ilems wiixed Lesmt using Lancel
Thundara, Biéczare, Shoating Star - Hits one skill, which inciude:
Firaga, Wnterga, ofiporent. Jump, Fire Breaih,
Thundaga, Dlizogo, Banishing Aladr - Bits Seed Cannon, Seif-
Bio, Pemi, Dearh, onc opponen wilh Destruet, Aqua
Orain, Osmase. Flore, Power Bicak, Mcatal Breah, Thnut Kick,
Uliima Break, Magic Dteak Doom, White Wind,
2nd ATour lisak. Swone Breath, Nova,
Tomadn - Hits all Bad freathy, Atight
-l e — Gueard,
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While FEX uses differant statistics (table 5.1), some of iis statistics perform the same
{or componem) function(s), and/or statistics which in AD&D were modified by principle
slatistics, are principle statistics. For example, characters have Strength, which modifies
attack damage, but insiead of CON (which madified hit points), Hit Points (HP) is a principle
statistic, as is Defence (DEF), which reduces the amount of damage taken. CON can only be
inferred on the basis of HP aand DEF. In placc of DEX, characters have Agility (which
determines the frequency of attack in the gueue of tun-based combat), Evade (which
increases the chance of completely evading an attack), and Accuracy {which aifects their
chances of striking opponents). In many RPGs, these functions are all determined by DEX.
Indeed, the role of DEF in the reduction of damage is modified by DEX in some RPGs, owing
1o the dextrous use of weapon and armour. Instead of INT and WIS as generic madificrs for,
vespeclively, magical and clerical actions, characters in FFX have Magic Atiack, Magic

Defence, and Mana, which serve for both.

CHA is a significant exception because it is visible through FEX's visual, dramatic
representation. In RPG 1emms, Yuna would have a high CHA because of her manifest physical
attractiveness, the loyalty of her Guardians, and the adoration of the folk of Spira. Wakka,
while selatively handsome, is fairly colloquial (his use of “Yah” is, like a Cockney accent, an
index of poor education and/or lower-class sensibilitics) and inadvertently bullying (putting
Tidus in a headlock to convince him to join the Besaid Aurochs). He is also paor at expressing
himself (speaking hesitantly with one hand behind his head), and his inflexible faith
sometimes makes him antisocial (he is confrontational when the Law of Yevon is challenged),
1n RPG terms, Wakka would have a low CHA, though in RPGs which make the distinction he
might be said to have a high Appearance (APP).

Upon the basis of these statistics ang abilities, cach character in FEX may be seenas a
weighted distribution of the standord character classes. Auron conforms to the fighter type
because of his high Strength; Lulu conforms to the magic-user lype because of her high Magic
Attack; Yuna conforms to the cleric type because of her healing spells (though her Aeons are
a cross between the fighter and magic-user type); and Rikku conforins to the thief 1ype
becausc of her high Speed, and Steal and Mix abilities. Wakka may be seen as a “long-range
attack” subclass of the fighter type (like an archer), because of his use of blitzballs, and Tidus,
while primarily identified with the fighter type, has spells like a magic-uscr, and a high DEX
{as well as a Flee Ability and Haste spclls), like a thief. Kimohri, with a smaller personal

section on the Grid Sphere, and the capability to learn enemy attacks through his Lencet
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ability, is the most malleable character, and because of his size and strength might be scen as

a fighter multi-class.

Squaresoft’s Final Fantasy X: The Official Stratepy Guide (2002), like most RPG
manuals, includes a bestiary listing each monster's generic statistics. Inasmuch as monsters

operate using the same game mechanics and statistics as characters, players may, at a coarse
level, type monsters as a variation or combination of character class types. In this respect, an
Adamantoise, with great Strcength (38), Defence (90) and high Hit Points (54400), may be
typed as a fighter. A Dark Element, with its low Strength (1) and Hit Points (1800) but high
Magic Points (280) and various magic autacks (Reflect, Bio, Osmosc, Drain), may be typed a
magic-user. A Chimera, with its high Strength (25), middling Magic Points (130), and various
magic attacks {Thundara, Agqua Bseath, Mcgiddo Flame, Assault) is a fighter/magic-user
multi-class. The Sanctuary Keeper, with its high Strength {(37) and Defence (100), its high Hit
Points (40000), magical altacks, and Healing ability, might be secn as a fighter/magic-

uvser/cleric multi<lass.

Since high-level clerical speils defend against undead but also include spells such as
Zombic and Doom associated with and/or used by undead, Yunalesca might be seen as on
“evil cleric.” Thief monsier types, identified with the posscssion of high Speed and Steal

ability, arc refatively rare in FEX, though in FEVII there are duck-billed Bandits that steal

items and thea disappear in a puff of smoke. We may see the Basilisks disguised as treasure
chests in the Omega Ruins as an “anti-thief"-type since they only transform and attack when a
character attempts 1o steal from them, Lastly, whereas Luly, as magic-user, has access to all
elemental spells, many monsters are typed according to a pasticular element—Fire, Blizzard,
Water or Thunder—which affects their attack and delence values. A Grenade, for example,
always uses a Fire-based attack, Of course. there arc also many multi-elemental-types: the
Chimera, for example, is capable of Firc. Water and Thunder clemental aicacks.

In this respect, pimary attrbutes guide a mdimentary top-dowsn classification of
characters and monsters for the purposes of cergodic capability in combat macrostructures.
Once players identify Tidus, Kimahri and Auron as Warriors, they know that their position
should always be at the front and that they will do the majorily of the fighting. When players
encounter an opponent that is immune 10, or has protection against, physical attacks, they
know that they should use Lulu’s mental attacks. When thiey encounter an opponent that is

immune to, or has protection against, a certain element, they know that they shiould use other,
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ar opposing, elemental attacks. When choracters are near death, players know to use Yuna to
heal them (though, as a slight deviation from type, Yuna's Acons are used 1o weaken or finish
off major opponents). When players wish to do damage to a distant opponent, they know to
usc Wakka, and when they wish to steal or mix items they know to use Rikku. This basic

strategy is sufficicnt to allow the ptayer 10 defeat most of the game's opponents.

However, cven if players learn monster statistics through FAQs and spoilers, the
average ond Model Player will acquire knowledge about many monster types through
experimenlation, Indeed, many FAQs, including the relevant Playstation Solutians (Pauisen,
2002) magazine, only offer hints, not completc details. Furthermore, the permutations of
combat are enormous—Playstation Solutions (pp. 16-27) lists 182 enemies to be tound in
FEX. which may.be combined in combinations of up to threc monsier types, against three
characlers (chosen from seven) on a tum-by-tumn basis. In any case, many “boss” monsters are
the sofc instance (token) of their type, and players must consiruct a new model of their type

during the encounter (albeit guided by ather types).
Realism in Character Development: Sentic Categories

While character classes and monster types may define a general strategy or guide to
anticipating futurc events, in practice the semiz attribution of cach charncter is not static.
Indeed, players might begin by distinguishing Letween static and dynamic semes. “Static
semes” cotld refer to traits possessed by @ character as a linguistic ter;n or quality (“health™),
cquivalent to the persistent type Iraits identified above. As stated, each character in FEX hes a
fixed serics of semes, including Hit Points, Mana, Attack, Magic Atack, Defence, and Magic
Defence. “Dynamic semes™ could refer to quantitative representations of a static trait, where a
trait is assigned a different numerical value, In EEX, cach choracter’s numerical trait for HP or
MP is represcnted us a ratio against a (current) maximum, For example, Tidus® HP might be
707100, and his MP is 80/8D, but during a batile, his current HP may drop to 50/100. Yuna
then may heal him to 1007100, only for him to be attacked again 1nd for his HP to drop to
207100, Such numerica variations might be equated with adverbial gualifications, in that,

”

instead of having a series of semes (“seriously injured,” “badly injured,” “slightly injured,”
*“not injured”) a single scme may be marked by a more precise measure of degree (25, 50, 75

or 100 out of a 100).
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Hewever, character traits are not dynamic solely because they fluctuate within a
predefined range. As characters go up levels, the range of traits may alter (as when maximpm
health points are increased) and/or characters may gain adJitional Iraits, or Abilities (such as
Heal, Echo Screen and Zombic). Furthermore, if psychological coiizience is a sign of realism
in narrative macrostructures, experience-related character development is a sign of realism in
game macrostructures. For example, in early text- and graphical-CRPGs, like Ropue (1980)
and The Bard's Tale (1982), players chose a class for a character during character creation,
and this detcrmined the weapons and armour that character could use and a fixed line of
development. For cxample, the experience required to advance a level, and the spelis gained
with these level, was particular to ench class. Later CRPGs, such as Baldur's Gatc (1997),
allowed for the kind of mulii-class characters (such ss fighier-druid} found in the AD&D rule
system, and some, such as Daggerfall: The Elder Scrolls (1994), have taken up actien- or
option- based skill development systems. In Daggerfail; The Elder Scrolls (1994) and
Everguest (2000), the morc ficquently a skill (say, IH Attack or Scnsc Heading) is uscd, the
more quickly it develops, such that skill development is a crude simulation of real-lifc
experience: practice leads to improvement. In most contemporary CRPGs, the player has
some freedom to select which statistics or skills he/she wants to develop. This not only
provides for some nominal realism, il offers functional diversity: an individual character can
incorporate the characteristics of more than one character class. This is extremely important in
long single-character games because options which otherwise would have been regretfully

cxcluded on the basis of the initial character choice remain open to players.

The system of characier development in FEX partially reflccts this trend. At a certain
point, players may choose fer their characters to develop skills more “natural™ to another type,
such that Tidus may leam Lulu’s higher-level magical spelis. However, each character has a
separate paradigm of weapons available to himvher, and each character begins at a certain
point on the Grid Sphere, which partially deterraines the sequence of skill acquisition. The
phrase “static semic paradigm (dicgetic)” can be used to refer to the set of scmes that a
character can acquire within the game's dicgesis. For example, there arc a sunge of items any
charucter can collect—such as Potions, Elixirs, Phocnix Downs and Grenades—as well as
charucter-specific weapons and asmour, All churacters can potentially acquire all the Abilitics
on the Grid Sphere, including new Abilities, but each character’s easc or order in acquiring
these varies. Cther abilities, such as Overdrives and Overdrive Medes, are characies-specific.
The phrase “dynamic semic range {(diegetic)” could be used lo refer to the quantilalive

limits-—cument and/or absoluic (static) minimum and maximum—that are placed on
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characters’ dynamic semes within the dicgesis. In FEX, there is a universal 9999 Damage
Limit. This prevents characters from becoming too powerful and upsctting the game’s
balance—though FFX eventually offers playcrs a Limit Break, which allows characters 1o

inflict more than 9999 damage,

Despite the freedom for unique characler development on the Grid Sphere, the initiat
principle statistics mean that characters® functional capabilities do not greatly depart from
their class type, at least, not selative 1o one another, For cxample, Lulu’s physical attacks are
never as high as Awron's, just as Auron’s mental attacks are mever as high as Lulu’s,
Consequently, “non-natural” skills may only be used in a supplementary fashion when
primary antacks are unavailable, When Lulu is suffering from a Silence status and cannot cast
spells, players fall back on her minimal physical attacks, and when Auron is suffering from a
Darkness status, and keeps missing, players are better served by using one of his spells (if he
has any). Lastly, whereas combat in carly (C)RPGs yielded generic experience poiats, EEX
has characier-specific quests which leed to the acquisition of particular skills, such as finding
Jecht’s spheres (which allow Auson to learn his Overdrives), and the side quests required to
find the Celestial (Ultimate) Weapons of each character. Here nasralive development overlaps

with character development, offiering the minimal realism of experience-based development.

It should be faregrounded that the atsibution of siatic and dynamic semes extends 1o
each item possessed by a character. While some items have a {ixed use (especially quest items
like the Spheres used in the Trinls of the Fayth) most weapons and armour can be
“custamnised” by using up certain items. For example, Tidus’ Vigilante sward has two blank
slots, and wwo Ability Spheres can be “spent” to give his Vigilantc the Scnsor ability. This
leads to a cybemnctic conjunction of both the item and characler: the weapon itself changes the
character's statistics, but the character’s attack and defence determine the effectivencess of the
weapon, Even if the only use of an item is to sell it, this will alter the semic attribution of Gil
in the party’s and merchant’s inventory, which affects the potential items purchased in the

future.
Semic Relations in Combat Macrosiructures

In RPGs, quantitative semes apply to a wide range of activilies, such as forcing open
doars, jumping long distances, lifting heavy objcels, swimming underwater, picking locks,

and so on. In FEX, charactcr semes primarily serve a function in combat. While a suspenseful
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(blaw-by-blow) battle sequence in a film or piint narrative may lead to dynamic changes in
the level of danger posed to characters, in video games these semes fluctuate in a more
quantifiuble sense. The related conscquence of this semic complexity and dynamism is that
any attempt to complete cach fight solely on the basis of basic class types would il in certain
battles, or would at least rot provide the optimum strategy, since often a specific skill or spell
is required to damage an opponent, and it may be necessary to use characters who possess the

skill but are not typed by it.

For example, while Tidus is the character whose developmental path leads direcily to
the spells Haste and Hastega, Rikku might be a better choice to acquire and use those spells,
since, being the faster character, she might be able to cast them before a monster has 1 chance
1o attuck. Similarly, when a character is near death players do not care that Yuna is the prized
healer; the only concemn is that at least one character has a healing spell or potien. In this
respect, despite the generic class-types in FFX, characlers are in some respecis fiof just types
or classes, since at a cenain point of development they ray deviate so much from a type that
their character becomes their class. More than this, players cannot base their entire strategy
upon class types since more specific semic attributions inform player's ecgodic choices, such
as to which characier 1o 1otate into the battle, which attack to use, when 1o heal, when to cast

defensive spells, and 50 on.

Mapping semic oppositions in combat macrostructures by way of Greimasian squares
is useful where it reflects the minimal grammars of game logic coded by the geme, and, by
implication, the crgodic, semic, andfor symbolic codes that playeis use to make decisions in
combat, That is, while players may somelimes utilise class or character types to make
decisions during combat, combat sirategy is often based upon a serics of significant
oppositions that define the effecliveness of a particular attack. For example, certain mental
defences block physical attacks, certain monsiers are only susceptibie 10 physical attacks, and
characlers with mental attacks have low physical attacks and defence. Using a physical attack
or defence in place of a mental autack or defence, then, is often nol a maticr of strategy, but

necessily.

Care must be taken in using a Greimasian semiolic square to map the confluence of
ergodic choices and player schemata since, as Jameson argues, the term which is taken as
primary will affect the results (Greimas, 1987, p. xv-xvi). The fighier class, with his physical

attributes, is thc most logical primary tenn. The fighier class (or its variation) offers the
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casiest iniroduction to most CRPG systems, since fighlers do not usually use many spells or
class-specific skills. and players can fall back on the basic game mechanics of movement and
swinging a blade. Furthcrmorc, as Myers (1992) obscrves, the statistics in RPGs may ofien be
grouped according 1o a distinction between *physical” and “mental” characleristics: strength,
constitution and dexterity versus intelligence, wisdom and charisma (p. 423). That is,
“physical” can be taken as the primary tenn, S1, identifrable with the atlacks of the fighter and
thief classes, or, more specifically, with Auron, Kimahri, Tidus, Wakka and Rikku. The
second teym, S2, “mental,” may be idenlified with the magician and cleric's magicat attacks,
or, more specifically, with Yuna and Lulu. The third tesm, -S1, or not-physical, might be
referred to as “immaterial,” where one attacks but misses because of a low attack “roll" ¢onc
literally strikes cmpty air). The fourth or paradoxical term, -S2, or not-mental, might be
referrcd (0 as “imaginary,” where, becausc of paralysis or unconsciousness, the attack turn
could not be taken in the first place. The utopian term, S, could be idenlified with “combo™
attacks, as when one performs a physical altack with a weapon that also has a mental
component (Tidus” Liquid Steel has a Waterstrike abilily), or a mental altack that does non-
mental damage (Gravity magic docs non-clemental damage). The neutral term, =S, could be
tdentificd with avoidance of battle.

S Physical and Menial
{combo altack)
S1Physical 4. 5  S2Menual
(fighter and thicf) (magic-user
3 ond cleric)

_~

& '
-5Zlmaginaly » °S11 il
(tum missed) (strike missed)

- S Nat mental and net physical
{avoid combat)
Figure 5.5. Greimas® (1987) semiotic square premised upon an opposition between meata) and
physical statistics.

Sccond, a distinction between direct and indivect attacks is important in that a long-
range attack cannot (usually) be uscd at close quarters (Wakka's blitzball is an exception), and
a hand-to-hand attack cannot be used except at closc quarters (as when there arctwo ranks of
opponents, which is [requent with robot opponents). Furthermore, physically weak characters
may be held in the second sow so that they sre protected from direct, physical attack. If
“direct” is laken as the primary teom, S1, may vefer to action in close proximity, associated
with the fighter-type. Auron’s, Tidus®, and Kimahri's physica! attacks may be included herc,

though in practice Wakka’s blitzball, and all spells, also operate at close proximity. The
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second term, S2, “indircct action,” may refer 1o action-at-a-distance, which is only possible
using the long-range attacks of the magic-uscr, cleric and thief types, including Wakka's
blitztall attacks, Lulu's spells, and Rikku's Mix Ability, or throwing an item. The third term,
-S1, not-direct action, might be labelled a “circumspect” strategy, refersing to when one tiies
to cycle a character in and out of combat so asto avoid setribution. The fourth term, -52, nat-
indircct-action, might be labelled “aveidance™ and could refer to when one does not cycle a
character into combat. The utopian term, S, might be identified with certain attacks that may
be cither direct or indirect, including Wakka's blitzball attacks and many of Lulu’s spells. The
neutral term, -S, could refer to complete inaction: again, completely avoiding battle.
S Direct and indirect

S1Direct % S2 Indirect

{proximity) . (dislanee: blitzball
><' and most menin) attacks)
&« A

-82 Avoidancc e————»  -S1 Circumspect
(not rotated in) (rotated regularly)

+S Not dieect and not indirect
(Miss strike or turn. or avoid batile)
Figure 5.6. Greimas® (1987) semiotic sguarc premised npon an opposition between direct and
indirect cffects, seen in lerms of physical proximity.

There is also a clear distinction between attecks that inflict damage to an opponent
and actions which heal the character being controlled. If “damage other™ is taken as the
primary term, S1, including the physical and menta) attacks of the fighter, magic-user and
thicf, the secend term, S2, "hcal sclf,” could be identified with healing spells of the clerical
type. The third term, -S|, not-damage other, could be called “damage self.” and could refer to
when one inflicts damage on another friendly character 10 remove one or both of the status
ailments Sleep and Confusion, The fourth or paradoxical tem, -52, not-heal self, or *“heat
other” could refer to status changes or defence spells, such as Haste, cast upon oneself or a
friendly character, or to status changes, such as Curse or Slow, inflicted upon an opponent.
The utopion term, S, might be identified with such situations as when characters cas: Heal on
an opponent with Zombie status and thereby inflict damage by healing their negalive health
stas (being undead), or when a monster tries to Heal itself but characters have inflicted it
with a Reflect status such that the healing effect is deflected onto the characters. The neukal

term, -8, could be identified with passing, missing, or avoiding an attack.
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S Damage other and heal self
(Hcal on zombic status)

S1 Damagc olher¢=—— S2 tieal self

(all physical and (cleric-type
mental atlacks) \ spells)
e ~a
-52 Heal other ¢ » .S1Damage self
(status change) (remove status)

- S Not heal other and not damage self
(Miss strike or tum, or avoid baitle)
Figure 5.7. Greimas’ (1987) semiotic square premiscd upon an opposilion between inflicting
damage and healing injury.

Players also must pay attention to the elemental attributes of the attacker and
defender, which operate as a simplificd pair of oppositions: Fire opposes Blizzard, and
Thunder opposes Water. A menster is immune to its own clement, but takes double damage
from its opposing element, such that a sirategy ofien simply requires typing the enemy
according 10 an element. For example, since a Gremade (monster) absorbs Fire magic, players
arc cued (o use characters with Blizzard-based attacks (o, if they are not available, Thunder-
or Waicr-based attacks). However, in some instances the elernental autributes cannot be
generalised and depend upon the specific combat tum. The Sphesimoiph in the woods of
Macalania seems nothing more than a shapeless, waltcry blab, so players are tempted to use
Thundcr-based elemental attacks, but these are as likely to heal the monster. Scanning it Jcads
o a Counterattack against all party members, punishing players for not working out its
“nature” through experimentation, but trial and error allows players to realise that, while its
appearance does nol change, the creature periodically icansforms into a different elemental
forn. It is healed by attacks and spells of its currcnt state, and only suffers adequale damage
from attacks and spells of the opposing type. Similarly, when players first fight Seymour they
learn 1hat he casts his elemental attacks in a particular sequence, and by anticipating this
sequence players can cast a serics of elemenial defence spells in the appropriate order. When
players encounter Seymour the last time, his elemental attack type cycles according to rotating
coloured spheres that surround him, and players need to adapt their elemental attacks to this
sequence.

S Elemental cambaes

S1Fire " S2Blizzard

-S2 Thunder ¢—————  -S1 Water

- S Non-clemental

Figure 5.8. The oppositions between elemental effects, presented os a reworked Greimasian
{1987) semiotic square in which oppositions operale horizontally but not transverscly.
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It must be emphasised that the theorelical categorics nominated above do not
represent actual structures in the game. The game’s computation is more complex than this.
However, many of the oppositions nominated abave are significant in that they represent the
game’s ergodic codes and conslitute & grammar of combat straicgy. If we accept that the S
and -S posilions tend towards absteaction, and that cven the -S1 and -S2 positions may only
be applicable in certain situations, then players may tend to base their decisions on the basic
oppositions nominated by SI and S2. Nonctheless, even if a general stralegy is based upon
basic types. cach decision is determined through the basis of boltom-up processing of

individual semes in rclation (o the total set ¢f aclive semes.

Indeed, many battles require not just a cycling through of recursing attack types by
particular characlers but a step-by-step, goal-driven cognitive strategy. While there are
soraelimes several successful strategics in killing boss monsters like Sin, Yunalesca and
Braska's Final Acon. these strategies sometimes require up to an hour to complete, and
finding them through exgperimentation can require many more hours of trial runs. There are, it
should be noted, Save Spheres and wandering monsters next to “boss” monsters so that
players can pause lo develop their characters if they are not strong enough, in the hope that the
next Abilily acquired may unlock a new strategy. Yet players may not know how long to keep
developing their characlers, leading to protracted sessions in which they altemnate between

minor battles and trying to defeat the “boss.”

When players cannor find an appropriale stralegy, or do not wish to waste time doing
50. they arc likely te search out a FAQ document. The Playstation Solutions (2002) guide, for
cxample, offers the following extended strategy for fighting Yunalesca, who has three forins,

cach with their respeclive statislics:

Rather than using up your Overdrives on the first form, it’s more effective to
save them all for the third fonn. After casting Protect, Shell and Haste, have
Yuna back up the attackers by healing everyone is the best way to go. For the
first form just keep chipping away at her with the heavy hitters, pausing to cure
any status cffects Yunalcsca tosses your way. Dusing the second forn
Yunalesca will inflict Zombic status on all the characters. Normally this spell
should be countered immediately but the boss also follows this up with Mega
Dcath. While Mega Death usually kills instamly, it has no effect on Zombic
characters, so it's a better idea to stay in Zombie status during this battle. When
the third form is teiggered the boss will hit you with Mcga Death and continue
to soften you up with Hell Biter. Use your Acons’ Overdrives now. Shiva is the
most eflective. Attack with Shiva’s Diamond Dust first, then follow that up
with its Heavenly Strike. The Heavenly Strike can frecze Yunalesca, allowing
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you to scorc many hits. After bringing out other heavy hitting Acons, like

Bahamut, Yunalesca should be preuty closc to death. (p. 66)
This strategy is govemed by class types (“hcavy hilters™), spell types (healing), specific spells
(anyone with Protect, Shell and Haste), specific characters (Yuna), and specific attacks
{Yuna's Acons), as well as by dynumic scmes (health and status), Howcver, while it
constitulcs a relatively linear scquence it is only a generalised and simplified form of the
specific sequence of actions that the player will produce when fighting Yunalesca. That is, as
a strategy it consists of a series of interventions during a more aleatery series of strategic
choices, and depends less upon what kappened than whether or not the present state of the
game allows for a present or future action. While a diachronic sense of “what happened” is
registercd as the vaguely remembered history of inter-related miicro-game cvents that define a
strategic trajectory, a player will be more attentive fo the synchronic register of game-
variables which definc current possibilities. A player is lcss likely to atiend to which spell was
cast at what exact time carlier in the batle, than they aie to be focused on the problem that
they have no more Magic Poinls and cannot {now, or for the remainder of the battlc) cast any

more spells.

Conclusion

A mixture of structural analysis, ethnography, and/ar other empirical rescarch, could
produce a more detailed account of the step-by-step process whereby players make decisions,
relative to an cnd-goal, during longee battles (sce Lofius & Loftus, 1983). The mathematical
tradition of game theory here would be uscful in suggesting some of the decision-making
processes in lenns of risks and pay-offs (see Colman, 1982; Myerson, [991; Thomas, 1984).
However, the above account suffices to redress some of the criticisms made against the role of
characters in video games. The ployer of FFX is Jikely to be cngaged in a top-down attribution
of character types in the narrative macrostructure that is equal or supecior to many print and
film narratives in its complcxity, and the game demands constant and complex botiom-up
processes of type-tevision and semic atiibution across both narrative- and crgodic-
macrostructures. Both types of coding reinforce interest, eithcr through suspense, surprise or
curiosity at the history, motives and fate of characters, or through the development of a
stralegy in combat through experimenting with crgodic affordances. However, before
apprediating the significance of the dusl narrative and game coding of characicrs in any more
detail, it is necessary 10 elaboraic upon players’ “feclings towards” characters (Tan, 1997, p.
154).
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Chapter Six — Psychoanalytic Identification

The previous chapters have addressed some of the codes that structure players
“interest in tenns of expectations about, and the outcome of, narrative and game events.
However, while the confirmation of a henneneutic code may aiford pleasure in and of itself,
the interest players have in a seguence depends upon the relationships they have been forined
with the subject-actants, or characters, in that sequence. In accounting for these relationships,
recent sesearchers have drawn from the psychoanalytic model of identification initially used
in film theory in the Jate 1960s. However, this account sits uneasily slongside recent cognitive
work on film. While Bordwell (1986, p. 30) argues thut the psychoanalytic madel, with its
emphasis on sexuality, gender, and the unconscious. does have a limited, or spcciatised, role
in film theory, Carrol (1990) and Grodol (1997) argue thnt psychoanalysis is a flawed basis
for film theory, since many of the basic processes of film reception are non-sexual, trans-
gendered and conscious, It suffices to say that the pre-eminence of psychoanalytic theoty in
Cultural Studics means that it cannot be casily dismissed, and this chapter draws from
Cowice's (1997) account to suggest what the psychoanalytic model of identification offers a

theary of video gameplay in general and an analysis of FEX in particular,

From Primary to Partial, Multiple and Transitive Identification(s)

During the latc 1960s, film theory began to draw upon Althussurian Marxism and
Lacanian psychoanalysis to arguc that the film screen operated much like ideology itself. For
Baudry:

the spectator in the cinema ‘identifies with the camera’ and perceives the

events that are depicted in the imuge in the manner of a transcendental subject.

Thatis, the spectatar is not simply positioned by the image but assimilates her

own vision to that of a camera-¢ye with limitless powers of vision and sces the

world viewed through this eye in a way that oppears unmediated. (1974, p. 20)
Meiz (1975) referred to this as “the thesis of primary cincmatic identification” (p. 20), arguing
that the viewer was ideologically positioned at the centre of the visual field. The screen was
here seen as an “imaginary sigoificr,” in the sense thut mo matter how realistic the imagcs
onscreen might have seemed, thcy were not produced from light reflected from an actval
object but from a projector: that is, the ligh reflected off the screen was phenomenologically
“real” but signified what was not present. As Tan (1997) summarises, this postufated a “tragic

viewer” assuming:
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the reflection of an imaginary, absent object, based on a lack of some kind, a

shortcomning that is at once compensated for and constantly recalled. Film

technique denies the existence of this lack, creating the illusion of presence; in

this sense it is a fetish, a surrogate. (p. 155)
The cinematic viewer, then, uses a voycuristic gaze, seeking wholeness in an image thatis a
fetish for its own absence, misrccognising histher ideological position in relation to the
images onscreen (Dayan, 1974; Heath, 1981; Oudart, 1977). The “cincmatic apparatus” was
therefore defined in terms of the way primary identification naturalised a false and
unconscious ideological position for 2 subject, and Mctz {1975) dismissed all other forms of
identification, especially those with characters, as intermittent, seferring to them collectively

as “'secondary identifications” (p. 58).

Oudart (1977) referred to the positioning of the subject as “suturing,” and Bayan
(1974) argued that the shat/revesse shot sequence provided a space for the absent viewer
relative to the multiple point of view onscreen shots. However, Rothman (1975) argued that
Dayan (1974) oo reudily identificd the operations of the cinematic apparaius with bousgeois
ideology, and that what Dayan was referring to was a shot/reverse shot/shot sequence, which
occurred less frequently than was asserted. Theorists such as Heath (1981) subsequently went
on to argue that (the vicwer’s) space was governed by such cinematic codes and conventions
.ns framing, cutling on action, eyclinc match and the 180° and 30° rules. These ame, of course,
the dominant codes of the traditional realist feature film (Bordwell, 1986), and it was
generally accepted that vealism was the dominant mode that naturalised the interpellative
process of the cinematic apparatus. Indeed, what Bonald (1989) calls the “Screen project™
invalved exposing or breaking primary identification through social criticism, or privileging
Brechtiun conventions of “alienation” or “distanciation which made the viewer aware of how

cinematic conventions positioned them.

This model has sevious problems, Feminists criticized the Freudian/Lacanian model
for presuming a male subject, though they corrected for this by analysing how female viewers
idemify with characters (Cowie, 1997; Mulvey, 1975/1992). More importantly, the cognitive
account suggests that gendered and sexualised modes of gazing and identification must be
taken as special cases of general perceptual, cognitive and affective processes. In terms of the
previous chapter, idenlification may occur on the most minimal basis with any subject-actant
which lulfils Bordwell's (1986) “person™ schemata. This recognition is at the basis of Cowie's

(1997) and Allen’s (1997) position shat viewers are often indifferent tw the gender of
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characters: viewers identify with characters as humans with goals and motives that arc being
frustrated or fulfilled. So while gender may frequently be a significant factor in how viewers
relate to charactees it is not necessurily the basis for identification. Grodal (1997)
acknowledges that some films employ “vayeurism in the trivial sense™ (p. 105) of visual
inspection, and that some films may explore issues of castration, but he argues vision has a
broader ecological function of gaining informadion. For Grodal, reducing the cinematic gaze
10 voyeurism and fetishism gives an undue and over-gencralised precedence to the sexual

drivc and castration anxieties.

Cowie {1997) offers a further qualification in her revision of the psychoanaiytic
position. Cowie cites Laplanche & Pontalis {1988) definition of identification as a;

psychological process whereby the subject assimilates an aspect, property or
atsibute of the other and is transformed, wholly or pastiatly, after the model the
other provides. (p. 205)

The important qualification here is “partially," since identification is never total or tizueless. '
As Cowie (1997) cmphasiscs. there is a distinction between identification of sometning, as in:
"I identify that figure as Tidus,” and identification with or as somcthing, as in: “] idenlify with
Tidus.” Cowic argues that “these 1wo processes involve a common element” (p. 72), which, in

the above example, would take the form: “I am not Tidus":

In arder to identify, to make the same, an acknowledgement of difference is
required, implying a scparation prior to any assimilation with the object of
identification. As a result, and in ihis gap, a psychological process comes into
play. {p. 72)

Within the Lacanian (1977/2001) model, of course, what is bom in this gap is desire itself,

that is, a sense of lack born from the insufficiency one feels when faced with an image.

Upon this basis Cowic (1997) critiques Metz' (1975) distinction between primary and
secondary identifications. Cowic (1997) argucs that we may occasionally identify with the
camera's perspective, but there is also a scnse in which we do not identify with the camera.

Whenever we are aware of the camera, or digital equivalent, panning, but are alse aware that

! Jdemificarion is distinet from i poralion, inlrojection, inlernalisalion, and prajection. Laplanche and
Pontalis (1988) suggest that incorporation and introjestion are “protolypes™ of identification in which “the
mental process is symbolised as a bodily onc (ingesting, devouring, keepings something inside oneself,
etc)” (p. 207). They argue that the lerm internalisation cpens up the problematic {ssue of “what it is 1hat the
subject assimilates himself 10 (p. 208), suggesting that whereas one identifies with objects onz internalises
relations. However, Lhey conclude that these terminological distinctions are still not well decided. Projection
has already been discussed in chapters three and four.
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our head has nof tumed, there is a sense that a gaze has been provided for us. For Cowie,
cinema constantly shifts bciween a mode in which it seems we are seeing things for the first
time and s mode in which we are aware that what we are about to see has already been
produced and therefore has already happened (p. 101). Indeed, suspense is often predicated
upon the fact of an sudience’s awaseness that cenain events will (or /rave) happened (pp. 101-
102).

Identification with characters, which Metz' dismisses as “secondary,” similarly is
variable. There is always a general spatinl and temporal goap, or distance, between the
viewer/player and character. This idca finds its most complex elaboration in Lacan’s (1977)
“graphe complet” (p. 348), according to which what we identify with is always somewhere
else (I am Tidus, but Tidus is there, and I am here™) and the act of representing it displaces it
into the past (“Tidus is there, but the 'is’ I just referred to is prior to the moment ! refetred to
it") and the abstract play of Janguage (“the word 'Tidus® and the image of Tidus are not the
Tidus I spoke of"). There are also parzicular physical and psychological differences between
players and the characters wilh whom they identify. In FFX, Tidus is 17, but the player may
be 30; Tidus is blonde, but the player may have brown hair; Tidus is high spirited, but the
player may be withdrawn; Tidus® motivation includes the desire for intimacy with Yuna, but
the player may be homosexnal and desire Tidus. These physical and psychological differences
extend to players™ and characters’ sensory modalities. If we emphasise that Tidus' sensory
modalities arc not realistically represented, and that players can thevefore only imagine the
“reality” of his experience, then we can acknowledge that: players do not tastc or smell Tidus®
blood, sweat and dist; players* hearing is displaced by the television's speakers; lhe natural
relationship between saccades and head movements is mediated by the way the program, or
player, changes the “camera™ perspective; and players do not physically move, walk, swing a

sword, or dodge blows in the way that Tidus would cxperience.

Cowic (1997) concludes that Metz' distinction between primary and secondary
identifications is a false distinction, because transitory identilivations “signify the
incompleteness and insufficiency of the constitutive identifications™ (p. 76), and in this
respect it offers an artificial hicrarchy of identification (p. 102). It is now accepted that
viewers may identify with multiple positions in a dynamic progression, and that no one type
of identification can be seen as pre-eminent in and of itself. Onc basis for this is Freud’s
(1919) “A Child is Being Beaten,” which: “demonstrates the possibilities for the subject of

lantasy Lo participate in a variety of roles — sliding, exchanging and doubling in the
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interchangeable positions of the subject, object and observer” (Stam, Burgoyne and
Flitterman-Lewis, 1992, p. 154). For cxample, players of FEX may, at one time, or over time,
speak of, or perceive, Tidus as an cxternal figurc (“He is atiractive™), as onescl§ in the present
("7 am attractive™), as a future-self (“1will be auraclive™), as a threat to onesclf (“He is more
attractive than me”), and so an. In this respect, what Melz (1975) dismissed as “sccondary

identifications"” cannot be dismissed as posterior or inferior to “primary identification.”

Even with the qualilication that identification is partial and transilocy, Bordwell
(1686) and Branigan (1991) argue that the psychoanalytic teadition makes undue
presumptions about the relationship between point of view as optical perspective and point of
vicw as a symbolic structure ar set of values (a subject position). For Bordwell and Branigan,
space is a device of nassation, purt of the jotal form of the filmic text, and affects the
dissemination of information by concealing, reveling or framing certain objects and events.
If narrative comprechensior accurs by way of cognitive processes of deduction and inference
about the causal logic of events, then focalisation has Jess to do with constituting subjectivity
than regulating curiosity, suspense, and surprise. Grodal (1997) makes clear that focalisation
docs not ir itself detcrmine identification: that s, changing the optical (perceptual) point of
view from one character to that of another does not necessarily mean that viewers shift their
{canceptual) ideniification from one 1o the other. If the “camera” in FEX aligned itself with
Seymsur's aptical perspective, that would hurdly be sufficient for players to abandon their
allegiance to Tidus in favour of Seymour’s concepinal perspective: identification is conserved

in ways that optical variations may jar, but do not usually sever.
Modes of ldentification

The qualifications above undeomine the possibility of analysing processes of
idenlificalion and subjectification without closer analysis of a wide range of lilmic and
cognitive processcs. What remains particularly uscful in the psychoanalytic account, however,
is ils distinction between thc “ideal ego,” *
Freud, 1921/1985; Lac:;n, 197742001). 2 These three types of identification do not cccurin a

fixed order or hicrarchy: they are all trawnsitory and dynamic. While particular texts or media

‘ego-ideals,” and the “super-ego” (Cowie, 1977;

may motivate certain types more than athers, no type can be cxclusively identified with a text

or medium, since lhcy may operatc simultancously, in co-operation, or it conflict with ong

2 As Schore (1994) argues there seems to be some nebrobiclogical basis for thesc types of identification
{p. 149).
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another. Indced, it is preciscly the inter-relatianships between these identifications that is
tevealing, in that they foreground the dynamics of desire. As is argucd below, these categories
are uselul in suggesling some of thc ways players engage with video games in general, and

FEX in particular.
Ideal Ego: The Indestructible Self

The first mode of identification with the idcal ego in the register of the real relates to
“an imoge which restores to the subject its original narcissism, of being without flaw,
omnipotent” (Cowie, 1997, p. 103). This is refeered to as 'primary narcissism,” even though
thc pmative restoration of the subject is partial and nostalgic, since the desired state—of
completeness and wnity, of solipsism prior to the recognition of the Other—is alrcady lost, As
Cowic argues, the ideal ego “is not a set of ideal conlents so much as a position, the place in
which the subjeet 35 beyond reproach and, therefere, in a sense super-humaan” (p. 103).
Consequently, identificalion with the ideal ego emerges not simply because of a characler’s

traiting but because a character (or player) functions as omnipolent and/or invincible.

In ETX, certain characters offer fairly pronounced representations of the ideal cgo in
this sensc. Awron's age, wisdom, mystery, legendary staws, and power (and the fact that he
has previously completed the quest to defeat Sin with Yuna's father) may be taken as a
guarante.: of his invulnerability and incvitable lriur;'lph over adversily (sec Figure 6.1a). While
FEX's narrative tends to align the player with Tidus, as apart from and inferior to Auron,
players regularly gain control of Awron during combat, However, Tidus himself perforins
some seemingly impossible tasks that position him as indestructible, such as sliding down the
Airship's anchor cables over Bevelle while trying 1o rescue Yuna (sec Figure 6 1b). The
viciory sequences at the end of each batilz, which of [cr swinging camera views and clbsemps
of the victors to the accompaniment of triumphant music, may also be secn as offering phatic
contact with the ideal ego. Furthermore, since the game's major opponents, such as Seymour,
Sin, and Jecht, have powers on a scale beyond normal comprehension and constitute an
apgressive challenge to the player's ego, their defent may be scen as offeting a sudden

segression to the ideal position of primary narcisism.
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Figure 6.1. (a) Auron as idcal ego, calmly walking (hrough the hysterical crowd to confront
the Fiends that disrupt the blitzbell game at Luca. (b) Tidus about to rescue Yuna from
Bevelle, performing the seemingly impossible {eat of sliding down the Airship’s anchor
cables high over the city.

However, Yuna's Acons (Valefor, [frit, 1xion, Shiva, Bahamut, Yohimbo, the Magus
Sisters and Animn) offer an especially pronounced and routine form of the idea!l ego. The
constantly repeated sequences in which they are summoned function much like the
transformation sequences found in superhera and anime television shows and films, such as
Batman (1989) and Sailor Mcon (2000), by staging an energetic anticipation of the
indestructible force of the ideal ego. This anticipation is (usually) justificd in that the Aeons
do more damoge than most characters and monsters, and, in their Overdrive mode, inflict
1000s of points of damage, devastating opponcats with spectacles of ¢lemental abandon (for
exemple, the graphical sequences for Sonic Wings, Energy Ray, Meteor Strike, Hellfire,
Heavenly Strike and Oblivion). Despite being Summoned, ond therefore being positioned as
subscrvient, the player directly conlrols Aeons, and is thereby given access to their power,
which is beyond that of any human or mortal, Afler all, up unfil the final battle with Yu
Yevan when ull the Acons are banished, it does not matter how ofien they ore killed, they may
be re-Summoned, oflcring the position of & mctaphysical ego, beyond life a:ui death,
indestructible.

Since FEX is not just 8 narmtive, but a game, (he ideal ego is produced not simply
through representations of characters with whom player arc encouraged to identify, and/or
control, but through the player entering into a confident state of mastery, either in tenns of the
performence of precedural schemata {the easy grace of the expert player navigating a game
environment or mastering the game controls) or the abstract mastery associated with simlegic

cognitive operations (the player who has “demystified” a game so that sthe knows which
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strategies guarantec triumph). This confident mastery and identification with the ideal ega
would initially scem t emerge from a state of flow (Csikszentmihalyi, 1592), However,
identification with the idcal ego is accompanied by se!f-grandcur and motivated by an anxicty
about separation from a prior solipsistic sense of selthood. By contrast, in a state of flow one
is cngaged in the prescnt without any scnse of self. Conscquently, it could be said that
identification with the ideal ego may cmerge from a state of flow, but its emergence may
mark the border of a state of flow: a conscious recognition of onc's alienation from the

process in which one was previously immersed.

Indced. the principal relevance of the ideal ego to gameplay is the consequence of its
loss whenever the limits of the player undermine identification with the ideal. The limits in
question may relate to the player's scnsorimotor ccordination, histher mastery of the
interface/game, or his/her recognition of other characlers and the game as separate entities
(minds, narrative agents, narraters) that withhold jnformation. That is, identification with
ideal ego is losl every time the player is unable to advance in the game, for cxample, when
sthe cannot work out where to go or how to advance in the Trials; it is lost every time the
player loscs in battle, leaving Tidus and the other characters dead; and it is lost every time the
player becomes aware that ihe characters know more than s/he, for cxample, when players
sense, but are not quitc conscious of, Wakka's relationship to Lulu, Yuna's feelings for Tidus,
and Auron’s knowledge about the fatc of Jecht. Indccd, the ideal cgo is lost every time a
player becomes conscious of salient physical or mental limits 10 hisfher activities vis-a-vis the

nasrative/game world,

The significance of this loss is that identification with the ideal cgo presumes a state
of complete mastery, and any threat to it may be scen as cueing an action tendency to (re-)
gain mastery. When this action tendency is fiustrated, the player may fall into an aggressive
pattern of trying to reassert his/her will, and each subsequent frustration may lead to a mare
pronounced and aggressive denial, leading 1o a cycle of affective amplification which may
quickly pass from anger to rage. Indeed, it is such frusiration of the ideal ego that is the basis
of narcissistic rage in gencral (Lacan, 1977/2001), and an inability to reconcile witly the reality
of onc’s limitations is, developmentally and clinically speaking, the basis of a narcissistic
pathology (Schore, 1994). OF course, the issue herc i3 not pathofogy, but how sustained
aggression towards 2 perceived source of frustration may lead to sadism as an active coping

strategy. In other wards, the repeatcd frustration of the ideal ego may be seen as a motivation
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for sadistic play, a point that will be elaborated in Chapter Eight in tcrms of the empathy

players feel for themselves.
Ego-Ideals: The Desired and Desirable Self

The second form of identification pertains to ego-ideals in the register of the
imaginary. It involves the subject identifying witl an external image ansing from the demands
of others so that it can be lovakle by the Other. This happens when “we idemtify with an
image for the gaze of the Other, as the space from which we are desired by the other” (Cowie,
1997, p. 93). This is referred 10 as “secondary narcissism,” and Cowic suggests that it is
invoked by cincmatic close-ups, which (like mirrors or photographic images) promote that
fundamental mode of identification in which "1 am what I see.” However, ideniification with
an ego-ideal is produced whenever an image is offered to a subject who imcrprels it as
desirable (and seeks such desirability), and this may occur acress the range of cincmatic

perspectives.

This is evident when we consides the Iwo main psychoanalytic types of desirabitity,
The first, the “narcissistic type,” includes love of what one is, love of what one was, love of
what one would like fo be, and love of what was oncc a part of onesell (Cowie, 1997, p. 80). It
is gencrally concerned with relations to the self. The second, the “anaclitic type,” is directed
towards the primary caregivers, usually the mother and father who feed, care and protect the
sell, and those who subscquently take on this role (p. 81). Itis, then, gencrally concemed with
one’s relations with others. Laplanche {1976) sees the narcissistic-type as metaphoric, in that
the narcissistic object-choice is made on the basis of similarity (p. 80). We may love our
pereeived image, those Lhat resemble that inago, or those that resemble others we would like
to be. Since the perceived sitnilaritics may appcar in a spatially, temporally, and cansally
separate image, this involves a transporration of desire. The anaclitic lype, by contrast, is
metonymic, in that it follows from a serics of slippages, from breast, to milk, to nurturer, such
thot there is a greater spatial and causal conrection between its objects. This involves a
displacement of desire onto that which we perceive to be parl of, or complementary 1o, us.
However, in practice, identification with an ego-ideal may involve complicx combinations or
operations of both these types, the simplest case being that we often love what resembles our
carcgivers and we often love our caregivers as lost parts of ourselves. In terms of visual

(photographic or cinematic) representation, the operation of metaphor and metonymy mean
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that not only close ups, but also partial, displaced or figumtive images of body parts and

objects may be taken as desirable if they are perceived as similar or related fo an egosideal.

To toke en extended example, Tidus® and Yuvna’s similar age (17), attractiveness,
adolescent uncertainty, and 1ole as public figures (blitzball star and Summoncr) make the two
mirrors of what the other is and desires to be. If a well-defined Other motivates narcissistic
rage, then Yuna's familiarity marks her as not-Other, as part of Tidus {see Figurc 6.2a).
Certainly, because of Tidus® abandonment by his primary caregivers, Yuns, the hope and
potential savoir of Spira, presents as a pre-eminent surrogate caregiver, in the sense o making
Tidus feel loved and important. Of course, within a traditionally gendered social context
Yuna's vulnerable femininity also implics the need for Tidus to take on the masculine role of
Guardian. The image of a positive likeness is thereby complemented by (raditional gender
roles and an equation of musual desirability in which the diffecences between Tidus and Yuna

are part of a larger unity, Tidus' paze in Figure 6.2b therefare may be rcad as betmying a

mixture of admiration, a desire for intimacy, and protectiveness.
) b

Figure 6.2. (a) Tidus and Yuna Sin together, (b) Tidus steals a glance at Yuna,

However, as is evident from their conversation at Kilika, what Yunn especially desires
from Tidug is his cheerfulness, his ebility to make her laugh in the face of impending death.
This morule-baosting role is metonymic of the moral support provided by many of the citizens
of Spira, through which the party pass on their jowney, and which finds its most utopian
moment when the population of Spira all start singing “The Hymn of the Fay(h" to help calm
Sin, Indeed, while Tidus® role as an cgo-ideal may depend upon his role of prolecting and
supporting Yuna, she is Spira’s protector and saviour. It is her unigue power as & Summoner
that is capable of defeating Sin and bringing the Grest Calm. Furthermore, the people of Spira

offer support for both Yuna and Tidus. Besides overt compliments and encouragcment,
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passers-by offer free items, such as healing potions. The protection of Yuna and saving of
Spira therefore may be seen as a means of achicving a deferred state in which one is protected
und provided for by Spira, a form of desirabilityin-perpetuity. Yuna is metonymic of Spira
and her gaze stands in for that of Spira's in defining what one would like 1o be. In this case,
one's desire to be desired by Yuna, and one's subsequent identification with an cgo-ideal
associated with the trait of cheerfulness, involves providing for and protecting Yuna whilst
being prelected by her in the hope that Spira will provide for and protect oncself in the future,

These transitive identifications arc, of course, ruptured whenever the partiality of
identification (the disparity between cgo-ideal and sclf) becomes evident, or when Tidus
conducts himself in a way that affects his desirability {(when he does something shameful or
cmbarrassing). Fer example, in Sanubia Sands, after Yuna is kidnapped by the Al Bhed, Tidus
learns that Yuna must die if she is to be successful in her quest 1o kill Sin, and that the Al
Bhed kidnapped her preciscly to protect her from such a fate, He also leamns that everyone but
he knew this, and is ashamed that his upbeat talk about the cnd of the guest hurt her. At this
moment, Tidus rolc as ego-ideal is undermined. However, transitive identification is resumed
when the desire of the Other is reconstituled. When the other charucters finally rescee Yunain
Bevelie, and Tidus takes her to onc side 10 apologise for his inconsideratc comments, her
acceptance of him suggests that their relationship bas in fact decpened, and Tidus is

recuperaled as an ego-ideal.

We also can argue that, if the idcal ¢go may be constituted by a position rather than a
set of contents, then similarly a character onscreen may become a desirable ego-ideal because
of the way the game posilions it and the player. As in many video games, Tidus is a desirable
cgo-ideal simply on the basis that he, in pariicular, is rcquested and needed by the Other,
conslituted by a relay of signifiers ranging from individual characters, such as Auron, Wakka
and Yuna, through to the collective of Spira, or all humanity. That is, the game indirectly
recruits the player as the displaced ego of Tidus to rescue the helpless (the people of Spira),
kill monsters (wandering monsters, the Chocobo Eater, key opponents such as Seymour), and
fece the land {Spira). Indoing so, Tidus is loved and rewarded with gratitude from the Other
(the population of Spira, Yuna, and the other Guardians) and a love-object (weahh, powcr,
Yuna, the extended family of the Guardians), That is, the entire world of Spira is under threat
from Sin, and the fate of Spira depends upon the actions of the player as Tidus' displaced ego,

or, conversely, Tidus as the player's principal aller ego,
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1t is precisely because the entire game world is under threat and ro one else can {or is
avuilable 10} perform the tasK that we can thoroughly accept our role. The Other’s demand for
the hero's perfosmance is itself a last hope, and may be read in two ways. First, we may see
the individual as the last choice: no one clse is available, which may be taken as an affront or
as an apportunity to prove onesclf a hero that has been previously unrecognised. Secongd, we
may sce the hero as the firsz and only choice: no one else is important or special cnough, in
which case the hero will perform and confirm an already-acknowledged heroism. The Jatter
impression may be seen as facilitating identification with the idea) ego in the register of the
real, but within the register of the imaginary the special status of the hero is significant as a
basis for desirability, in that it points to a particular cgo-idcal that is desired by the other.
Lastly, while the hoped-for love from the other is at its most pronounced when the call is
made (cach time a character states how much the hero is needed) the player may see this
desirability reinforced by the simple act of survival and may fec] that even in failure one is
loved, at least temporarily or partially, becavse #o one else got so far. One may remain a hero,

relative to other failvres.

The distinctiveness of identification with ega-ideals, compared with identification
with the ideal ego, i¢ panicularly revealing when we consider the dual coding of characters
across narrative- and game macrostructures, as addressed in Chapter Five. We might restate
this dual coding in terms of, on the ore hand, the representationat coding of chasacters for
obsesvation (primarily in narrative sequences), and, on the other hand, the functional coding
of characters for crgodic purposes (primarily determining a charactec’s effectiveness in
combat). This can lead to two opposing attitudes towards the same character. For example. a
player might find Wakka desirable becausc his physical appearance connoles physical
strength, health and exoticism. However, Wakka's low hit points and uti-masculinc attack of
throwing a blilzball may cue the ployer to reappraise him, or to experience a dual or

ambivalent identification with him as an ideal ego and/or ego-ideal.

This problem is most clear when a player deliberately cquips histher character(s) with
functionally inferior weapons because of an aesthetic prefcrence, or abandons an aesthetic
preference for the sake of functionality. In EEX, a player may choose to give Tidus a different
name and/or may choose one weapon over another. For example, a player may choose Tidus®
Liquid Stee) blade over his Vigilante blade because the former appears more powerful, It is
also conceivable that a player may prefer Tidus™ Deathbringer blade to his Heartbreaker blade

solely on the basis of the connotations of their respective names. Alternately, a player may
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begrudgingly sacrifice Tidus® Liquid Steel blade for the sake of a better weapon, but may
make the point of retaining the item in the inventory such that it retains its indexical
relationship to Tidus. This problem is more pronounced in CRPGs which offer greater

freedom 10 customise characters’ clothing and weapons. In Daggerfall: The Elder Scrolls

(1994), for cxample, a player may attire his/her character in black skin tights, Ieather armour
and daggers because they conform to a particular ego-ideal: romantic connotations af night-
time, thieves, assassins, the underworld and sneaky voyeurism. However, these items have
lower slatistics then other available items, such as banded armour and double-bladed
weapons, in regards to their cffect in the game. Players in video games, then, may approach or
cevaluate their churacters in represeatational andor functional terms, such that a character may
be acsthetically desitable as an ego-ideal (attracting the desire of others) but functionally
undesirable and thercfore less effective as an ideal cge (it does not have the quauntitative

power to perform well in the game), or vice versa.

Ideally, and somelimes in practice, these two codes may (come 10} coincide. Auron, as
a legendary character in the narrative and a powerful character in the game initially offers
players an ideal cgo and ego-ideal, but as the game progresses he increasingly {ives ip to
these ideals: he ends up with over 4000 hit points and inflicts 9999 or more damage with
every hit. Indeed, the character’s visual image and cognitive type may be sccn not just as the
player's cgo-ideal, but also as the ideal of the game character, inasmuch as the character is
developing towards the maximum statislics of its type. In practice. there may be no such
“maximem" since the equipping and devclopment of characters is usually & matier of
balancing different choices: one cannot equip alf the weapons or forms of armour at onee, and
even the most powerful weapons are incapable of all the possible cffects of that character’s
weapons, Tidus' Celestial Weapon, the Caladbolg, when completely “unlocked,” has Break
Damage Limit, Triple Qverdrive, Evade & Counter, and Magic Counter auto-abilities, and
does dnmage relative 10 Tidus® hit points, but it will not confer every bonus nor allow every
magic/status attack. Pluyers may take the functional increase or maximum of damage as a
basis for increased identification with the character as an ideal ego. ns u relatively super-
human figure. Also, players may tevisit areas in the game world to better appeeciate the
cnonnous (relative) power of their characters. For example, the monsters in Besaid may be
killed with a single stroke by characters who have imvelled all the way to Zanarkand,

devcloping their statistics alt the way.
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The disjunction between representational and functional coding may be minimised
when playcrs accept the acsthetic distinctiveness of game and narrative macrosiructures. As
was argued in Chapter Three, onc way that players can regulate interest is by voluntarily
changing frames when their intcrest is exhausted, and FEX has various means of allowing the
player to shift between game and narrative macrostructurcs, Inasmuch as voluntarily frame-
swilching involves a level of meta-gaming, therc may simply be a pragmatic “narcotising™
{Eco, 1973, p. 23) of the semic codes relating to the previous macrostructure. That is, since
the activily of a game macrostructure is usually unaffected by narrative traits and the player is
positioned as the strategic agency, players may take for granted that psychological coherence
does not extend to game macrostructures. While there may always be a sense of lack in the
g2p between ideal ege and cgo-ideal, any frusiration may be attenuated when frame-switching

has been adequately achieved.

The disjunction between representational and functional coding may also be actively
reconciled by a forced nawralisntion of the unity of the ego-ideal through the player’s
preservation of their investment and positive affect. For example, investment in Tidus may
motivate players to narcotise schemata that logically contradict any positive valance towards
him. So, as the narralive macrostiucturc of FEX unfolds, players may overlook Tidus’
emotional insecurity—most obviously his tcndency to cry, which his fmher Jecht pokes fuo
at—as an unnecessary and unwanted addition to the schemata of “exccptional person,” which
reinforces Tidus® desirability as an ego-ideal. Futthermore, while players may see Tidus as
functionalty weak compared to Auron, who at the beginning of the game inflicts about ten
limes as much damage, thcy may perceive that: first, Tidus® exceptional status as blirzball
player makes him more capable of becoming a Guardian (like Avron) than “others™; and,
second, being young, and the functional subject of the narrative, the wholc paint of the game
is 10 enjoy Tidus becoming a Guardian. In short, he remains an cgo-ideal by way of his
potential desirability. This expectation is naturaliscd by hermencutic codes of rite of passage,
bildungsroman, the quest of the unexpected hero (discovering strength inside himself), and
character devclopment. However, such a favourable, ongoing investment is also eminently
praciical, given that the player must interact with and (partially) identify with Tidus for the
duration of the gamc (sce Chapless Eight and Nine).
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Super-Egos: Shared Prohibitions

The thid form of identification with the super-¢go occurs in the register of whal
Lacan calls the Symbolic and involves identificalion with not only thie deatand of the Other,
but an scceplance of prohibition (and lack) as such. This occurs whenever we internalise “not
only [a} prohibition but, more importantly, the point of address, the subject of enunciation of
[that] prohibition™ (Cowie, 1997, p. 96). That is, we inlernalise the voice and perspective of an
authority that prohibits us. The acceptance of a prohibition is predicated upon the recognition
that the prohibition is not imposed just upon ourselves but alse upon the Other: it is not just a
personal but a social prahibition in that we identify “one's own lack, with the lack in the
other” (Cawie, 1997, p. 97). The psychoanalytic mode] has traditionally elaborated upon this
in terms of the Oedipal complex, in which the surrendering of the mother os love-object, and

acceptance of the normality of this, marks one's accession to the Law-of-the-Father.

Theve are. of course, as many problems with the theory of the Oedipal complex as
there arc with the notion of gendered identification. Freud's Oedipal complex reveals a
Vigtorian sensibility by presuming that the individual grows up in a (petit-) bousgeois family;
it naturalises the sexual division of the mother as nurturer and father as proiector/competitor;
il nocmalises the phallus and heterosexualily; it can be staged and resolved without direct
confronlalion with the father (just as the mirror stage need not require an actual mirror); and
the Qedipal complex is now used less as a description of a psychological stage thrn as a

metaphor for patriarchy’s symbolic division of gender.

Nonetheless, the Oedipal complex is so well known as a stereotype that even those
without any salient experience of i1 may employ a hermeneutic macrostructure focused around
parental conflict, the desire for love, and personal identity. In this respect, FEX offers an
“Oedipal hermenentic." Jecht, the bullying father, continually criticises Tidus for his “crying,”
which may be scen as a demand for his mother’s atiention (see Figure 6.3). Jecht also
compeles with Tidus for his mother's love and attention, mast importanily in the sense that,
when Jecht disappears, Tidus' mother becomes even mare remote, Conseguently, Tidus hates
his father, and struggles to surpass him in their shared sport of blitzball. While the bulk of the
narrative follows Tidus' tragic love for a new love-object, Yuna, and the
replacement/cxtended family of the other Guardians, the nasrative concludes with Tidus
confronting and killing his futher and dissipating, This not only reminds the player that both

actually lived (and died) a millennium ago and are merely spirits (Acons), it may suggest that
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Tidus' desire for 8 new love-object was always-already a belated atiempt to acknowledge and

resolve a deeper feeling of rejection.

Figure 6.3. (8) Flashback to Tidus’ with his mother (“If he dies, you'll never be able to tell
him how much you hate him™). (b} Tidus' dream of Jecht at Besaid (“Gonna cry again? Cry,
cey. That’s the only thing you're gocd for!™).

Tidus' Oedipal narrative is parallcled, and given additional significance, by
Seymour's. Since Seymour not only possesses his mother in the form ofthe Acon, Anima, but
olso killed his father, players may read his ceiminal actions in the nareative as stemming from
his refusal of the Ocdipa} prohibition, Given Tidus’ anger at his own father, and his bitterness
at his own mother, Seymour becomes what Tidus could have been if he had not restrained his
anger at his father and developed surrogate attachments to Yuna, the “family” of Guardians,
and Spira. In fact, it is because Tidus accepts Spira as the highest order supcr-ego—a
prohibition of his own desire for the sake of the “State"—that he is aflowed to confront and
murder his father. Jecht, having taken the form of Braska’s Final Acon, has become opposed
1o Spira, lepitimating his murder. Tidus’ patricidc opens the deor 1o defeating Yu Yevon, and
thereby the banishment of zll Aeons, including nat only Sin, but the ghast of Zanarkand,

Auron, and himsclf,

Players need not, of course, read FEX in terms of the Oedipal complex, since they arc
free to emphasise other hemmeneutic codes, but the game makes a lot of sense when
interpreted in such terms. Even if the player adopts a populist or critical cejection of Freud's
pan-sexualily, familiarity with the Ocdipal complex cues an expectation that Tidus will
confront his (feelings about his) father, re-unite with his mother, and find a surrogale love-
object, and that Seymour will pay for his patricide. 1t also provides a basis of surprise as the
Ocdipal drema vafolds in an unexpected manner.
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[n any case, identification with a superego operates in far mote general terms than
Qelipal prohibition. In practice, onc can accept any prohitition out of fear, as a means for
tzking masochistic pleasure in being prohibited, or as a licence to prohibit others sadistically.
The point is that we are more likely to veluntarily accede to the voice of authority if a
respected person who embodies that authority has him/herself suffered and accepted the force
of its prohibition. We might restate this by saying that positive figures of authority tend to act
according to the authority they embody, whereas negative figuses of authority tend to impose
authority on others that they do not accept themselves.

Cowic (1997) illustrates this by recuperating Oedipal connotations, arguing that many
figures of autharity in cinema are represented as “castrated,” as _hysically weak or crippled.
The best example of this in FEX is Auron, who takes on the role of father-figure, dispenser of
wisdom, and guide. Auron has legendary powers and is distinguished from the other
characters as “old,” at least in that (at 35), he is twice as old as other characters, has grey-
streaks in his hair, and is blind in onc eye (a classic psychoanalyric symbol of “castration").
He not only eisks his life 1o go on the quest a second time, it is laler revealed that he is an
Aeon and will share Tidus® fute of dissipation. Morcover, he knew this all along, and so his
voluntary aid is a surrendering of his own frecdom (and pscudo-life) in the service of others,
rcinforcing his authority as the voice of a super-cgo. Of course, when players leam that Auron
fetched Tidus on Jecht’s behalf they may feel that Auron mediates Jecht’s voice and therefore
stands-in for the father's prohibition. However, Jecht himsclf is cursed with the inhuman body
of Sin, and Tidus’ eventually realises that Jecht risked his life on the previous quest to defeat
Sin, and that the journcy made him recognise his love for Tidus. (Auron relates this in
Macalania Woods, though it is also revealed in the Spheres that Jecht used 1o record moments

of his jouney and which characters collectduring the game).

Nonetheless, the operation of the superego in EFX principally may be seen in terms of
the moral prohibition against surrendering to one's own desires in the face of doing one's
public duty. We can see this in the figure of Belgemine, the Summoner who offers to help
Yuna. Like Auron, players are likely to respect Belgemine for having been on the quest
before, especially given her statement that someone who canaot defeat her “is not ready” to
defeat Sin. Shc and all her Acons must be defeated on three (or more) occasions before she
gives up her Moon Sigil, required for Yuna 1o acquire her Celestial Weapon: Nirvana, It is
only when this has occurred that she ofters her full approval and sanction, and this may affect

all three modes of identification. At the level of the ideal ego, playcrs arc offercd the
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narcissism of defeating a master and occupying her position. At the level of the ego-ideal,
players may desire to please or impress her as deserving of the status of saviour of Spira, such
that she confirms the player’s desirability. At the level of the super-cgo, players may sce
themsclves as similarly risking (sacrificing) their own (virtualy lives for the common gaod of
Spira. This may resonate with Yuna's sclflessness in having already chosen to confront Sin,
despite knowing that it will lead to her death.

The authority of public duty, as opposed to the Law-of-the-Father, is more explicit
when Seymour asks Yuna to marry him for the sake of Spira’s political stability and morale.
At this point, Scymour and Yuna function as the authorised figures of the prohibitive force of
public duty (others’ needs before one's own), but this conflicts with Tidus’ (and Jater Yuna's)
private inner voice of romantic love (do what your heart tclls you), When Seymour is revealed
as a false image of authority (having, in true Cedipal style, mucdered his own father), his
image is separated from the voice of duty, However, the hope that the authority of romantic
love may win out is undermined by the recognilion that Tidus is an Acon, fated to disappear
when Sin is destroyed. Here the discourse of the real encodes the authority of the prohibition:
since it is not {meta-) physically possible for Tidus and Yuna to stay together, the prohibition
of one’s desires in service af the state sccms to be a part of Lhe tragic reality of the story, or

the eagic nature of lifc.

Conclusion

This chapter has provided suppart for Bordwell's (1986, pp. 30-31) argument that
psychoanalysis may complement cognitive accounts. In vidco games with extended narrative
macrostructures like FEX, many familiar psychoanalytic processcs may be analysed, and
psychoanalytic madels of identification suggest some interesting dynamics between players
and characters in video games in general. Chapter Seven will extend the discussion of the
super-cgo by analysing how taboos function as a basis for anxiety and [ear in EEX and how
the representations of a character’s sclf-imposed vestmint may funclion as a basis for sadness.
Chaptey Eight will consider thc appropriateness of psychoanaiytic models in accounting for
players' acsihetic responses to the play situation. Here it suffices to meke the broader
asscrtion that the multiplicity of identifications evident in the psychoanalytic model
undermines simplisiic assumptions that identification in video games in general is more or
less effective or complex than that of other media. The modes of identification discassed

above regulate players’ varying levels of investment in characters.
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However, the psychoanalytic tradition is not a viable basis for an account of
ganeplay. As was noted at the beginning of this chapter, viewing is a nongendered pracess
that hus the broad, non-sexual function of acquiring information that vicwers use to make
conscious inferences about what they are watching. In addition, 1he cognitive identification of
characters, addresscd in the last chapter, often occurs prior to identification with them; and
that a character has identified with a character as an ideal cgo, ego-ideal, or super-ego only
explains part of a player's relationship to that characier. It may sometimes be useful to
smphasise these types of identificalion, and/or to scc some siluations as activating, or
resonating with, a character’s unconscious feurs. However, the nomnal range of emotional
responses in Frijda's {1986) model owes 1o iomeostatic responses to situations that cannol be
reduced to psychoanalytic texms. Just as not every long, hard object is phallic, not all fear is
fear of casiration. Generally, fear is on action tendency to aveid the threat of harm, The
psychoanalytic model’s emphasis on repressed trauma and/or desire in a broad sense thereforc
is inscasitive to the rich affective life of individuals in everyday life and to the emotional
dynamics of gameplay. The next chapier pays closer attention to the dynamics of players’
emotional responses, arguing that players’ cmotions result, not fiom identity between the
player and a character, or the desire for such an identity; cather, players’ emotional responses

are premised upon their distance and difference from characters.
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Chapter Seven — Character Empathy

“Empathy™ is alten undezstoed as the projection of oneself inta another’s emotional
and conceptual perspective. The modem lerm can be traced to Johann Goufried Hesdler's
German tenn “Eiafublen,” which was later developed by R. H. lLotze, and soughly 1ranslates
as “lo feel into” or “to feel within.” It is supposed that Herder’s concept cntered Anglo-
Amcrican psychotogy in the work of Dilthcy and Lipps. and E. B. Titchener (Mcascs, 1992),
but ather thcorists like Kohut (1971, 1977) claborated upon the coneept. which now occupics
an important theoretical and practical role in the clinical process. Two aspects of the present
undcrstanding of empathy ere of pasticular pertinence. First, empathy is not a simple o single
process. but an aggregate one with separable affective and cognitive dimensions (Berger,
1982; Davis, 1980: Richendoller & Weavver, 1994; Stiff, Dillard, Somcra, Kim, & Sleight,
1988). Sccond, we arc capable of empalhising with people with whom we ate have little or no
sensc of identily; indced, even when identification exists, the motives and emotional stale of
an empalhiser are often different from that of the person being empathised with (Bascly, 1983;
Kohut, 1977).

This undersianding is reflccted in Grodal's {1997) and Tan's (1997} analyscs of
viewer's cmpathy towards characters in feature films, which thischapler uses as a basis for
addressing empatk.:étic emotions dirccted towards characlers in EEX, It begins by addressing
cmpathy's affcclive dimensions in tenns of unleamed stimulus and nonverbal expressions. It
then addresses empathy's cognitive dimensions in tesms of sitational contexts, emphasising
the disparit, between the emotions of playcrs and characters, It argies that while FEX may
clicit a 1ange of emotions. such as happiness. anger and fear, the game may be characterised
by a mood of sadness linked to a dominont hennencutic code of tragedy. The chapter
concludes by considering how emputhy is seinlorced by players’ investment in, and moral
allegiance with, characters, but may be blocked by impressions of inhumanity and personal

distress.
AfTective Dimensions of Empathy

The uffeclive dimension of cmpathy is usually scen in negative tenns, in the sensc that
we feel “sensitivity to the misfortunc of others and feelings of compassion for their plight at
sceing their pain, ill-ireatment, loneliness. crying and helplessness” (Tamberini, 1996, p. 111).

This scnsilivity to affects of fear and distress has been reierred Lo as “sympathy” (Bennet,
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1979) or “sympathetic arousal” (Hoffmun, 1977). For Grodal (1997), “empathy has a genetic
basis caused by the clear survival-value of social bonding resulting from emotional ties™ (p.
94), in that it motivates the defense of another and the subsequent formation, preservation,
and consolidation of sociality (Izard, 1991, p. 395).

However, stimuli refated 10 mating- or rearing-behaviour, which similarly serve a
social purpose, may produce positive arousal that motivates or reinforces action tendencies of
secking intimacy, carc and protection. In acknowledging both negative and positive
sympathctic arousal, it is useful to tusm to what Frijda (1986) calls “unlcamed emotional
stimuli” (p. 162), which Tan (1997) discusses in terms of “innate relcasers™ (p. 160). These
are unlearmed types that have an adaptive or survival valuc for the species by causing the
automatic attribution of intcntions to another, and an action tendency towards them.
Movement. attractiveness, and vulnerability are three dominant groups of innate releasers

cued by visual representations of fictional characters, including those in FEX,

Movement

Grodal (1998, p. 87) points to rescarch (Perret, Haries, Mistlin & Chitty, 1990} which
suggests that there is a neurological sensitivity to the perception of living beings, cued
principally in terms of their moving forwards, or moving their arms away from, their body {as
opposcd to moving backwards and moving their azms towards the body, wiich cues a less
marked cognitive and affective response). Consequently, if a fictional character in a film or
video game begins moving, play:rs automatically perecive this movement as more important
than other movement in oue’s immediate ficld of vision. in that the movement may be
intentionut, and the player (or character) may be the (threatened) object of this intention, The
animation of most figures in FEX, especially in cut-sceaes, may be seen as especially
fascinating because of the smoosh precision of the movement, derived (rom vectors on aclors
in body suits. The reality-status of this movement conflicts with the lower reality-staws of

crude graphical textures and cartoon-hike [aces, which muy give it additional saficnce.

Innate seleasers of movement may be seen as baving the gencral function of
reinfoscing the readerly practice whereby the activity of a narrative is seen us a consequence
of the uctions of individual charucters (Bordwell, 1986; Tan, 1997), However, they upply it a
more obvious way to kinacsthetic game macrostructures, especially first person shooters

(FPSs) of the Doom (1994) mould, in which reflexive attention to movement is part of the
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aesthelic. In FPSs, play is polarised areund rapid-fire evaluation of the sudden movement of
fictional characters {or monsters) according to basic affordances of fight/flight, the prior state
of arousal being especially detcrmined by the player’s current level of health and amount of
ammunition, [ndeed, a state of high arousal cued by the game (and this arousal in many cascs
being central to the game's aesthetic) usually means that any movement (be it non-human or
non-living in origin) will be perccived as the molivated (threatening) moyvement of an
opponent. In games based on horror movies, such as Alicns vs Predator (1999), any sudden
movement (such as the sudden hissing of gus cscaping a broken pipe) may be sufficient
slimulus for players to automatically presume it to be the intentional movement of a goal-
direcled being and move or fire, revealing their character's position and wasting ammunition.
The same holds for games with tactical or hoslage-rescue scenarios, such as Countersirike
(2000}, tn 1hat players must inhibit this inate response to the sudden appearance of a living

being so that they do not acl counter to their goa! of protecting civilians,

Since the combat game macrostruclures in FEX operate on a turt-based system, in
which the player czn enter non-diegetic time while sclecting a menu oplion, player responses
arc rarcly time-pressurcd in this way, Nonelhcless, the Chocobo Eater encountered on the
Mi'ihen Bighroad, is notable not just because of its oversized mouth but its enormous anns,
wide-open and held apart from the body in a pose of threat. This Ihreat is made manifest
during its Charge attack. which push Ihe player’s characters back until, after three successive
charges. they arc pushed off a cliff. However, since the player can only control histher
characters when their tumn arrives, and the Chocobo Eater’s charge is only an occasional
attack, the innate releaser functions less to cue an immediale response thun as a background of
arousal; during the delays between the charge attacks. and when the player chooses an option,

the potential danger is manifested as suspense in the game macrostruclure.

The animation of the slowly grasping hunds of Iron Giants and the jerky movements
of Ochu tentacles similarly cue an affective alerness: a sense of dangcrous proximity,
intention andfer capability. However, the perceived danger in these coses has a less
pronounced rclutionship to the danger actually posed to characters during battle, since these
monslters are less powerful and/or charucters develop their powers until these monsters pose
{aimost) no threat. When characters come te kill such monsters casily and routinely, such that
they became a reliable sousce of experience and items, this unimation may function like the
non-threatening tentucles ol a sea-onemone, cuing u kiad of hypnotic interest in ceaseless

moverment without (apparent) purpose or danger. Thal is, on the one hand, there is a recurring
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and highly-valanced innate releaser of eeaseless movement, cuing intcrest and anxiety about
intention. On the other hand, players have a cognitive cvaluation that the movement is
automatic or non-intentional and that they are safe. This tension® between cognitive and
cmotional evaluations may incite a self-amplifying cycle that may cue excessive excitement; &
kind of suspense without structure or closurc in which playcrs feel a creepy awareness of

danger until the movement is withdrawn.

The perception of movement is significantly aftected by the size of the moving being,
both because the mass of the movement itself is a more prominent stimulus and because the
correlation of size and intcntion poscs greater potential danger. Relatively large beings, then,
arc likely 1o cue avoidance or hesitation. The initial appearance of sucl. £n2rmot : opponcnts
as Geosgeano, the Chocobo Ealer. Sinspawn Gui, the Omega Weapen, Sin and Braska's Final
Acon requires a moment's pause and cagnilive evaluation to overcome the initial uncertainty
and anxiety about the threat poscd. Indeed, given that many of the larger opponents central to
the narrative macrosiructure are inescapable, one is preciscly foreed to act against the action

tendency to flee,

It might be presumed, then, that small subjects st~ _,, cue less arousal. However, in
the context of a game-macrostructure, the secondary appraisal of small monsters, like Bite
Bugs, Funguar and Killer Beces, involves a cognilive evaluation of a fow reward for the
cxpensc of time and effost: an unproductive interruption of cither the narrative macrostructure
or rewarding game encounters. This sudden (cognilive) anticipation of wasted energy may
clicit anger, and likely will be'aggravated by the helplessness of the player to over-ride the
minimal time required to deal with it. This recognition may bccome so routine that thie player
is primed for small size as a cue for an anticipaled, and anticipatory, negative arousal, the

degrec of which is relative ta the interest invested in the macrostructure that is interrupied.

[nnate releasers of movement may also operate in another way, in that cmpathy may
be traced back to genetic cues for co-ordinated group fightflight activity, or "motor cmpathy”
(Miclolte, 194871991), i which one imitates the movements of ancther. This can be seen in
animals, in which aggression, setrcat, or a change of direction in a group cues other
individuals in that group to respond similarly, [t is also obvious in a minimal sense in video
games when there are parallel movements between characters and players. A< Poole (2002)
observes, part of the pleasure of interaction comes “through a joyously exaggerated sense of

control. or amplilication of input” (p. 148) focused around movemecnt, as when one
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accelerates or turns a corner in a vinwal car. However, while the Chocobo races in FEX offes
something of this amplification, the characters of the game offer no dynamic and responsive
amplilication of player movement. Dircct control is limiled to a single-specd navigalion of
Tidus across a 3D landscape, or menu-options, such as when one pauses to consider and select

an attack type, and Tidus subsequently Jeaps into a sword attack,
Attractivenessfunatiractiveness

Physical attractiveness is @ dominant innate releaser which gives tise {0 an action
tendency to seck andlor maintain proximity/intimacy. To a large cxtent, beauty is equacted
with average or similar facial ond body forms within a population (Langlois & Roggman,
1990; Light, Hollander & Kayra-Stuart, 1981) and ils appearance may involve the release of
opioids which promotc a positive state and motivate mating behaviour. Qf course, since what
onc finds altractive is also determined by the imprinting of primary caregivers (Schore, 1994),
and innate relcasers for beauty are often stimuli learned from personal cxperience and cultural
types (Corcllo, Grosotsky, Shaw, Piltenger & Mark, 1989), referring to them zus “innute” does
not mean that they arc genetic, merely acchaic andfor habiwated.

In many anime-style television shows and movies, Japanese people are represented as
widc-eyed and whitc-skinncd, such that some Europeans mistake them as Europcan (Herz,
1997). It is here significant that FIX is the first Final Fantasy title with such resolution and
rcalism thal Tidus' and the other characters® epicanthic folds are signs of racial differcnce for
European players. However, these racial markers are only evident in the highest-quality FMV
sequences, and since the realism of the clean-skinned physical beauty and health of the
characters s coupled with (epicanthic folds not withstanding) widc-cyed, youthful
vulnerability, it can generally be expect a minimally positive primary appraisal, and action
tendencies of protectiveness and secking intimacy, in players of both European and Oriental

racc/ethnicity.

Innate releasers of physical alractiveness include genctic sensitivity to secondary
sexual characteristics. Many video games deliberately over-emphasise these characteristics 1o
the point of physical impossibility: Lara Croft's thin, pinch-waisted and top-heavy deformity
is the classic example of the hyper-female: muscle-bound mesomorphs like Rastan, Hercules,
and Duke Nukem are representalive of the hyper-male. In EEX, the emphasis does not reach
the point of unrealistic deformity, but Yuna and Lulu have pronounced breasts and hips, and
Tidus, Wakka and Kimahri have braad shoulders, deep chests (cspecially Kimahri) and high-
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muscle tonte. These characteristics are oflen emphasised by optical perspzctive, in the sense of
breast, chest and hip shots, and clothes which ecither reveal more than everyday clothing
(Lulu's cleavage and dress and Yuna's upper arms) or hide it in such a way that imitates the
smoothness of skin (Yuna’s near-skin-whitc tunic and Rikku’s tight leather top}. For

Qccidental players, the main characters' innate releasers of physical attractiveness and sexual

characteristics are likely to excced racial traits.

Figure 7.). {a) Yuna's epicanthic folds are clearly visible within the high-resolution cut-
scenes. (b} Lula’s customarily exposed cleavage.

If cpicanthic folds give pause to somec Occidental players in their evaluation of a
character’s likeness and desirability, this is because abdmormal, wnatiractive forms often
produce negative arousal, and in extreme cases lead 1o action tendencies of mvoidance,

sometimes reinfarced by aflects of disgust (see Carrol, 1990). As Tan {1997) notes:

Antagonists . . . [are often] characterized by means of innatc releasers of

aversion and fear, These include such things as a sligit deformity, a rasping

voice, a perpetual expression of anger, or—less commonly perhaps-—a remole

physical resemblance to animals hat generally call up a reaction of fear, such

as rats, snakes, and scorpions. (p. 162)
In other words, innate relcasers of extreme (sudden or massive) movement and
unatiractiveness inhcrent in the enonnous, insectile, deformed and other qualities of most
monsters cuc action tendencies of fight/flight or avoidance which oppose empathy and
sympathy. Notably, players may have some rescrve towards Seymour because of the blue
veins on his face, and his indeterminate character truiting. This cues unceriainty as to whether

he expresscs casial, youthful irreverence combined with duly, or devious, arrogant design.

When strong enough, these cues may give zise to a reflexive and energetic atiempt to

remove the offending object. However, while many of the mossters in FFX arc abnormal,
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they arc also unrcalistic, drawing from stereotypical types in European and Jfspancse
mythology, fantasy, scicnce fiction and horror. Consequently, the insectile qualilies of a
Varuna, the gastiopod form of a Marlbaro, the deformity of an Ochu, or the hybridily of a
Chimera Brain, primarily cue an intcrest in moastrosity as a marvellous spectacle.
Nonetheless, a genuinely abnormal form with sufficient reality-status may coincide with a
prior state of high arousal and sense of threat. This might include the appearance of Anima
(see Figure 7.2a), the oddly deformed Sin (see Figure 7.2b), or Yunalesca’s hideous, giant
head, with its lolling red tonguc and Hellbite attacks. No doubt innate releasers which do not
have a corresponding effecl in the game macrostructurc may be suppressed as irrclevant, but
these relcasers may produce or reinforce a plobal, generaliscd (virtual) fight/flight response
("I don't want to fight this thing! Flee!”), or even a minimal pause (scnsorimotor paralysis) if
1he player is unable to find immediate cognitive closure in its attcmpt to accommodale the
form (“What is this thing?"'). However, this last instance may be no more significant than the

pause of reflcction when we wonder if Disney’s Gooly is a hossc or a dog.

Figure 7.2. (a) Anima and (b) Sin.

Vulnerability

Vulnerability, perceived in terms of megalocephaly, overlarge/widened eyes and
sensor;motor ¢lumsiness, is another dominant innate releaser, and cues action tendencies of
sympathy and protection which may be seen in cvolutionaty tecms es linked to parental and
mating behaviour (Alley, 1983, 1986: Brooks & Hochberg, 1960). Many videa gamc
characters are “‘cute” as a conscquence of their overlarge cycs and heads, small, child-like
bodies (sece Poolc, 2000, pp, 139-142; 151-152), and movement cheracterised by a sceming
clumsy, scnsorimotor retardation. Poole (2000, p. 140) notes that the small bodics and big
heads in earlier games was a consequence of the technological limit on the available number

of pixcls onscreen, in that by reducing the size of the body, programmer's maximised screen
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space. Yet megalocephaly persists despite technological advances. In many respects, the Final
Fantasy series has always conformed to the cuts Japsnese anime style, as is most evident in
the cartoon cxaggeration of the female form in Snilor Moon (2000) and of the male form in
Dmgonball Z (2001). In EEX, these innate releasers are cvident in the cartoon potinaits of the
characters in the character screens, in Lulu’s “Moggic”—which is, afier all, o toy bear—as
well as the youthfulness and wide-eyed noiveté of Tidus, Yuna, Rikku, and the villagers of
Spira (sce Figure 7.3a). The coding of such characters as cute or vulnerable means that they
may function as “safe” transitional objects (Winnicott, 1971), that is, a familiar, non-
threatening point of identification for children. Indeed, since, as Poole {2002) suggests, “large
heads and limitless curiosity remind us of children” (p. 150), in merkcting terins they may
provide &n ideg of what is safe and suitable for children for parents as consumers. Given the
popular anxiety about the influence of video games, it may be presumed that parents who
know nothing of a game’s content are more likely to purchase a cartoon-style game over a

realistic onc.

Figure 7.3, Innate releasers of vulncrability: (a) Rikku as startled child and {b) Yuna’s
entreaty os she falls from the tower at Bevelle,

Innate releasers of infantile or child-like vulnerability—Ilarge eyes, clear skin,
innotence, and nalveté—are often seen as feminine. That is, if we bypess the issue of the
geactic origins of the correlation between them, feminine features are coded in terms of these
innote releasers. Furthermore, in video games, irrespective of their physical represeatation (as
children, princesscs, andfar virgins), female characters are often represented as victims in
situations which require the performance of actions of sympathy/protection associated with
vulnerability, imespective of whether this is cxpericnced as an (emeotionally motivated) action
tendency. This was more pronounced in early, rudimentary video games in which the princess
or maiden was kidnapped and needed to be rescued, such as Donkey Kong (1981). However,
it persists in games like EEX, in which Yuna (despite being Lhe “savious™ of Spira) requires an
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cntire complement of Guardians, some {Auron and Kimahri) dutifully parental, others (Wakka
and Luluv) like protective clder siblings, and still others {Tidus and Seymour) potential mates.
Despitc this protection, she is kidnapped, and must be rescucd (see Figure 7.3b). Of course,
Yuna's role as saviour is related to her holy purity—her sacred quest requires that she remain
holy—and this boliness is coded in terms of child-like or feminine innocerce and asexuality.
She becomes more like the figure of Tripiluka in Monkey (1978): her sexual innocence
becomes the virtue that must be protecled, whereby one’s own desire is an internal wasing of
a potenlial exiernal threat, and its repression a sign of one's purity relative to those who
threaten her.

Traits of vulncrability are also evident in Tidus, whosc pretiiness. high-pitched voicc,
slight physique (compared with the other males), and tendency to cry, trait him as both child-
like and femininc. Tidus® bravado—evident in his desire to become a Guardian and such
plucky but nervous comments as: "'Sec you next time!” when he retreats from bale—may be
scen as either/both a manifestation of his childish high-spirits and naiveté, and/or as the bluff
of a tliger cub baing its claws. The player, then, may bc cued 1o take on a protective
relationship to Tidus, cven if this selationship will be undermined as his character develops

and he functions mare cffectively in combat.

Facial and other non-verbal expressions

Facial expressions may be seen at a basic level as more specific fosms of innate-
relcasers, in that humans not only posscss a universal sct of faciul cxpressions—Frijda (1986)
includes happincss, surprisc, fear, sadness, anger, disgust/contempt, and atiention—the face is
the primary site in which affect is experienced and communicaled {Darwin, 1900/1965;
Ekman, 1973; Ekman, Friesan & Ellsworth, 1972; Ekman & Rosenberg, 1997; Fridja, 1986;
Tomkins, 1976). Facial expressions ure a primary way in which visual texts make the
emotional slates of characters accessible, and may be scen as a significant basis for
“emolional contagion™ (Stiff, Dillard, Somera, Kim & Sleight, 1988), which refers to the
process whereby individuals involuntarily imitate or adopt the emotions of someone being

observed.
Digitul technologics are, of course, opening up channcls of access to interior stales

found in othes lorms of communication, and PS2's so-culled “cmotion engine” allows fer

quite clear facial expressions during narrative scquences (sce Figure 7.4a). However,
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historically speaking, video games have been too limited to provide detailed fecial
expressions readily mapped onto basic affective states. In FEX, the facial cxpressions we
oflen as poorly timed as the lip-syach in a badly dubbed Martial Arts film, and in the low-
resolution cut-scenes and n-game cut-scenes and scquences, expressions are static and
pixelated. Even in the high-resolution cut-scencs there is a blankness which underlics the
facial expressions, given the limited ability to perceive minimal eye and muscle movemenls.

It might be presumed, then, that video game characters are incapable of activating some

affective dimensions of empathctic behaviour through the display of character emotion.

Figure 74. (e} Tidus’ enguish when confronting his father near the end of the game. (b)
Yuna's blank expression in the game engine ('] will defeat Sin . ..J must defeat Sin").

Scveral arguments can be made against this presumption. Whilc players may
sometimes read the blank, jerky, or rigid cxpressions of characters as non-diegetic signs of
FFX's limited graphicul engine, such expressions can be inteipreted in diegetic terms. Players
might perceive blankaicss as disinterest, which may be true enough ir the case of Auron, who,
having previously complcted the quest to defeat Sin with Braske, may be relatively boved (he
usually limits himself to occasional grunts of effost when fighting unexpectedly powerful
monsters). Players might also interpret blankness as unhappiness or depression. This would
seem to describc Yuna, who Tidus occasionally watches stare inscrutably into space,
eventually renlising that she cxpects to dic and is saying goodbye to each place. Consequently,
her blankness may also be read as sadness and depression. [n other instances, however, her
blankness may sometimes be read oy a form of quiet determination (sce Figure 7.4b). Jndeed,
players may generally rcad jerky or rigid expressiveness as a sign of anxicty or repressed
cmotion. For example, players might see Tidus’ blankness in relation to his high-pitched
voicc and infer nervous tension (as when he offers a scratchy “Hi!™ upon reuniting with his
father). However, sometimes the jerky animation of al] expressions from astate of underlying

blankness has a creepy quality, as if a ghost were using its fingers to move a dead person’s

170



face into a smile or frown, creating an impressian of inhumanity or pathological instability.
This kind of impression is likely to be appropriate in the case of Seymour, who progressively

reveals his deranged nature.

1t also is obvious thut video games have developed conventions for expressing
cmotional states in the absence of factal expressions. Within  computer-mediated
communication, it has been argued that “emoticons” such a :) and :( within the ASCI
characler set compensate for absent chamnels and allow for the formation of genuine
emotional relationships and community (Baym, 1995; Beaubicn, 1996; Danet, 1998; Kolko,
1998; McRue, 1997; Reid, 1994; Stone, 1995). The same can be said of the symbolic signs
derived from cartoons, for cxample. the use of a light bulb lo express an idea, an exclamation
mark to express surprise, and wavy lincs to represent anger {McCloud, 1990). In FEX, this
kind of convention exists through the use of an exclamation mark to signal when something

has been stolen from a character within the Battle Screen.

Such cxpressivencss is more clearly compensated for by emphasised and/or stylised
nonverbal gestures. In FF2, gestures are clearly over-emphasised: when Cloud is depressed,
frustrated or ashamed his entire upper body flops forward and his anns hang [rec; when Barrct
is embarrassed he drags and kicks his feet, when Cait Sith is happy he jumps up and down
with flapping feet; and when Tifa is embarrassed at having been scen with Cioud, she runs
into a comer and covers her face wilh her hands, When signs and nonverbal over-emphasis
become familiar enough, they may activale networks of assoeiaticn associated with affect,
much like un-mediated expressions, and may therefore be sufficient to produce emotional
contagion. OF course, when scen out of context, the above kinds of expressions arc readily
perceived as not only excessive, but absurd or comical. This is exploited in EF9, when the
cxaggerated gestures of Captain Albeit Steiner complement his bumbling antics, nunning back
and fonth through Lindblum castle, puncluated by his clanking armour, creating the caricature

of a frustrated egotist.

In any case, compared with earlier games in which the face is a fixed sprite or has no
movement, FEX presents more realislic expressions, and its rclatively pronounced graphical
expressiveness defines a change in the experience of empathy. As Bela Belasz (1952/1999)
has argued in relation to film, the tiniest facial movement veveal inlernal drama, and the
microcosmic details of facial movement scen in close-up provides for an emotional intensity

that is not dependant upon the rest of the body or any context. An entire emotionual exchange
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can be conveyed simply by cutting between different faces, devoid of bedy gesture or an

informing narrative frame. FEX’s capucity lo create extremely minor facial movements
provides for explicit revelations of inner life, a real-time, suspensive fascination with how the

charucter’s emotional state wilt be expressec! and resolved.

However, facial expressions are casily (and routinely) misperceived without
knowledge of the context (Ekman, 1977). Consequently, expression must be linked to the
cognitive evaluation of the context in which it occurs. Indeed, the face does not usually
simply communicate basic affects, nor is it nccessarily an object of fascination in itsclf. A face
may function as a marker or index, pointing to an object, or, like focalisation, may simply
define relationships within a dramatic situation, in the sense of pamtaking of a network of
signification or causation (see Deleuze, 1986, 1988). In considering the actual emotional
response of the viewer, then, it s nol possible to rely upan the innate releasers, and facial or
other nonverbal expressions, which constitute primary appraisal. Since trte emotions in
Frijda’s (198G} model require sccondary appraisal, it is necessavy to address the cognitive

dimensions of empathy-
Cognitive Dimensions of Empathy

Empalhelic emotions, as opposed to “sympathetic arousal,” require secondary
appraisal, or cognitive cvaluation, of another’s mental, physical and emorional state (Coke,
Batson & McDavis, 1978; Feshback, 1975; Grodat, 1998';'.Sliff. Dillard, Somcra, Kim &
Slcight, 1988: Tan, 1997). However, it is useful to distizguish between empathy and
crpathetic cmotions. Tan (1997) defines “empathy™ as “all the cogritive operations on the
past of the viewer that lead to a more complele undesstanding of the situational meaning for
the characier [italics added]” (p. 172). This includes processes of cognitive identification and
may be linked to accoumts of the ability to “imaginatively” inhabit the minds or perspectives
of others, otherwisc known as “perspective taking” (Cﬁkc, Batson, McDavis, 1978; Davis,
1980, 1983; Dewtsch & Madle, 1975; Dymond, 1949; Feshbach, 1975; Krebs, 1975; Mead,
1934/1972).

By contrast, “empathetic emotions™ are “characicrized by the fact that the situational
meaning structurc of the situation for the character is part of the meaning for the viewer
[italics added]"” (Tan, 1997, p. 174), That is, both character and vicwer share, and have an

emotional response to, some of the same concems (though, again. the character’s and viewer's
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understanding of, and emotional response to, these inay differ). This may be linked to
“fictional involvement,” in which on¢ emotionally projects oncself into the feelings and

actions of others (Stotland, Mathews, Cherman, Hansson, & Richardson, 1978).

There is a general reason why the cognitive and emotiona! aspecls of empathy may act

in concert with onc another. As Grodal (1997) argues:

The mental apparatus is primavily developed as a tool for implementing the
preferences of the subject. The senses safeguard us against danger and register
possible objectives, such as food or mating, which are then transforined into
plansand goals and cartied cut by the motor system. There will therefore be a
very sirong relationship between motivation and cognitive activitics. If a given
preference finds its way into the consciousness, the consciousncss witl
immediately begin to seck scripts for implementing that prefercnce.
Conversely, cognritive scripts will activate the corresponding emotions and
preferences if these are previously known by the subject. (p. 93)
According to this model, the most minimal or general cognitive identification of a character as
a prolagonist with a gonl may be suflficient to define preferences that a viewer may take up.
This creates a figurc-ground relation in the sensc that the world and ils objects only become
significant in tenns of their significarce for the fictional being. However, the migration of a
character's preference into the player's own preference-seeking system “will very often be the
conscquence of a pralonged cognitive identification” (p. 93), because of the close relationship
between cognition, emotion and motivation. In FEX, characters offer persistent points of
identification for the nincty or more hours of play, and have complex and developing
backstories. This, and the corresponding cffort of typing of characters discussed in Chapter
Four, constitutes not only the cognitive componcnt of empathy, but also an investment which

provides the hasis for a tonic attitude of interest in, and sympathy for, characters.

However, the distinction bctween empathy and empathetic emotions remains
important becavse the cagnitive wark of empathy may sometimes be devoid of the feeling
which laypersons might associate with the word. As Kohut (1977) and Basch (1983) have
argued, whilc thete is a clcar survival or adaptive valuc in being ahle to evaluate another's
intentions and emotional statc (or “‘perspective”) as a basis for determining our interaction

with them, the cognitive compenent of empathy is value-free. Basch (1983) observes:

Much of the lime we are empathically attunied to the affective states of others
primarily to lultill our own needs and to spare oursclves pain . . . some of the
world's greatest scoundrels have been exquisitely and unewingly attuncd to
grasping the significance of the unconscious and unspoken affective
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communications of others and have used that knowledge to achieve base aims.

(pp. 119-120)
In short, we may empathise with onother without sympathising with ther; or, rather, we may
have cognitive empathy (understanding) of another’s menlal/physical state while remaining
sympathetic to our own needs. In fact, the understanding of another, and a manipulative

attitude, may give rise to negative empathetic cmotions of superiority and contempt.

Even when we are sympathetic to the plight of the other, and understand the key
determinants which gavern a character's internal statc and bchaviour, empathy is premised
upon fimited identification of another character’s internal state. Most of the empathetic
emotions experienced in fiction depend upon the difference in situation between the person
empathising and the person with whom they arc empathising. As is evident from Tan’s (1997)
and Grodnl’s (1997} accounts, the viewer takes an observational attitude such that instcad of
feeling the same cmotion as a character, such as fear, we may fecl a witness emotion, such as
suspense. In video games, we may also feel witness cmotions, but the player’s cmotional

response will also be affected by their position as player.

Since the player’s position as a player is addressed in Chapter Eight, the foliowing
focuscs on witness emotions in FEX, However, cven witness emotions may be experienced
from the perspective of the self (“imaginc-scif” empathy) or from the perspective of another
(“imaginc-other” empathy) (Davis, Hull, Young & Warren, 1987; Hoffman, 1982; Stotland,
Mathews, Sherman, Hansson & Richardson, 1978). McCloud (1993) argues that a simple
visual representation pinwides more space to project one’s sclf. That is, enlike a realistic face,
a blank face does not present us with differences which mark an Other and so provides fewer
blocks for projection. By way of parallel it can be argucd that the more generic a situation the
greater the opportunity there is for the individual to draw upon his/her own experiences and
traits in defining the significance of tha: situation, and in hypothesising possible afferdances
and outcomes. As Tan (1997) argues, the mere mention of a characler type, such as “racist
dictator,” may clicit an emotional response; the same may be suid of typed situation, such as
Tan’s “thematic structwes.” As is evident in Carrol’s (1990) account of the emotions
expericnced by film viewers, one may feel anger at the very idea of scmething, for cxample, a
“sclfish person about to realise the conscquences of selfishness,” or of a “villain getting away
with villainy.” That is, the more general a situation the more we may simulate it from our own
perspective, recruiting concretc content from our own experience, promoting imagine-self

empathy.
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Of course. situatioas may be described with concrete detail, such as “a child pudting
up poster of lost dog {who is dead),” or “u wifc about 1o discover her husband has left her (on
her birthday}.” ‘[hese situations may, by virtuc of their specificity, #dd salience to the type,
increasing its reality status, and thereby its poignancy. Indeed, the morc particular the
situational type. and the more particular the traiting of churacters in the type, the more one is
inclined 1o evaluate the situation on behalf of ane of the characters, and the greater the
likelihood of imagine-other empathy. That is. the increasing particularity of & situation may
complement psychological verisimilitude and facilitate increased interest in both what

happens to ¢haracters and in how characters evaluate and expericnce what happens 1o them,

Tan (1997), it should de noted, makes the competing argument that the complex,
individuated appraizal of a characicr encourages an imagine-self attitude. For him, this is
because the scl? “displays a siniilarly complex and flexible organisation” (p. 187) und in such
cases “lhere are so few schemas available that support the cluboration and organization of the
information provided by the film™ (p. 188). That is, the camplexity of the characier suggests
that the actions in the narrative world will be as complex as those in real life, and will not
conform to uny simplc narvative schemata; consequently, the viewer is encouriged or required
use hisfher own inferential capacity on behalf of the character to emertain future possibilities.
In the absence of cmpirical confinnation of Tan’s (1997) account it suffices lo suggest that a
concrete situation may have salience eitker because we identify with the particularity of the
situation from the perspective of a chacacter (imagine-other empathy), or becausc the
complexity of the situation resonales with the complexity of oter reality, and thereby cues our

(simulated) responsivencss to the siwation (imaginc-self cmpathy),

Lmpcthetic imetions and Situational Contexts

Just as interest is the basic emotion that opcrates during film viewing and vidco
gumeplay, Tan (1997) argues that “sympathy” may be the basic emputhetic emolion,
polarising viewer interest in favour of a protagonist overcoming a complication. Sympathy is
characterised by a sense of equality and reciprocity, and its action lendency “may be an
inclimation to seck proximity and intimacy, a sharing of thoughts and feelings, and a scnsc of
cherishing and being cherished™ (p. 178). This usually involves a character being weaker than
an opponent hut relatively equat 10 a player, and its action tendency is seeking iﬁ(imucy.

giving and recciving, and sharing,
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Tan (1997) places sympathy between “admiration™ and “compassien.” For him,
admiration usually involves the admired characicr being perceived as superior, at lcast in
regards fo the pacticular quality being admired. This superiority may elicit action tendencics
involving the seeking of proximity. receiving und giving (p. 180), but it is premised upon a
ceitain distince between oneself and the desired character. The implicit distance invelved in
admiration makes difficult the giving and recciving which characterises sympathy; indced, it
may invalve us seeking to prolong complicalio;s so that characters can continuc to perform
their admirable qualitics for our benefit. With compassion, the character becomes inferior to
the player, if only in terms of their relative vutnerability, and the action 1endency is one of
protcciion, helping andor consolation: “a form of giving, a willingness to go more deeply into
the unpleasant significance of the situation, to seck hope and grounds for defence or
resignation” (p. 180).

Innate releasers of alractiveness and vulnerability predispose one to sympathy,
admiration snd compassion in that they clicit reflexive action tendencics of secking
proximity/intimacy, secking sexual cngagement, ond protectiveness. This not only creates a
desire for continucd (phatic) contact, either in the form of witnessing them onscreen or
controlling them through the interface, it reinforces partial identification with them as ego
WJeals. However, what especially promotes eqipathy is our cxpectation that a narrative will
reward the pratagowist. The mislortuncs of tiie protagonists are unwelcome (and the
misfortuncs uf the antagonists are welcome) precisely because they do not reward our prior
investment in their wellbeing. it is, in shori, in our inicrest to sympathise with the

protagonist's interests.

In defining the key components of a situation, and how it guides empathetic emotions,
Tin (1997) arpues that:

To [the three major empathetic emotions: sympathy, admiration and
campassion} may be added others, such as gratitude, anger, cnvy, contmpt,
and embarrassment. These ofien complement the first three, forming a responsc
10 atiendant featres of the situation that evoke sympathy, compassion, or
admiration, The fate of the protagonist is, as we know, bound up with the
actions of the other characters. When the protagonist reaches his goal, this
delights the viewers; when that goal is awined thanks to someone else, they
feel gratitude os well, (p. 181)

176



This constitutes the extent of Tun's discussion of more complex empathetic emotions; Grodal
(1997} similarly avoids the diversity of empathetic emolions in favour of how different genres
elicit particular types of arousal or ¢motions. However, Tan's {1997) mention of “attendant
features of the situstion™ (p. 181) suggests that his account may be translated into Greimas’
(1987) uctantial model. That is. it might scem useful to map cmpathetic emotions onto

actantial transactions:

Sender (S) = Object(B) = Receiver (R)
{Dispatcher) (Sought-for-person) {Hez0)
)

Helper (H) > Subject (C) <« Opponent {Q)
(Donor or {Hero) (Villain
Helper or False Hero)
Figure 7.5. Greimas (1987) actantial grammar mapped anto Propp’s morphology, labelled (S,
B, R, I1, C, O) for translation into formulaic situational context,

1 we Tollow the teems in Figure 7.5 the following provisional notation could be used
to denote the relationships between Greimas® (1987) terms: "+ could indicate a transaction,
“=" could indicate the result of the transaction, “-” could indicate the loss of the subsequent
term. Furthermaore, “*” could indicute a weakened or blocked relationship with the subsequent
term, “A" could indicate a strengthened relationship to the subsequent tezm, and “/* could
sepiurate possible. exchangeable, and cumulative terms. On this basis it is possible to derive a
formula for cach situational context. Sympathy, and compassion, could be seen as the
consequence of a transaction in which the subject-actant’s access 1o the object is delayed,
weakencd, or blocked (S*B). Anger could be scen as the consequence of iransactions in which
a subject-actant loses (access to) an object because of an opponcent ((S+0)=-B). Happiness
could be the consequence when a subject-actant acguires its object, or is helped (C/+H/+B),
and admiration could bc the response when a subject-actant acie as histher own helper
((C=H)*0). Gratitude could be seen as occurring when i subject-actant is strengthened by the
sender, object, teceiver, or helper ((C/+S/+OM4R/+H)="0), or when transactions betwcen
helpers and subjecis block or reduce the power of the opponent ((S+H)="0). Fear could be
seen as the consequence of transactions in which a subject-actant is in a position to be
diminished or defeated by 2n opponent ((C+0)="B), and sadness could be seen as a resuit of a

transaction in which a subject-actant loscs un object or helper (S/-B/-H).

OF course, 4 more eluborate nolation could be developed, but the one above suffices to
demonstrute the prablem with such notation: vot every transaction of (his 1ype prodeces an
emotional response, Not only is the actantiul structure dependant upen the plavers

interpreiation of the situational conlexi, the mere Jabefling of. say., “anger™ on the basis of a
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transaction in which a subject-uctant is blocked by an opponenl is hardly a guaranice that the
player experiences arousal and that this arousal may be described as anger. This discrepancy
is evident in Tan's (1997) distinction between the “situational meaning context,” which may
simply be a cognitive construciion of the “text base.” and an “emotionai sitvational context.”
which refers to that aspect of the situational meaning context that provides the basis for an
emotional response (p. 197). Many iransactions may form part of the situational context, but

are of little or nto emotional relevance.

An cmotional responsc to a situation alse is affected by the progress and outcome of a
sequence, since situational contexts change during the course of a transaction. Sympathy
frequently gives way 10 compassion and admiration as a character navigates the obstacles of a
plot. aliemating betweer moments of defeat and uiumph: envy may Bive way 1o anger:
gratitude may give way to rcsentment at any obligation. If Tidus is evaluated as a vietim
player are likely to offer virtual support and wish for his triumph. If Tidus then triumphs
players are likely to re-evaluate the situation and fcel triumph on his behalf. However, if
Tidus is subscquently defeated the resulting sense of defeat may be worse, relative to the

former sense of triumph,

Indeed, emolions often work in a complementary fasnion o define what we can call

an “emotional dynamic." As Tan observes;

A siluation that arouses compassion for the hero may at the some time cvoke

anger dirccted towards 1he villain or envy at his success. But it is also possible

10 experience a combination of compassion and anger, for instunce, when the

protagonistsufiers a reversal that is in some way his own fault. Admiration for

the hero can go hand in hand with contempt for the antagonist. Empathetic

cmbarrassment often uccompanies failures of the protagonist whereby he loses

face (Miller, 1987). In short, cmpalhetic emotions occur in  regulac

configurations that refleet the mutual relaiionships — and in particular the

conflict — between various characters. (p. 181)
Given that the same ¢ype of arousal may be lubelled in different ways (Grodal, 1997, p. 96),
and it is possible to evaluate a situation in different ways (Fridja. 1997, p. 375), it can be said
that an “emotional dynamic™ describes the basis for a varicty of cmotional responses to
different subject-actants within a situational context. That is, just as cach characicr may be the
hero of his own sequence (I3arthes, 1966/1988, p. 119), so too may players intecpret each
situation from u different perspective. For example, a character’s situation may prompt the
player to oscillale between anger towards the antagonist and joy for the prelagonist,

depending upon the player®s cognitive position and/or the game's cues. Together, the two (or
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more) emotions that the player experiences may be said to constitute the emolional dynamic

for that sitution.

Yet, even wilh thesc qualifications, the actaniial model's concern with textual
sicuctures is less sensitive 10 the physiclogical and psychological bases of emotion than
Frijda’s (1986) model of silationul centexts. Fridja differenliales between ten “core
components” of a situzlion: objectivity, relevance, reality level, difficulty, urgency,
seriousness, valence, demand character, clarity, and multiplicity (p. 204). * In the absence of
experimentation there is no nced not claborate upon, or apply, Il of these parameters. It

suffices to emphasise that, for Frijda:

Each cmotion corresponds to a different appraisal —~ a different sitvational
meaning structure — and is characterized by it. . . . Different sitational
mesning structures map onto different modes of action readiness. {p. 195}
Frijda subsequently provides a “profile” for each emotion, and, drawing from his account, il is
possible to define a basic situational structure i terms of particular cognitive appraisal and an
accompanying action tendency. The rest of this chapter indicates some pertinent uspects of the
dominantemotions as they pertain to FFX, arguing that while the game offers sitvations likely

ta clicit happiress, fear, and anger, it may be characterised by a dominant mood of sadness,
Happiness

Gameplay is often seen us intcinsically motivating, or as producing Csikszentmihalyi’s
{1975, 1990. 1993} happy state of flow. but little alention is usually paid to narrative
situations thit elicit happiness. The sitational profile of happiness {or joy) may be described
as the positive (labelling of} arousal, involving; the attainment, possession or cagagement with
a desired ebject, person, quality or state, Its aslion tendency may be scen as cither a passive
desire o enjoy one’s happiness, or a particular object of happiness, or it may be a kind of
global vinality which reinforces interest-excitement directed to anything within our immediate
cxperience. From the perspective of a viewer, Lhe aclion teadency is to enjoy and prolang the

present state of the character, albeit with the expectation that the narrative will threaten it, [n

: Frijda also idenlifics ten “comtext™ or “aclion-relevam composents™ (p. 208): presence/absence,
(un)certainty, change, open fcloscd-ness, i ionality, Mlabilily, modifiability, ebject versus
event evalualion, fucatily-globality, sirangeness-familiarily. He aleo identifics four “object componerns”
(p. 214): cgo as conslituent, cgo as object. object versus subject fate, and value relevance verus

cantingency.
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EFX happiness within the narrative smacrostiucture might be seen as a likely sesponse to those
situations in which Tidus meets, befriends, socialises, and bonds with thc other Guardians.
Tidus' happiness at the securily of this surrogate family is especially pronounced given that
Yuna offers lhe happy praspect of love. Here players experiencr: not only the ideal-ego of
Tidus' lovability confirmed and sclf-cstcem gratified, but also the contagion of Tidus'

concomilant joy.

Figure 7.6. Tidus' (a) and Yuna's (b) complementary happiness diring their vomantic
dalliance in Macalania Woods.

However, for Tomkins (1962), the underlying aflect of happiness, or what he calls the
“smiling response,” is the sudden rclief from a prior sicle of high arousal---or the smile of
trivmph that fallows from n reduclion of anger {p. 371). As Frijda (1986) says, “it is
achicvement of positivc outcomes rathcr than having them that generates posilive emotion”
{p. 187). in other words, the situations of grealest happiness are those which occur efier, or are
won from, some struggle with an sihappy situation. Of course, the player may be primarily
happy for him or hesselfl upon completing the Trials, sub-quests, and/or traversing a territory
like the Calm Lands {sec Chapter Eight). However, players arc inclined to feel happy when
Tidus re-cncounters Rikku at the Moonflow; when Tidus rescues Yuna at Bevelle and 1ealises
that she will not willingly marry Scymour; and during the ensuing moment when Yuna
forgives Tidus for having spoken glibly about what they could do after the quest (not knowing
that she was destined 1o dic). Tidus' and Yuna's expression of love in Macalonia Woods is
Jjoyous precisely because it is amplified by relief from their prior uncertainty and restraint (se
Figure 7.6). Indeed, FEX spends a great deal of time cultivating the bonds between the main
playcrs, principally through intimate exchanges (Wakka and Lulu on the S.S. Winno), gradunl
disclosures of background (Lulu speaking of the death of Chappu), growing loyaliies
(Kimahri finally talking to Tidus) and mutuwl dependence (Yuna’s need for protection, Spira’s
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nced for Yuna). This happincss, or its promise, i3 particulerly significant because it provides a

basis for negative emotional responses.

Anger gnd Conrempt

Anger’s siluational meaning structure may be seen as negative arousel that occurs
when desire, or Lelos, is blocked by & voluntary extemal agent (Frijda, 1986; Griffin and
Mascolo, 1958; Tomkins, 1951). It is gencrolly argued that an intentional and voluntary slight
or hurt maximises anger. As Tan (1997) says, paraphrasing Spinoza {tcans. 1994): “The more
the other is frec, thc more we hate him I he is a cause of our pain” (p. 198). Such intentional
ond volumary obstruction by semeone allows for o sense of anger, or, indeed, righteous
outrage (“How dare you! You should Anow better!”), When Scymour repeatedly attacks the
characters, kidnaps Yuna, sets the Guado and the authority of Spira against them, and desroys
the Ronso racc, players are likely to see this &s not merely immoral and inhuinan, but as a
wilful attempt to destroy anothes’s happiness. This is especially evident when, while forcing
Yuna to marry and kiss him, Seymour acknowledges Tidus (see Figure 7.7). The action
tendency when we empathise with a chasacter’s anger is cleacr enough: we hope for,
Iiypothesise the means of, and fantasisc abont, revenge on the character’s behalf. At the same
time, we may remain alerl to the character's admirable qualities, since these diminish the
relative success of the opponent. Consequently, we are likely to experience angry fantasising

inresponse to the Maesler's participation in the lic about Sin and the Summoning, as well as

Kinoc's and Seymour's callous distegard for those thcy supposedly protect.

Figure 7.7, (a) Seymour's confident acknowledgement of Tidus while forcing Yuna to marry
him. (b) Tidus’ initial dismay at Yuma’s false marriagc tums into enger at Scymour's
wilfulness.

Conversely, when blocking is seen as semi-voluntary, or involuntary, anger may blur

imo frustration or impatience, in that o cerlain incvitability is accepted that we cannot costrol
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and the anger becomes more global in its appraisal. This may extend to the amoral animals.
plant-animals, robots and so on mentioncd above, in that their automatic and routine nature
means they are not always experienced as wilfu’. (though players may become genuinely
angry al the constant intertuptions pesed by amoral beings, or may see them as an exiension
of a wilful agency that has sent or placed them). A telling example is when Wakka shows
angry contempt at Rikku for being Al-Bhed, creatip tension between the Guardians. Wakka’s
prejudice resvlts from his belief that the Al-Bhed Machina were responsible for his brother’s
death, which he connot accept. Cansequeatly, the player's action tendency is less likely to
involve funtasising revenge and more a hope that Wakka will come to some realisation and
become capable of choosing to act differently. A similar frustration may cxist towards Mika,
who participates in the lic of the Macsters and the Spiral of Death because he believes that it
is in the interests of those in Spira, and that there is no alternative. For both Wakka and Mika,

it is not their wilfizlness but their narrow-mindedness that is the salient aspect of the situation.

Frustration is also likely when others refiise to believe Tidus when he claims 1o come
from Zanarkand. For much of the game both Wakka und Lulu do not believe him, and while
Rikku and Yuna axc open-minded they advise Tidus not to tell anyone whal he thinks because
they know many would not believe him, Tidus’ posilion may be seen in terms of Carrol's
(1990) argument that horror films often wiilise 3 macrostructure in which children or teenagess
try le convince creduloss adults about the impending danger posed by ghosts, monsters or
other supematural beings. Of course, everyonc in Spira knows that Sin exists, and is
dangerous, but players may scc other characters' refusal to believe Tidus as a basis for
suspense in that it generaies the prospect of what will happen if others do not believe him (for
example, the Guardians may ignore clues that could help them to defeat Sin), However, even
if this is not the cnse, Wakka's and Lulu's refusal to accepl Tidus' “reality’” may activate the
samne anger and pily as is experienced when someone is blamed, shamed and/or punished for a

crime they did not commit. That is, their denial reinforces players’ sympathy with Tidus.

Even though we may understand Wakka’s and Lulu’s denial, the player may {eel
sadistic pleasuse at the anticipated moment of their comeuppance, that is, the moment when
both characters are forced to confront the “reality” that the player has already accepted.
Certainly, Wakka’s initial rough treatment of Tidus (putting Tidus' in a headlock, like a
condescending big brother), and Lolu‘s detachment, cynicism and pragmatie criticism, may
both invite such petty retribution. More importantly, when players cealise that Tidus can never

retury home their sympathy ntay molivate resentment or anger towards those who do not
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belicve him (because in refusing to believe him they deny the validity of his pain). The longer
the denial is drawn out the more the playcr can relish the possibility of a comcuppance,
through eithes/both the possibility of withholding forgiveness and/or the possibility of the

other’s subsequent pity and guilt,

It is notable, then, that Lulu's belief in Tidus is revealed by casual comment on the
sled over Lake Macalania. Tidus is able to say: “So you believe me now?” but there is no
drama about it. By retaining her aloofness, and confronting the truth on her own, she
cffectively robs Tidus (and the player) of the pleasure of sceing her arogance challenged; this
may 1einforce players' scnse of distance from, and/or dislike for, her. Wakka, on the other
hand, is made to look idiotic for not believing Tidus, for his prejudices against Rikku, and for
his slow recognition of the corruption of the Maesters he has always respecied, He
subscquently apologises, contritely, offering players the satisfaction of another's unjust
attitude being reprimnanded, and reversing the position of Wakka as older brother and Tidus as

the jgnorani newcomer.

Anger often may accompany contempt, or disgust, which results from the prescnce of
negative atributes in another. Contempt's situational profile may be described as negative
arousal produced by another’s misconduct, especially when the other does not feel shame for
himv/herself (Frijda, 1986, p. 73}, Its action tendency may be to make the other aware of, and
fcel, aur contempt, usually by hoping that another character will express it, or through
fantasising about ill-fortune which will force them to re-evaluate themselves. For example,
players may feel contempt for Wakka when he is ineffective in batle, or when he expresses
prejudice against Rikku, undennining the harmony of the Guardians, However, once Wakka
shows contriteness for his prejudice against Rikku, players no longer need 1o communicate
their contempt since he is embarrassed for himself. At thig point, his prejudice seems less
wilful and more a matter of a character flaw, allowing players to feel compassion for him.
Nonetheless, since the dlocking of a protagonist’s actions is often the result of contemptible
qualitics in an amtagonist, such as Scymour's amogance, angry fantasising is likely to

accompany contempt.
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Fear and Taboos

When onc is angry, the danger faced is not usually part of one’s evalualion of the
situation. By cantrast. fear involves a heightened awarencss of danger perceived in proximity
to the sell, often accompanied by uncertainty as to one's ability to cepe. When fear operates
as an empathetic cmotion that a player feels on behalf of a character, its action tendency is
likely to be 1o dircct that characer to safety (Frijda, 1986, p. (97). In FEX, the most obvious
assertion might be thot players cxperience fear when characters cnter inte new and unknown

environmenis. which holds the promise of ncw threats, necessitating some degree of caution,

Of course, if there is anything to be afraid of during navigation of Spira's wildemess it
is cncounters with fierce opponents. However, while the random and therefore unexpected
eniry into combal may be startling, combat is usually rowinc and not really a cause for threat.
It is more likely, then, thut most new environments give rise to suspense rather than fear.
Where u pronounced suspense or fear is likely to occur is during encounters with new, over~
sized and/or unknown monsters, and/or when characters are weak and low on healing potions
of magic points. This suspense or fear may be reinforced by countdowns, as when Sin, /Aaima
and Jecht gradually charge their devastating Overdrives, or when opponents like Seymour
altemate betwecen different attacks for which players may not have been able to prepare. Any
suspense or fear may also be reinforced whenever the Flec option is disabled and these is no
affordance for escape, as isthe case with mast Boss monsters, including Seymour and Sin, In
these situations, players may see no way for the characlers to survive, and can only fantasise

about some impossible escape or protective force.

However, as the next chapter argucs, emotions within game macrostructures are more
likely to be experienced from the perspective of the playcr. not a character. The implication is
that empathetic fear, in the sensc discussed here, is less Jikely to occur in the Ficld or Battle
screens, and morce likely to occur as a witness cmaotion felt towards characters during narrative
scquences. including cut-scencs. Indeed, the inability to act during such sequences may be a
significant parameter of cmpathetic fear. As Grodal (1997) argues, when there is no
affordance for volunary action all that is left is an involuntary autonomic response of fear,
pity andfor horvor. Perhaps the clcarest example of this is during Sin’s attack on Kilika, which
brings forth an enormous, advancing wave. The closc-up on the faces of the village felk,
especially the mother and child, elicits compassion and protectivencss, but, more than this, the

immobility of the viewer as witness reinforces the sense of helplessness (sce Figure 7.8).
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Figure 7.8. (a) A mother and child in the shadow of Sin in Kilika, (b) The fdk of Kilika
helpless before the advance of Sin.

it also can be argued that EEX makes systematic usc of taboos, and their violation, as
a way of evoking a sensc of dread and danger. Here itis relevant that Besaid, Tidus® departure
point in Spira, connotes the kind of tribal life often associated with tabaos: a primitive world
stripped o civilising masks, naked in its scx, death, and ritual. Certainly, Beseid is an
idealised vitlage, and the tribal connotations may derive less from FFX than from stereotyped
representations of “primitives” in colonialist-styled texls, such as Rider Haggard's King

Solomon’s Mines (1885/1956), or Indiana Jones: Raider’s of the l.ost Ark (1981).

Nonetheless, EFX's representations of “primitive” rituals (the “blitzball” prayer, the

Summoning, and Sendings) and taboos {not entering the Trials of the Fayth, praying et the
standing stone before Icaving Besaid island, and not using Machina) suggesls the potential
relevance of taboos to player’s henmencutic expeclations (see Figure 7.9).

a b}

Figure 7.9, (a) Yune shows respect to the impesing Temple in Besaid. (b) Wakla prays to the
standing stone before leaving Besaid (“It’s an ancient custom. Pcople leaving the island pray
herc for a safe trip”).
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Frend {[913/1950) defined 1aboos as social prohibitions that have their origin in group
survival, and anthropologists have elaborated upon the formation and function of the major
taboos, such as incest or marriage within familics, eating one’s totem animal, speaking of the
dead, and obszrvance of caste (Evans-Pritchard, 1937/1985; Frazer, 1912/1993; Levi-Strauss,
1963, 1966/1976; Malinowski, 1926, 1927, 1954, 1963). The issue here is that, following
Jackson (1988), it can be argued that fear, or at least suspense, may be elicited when

characters in EEX violate social prohibitions.

Juckson (1988), like Freud (1919/1990) and Todorov (1973), sccs taboos as
contributing to a sensc of the uncanny, which is a specialised form of fear. She argues that
representions of the unspeakable, the nameless, and the taboo, express resistcnce to the
dominant cultural order, “truth” or “reality.” We may sce this as significant both because it
troubles the cpistomologica!l certainties of a nanative, suggesting some “other” reality, and
because the violation of a cultwal order invites fear of punitive consequences, promoting a
vigilant scarch for hidden threats. OF course, just as the experience of trauma cannot be
generalised, the experience of the vncanny depends upon the 1aboo in question, Nonctheless,
itis possible to argue thal any anxicty or fear exists largely in relation to the prohibition itself,
That is, one may be horrified at a taboo act, such as murder, putrefaction, or rape, but this
horror may overlap with fear of the prohibitive farce that prevents its expression. If the taboo
cxists through our prior acceptance of the prohibition at the level of the super-ego, then its
violation may rcsonate through our morul being. Our pursuant anxiety aboul 1he consequences
of transgression may be globally projected 95 a vaguc, but overwhelming, fear of wrongness,
deviance, and punishment. There is 1o need 10 €ull back on the Freudian equation of
punishment with castration; it suffices to say that what one fleays is the punishment itself
andfor the emotions associated with the punishment {such as fear and shame). The uncanny
thercforc may be regarded less in tenms of repressed trauma and more in temms of a learned
anxicty about a prohibitive/punitive force. In regards to fictional lexts, the scnse of d-ead
about some hidden trauma or violation in a character’s past, and/or some unspzakable taboo in
the present, creates a sense that there is an anterior “reality” beneath the appearance of realily.
With this qualification, it is possible to focus on which tzboos are represented in FEX, the
exlent to which the nanative preserves the force of prohibition, and therefore the extent to

which they may elicit anxicly and fear.

While many psychologists have rejected or reworked Freud's (1920) dual-instinc:
theory (Mitchell & Black, 1995; Stein, 1921; Tomkins, 1962), the t:rms Thanatos (death-
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drive) and Eros (sex-drive), as used by Todarov (1973) and Jackson (1988), uscfully point to
two clusters of taboos in EEX. In regards to the taboos associated with death (Thanates),
taboos of patricide, suicide and matricide can be observed in the game. Patricide, as
mentioned in Chapter Six, may be the most prominent taboo in FEX, in that both Tidus and
Seymour slay their own fathers. However, while Seymour’s blasé acknowledgement of
patricide shocks the other Macsters, there is no Ocdipal moment of crists during which Tidus
states: “f can't kill my ‘I>wn father” or “f have just killed my father!™ Despite Tidus® growing
Tecognition that he must defeat his father he never verbalises the problem as one of patricide,
nor is patricide the explicit basis of narrative suspense (except perhaps before the Fight with

Braska's Final Aeon, when Tidus says "lct’s get this over with").

Nonethcless, there is a definite sense in which Tidus wishes to escape or conguer the
influence of his father. In onc notable scquence, the player is asked 1o try and perform Jecht's
trademark kick while “bad memorics,” in the form of Jecht's discouraging voice, kecp
appearing <2 the screen: the player must stiike the appropriate keys quickly enough to
“banish” them, If the ptayer does not “banish” the bad- memories, Tidus docs not mike the
kick and keeps living in Jecht's shadow. Furthermore, the silence in regards to patricide may
be secn as analogous to Yuna's silent awareness of her impending death through self-
sacrifice. Yuna's fate is not spoken of because, as Lulu says, “some thing: are too painful.”
Similarly, Tidus may be unable to speak of thic impending murder because he is repressing the

pain of it, such that his silence bespeaks the force of the 1aboo.

However, given the Japancse concern with filial picty, itis more likely that the taboo
in question is a verbal one against speaking ill of onc’s father or family. Tidus’ anger at his
father is largely represented while he is nareating to himself, or aloae. Yuna is shocked when
Tidus expresscs hate for Jecht, especially given her positive memories of Jecht and the
cnormous public respect accorded to both Jecht and her father, Braska, for defeating Sin.
Indecd, Tidus® disrespect for Jecht is an indirect disrespect for the pilgrimage itself, and is
therefore sacrilegious. When, in Macalania Woods, Auron telts Tidus that Jecht loved him,
observing that “it had to be said,” Tidus’ :uppression of his anger may be read as reflecling
his own (need for) love. In light of this, Tidus' real confrontation with Jecht may be scen, not
as any act of violence, but the verbalisation of “I hate you” to his father's face. This verbal
acknowledgement, within the context of mutual understanding of their love (evident in Jecht's
gently laughed I know"), is the truc moment of sesolution between child and primary

caregiver: the moment in which Tidus acknowledges not only his mixed love and hate for his
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father, but his father’s love for hiin,

It is significant that, even though Tidus subsequently fights Jecht’s form in Braska's
Final Acon, Jecht is being transformed into something otfier than a father (Braska’s Final
Acon) and he organised for Tidus to kill him. Indeed, Tidus rescues his father from being
confined to the curscd form of the monster he no fonger represents. The murder, then, is anact
of love, Indeed, part ofthe tragedy of the game is that at the moment he realises that Jecht is
not the monster that Tidus thought he was, Jecht tusns into a monster in the liters! sense, and
Tidus must kill him. There is a kind of drcadful wish-fulfilment in this, a paredy of the id's
drama being realised to punish the ego that has exorciscd it. This diffuses the sense that Tidus

(intentinnally) commits patricide, yet rctains a sense of the harror, or tragedy, of the ant.

Suicide as a taboo is implicit in the Summoners’ (including Yuna's) quest to kill Sin,
despite knowing it will lead to their death. Within the religious discourse of Yevon, spoken by
Yuna, Ihis is self-sacrifice for the sake of thosc in Spira: the highest act of altruism, supported
and respected by the majority of thosc in Spira. However, that this self-sacrifice violates the
sanctity of human life is represented by the Al Bhed, who kidnap the Summoners to prevent
them going to their deaths, For them, the Summencr's deaths is not i casc of sclf-sacrifice but
of being sacrificed to preserve a god (Sin, Yu Yevon) or a system (rule by the dead Macsters)
which is itself unjust. Valuntcering to be a sacrifice to Sin crosses the taboo of suicide
because sach an act papetuates the Spiral of Death, The Iramatic refusal of the Guardians to
sacrifice one of themiselves to Yunolesca to become a Final Acon is the definitive moment
when suicide is preserved as a taboo, when the liberal rights of the individual are held above
Spira’s Iradition of sacrifice. Suicide also is mude explicit in the cut-scene in which
Seymour's mother gives her life to become an Acon, the horror of which is represented by
Seymour as a crying child, dramatising a prohibition against mothers abandoning their
children, This suicide is supposedly a compassionate act of motherly self-sacrifice, in that
Anima hoped the power she could give Seymour might help him overcome his difficuities as
a taunted, half-breed Guado. However, when the characters reach Baaj Temple and talk to
Anima in her human form, she acknowledges that her sacrificc was a mistake because it

denicd Seymour a mother's tove and facilitated his compensatory greed for power.
A subtext of matricide may be perceived in the way Seymour embraces the power of
his dcad mother. While Scymour did not kill her and sufferced her loss as a child, players may

infer that he has come to see her death as necessary, and, wee he given a choice belween
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keeping her alive and killing her to reccive Anima’s power, hic would choose to kill her (as he
killed his father). Her death precipitates his gonl to relcase everyone from suffering by
murder: a murder of all life (vitalis-cide?) which subsumes all variations of murder; or,
perhaps, gyno-cide, in- the sense of killing the womb, that which gives life. Players might
perceive deeper motives in Seymour’s character. By killing everyone, his mother’s death may
be rendered meaninglcss and in some sense nullified, leading to a kind of reunion with her.
Nonetheless, Seymour's disregard for, and illicit exploitation of, his mother's death cornates

matricide, or at least the taboo against hating or disrespeeting one's family.

If we consider the taboos associated with sex {Eros), it is possible to observe taboos &
voycurism, incest, necrophilta, homosexuality and miscegenation in ‘FEX. Most trivially,
FFX's emphasis on visual spectacle gives way to focalisation on {especially) Yuna’s and
Lulu’s secondary sczual characteristics, promoting the paradoxically safe and legitimate taboo
of voyeurism. At the same time, the G-rated FEX lacks direct or explicit representations of
sexual intcrcourse, and the romance between Yuna and Tidus is represented in the manner of

coy romanticism, FFXs gameplay, being a private act before a lelevision, may be negatively

skuctured as a private, guilty act of voyeurism, but no other aspect of the gamic structures this
voyeurism as prohibited: the playcr may wait for and relish the exhibitionism. Nonetheless,
the sexualization of Yuna may be seen as structured as a taboo for scveral reasons: her
virginal purity as a Summoner; her role as 8 Guardian of social virtue (and therefore os
prohibitive in herself); and Tidus' states as Ar.on (m that any suggcsnon of sex wuh Tidus'

ight connote 2 eexiadirzation of death).

Tidus's fove for Yuna may olso be interpreted as symbolically prevented by an incest
taboo, through her sisterly qualities as wiser, sibling guide, and the subtext of the Guardians
as an extended/swirogate family, with Tidus and Yuna as brother and sistcr, or cousins
(especially given that their vathers both knew one another, literalising the metaphor “brothers
by the sword"), This taboo may also be scen as occurring belween Wakka und. Lulu, given
that Lulu was initially attached to Wakka's brother, Chappu, or at lcast their relationship may
be scen as connoting the possible violation of the biblical prohibition against coveting
another’s wife. Through the majority of the game, Lulu’s waspishness and criticism of Wakka
place their relationship in negative terms. However, when Tidus overhears them talk through
a tent flap in Besaid, and then, later, while silting on a staircase on the S. 5. Winno, his
voyeuristic eavesdropping may tc-position the two characters’ rclulionship in terms of not just

some hidden secret, but forbidden desire, and some aftcr-hours yomantic tryst.
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Necrophilia might be seen as a weak, flickering subtext of Tidus’ and Yuna's romance
given Tidus' status as an Acon, a spirit of thc dead, Of course, Tidus is not represented (like
Aniina) as a decayed corpse, but as a normal, young male, and his ultimate dissipation into
spirit dust on the deck of the Aitship is more akin to transcendence. Ultimately, his and
Yuna's romance is represented not as necrophilia, but as love that—foreshadowed by
Scymour’s proposal—is doomed. Thematically, it is tragic, not taboo, and the taboos derive
fiom the qualities indicated nbove. However, necrophifin may be read as a sironger subtext of
Seymour’s union with his dead mother's Aeon. The figure of Anima, as a grotesque image of
Seymour’s mother chained and toraured in bondage, is sexually unattractive, yet Scymour is
sexualised Ly the casual display of his chest and his proposal to Yuna, wih the unstated but
inferred promisc of connubial obligations. If Seymour is sexualised, this sexualises his drive
for power, and the player may characterise him in terms of some transfer of desire between
Seymour and Anima. '

A minor taboo of miscegenation may be observed in FFX in that Seymour is half
human and half Guado. While players eventally discover that Yuna is half Al Bhed, the Al
Bhed seem to be a diffcrent race of humans, whereas the Guado, with their larger size, bestial
manes, and long claws, seem to be & different species. The blurring of categorics associated
with miscegenation might be linkcd to a minor taboo of homosexuality, given Seymour's
sexually ambiguous sclf-presentation. That is, Seymour’s trans-gendered appearance, which
violates the. expectations of clearly gendered roles set up by the clearly heterosexual
protagonists, m'larks the absence ol simplicity or wholcncss. He is marked by complexity,
some tension (or pathology) under the surface of his image, which can later be interpreted as a

sign of his sublerfuge, treachery and patricide,

Despite the weakness of some of the taboos notecd above, collectively all the taboos
represented in FEX connote a trespass upon the forbidden, and alt of 1hese taboos may be scen
as embodied in the prohibitive force of Sin. Sin is initially perceived as collective guilt,
humanity’s punishment for its arrogance, He may be profaned (defeated), yet only within the
ritval delined by the Maesters as acceptable (the pilgrimage), and he always returns: an
eternal fetish of veneration, of fear nnd awe, unwanted yet accepted. When the Guardians
defcat Seymour and actack Yunalesca in the hope of defeating Sin once and for all, they
commit an act of blasphemy against the Law of Yevon that prescrves Sin, When Maester

Mika hears of Yunalesca's death he is so dismayed at the sacrilege and its potential
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conscquences that he chooscs 10 end his undead existence and dissipatc. Even though le
serves the Spiral of Death, which the Guardian’s have chosen to attack, Mika's dismay
expresses the Guardians® fears about the consegquences of their actions, As traitors they arc
scapegoats, inheriting all the fear and guilt of taboo, fostering not only sympathy for them as
victims of injustice, but an uncanny feeling that anything and anyone could be an agent of
their punishment.

However, players tater learn that Sin is not, Jitcrally, the embodimet of human sin.
Rather, Sin is the armour of & god, Yu Yevon, who witnessed Bevelle’s destruction of
Zanarkand a thousand years carlier and wished to defend himself against the threat of
technologically-cmpowered humans. Whilc thc pcople of Bevelle were arrogant and justly
punished, the punishment of Spira a thousand years aflerwards is a conscquence not of the
stain of that Sin, but the fear and vengeance of Yu Yevon. It is only when Sin’s sacred nature
itself is bravely defiled—when Sin is revealed to be neither natural, moral, nor divine, but
merely the aemaur of a fearful supermatural being—that he becomes truly profane, something
to be hated, cursed and purged in the name of sacred lifc. Indeed, the «itual of the Summoner's
quest retrospectively may be seen as a neurotic script which ultimately prescrves the affect
(fear) it trics to repress, and which the Guardians must banish. Certainly, the defeat of Sin not
only reprieves Yuna und her Guardians, it also allows for the inauguration of a ncw order, of
the son (Tidus) over the father (Jecht), and the daughter (Yuna) over the mother (Yunalesca).
This retrospectively legitimates the Guardians® taboo-breaking. To kill the alteady-dead is not
a crime against life. A situation in which the dead rule the living is the trnuma, the taboo,

which must be brought to consciousness and undone.
Sadness and Tragedy

Despite the prevalence of cues for fear in FFX it can be argued that the emotion that
especially characterises the game is sadness. Sadness may be characterised as negative arousal
resulting Jrom the overwhclming loss of desired object or state without praspect of recovery,
or ut least of Jikely or casy secovery (Fiijda, 1986, p. 199). Its action tendency is a withdrawal
which provides the space to work through one’s sadness and accept the loss in the present,
Jeading cither to a rencwed hope for (eventual) recovery of the object, or to a more complete
acceptance of the irrevocable nature of the loss. FEX represents many profound losses
experience by characters: Tidus® tather dies; his mothicr dies; his home is destroyed. He meets

Yuna, whose parents are dead, and Wakks, whose brother, Chappu, is dead. Tidus |ater feams

m
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that his father is still ative, but must be killed. Worse, Tidus lcamns that he is already dead and

that his desire for a loving union with Yuna is an impossible dream.

Many of these losses, and the losses expericnced by other characters in FEX, are
disclosed retrospectively, such that the player is forced to vecognise the previously
unperceived sadness of characlers. Rikku is initially represented as exuberantly happy, but we
later are told that she and her race have suffered prejudice and violence, including exile from
Spira. Her new home in Sanubia Sands is subsequently destreyed. Players leam that Kimahri
was exiled from the Ronso home in Mount Gagazet, and that his broken horn is a sign of his
lost honour. Although Kimahri retums home and teclaims his honour by bealing Biran and
Yenke in a fight, Scymour subsequently exterminates the enticc Ronso race. Lulu, while
initially represented as coldly indifferent, suffers from the death of her lover Chappu. She is
also revealed to have failed an earlier Summoner, who died before the completion of her
pilgiimage. Worse, Tidus learns that everyone but him was aware that Yuna was expected to
die if her pilgrimage was successful. This means that he had not shown sympathy where it
was due, and the player may also sense a lost opportunity for consolation, here and whenever
a formerly hidden loss is represented. This progression of retrospective disclosures of loss
culminates near the end of the game when it is reveated that Auron is not only dead but kaew
the entire tragic story of the Spiral of Death all along, and was prevented from his final rest
because he had promised Jecht that he would bring Tidus to Spira. His formerly mysterious
and distant manner therefore may be re-read as a sign of the burden he has carried: the secret

of the suffering that his companions had already expericnced or had yet to endure.

Indeed, part of the tragedy in FEX is that characters’ emotions, honest expressions of
sadness as well as happiness, are repressed. From the character's perspective we might say
that this repression compounds any loss by toking away the promise of emotional releascand
consolation. Perhaps the clearest instance of this is the drawn out silence between Yuna and
her Uncle Cid after she is rescucd from Bevelle. When Cid tumns away and the external
focalisation closes in to reveal his suddenly stricken face, the combination of surprise at the
ability of a video game character to present such an expression is combined with surprise at
the extiemity of Cid's grief/relief. The visibility of this expression is likely to be perceived as
a form of inhibition because the object of the expression, Yuna, does notsce it. Consequently,
players may sce this expression not simpty as a sign of Cid’s inner Jifc or of the intimacy of
Cid’s and Yuna’s relationship, but as a sign of the repression, or inhibition, of feelings in

general, Cid's expression may make players more aware of the feeling-world beneath the
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digital represcntations of the characters and beneath the surface of characiers' casual

transactions.

This restraint or helplessness is evident elsewhere in FI'X. Tidus must restrain his love
for Yuna because he does not believe she reciprocates; later they both must restrain theie
mutual lave because of their duties to Spira; then their love is denied through Tidus' death.
Tidus must restrain his anger towards his father because Jecht is respected in Spira and liked
by Yuna, who he does not wish to alienate, Yuna must restrain her anger when Seymour
forces her to marry him, as is cvident in her clenched, but impotent, fist (see Figure 7.10).
Kimahri, being hyper-masculine, also constantly restrains his emations; Lulu represses her
feelings at Chappu's death {only truly showing her weakness at Mushroom Rock); and all the
Guardians restrain their emotion about Yuna's impending death (“some things are too painful
to talk about”). This restraint is evident even in Tidus and Wakka’s frequent qualifying usc of
“well,” “then,” “von know?” and “ya,” which may sometimes be read as indexical of an idea
or emotion that s simply too overwhelming to exprcss, Laslly, Tidus' forced smile and

laughter is likely to be perceived more as a way of dealing with an underlying fear than as a

sign of happiness.

Figure 7.10. (a) Scymour forces Yuna to kiss him. (b) Yuna, having been warned that
resistance will lead to her friends’ execution, clenches her fist in her effort to restrain herself,
This restraint conld, given Squaresofl's Japancse heritage, be explained in terins of
stercotypical icpresentations of the Chinese and apancse {Occidentals arc liable to conflate
them) as restrained and inscrutable. However, it is more likely that restraint is inlerpreted in
terms of characters being afrmid to lose affection or the possibility of affection. If Tidus takes
on the sole of Yuna's Guerdian as a means of indirectly expressing his love, this is because he
fears she does not feel the same. When Wakka punches Tidus® shoulder and gets him in &
headlock, this is n:- ,‘f:n}ingﬁll because both of them have both lost loved ones: the aggression is

yh
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an indirect expression of affection that holds at bay the possibility of rejection or further loss.
Players may elso see restraint in lerms of characters' super-cgos. For example, Cid's and
Wakka' masculinity makes any expression of emotion a sign of weakness. The issue here,
then, is not that players identify with the prohibitive force of a super-cgo accepted by a
charncter, but that a player may perceive a prohibition &3 a regrettable force which holds a
character back, and which the character is helpless to overcome. Thot is, players may feel
compassion towards characlers who arc prevented by their own fear or other traits from

realising their happiness, and the loss of this potential happincss has a ttagic quality,

Of course, resiraint may also be seen as a sign of extemal forces in that, for the: Al
Bhed, whao are constantly perseculed and must struggle against adversity to swvive, their
masculine superegos have an adaptive function. Indeed, i1 is likely that the various
exhibitions of restraint in FEX gencrally may be coded in terms of the characters as helpless
victims of the events in which they find themselves. Tidus® love of Yuna is thrcatened by
Seymour's preposal, his kidnapping of Yuna, and his threat to her life, and their romance is
doomed by Tidus’ knowledge of his death. Tidus may spend ane evening with Yuna in
Macalania Forest during which they express their love for cach other, but only in the
awareness thet Yuna may die. When Tidus runs after Secht following their conversation: in the
City of the Dead, he betrays his true goal, his desire to be re-united with his father. The final
moment of Tidus® departure is one of desire frustrated, He and Yuna reach towards one
anather from opposed realms: the living, materiol and present world of Yuna versus llic dead,
immaterial, past werld of Tidus. Consequently, as Tidus attempts to emtrace Yuna he simply
passes right through her (see Figure 7.11).

Figure 7.11. (a) Tidus atiempis tc embrace Yuna but \b) passes right through her.

The tragic quality of FEX cspecially lies in characters® Jielplessness at the possibility,
or inevitabitity, of loss. [f we define tragedy in the limited sense of characters caught up in &n
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unfavourable chain of events they cannat control, and which arouse in viewers fear (phobos)
and pity (eleos), thcn many of the macrostructures discussed above are tragic (see Abrams,
1988; Aristotle, trans. 1965; Kaufmann, 1969; Leech, 1969; Lucas, 19G6). Notably, Tidus
appears in Besaid only to be caught up in conflicts whose momentum is beyond his ability to
(initially) alter, much less understand, and all his hopes and loves are tragic because he s

already dead and they can never be realised.

Indecd it can be argued that, by occasionally or eventually making most characters’
motives accessible, antor making them seem inevitable as a consequence each character's
hamartia, empathetic fear and sadness is disiributed across many characters. This is not
simply because multiple characters suffer their respective losses, but because characters share
the saine loss and/or me helpless victims of the same circumstances. For cxample, the moment
when Tidus intermupts Yuna with the recording sphere at Rin’s Travel Agency at the Mi'‘ihen
Highroad is nairated a secand time later in the game, with intermal focalisation that allows the
player to appreciate Yuna's feelings for Tidus, which shie had hidden at the time. This is likely
1o reinforce the player's empathy towards bosk Tidus and Yuna as victims of a situation that
keeps them apart.

More gencrally, ali the characters in FFX arc caught up in the wake of Bevclle's sins,
the follies of human nature, and the chaos and violence at loose in the world, Itis significant
that Yu Yevon is such a weird and inhuman being, for as a visuaf representation he cannnt
support all the villainy that players have witnessed throughout the game. Yu Yevon resembles
nothing more than a ball of clemental fear and/or rage. His violent conduct is an ongoing
reaction to the threat posed by the Machina wielded by Bevelle a 1000 years ago when it
destroyed Zanarkand, and because this attack is represented s far in the past, almost as
timeless as legend, Yu Yevon may be read as a projection of universal negative atributes of
human nature: seifishness, intolerance, fear, and the hunger for power, Sisice these attributes
arc evident in the actions of the Seymour, the Maesters, and even Wakka, it is possible that
players may sce Yu Yevon as the face of human nature and may sec susceptibility to this
nature os the famartia of humans in general. This means that players may pity not only

individual characters, but many, or all of, the game's characters.
These arguments can be linked to the shifts between observational and enactive
attitudes discussed in Chapler Three. When viewing a canonical narrative we usually identify

and empathise with a voluntary, self-impelled prolagonist acting towards a particular goal,
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and, as a result, experience motor-oriented tensities in the form of suspense. This requires, of
course, & sense that the character (or, in the case of ganie, the player), has a choice to act, or
not to act, or to choose from one of several actions, suggesting a decision-making process
embedded in aliving individual (pp. 116-122). When a character’s “capacity for voluntary
acts and thinking is blocked it usually leads to a feeling oF alienation, strangeness, and
unreality in the viewer” (p. 120), a kind of impenctrable detachment. The consequence of
subject-actants being controlled or manipulated by forces of nature, superhuman agents, social
institutions, or “phenomena representing metaphysical agents, like Destiny or God” ¢p. 170),

is “passive-inirojection” (p. 160), in the sense that a viewer can only identify with the passive

pasition of the subject-actant as object.

Figure 7.12, (a) A blitzbal! floats through the debris of Kilika and then (b} floats out of the
frame.

Since, in Grodal’s (1997) account, “ceality” is usually chacterised by the capacily
for ngency, the passive position may create connotations of unreality. It may also create more
disturbing sensations in that the subtraction of a future in which choices and possibilities arc
held open produces an impression of pastness, inevitability, and deadness. As Groda! argues
of Terminator JI (1997), viewers witness an horzific future in which a nuclear war destroys
much of the plenet and leaving the rest of humanity to be hunted by mercenary robots:

The viewer is put into a state of high arousal, labelled fear and grief. But voluntary
reactions seem to be totally blocked, because we are told that this is & precise
recording of a fiture event in the history of mankind, . . . Logically there can be no
teleological and voluntacy acts, no guesses of outcomes. LEverything is
preprogrammed and causal. We can only shiver, cry, or react with various types of
involuntary reactions of the nervous system. (p. 122)

Similerly, in EEX the player is repeatedly placed in a position of helpless witness to tragedy.
Perhaps the most effective example of this occurs after Sin’s destruction of the village of
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Kitika. Here the “camera” focuses in on the water and a blitzball bobs inta view, only to pass
out of the frame (sec Figure 7.12). This blitzball is, given the devasiation, likely to be read as
metonymic of the dead at Kilika, The resulting transter of significance and affect may meun
that it is anthropomorphised and given a vuluerable, pathetic quality. This places the player in
the passive pasition in a quite literal sense, because the player empathises with an object
manipulated by natural forces: its movement across the debris-strewn water both restages, and
makes more poignant, the player’s helplessncss. Furthermore, the metonymic operation itself
constitutes a form of inhibition by making the dead bodies invisible, This is not merely a
polite censorship that allows the dead to preserve their dignity, it signifies the inexpressible
harror of their poiatless and unpreventable death. It is also significant that the batl floats away
and refuses the more obvious and contrived representation of the ball sinking below the
surface, The ball is nor merely a signifier of loss or grief, it testifics to the reality that i
survives while people have not.

While gameplay is frequently disrupled and each player will have distinctive

emotienal responses, it is possiblc that these recurring situational meaning structures may give
way to a “mood.” Moods are of more enduring quality than cmotions, and characterised by
“the absence of an object” and an appraisal that is of a “highly global nare”™ (Tan, 1997, p.
204). If this is the case, then the tragic clements of FFX may, in conjunction with the
ambivalent realily-status, Icad to a tonic tone of sadness or melancholy characterised by a
passive position. Indeed, when players wilness characters caught up in a wagic sequence of
events beyond their control, this may resonate with the inability of the player (o alter events in
the context of cnaction. The player’s limited interactions in a linear narrative only serve to
advance the tragedy, producing a seemingly paradoxical emphasis on involuntary autonomic

responscs(sadness and pity) from a passive position.
Empathetic Emofions, Investment, and Allegiance

Expressions and situational contexts may, in general, be seen as operating along a
synchronic axis and as lorgely regulating phasic emotions. Conversely, investment in, and
allegiance to, characters may be seen as operating along a diachronic axis and as regulating
tonic emotion towards characters, The usefulness of this distinction is that it emphasizes how,
on the onc hand, a situational conlext may have precedence in defining a playes’s empathetic
responses. Even when the antagonist Seymour is killed it is possible to experience empathy
with him by identifying with the generic situation of a person experiencing their death. On the

other hand, sometimes the tonic sympathy generated through investiment in, and allcgiance
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with, a character may be what especislly determincs thc emotional sesponse of the player to a
situation, or at least the degree of that response.

As Grodal (1997) notes, interest in, and sympathy with, a character usually results
from prolonged cognitive ideatification; more precisely, investment provides a basis for a
tonic attilude of sympathy which functions as an antecedent of other, phasic empathetic
emotions. However, this investment may be reinforced by “allegience,” which Murray Smith
(1994) defines as the extent to which one cognitively or affectively adheres to a character’s
values or moral perspective. In identifying the potential allegiance between players’ and
characters’ values it is useful to ook at how types of moral agency and values opcrate, and
their relationships with one another. Smith distinguishes between “Manichean moral
structures,” in which there is a clear “binary opposition of values,” and “graduated moral
structures,” in which characters “cccupy a range of positions between the 1wo poles™ (p. 207).
FEX may be secn as possessing a graduated moral structure, and in elaborating upon it we can
turn to Lawrence Kohlberg's (1981) model of moral development. This model is a reworking
of Piaget’s (1932) model, and attends to the changing relationships between individuals and
rules. Without debating the validity of a stage-dependant model or processes of moral
reasoning (see Kohlberg, 1976, 1981; Kohlberg, Levine & Hewer, 1983), Kohlberg's (1981)
six s(hgc model suggests six broad categories which frame players® differentiation of value
systems: amorality, self-serving (or sadistic) immorality, egocentric morality, rigid morality,
equal (liberal) morality, and selfless morality. We may see these categories as moral “types”
along a spectrum of negative allegiance to total allegiance that define a basis for evaluating
and positioning oneself in relationship to conflicts between or within characters, and which

frame more subtle distinctions between the values and geals of characters.

First, a type of “amorality” may be identified in the limited scnse associated with
natural forces, inanimate matter, or beings devoid of conscious awarcness or any capacity for
cmpathy, While they may be organised and act strategically as opponents, the activity of
amoral beings is akin to the biologically motivated, non-voluntary responses of animals or the
programmed agency of machines. As noted above, the significance of this may be to reinforce
a sense of frustration, rather than anger, in that any blocking produced by such beings is
involuntary. More gencrolly, amorality provides a negative position against which to define a
suitable subject of identification and allegiance: in the absence of consciousness there is no

basis for allegiance. As is elaborated in the next two chapters, amoral beings, such as robots,
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may cue a sensc of automatic and indifferent assault: a fear of loss or death made poignant by

the lack of acknowledgement cf our meaningfulness or humanity.

This type may be distinguished from a second type of “sclf-scrving” or “sadistic”
“immorality.” Unlike the “amoral” type, the "immoral” type is predicatcd on a being's
awareness of the perspectives and interest of others, but is qualified by that being's
willingness 10 violate others™ interests for histher own ends, or for its own sake. As noted
above, anger towards another is greater when that person acts voluntarily, and this is the
category in which we position most of the humanoid monsters in FFX: they are attsibuted
with sufficient intention that we can readily perceive them as having made an anti-social
choice againstus, Seymour embodies this category in that he freely manipulates others for his
own ends. Generally, the expectation that villainous or inhuman characters will be punished
makes it unproductive, or impractical, 1o cmpathise with them ia anything other than a
wansitory way. Once a player knows that a character is an antagonist, or “immoral™ or
“inhuman,” there is not usually any need for further cognitive identification, except to
hypothesise (or, in the case of gameplay, experiment with) the means for their defeat and
punishment. Inhumanity, then, allows players to recognise antagonists, provides a target for
negative empathetic emotions, and maximises sympathy, compassion, and (potentially)
admiration for characters who oppose it.

Both the “amoral” and “immoral” types, which are in some respect “inhuman,” may
be reinforced by the distinctive qualities of vidco game characters. This is evident if we turn
to Grodal’s (1997) argument that the impression of humanity usually requires an impression
of organic unity, a Gestalt of ““humon-ness,” which is clearly embodied by Bordwell’s (1989)
“folk-schemata” of “the putatively sane, mertally active and uncoerced human adult,” or
gencric “person schemata™ (p. 152). In narratives, the most minimal description—often
merely a name—is sufficient for us Lo provide a basis for identification with a character,
inasmuch as players will infer other basic atiributes (Grodal, 1997, p. 92). So long as these
traits are projected onto them, even patently inhuman characters—animals, plants, animated
objects, and 50 on—may be identified as human, in that one can empathise with their strugglc
to attain goals within a diegesis, By implication, human-ness is “often described negatively, as
something lacking, in non-human figures of fiction such as robots and monsters” (Grodal,
1957, p. 106). Jf the subtraction of notably “human” traits is a basis for perceiving deviations
from human-ness, then it is likely that the limited coding and ergodic affordances of video

ganies may read as a subtraction of these traits and may contribute to a sense of inhumanity.
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Humans are presumed to have a *singular and unified" (Grodal, 1997, p. 152) body,
which provides a basis for us to evaluate the intention of a being (“it has teeth and claws, it
can injure me if it gets close enough to bite or scratch™). In FEX, a player will usually react to
*‘monsters” onscreen with same sense that their onscreen bodies define the proximity of their
actions. Certainly, many robots, notably Defenders, Gemini, and YKT, embody mechanised
maseulinity, whereby their physical presence has a direct correlation with physical danger.
Many monsters also have physical characteristics which correspend with an attack type, as in
the YKT's “Kick,” Behemoth’s “Heave,” the Sand Worm's “Swallow,” or the Bomb's
“Explode.” However, with som¢ opponents the entire form and capabilities may not be
immediately apparent from their body, or they may inflict damage beyond the normal range of
that body. Yunalesca, for example, sends an eronmous tongue out at the characters, and her
Hellspite attack involves teniacles burrowing under the ground and up at the characters.
Furthermore, several opponents have more than one incarmation. Seymour reappears three
times after his initial defeat, taking a different form each time: Seymour Flux, Seymour Natus,
and Seymour Omnis. Yunalesca takes three forms during the single bawde with her: she is
initially a goddess-like figure; she then sumsmons tentacles to her; and then takes the form of
an enormous, black, medusa-like head. This body-hopping inclines players to sce the
perceived body as but part of a larper presence, perhaps suggesting an immaterial body behind
the physical one.

Humans ate also presumed 1o have “the ability to perceive remote objects” (Grodal,
1997, p. 92), which allows us to identify another’s {ine of perception (“it has poor vision, F'll
be safe if I don’t move"). In FEX, it can be said that “monsters™ have perceptual activity, but
that it is often limited to a (heightened) awareness of characters. In many 3D gamcs, like
Doom (1994) or Yampire: The Masquerade (1399), players can sce monsters approaching,
and arc free to attack and run in real-time. In FEX, the only rcal instance of this real-time
action is the escape fiom Guadosalam wiicre players must guide Tidus to run from the
pursuing Guado in the Field Screen. However, cach time a Guado comes too close the game

jumps to the Combat Screen. During most of FFX players do not evea get this much wamiag;

there is a jump from seeing Tidus travelling alonc in the Ficld Screen 1o seeing Tidus and the

other characters fighting a wandering monster in the Combat Screen. Within the Combat

Screen characters cannot hide or cutmanoeuvie, they can only (iry to} flee from the fixed site

.-""o banl’ Yet trying to flcc involves characters running on the spot until they succeed, and

uscape. ThlS holds for not only seemingly immobile monsters, like Funguar, but fast-moving
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insects that players might imagine would chase characters across the landscape. In this
respect, being perceived by a monster may be experienced as a kind of immobilising force.
Characters struggle not so mucl to escape a monster's proximity, but to escape the irresistible
force of its perception and will. Indeed, in some videco games, opponents respond before
characters move into their line of sight, Gauntlet (1985) being perhaps the most discomforting

example. Such opponents respond as if their perception and consciousness are not confined by
a physical body, but extend through the software and/hardware with access to the game
databuse.

In addition to a physical body and basic faculties for perception, humans are presumed
to have the ability “to experience tactile and interoceptive sensation” (Grodal, 1997, p. 92),
and, by extension, “to feel simple motives, affects, and emotions” (p. 92), including self-
awareness and empathy for others (p. 109). At this level, we can infer another's state of
nro_"\isal (“is it hungry?"). As Grodal observes, an impression of inhumanity is often preduced
thf(llugh the absence of emotions, or when emotion is not holistically integrated. For example,
we might perceive as inhuman: the abscnce of anolher’s emotional response to an event which
we would presume lo preduce an “emotional” event (such as a violent death); an incongruent
emotional response (such as a character's surprise that sthe forgot his/her umbrella while
witnessing @ vialent death); or “odd” emotional responscs, such as “weicd, psychotic, cold”
(p. 31). In FEX there are specific instances of this. When it is revealed that Seymour killed his
father and he offers an indifferent: “Didn’t you know?" Similasly, Kinoc and Yunalesca
express a shocking indifference 10 the suffering of the people of Spira, given the regard in
which both of them are held. In these cascs, the absent or inapprapriate emotional response is
perceived as inhuman, as monstrous. More generally, players may experience the emotions of
most monsters as fixed and organised by a pathology of hate and/or fear. While players may
accept that robot opponents like the Oblitzerator are simply unemotional, robots miy be seen
as extensions of human agents, and the distribution of prababilitics in a robot’s programming
may be scen as affective amplifiers, in that arobot may be predisposed towards certain kinds
of responses. Allernately, since robot opponents function no differently from other opponents,
their perceived absence of emution may be prajected onto other monsters creating a general

impression of the un-emotionality of all opponcnts.
“"Humans arc also presumed to have the ability “to understand uncomplicated plans,
goals and acts” (Grodal, 1997, p. 92), including the capacity for flexibility, and “tcleological,

intentional and vohmtary behaviour” (p. 108). This allows us lo infer future conduct (“Is it
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aggressive? Does it sce me as food?"). For Grodal, an impression of non-human-ness may be
produced through the absence of such intention ar mental represcntations of the goals of
others (p, 108), This extends to obviously non-human, amoral opponents who are devoid of
conscious awareness or a capacity for empathy, and act according to reflex or programming.
In FEX this includes: animns {(Achelous, Adamantoise, Bandessnatch, Bite Bug, Cave Iguion
and so on), plant-animals (Funguar, Exoray), robots (Mech Guards, Gunners, Hunters and
Leaders, Oblitzerator, Yat-99, YKT-G3), magically-animated creatures (Dcfenders), and
(arguably) elemental forces (Black, Blue, Dark, Gold, Red, White, Yellow Elcments, and the
Spherimorph). However, this impression is especially pronounced when one perceives
automatism, excmplified by mechanical-like behaviour and/or a lack of characteristically
human feedback and aduptability. This includes the tendency to walk rigidly, to gaze
implacably, to speak formulaic statemecms, to possess a generic voice without emotional
modolation. It also includes acting according 1o a mechanised or fixed form of behaviour, in
the sense of a narrow miotivation or “one-irack-mind,” being driven by some program or

script, or being impclled by some external force.

OF course, most video game monsters have ne, or limited, capacity for self-impelled
actions, such as communication, goal-formation, and goal-achicvement, other thea those
associated with its narrative function or its traits for combat. It is only recently that Artificial
Intelligence has been sufficicntly devcloped so that enemy characters may, for example,
investigate sounds and run to get reinforcements. The only responsiveness of opponents to
player strategy in FEX is linked to their cumrent status: some monsters may flee, heal
themselves, or use a different attack, alter a certain amount of damage is taken. For example,
once Seymour Flux's HP dvops below 35, 000, his Multiorchis will use Tetat Annihilation
within two attack rounds. Most cncounters in FEX are random or fixed to a certain location,
and there is no “seeking,” merely a reflexive (reactive) attempt to attack and destroy under the
generic semic attribution of “gunrd,” drawing from programmed strategies of defence and (in
rare cases) reweat. If players perceive any motive at all it is likely to be: pathological; blind
obedience to the commands of a “boss™; or a biological imperativc to survive.

It can be argued, then, thut the distinctive or limited qualities of video game characters
may be interpreted as a subtraction of human qualities ond praduce an impression of whal can
be callcd a “pathological, physically over-reactive and coerced human” or *“an inflexible, non-
intelligent, programmed machinc” (or “robot schemata”). At the level of gross typing, to be

confronted by that which is “inhuman”—especially if it is coded as monstrous, psychopathic
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or mechanical—implics a greater expeciation of threat. This is not 1o suggest that every
chu'a.czer in a videe gome who has the above characteristics is peiceived as inhuman, Many
opponenls S|mp|y vepeat a cycle of action, such a8 the sharks in Heggules (1997), or pass
through pmgrammed or sandom sequences of fixed functions, such as the bricks in Fetris
{1984). It can be presumed that players often regard these not so much as actual opponents,
but as agents of a greater opponent: the game itself (see Chapter Eight).

An impression of “inhumanity” therefore may reinforce, and characterise, the typing
of video game chaacters as “amoral” or “immeral.” Of course, many humans may have
limited perception, or be reflexive, inflexible, nasrow-minded, obsessive, and so on. The issue
is that whenever they act in excessively selfish or immoral ways we are likely to perceive
them as Jess human, or even monstrous, having lost the tolerance and cltruism that masks the
best of humanity. Indezd, Scymour is perhaps the most monstrous figure in FEX precisely
because he is (part) human, and thercfore has the capacity to be tolerant and altruistic. His
conduct is a sociopathic negation of humanily's highest defining vinues: tolerance, empathy,
compassion, altruism, and selflessness. Indeed, while Seymour’s ambiguous traiting and
miscegenation may foreshadow his masness and treachery, Yuna's parallel miscegenation
means that his actions are more likely to be read as a warning of the psychological and social
consequences of cgocentrism, intolerance, and the inability to forgive: that is, as a waming for

humans who act inhuman.

‘While all video game characters may have qualities of “inhumanity,” games like FEX

mark pretagonists by more “moral” types, and/or discourses, as a means of fostering

' allé\giance. Aside from the “amoral” and “immoral” type, itis possible to identify a type of

“cgocentric morality,” whose basis is sclf-interested, but more in the liberal sense that people

in general are “out for themselves,” and this self-interest is legitimated by an idecology of

" individualism, Jt can be argued that allegiance in video games is oficn based upon this

morality in its form as the seemingly “natural” moratity or right for individuals to do what is
necessary 1o survive. This extends to Tidus in FEX. At the beginning of the game, Tidus finds
himself an orphan, teleported alone into 2 strange ocean, attacked by Geosgaenos he explores
the deserted ruins, makes a fire 0 as not 1o frc(_:'-:.':, then falls asleep, only to be altacked by a

giant lizard. Tidus's practical corcems with survival, safety and comlort define an agenda

" with which to define his other goals in the game (as well as the player’s attitude towards

gamcplay, sec Chapter Eight). Tidus' character is forced into a situation which promotes a

teflexive individuation, a self-interested onc-to-one rclationship  between  self  and
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environment. In this sense, once he has been delined him as the protagonist, a player is likely
to persist empathizing with him on the basis of his survival {ironically or tragically, given that
Tidus is already dead).

A player’s concern for the survival of ancther may be exploited by pames in which
'_ characters are self-interested and cxpiatory to the point of vengeful camage. Players are
unlikely to question Tidus' right to defend himsc!f against the many monsters that attack him:
his encounters with wandering monsiers are likely to be scen in Darwinian terms as survival
of the fitlest. (Player’s jnvestment in Tidus also is likely to mean that players become
concerned with the morality of fair play, in Ihc sense of their right to enjoy a game they paid
for; again, sec Chapter Eight). Both investment in Tidus’ survival and the conservation of
gameplay incline players to cultivate & scnse of Tidus’ moral sight to victory: that might
makes right (or should). Given the continuity of gamc mechanics and the fact that Tidus'
quest regrires him ta cross many landscapes and confront countless monsters players also are
unlikely to register as morally significant their choice to crase wandering mansters simply for
the sake of increasing Tidus’ experience (if only because this is part of the game, rather than
the story). However, it needs to be emphasised that FEX does not exploit survival in its

narative frame in the same way as FPSs like Doom (1994), which involve a lone protagonist

violently destroying hundreds or thousands of foes.

Itis possible to distinguish this “cgocentric morality” from a type of “tigid morality,”
in which a character believes in absolute 1ruth and/or nutﬁbrity and inflexibly follows a
particulas set of rules as embodiments of this truth and/or authority. In FFX this is most
evident in characters who follow the faith of Yevon. In Besaid, Tidus meets characters who
pfofcss obedience and devation to the Law of Yevon and its priesthood, He also leams that
the whole of Spira accepis the Law that states that Sin reappears cvery thirty years, that
Summoners should die on the quest to defeat him, and that one of thc Summoner’s
companions must sacrifice himsclf to become the next Final Aeon (Sin). Yevon's rigid
morality, which is a belief in an absolute truth or authority and whose svles are meant to be
followed as a catcgorical imperative, is most clearly represented by Wakka, for whom actions
are {initially) defined os right or wrong according to their adherence to these Laws. For
example, the use of Machina to defeat Sin at Mushroom Rock is wrong because it is against
Yevon's Law, and Macster Seymour's treachery is incomprehensible because Magsler's
cmbody the Law. This leads to a judgemental attitude. While Wakka humbly accepts that all
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people must "pay" for the sins which gave birth to Sin, he blames those of old Bevelle and
those who usc Machina,

This type can be distinguished ﬁ'oﬁl_a fifth 1ype, of “equal morality,” predicated on
some degree of understanding and the tolerance of others’ moral values. For example, when
Tidus is abandoned at the beginning of the nasrative, hi.§ ionely return o the basics of survival
functions as a context in which to define the value of saciality. By being helped by the Al
Bht:d (“You're friends!"), Tidus learns that it is easler to survive in the company of others,
witfr‘_lhe possible implication that humans ase natrally gregarious. This provides a pragmatic
basis for empathetic activity: irrespective of racial or cultural difference, those who help us
survive are friends, if not our moral kin,

EEK_ also dramatises a morality based on the fair and tolerant negotiation of different
people's values through its representation of inler-racial and inter-cultural interaction, Early
on in a bar at Luca, Tidus wilnesses a conflict between Kimahri and two other Ronso. Tidus is
told that this is none of his business and, while he has reservations that non-interference is
cowardice or a lack of loyalty, he holds back in the awarcness that he does not fully
understand the situation. Lates, when Kimahri has to confront his Ronso brothers, Bitan and
Yenke, at Mount Gagazet, the other characters respect the honour-bound traditions he lives
by, and stand back to let him fight alone. More generally, Yuna, as Summoner, embaodics the
virtues of harmony, and acccpts men, women, human, Al Bhed, and Ronso as her Guardians.
Yuna is also willing to marry Seymour, who is half-Guado, for the sake of harmony in Spira.
The Al-Bhed are rejected by most of Spira, but Tidus initially accepts Rikku (as does Yuna
when she meets her) and eventually all the other characters overcome their prejudice. Indeed,
because of Yuna's atiractiveness, the love that Tidus, the Guardians, and the people of Spirs,
feel for her, and her increasing sole as a protagonist in whom players have invested, her
miscegenation as half-human and half-Al-Bhed forces the charncters, and inclines players, to

overcome their prejudice against the Al Bhed.

While a type of “cqual morality” may be predicated on selfinterest, in that acting
altruistically holds apen the likelihood that others will act altruistically in our interest, it blurs
into a sixth type of “sclflcss morality” that is predicated on not only empathy with the other,
but a sense that sclfless altruism is its own end. This is expressed in the actions of the
Gunr_dinns. in that, as the heroes of the land, they precisely endanger themselves for the
benefit of others. Tidus transfers the skills which make him a celebsity to the task of helping
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Yuna, the Guardians, and the community of Spira. Of course, aftruism may be seen in cynical
terms as a pragmatic way of cnsuring one’s safety in the sensc that we wish well those who
wish us well. After all, Tidus s alone in a strange land and needs help to get home. In this
respect, “Guardian” is his occupation, and the help he receives from Yuna and the others is his
wage. Yuna's quest conveniently leads towards his own destination, Zanarkand, and also
allows him to stay close to her,

Nonetheless, FEX occasionally dramatises a selfless morality predicated on the belief
that the effacement of one’s own interests is its own end. Yuna not only offers a single act of
selflessness, of giving up her love for Tidus by promising to masty Seymour, she accepls the

. ultimate act of self-sacrifice: surrendering her life to Sin for the sake of her people. This self-
sacrifice is significant because the empathetic realisation that another is altruistic makes it
safer and more productive for one to maintain proximily and allegiance with them. This might
be explained in psychoanalylic terms in that the voluntary rcstraint exhibited by moral
characters not only facilitales the player's ailegiance with them, it facilitates the player's
acceptance of them as a super-cgo. More generally, any admi\;alion for another’s compassion
and sacrifice produces a growing gratitude and obligation, manifested as loyalty and
friendship, because most narratives reward virtue, and the more yuoral the protagonist the
maore likely ane is to expect a reward from investing in them. Certainly, since Yuna is the
character with the most effective ability to heal characters and cure stotus ailmenss, FEX

literally and continually rewards a player’s allcgiance to her.

The conflict between different moral types is a useful basis for ndminal_ing dynamics
of empathetic emotions. Generally, characters of equal or selfless morality are scen as
justifiably opposing amcral, immoral and 1igidly moral characlers. However, this tension is
not only between obvious opponents, but within or between protagonists. Much of the
narrative tension in FEX results from Tidus and Yuna, who are already flexible in their moral
nltitugf:, being confronted by those who are closed-minded and oppressive. Indeed, if survival
provides & seemingly universal basis for allegiance to characters, then the resistance against
the imposition of another's rigid morality is naturalized as an extension of the human right to
live in, and fight for, frecdom. Throughout thc entire Finat Fantasy series there is a
celebratory disobedience and revolutionary quality against a tymnnical wuler or rulers, In FF2,
Cloud is a member. of Avalanche, who commits terrorism against the polluting Shinra
Coiporation. In FE8, Squall joins a resistancc movement to overthrow the Garabadian

government and then challenge a Sorceress bent on world domination. In EEIX, Daggerrebels
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against her mother, the Queen, who is later seen as a puppet of another Sorcerer, In EFX

Tidus and the Guardians defy the Law of Yevon, and violate a host of taboos, as noted above.

Much of this revolutionary activity finds its subtext in thc adolescent drive to find and
assert onéself: Fina] Fantasy's characters tend to be young (Tidus and Yuna are 17), and the
gumes often namate aritc-of-passage. If adolescence is about finding one’s place in the world,
then across the Final Fantasy series there is a subtext of "adults” having not run the world
properly and as needing to be overthvown by the “natural” vitality and morality of the
protagonists. It is only once a “natural” moral ordet—ir: which everyone is freed from (some
tyrant’s) oppression—that the young can find theic place. So, in comiug-to-age through
service to tile state, characters realize that their values are not those of the state, and that they
can only realize their selthood by confronting the corrupt{cd) world of adult power and
politics, Here it is significant that the Al Bhed, who are the first to reject Yevon’s law in FEX,
are initially coded as barbaric, childish, or terroristic (viclence and kidnapping), but arc later
seen as more morally informed. The necessity of acknowledging one's own misjudgement
may not .only elicit shame, but also allow us to fecl that we have both niaturcd and renewed
our contact to a more natuval morality. Fl_nyers____may not only feel intcllectually and morally
superior to other characters because of this, lh;y may feel moral outrage when others persist

in reversing their initial judgement.

Conclusion

This chapter has argued that FEX posil'whs players to sympathise with Tidus' and
Yuna's vulnerability and attractiveness, which may elicit compassion and foster their
desirability as ego-ideals. This is likely to be reinforced by players® allegiance with the equal
and/or selfless mosality of the Guardians, which fosters identification with them as super-
egos. Sympathy also will be reinforced thvough negative arousal towards unattractiveness,
thréiugnh:g and abnormal opponents, which is likely to be reinforced by negative allegiance
msultiﬁg from their immoral, amoral, or rigidly moral typing. However, FEX also promotes a
global sympathy for the population of Spira, including most opponents, as having experienced
suffering or loss through the hermeneutic cading of tragedy. The helplessness of the player is
partly dependant upon hisher position as a passive witness, but it may also resonate with
histier position as a player whose limited affordance merely serves to advance the tragic
hermeneutic, producing not only the withdrawn tonality that Grodal (1997) associates with

passive-introjection, but sadness as a dominant empathetic emotion or mood.
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Nonetheless, we must make one final quatification. It is possible that Tidus’ and
Yuna's excessive vulnerability and sadness in the face of such an enormous and hopeless
quest may produce “empathic distress” (Frijda, 1986), in the sense of discomfort around, and
aversion to, the suffering of others, For example, a player's pleasure at being able to watch
Yuna {for mules) and/or share in her situation may accasionally be ontweighed by the player’s
frustration at the lack of access to her, the labour of the game (notably ;'escuing her when she
is kidnapped by Seymour), and her ongoing sadness (as a consequence of her self-sacrifice).
That is, Yuna is hardly a fun girl. Her tragic air may be alluring, but its poignancy may
become excessively painful, especially given that she may dic. This anxicty will be greater if
players suspect that her function in the story will be like that of Aeris in FEVIL a tragic
female who sacrifices her life for others. If this is the case, players may expect that any
positive investment in her (as a charactec in the narrative and as a character in the game) will .
be wasted. Players similarly may feel personal distress inreaction to Tidus’ ongoing lament
about his father’s mistreatment of him, and, later, from the realisation that he is dead and will
not be united with Yuna.

Any such personal distress might manifest itself in a path of minimal investment:
players may not let themselves feel too mch 1owards a character, andfor may not spend too
much Gil and/or time devcloping them. It may also manifest as momentary wishes and
fantasising. For example, players may wish that Yuna disappear or die sooner rather than
later, or that Tidus abandon his interest in her. Players might hold open the possibility of a
positive resclution, such as Yuna and Tidus uniting as spirits, or that Tidus will come back
from the dead (the premise, it tums out, of FFX-2). Alternately, players may displace interest
onto ather aspects of the character, or ofher characters entircly, perhaps by attending to
Auron’s prowess, the bond between Tidus and the Guardians, or the potential romance of
Wakka and Lulu. Indeed, personal distress may increase the attractiveness of Seymorur, whose
easy composure in a position of authority offers an ideal of both autonomy and freedom,
reinforcing players’ experience of the game as a tragedy in which weak “virtues™ are doomed.,
However, personal distress is significant in a broader sense, since it is metonymic of the
general process whereby the player’s empathy with characters is affected by, or gives wey to,

the player's own self-concern.
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il Chapter Eight - Player Empathy

- The previcus chapter has argued that players arc not in the same position as
cha:i&_érs. When a character feels an egotistic self-concern, such ns fear at a monster. a
vicwcr. hwy mentally simulate an (inhibited) version of that emotional state, but the viewer
primarily experiences an altruistic concern for them. Hérf: what concems us is Cairo!'s (1984)
additional ebservation that film viewers may feel an egocentric concem for their own position
as a viewer and that this selfconcern may conflict with their altruistic attitude towards
characters. It similanly can be argued that players sometimes care less about the interests of
their characters than they do about their own interests as a player. For example, when players
engage in combat in FFX a character may function as a tool in the playes's attempt to win the
battle, and failure may be registered as sorrow in and for the player.

We cannot simply refer to this self-concern as imagine-seif empathy and oppose it to
imagine-othes empathy directed to characters because there is 1o need to "imagine” another’s
situation: the player responds to his/her immediate position of oneself as a player in a pame
macrostructure (Tan, 1997, p. 185; see also Davis, Hull, Young & Warren, 1987; Hoffman,

~ 1982; Stolland, Mathews, Chennan, Hansson & Richardsen, 1978). Grodal (2003) and Frasca
(2003) have offcred similar arguments that some video games function s simulations, in that,
rather than treating the game as representing anything, the player acts as if s/he occupicd that
space. Unlike the empathy and virtual wishing on behalf of characters which occurs while
watching a film or cut-scene, ergodic sequences utilise the player’s sensorimotor, cognitive
and emotional scripts as if s/he were in that situation, albeit within a context of (partial)

enactive mediation and/or subiraction.

It might scem inappropriate to use the term empathy to refer 1o the player's experience
of histher own situation, but to say that the player actually believes sfhe occupies the
simulated space, and acts on that basis, is to presume that the player is either gullible or
deluded. Even in the most convincing simulation one can maintain cognitive awarcness of the
simulation, and most vidco gasmes, including FEX, offer something very far from a convincing
simulation. By implication, the situational context of play is defined by rules that are absent,
or differertly codified, outside of the play-space. Plnyerg‘ .'nay cmpathise with their prospects
of winning or losing a game in a way that is uncommon during theis daily activity. The term
“player-empathy™ can be used to distinguish the empathy that players feel towards themselves

from the empathy that players feel towards characters. This player empathy may be seen as
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separable from, but usually overlapping with, the ways in which playcrs empathise with
themselves beyond the play-siluation. When a player fecls that what has transpired in the
game is significant beyond the game, as when a character's death in the game reinforces a
player’s general sense lhat s/he is a failure, or mortal, then “player-empathy” may be said to
havo; blurred into the player’s everyday cxperience of selfhood,

This chapter addresses players' emotional experience of play by arguing that
gameplay promoles “pre-opcratory” cognition (Piaget, 1951, 1978), characterised by
egocentrism, by extending the agency of players, but that this egocentrism is regularly
blocked. It is argued that while blocked egocentrism may be explained in psychoanalytic
temms of narcissistic rage and anxietics about the (male) cgo, Tomkins® (1962) and
Nathanson’s ({992) model of shame provides a more useful account of the emotional

experience of gameplay.
Preopcrational Egocentrism and its Blocking at the Interface

For Piaget (1951, 1978), intelligence emrerges from sensorimotor experience, in that as
children grow they not only become capable of mentally representing scnsorimotor actions,
they become more systematic and logical in their organization of schemata, and increasingly
adept at mentally manipulating them. Piaget refers to such cogaitive work as “operations,”
which he defines as “intemalised actions.” At the concrele-operational stage, these operations
can be mentally reversed, but they cannot be applied to complex or hypothetical prablems. At
the formal-operational stage, operations can be applicd ta all types of problems, including

complex verbal and hypothetical ones.

While gameplay frequently engages the sensorimotor system, the performance of
procedural schemata during ergodic sequences usually requires higher-level sirategic
cognition. Certainly, Loftus and Loftus (1983) discussion of player’s strategies presumes that
players have these cognitive capabilitics, and the bottom-up and top-down cognitive processes
discussed throughout lhis thesis requirc concrete- and formal-opcrational thought. Indeed,
Turkle’s (1984) distinction between two dominant styles of computer mastery parallel
Piaget's categories. The “concrete” style is akin 1o Levi-Strauss’ {1966/1976) notion of
“bricolage” in that it is sn approach to problem-solving which “involves entering into o
relationship with [one’s) work materials” (Turkle, 1984, p. 51). The individual experiments,

makes mistakes, gocs back, and reconsiders different approaches, until a workable/working
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model is found. By contrast, the “abstract” style of mastery is characterised by a top-down
approach, that is, an attempt to progressively break down tasks into components. Turkle’s
“concrete” and “abstract” styles may be seen as modes characterised by the predominance of
concrete- and formal-operational operations, respectively, in thut both styles wonld involve

the usc of both concrete- and formal-operations.

Turkle's emphasis an “abstract” and “concrete” styles is valid at a high level of
generality, bue it ignores what Piaget (1929/1973, 1950/2001, 1951, 1978) called “pre-
concepts,” or “preaperatory thought,” now commonly referred to as “preoperational”
(Wadsworth, 1989). For Piaget, cognition is prcaperaticnal prior to the acquisition of
operational thinking. Preoperations have prelogical qualities, and are characterised by: an
inability to follow cerain transformations; an inability to mentally reverse operations; a
tendency to focus on only one, or a few, of a stimulus’ variatles (“centration”); and the

privileging of perception over cognition,

In characterising preoperational cognition it is uscful te emphasise itc- close
relationship with magico-religions modes of thought. Early anthropologists’ were particularly
concerned with the presence or absence of "rationality” in particular cultures and made a clear
distinction between prelogical and Jogical thought (Horton & Finnegan, 1973, p. 17). Freud's
(1913/1950) carly account of magico-religious thinking, for example, followed Frazer's
(1912/1993) view that ontogenesis recapitulates phylogenesis. An individual's psychological
stages of narcissism/auto-eroticism, attachment to love objects, and abandonment to the
reality principle were scen as respective parallels to the evolution of totemism, menothcism,
and science. Consequently, early anthropologists tended to dismiss the primitive thinking—of

“primitives”, women and children-—as developmentally inferior.

This position is no Jonger accepted because so-catled “primitives” are as capable of
scientific modes of thought as “civilised” scientists, who may in turn utilise non-scientific
modes to legitimate their supposed “‘objeclivity” (se¢ Evans-Pritchard, 1937/1985; Levy-
Bruhl, 1935/1983; Malinowski, 1954). Indeed, Turkle (1995) argues that the increased
tendency towards a “concrete” style of compuier use results from a cultural revaluation of
concrele modes of thought that were formerly dismissed as “primitive,” child-like, and
feminine. The present position is that both pragmatic {prote-scientific) and magico-religious

modes of thought may be found across the diversity of human cultures and that this reflects
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the “psychic unity of {hu)mankind” (Tambiuh, 1989, p. 84); yet at the same lime, differcnt

“modes" of rationality coexist within cultures and individuals,

Magico-religious thought is not reducible to preoperations, nor do players of FEX
simply regress to a preoperational stage, since they remain capable of formal-operations.
However, formal-operational thinking is domain-spccific, and unless an adult’s environment
demands accommodation there is not usually any nced to utilise formal-operations. This bcing
the case, it is possible to argue that there is a “preoperational mode" characterised by a
prepanderence of preoperational reasoning, but which presumes the usc of other operations.
More specifically, it can be argued that certain aspects of gameplay promote charactesistics of
preoperational thought—phenomenalistic  causality, nraVve realism, and physiognomic
perception—often associated with magical thinking.

Phenomenalistic eausality describes the process whereby the conjunction of events is
mistaken os a cousal relation, and is associated with children’s (and “primitive™) beliefs in
magic, a$ when opening a curtain is seen as creating light or jumping up and down is seen as
causing crops to grow higher. In video games this may as rcsult from players misperceiving
the causal, or cybemetic, relationships which bind them to the game. For example, the
conjunction of pressing the “O" button may be immediately followed by the appearance of a
wandering monster, and may thercby be seen {or experienced) as causally related, even if the
cffect was random, or was triggered by some other event. This is partly a conscquence of
“intuitive” and well-known interfaces: the less mlaublesome the process of interaction, the less
likely it is that a player will attend 1o signs at the interface as representations of computational
processes. While this is likely to be a fairly transitory phenomenon, it overlaps with naive
realism, the belief 1hat signs have an indexical relationship with the objects to which they
rcfer_.'. This is evident in children's beliefs in the power of words and language in which the
quality of the object is scen as residing in the word and vice versa. Here there is nw active
perceplion of sigas standing for, or motivating, processcs within the computer. That is, digital
signs—the character, the game world, and opponcnts—become treated as the wbjects of one's
actions. not as represcnting something else. For exampic, players may pcrceivx; “powerups,”
including potions, as powerful in and of themsclves, not as indexical of the power a character

gains from them, and which is observed in subsequent actions.

This process is perhaps most obvious when one imbues the bultons and game

controller with a quasi-mystical power, a tendency that has been exploited in Sony’s
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Playstation advertising campaign, which mystifies the game controller's symbols. Certainly,
the Playstation controller’s symbols are the point of contacl between the diegetic and non-
diegelic, the limina!l cntry point between the unreal and real, between the extended agency of
the player's will and the limited agency of the character in histher mundane existence. These
are the symbols on the gates of the “Third Space” referred to in some of the advertisc:nents
for the Playstation 2. It is thercfore not surprising that, stripped of any specific context of
(inter)action in/with the game, they may represent the magical act of immersion or
imagination itself, or the magical enforcement of the player's will, and are imbued with power
(see Tambiah, 1996).

What is significant is that it is easy to mistake oneself as the causc of an event. This
may occur whenever a player experiences a fortuitous congruence between histher desire and
game feedback: a chatacter is injured, but finds a healing potion; a character is close to dying,
but the oppone'll_{}.misses himv/her; an opponent seems 10 be winning, but then the character
defeats it with a ‘critical attack. In such instances, it may scem as if the player has caused
something to happen. Since the transparency of the interface brackets out the technicalities of
mediation, a panticular act, such as clicking on & menu item, seems to translate thought into
deed (see Dibbc!), 1993; Stefik, 1996). This blurs the boundaries between mind and body,
such that the interface may be experienced as a place where one’s thoughts or desires are

magically manifested.

A player's felt interpenctration between will and world may lead to physiognomic
perception, the tendency to project emotional states onto inanimate objects, or, morc
accurately, the inability to distinguish inner states of being from an external situation. We
have already discussed this in tertns of projection and the uncanny, and similarly Scott
Bukatman (1993) has argued that virtual reality envisonments, and computers in general, are a
“place for the retumn” of Freud’s notion of the “omnipolence of thought” (1993, p. 209), in
that the interface not only masks the body, it seemingly translates thought into deed. 1t can be
argued that this experience occurs when players project or perccive events in terms of their
own anxicties. For example, players of FEX may worry that they will not find enough potions
to get them to the next save point, aor that they will not find a save point before they have to
stop playing to perfonn some social cbligalion, and one of these fears conies true. Playcrs
may feel anxious about being attacked by a particular monster, and find themsclves suddenly
confronted by a wandering monster of that type. In such situations, playcrs' anxiety about

their fate readily leads to an assumption that there are aggressive and malevolent extemal
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forces acting against them, and players may constantly scarch for praof of this in game events.
Here the player does not so much fee! that s/ie has caused something Lo happen so much as
feel that his or her fears were {and are) justificd.

While Csikszentmihalyi's (1975, 1990, 1993) flow state is characterised by a
natrowing of attention it is, of course, not necessarily accompanied by the kind of illogical
cognition that Piaget associates with prcoperational thought. Nonetheless, increased
immersion into the logic of the game world and a state of flow docs promote an egocentric
tendency to bracket out mediating (computational, biological and social) processes. If, for Tan
(1997), film viewers vcluntarily enter into the illusions bound up in the diegetic effect, then it
is likely that players may voluntary enter into the cxperience of the machine as a proximal
extension of the self, cultivating a preoperational egocentrism which scrves their pleasurable
experience of mastery, In other words, if gameplay is a space for cgo-gratification, then
players may seek a high degree of attunement between their thoughts and feedback at the
interface, and this may produce characteristics of preoperational thought, including

egocentrism.

Whilc both psychoanalysis and cognitive psychology may have tenninology for this
process, the Freudian account (1919/1990) is less productive. A return of the repressed may
occur during gameplay, producing some paranoid projection, but a modified version of
Piaget’s (1929/1973) modcl of preoperational egocentrism offers a more general account of
, the adaptive:function of players’ cognitive and offective work. Enotion, in ils wninhibited

extremces, overrides cognition and forces us to act; in its less catreme or inhibited forms it
" motivates and namows atlentivencss. It may be uscful, then, to see the motivated and
natrowed altentiveness that occurs during an emetional event as a form of “centration,” in that
certain aspects of a situalion are not processed: one focuses upon the most salieat threat and
the concomitant affordances. This involves an increasing emphasis on nervous processes that
are phylogenctically archaic, and it may activate preoperational thinking which is global or

stereotypical in its appraisal (“The Al Bhed are Arabic!Don'ttrust them! FightRun!™).

Stereotypes arc a potential problem in any communicative context, in that they tend to
produce a generalised negative/positive affect for a group, minimise the perception of
variation, naminate and marginalise “others,” constrain perception and behaviour, and are
often self-confirming (Guirdham, 1999, p. 163). However, stereotyping, which may be seen us

an adult manifestation of preoperational thought, is not simply prelogical, ontmoded, or
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incorrect. Siereolypes are an economic (albeit lazy) way of appraising onc's environment,
They provide ready-to-hand, general appraisals which arc sometimes valid at a broad level of
genenality, short circuiting the need for convoluted reflection, thereby freeing onc to act
quickly (sec Mackic & Hamilton, 1993). Because much gameplay demands quick action, and
deliberately fosters a gratifying immersion, flow, and egocentrism, preoperationa! thought is a
funciionally useful way of accommodating information at the interface. Egocennism thercfore

may be seen as the defining aspect of those preoperations that occur at the interface.

Blocked Egacentrism and Its Entotional or Aesthetic Significance

While cgocentrism may frequently occur, then, gameplay may be characterised
through ils repeated blocking, and earlier chapters have indirectly discussed aspects of video
gameplay that may cause this. Chapter Two acgued that digital articulation may block Gestalt
impression of an image, and that shifis between observational or ergodic attitudes produce
disjunctive proximal-distal transactions, especially when players are promised the freedom to
act in a virtual world but can only choose fram some basic, repetitious commands. We can
extend this account by arguing that becausc pieoperational experience is characterised by
ignorance of mediation, video games may block egocentrism by drawing aitention to their
semiotic qualities. For example, the sense of the video game as an cxpression of onc's mind is
effectively blocked when one Icams, or is confronted by, a new assignment of sign-funclions.
This occurs at the beginning of FEX, when characters acquive a new Overdrive, and when the
player first plays blitzball. Such blocking is obvious when the player has to consciously check

the controfs and (rc-)read the manual.

Increasing mastery will minimise an awareness of sign-functions, but the forced and
thurricd use of habituated procedurat schemata may lead to make mistakes that create the same
effect. Errors, for example, arc obvious during those aclions, such as Overdrive charging,
which require complex and/or time-pressured button combinations during periods of high-
affect: Auron's Shooling Star Overdrive requires players to press: “A” “0," afp Xt oLeft,”
“Right,” and X" during a rapid countdown. More routine “crrors” occur during combat when
one scrolls down a small menu to find an item but scrolls past it because the inventory has not
been properly sorted. Similar problems also occur because of unexpected or complex options
during menu navigation. For example, a player may have follen into a pattern of choosing
various menu options for three selected characters in combat which is effective against most

monsters (Altack: [Selected Monster]), but then may come across & monster which requires a
._|:
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different sequence, If the player accidentally falls into the habituated sequence at some point,
the player may be Fustrated at the computer’s inability to differcntiate the sclected
assignment of sign-expression to a sign-vchicle (the routine: Autack: [Selected Monster]) from
the intended assignment of a sign-expression to a sign-vehicle (such as: Summon: Ixion) in
the Combat Menu.

Chapter Three argued that shifts in and between narrative and game interest structures
may defer or block access to the objects of one’s interest, and we may extend this by arguing
that the gome interface may block one’s agency by limiting access to infonmation that is
important lo the maintenance of flow. Poole (2000) addresses this by distinguishing the use of
the “camera” in videco gemes from its use in film. For him, the analogy to “camcra™ in
describing the point of view in video games is limited in that, *‘cinematic camerawork of the
kind that is immediately noticeable or stylish . . . often depends for its effect on hiding
something from the viewer, not letting you see everything” (p. 81). We might accept Poole's
point, then, that: “there can be no dramatic irony in vidcogames, because dramatic irony
depends on a knowledge diffcrential between spectator and prolagonist — yet in a videogame
the player is both spectator and protagonist at once” (p. §1). When games attempt to “replicate
this kind of stylised shot choice,” by (say) hiding an item or monster where players cannot sce
it, it “becomes a fraudulent and frustrating method of inducing tension: the player can get
killed by zombies, not because the environment is cleverly designed, but because /he was
deliberately hindered from seeing them coming until it was too late™; consequently, “a purely
filmic notion of camerawork cannot work in a videogame context. Film manipulates the

viewer, but a game depends on being manipulable” {p. 81).

Against this it cun be argued that leve] design in many games (most especially FPSs)
involves the deliberare placement of monsters and oljecls to surprise, startle or frustrate the
player (see Kushner, 2003, p. 143) and/or to exploit the graphical technology (Poole, 2000, p.
$30). Some players accept that levels have to be replayed uniil they are known and
mastered—afier all, this is Friedman’s (1995) acsthetic of “demystification,” Turkle’s (1995)
“tinkering,” and Myers (1990b) “experimentation.” While FFX's game macrostruclures ase
not govemed by an aesthetic of sucprise and shock, they do reward with items players who
explore hidden areas. Conscquently, the blocking of items, like the chests hidden behind
crates on the Luca docks, is a challenge that is part of the game's aesthetic of mastery and
demystification, coded in beth crgodic and narrative in ternns of the exploration and

colonisation of space (Fuller & Jenkins, 1995). Certainly, it is frustrating to search an area and
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realise there was notking to be found, but players asc not required or expected to find cvery
itern hidden on the side of paths, behind boxes, or in distant or secret locations, since playsrs
can pass the game without them. Whether players search systematically, continuously, or

occasionally depends upon their eiected strategy and style of play.

Nonethelcss, earlier chapters addressed other processes that may block a player's
egocentrisin. Chapter Five discussed the dual narrative and game coding of characters, which
Chapter Six argued could lead 10 a tension between characters as ideal egos and ego-ideals;
and Chapter Seven argued that players' empathetic emetions depend upon their separateness
fram charactess. These arguments hold open the possibility that characters may nct against a
player’s viral wishes, guidance, or commands. While empalhy may result from seeing
characters as independent, unique and unpredictable persanalitics, a charaxter’s ignorance of
onle's virtua! guidance in observational sequences, and the absencc of desired affordances

“during ergodic sequences, may be cxperienced as defiance. Conscquently, characters who
cengage in actions that are not in accord with a player’s motives or goals may effcctively deny
or undermine that player’s free intevaction, mastery and desired omnipotence over the game

world.

. It is evident, then, that gameplay both encourages and blocks egocentrism; the issue
thar follows this rccognition is the emotional or aesthetic significance of such blocking.
Within psychoamlytic disconrse, the blocking of egocentrism may be seen primarily as a
cause for fear or anger. In Freud's or Klein’s terms (sce tespectively Kinder, 1991, and
Skirrow, 1980) blocked cgocentrism may be seen in terms of fear, in that the constant threat
of failure or being ovet whelmed by opponents during gameplay may be premised upon an
apgressive defence agoinst the regeession of the male ego to an earlier state of vulncrability.
First person shooters (FPS) may be seen as exploiting his quality. For example, Carr {(2003)

" argues that Sitent Hill (1999), being a horror game, “aims for intensily, tension and fright” (p.
3), and to this end is “'tense, sparse and linzar™ (p. 2). Its incessant fighting and tight first-
person perspective hold open the possibilﬁy of sudden death, and its horror-genre premise of
supermatural incursion creates a sense of the monstrous violation of the teal. The fighting,
hue-like space, limited save points, keys and puzzles, all drive the player inevitably forward
in a “tidal pull" (p. 3), alldwing the game to “instigate and maintain pacc and tension,
[fuelling] its unnciving visions of death and possession” (p. 2). This constitutes a
charrcteristically malc aesthetic or pathology that constantly places he ¢go under threat while

providing affordances for reactive and pre-eiuptive destruction. Creed's (1953) aceount of the
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monstrous-feminine would scem applicable here, in that the prescnce of monstrous and
dangerous females, such as the alien in Aliens vs Predator (1999), explicitly links a threat to

the player’s ego to male anxieties about femalesexual power,

However, such accounts are not particularly relevant to role-playing games (RPGs).
Carr (2003) observes that, campared wilh Silent Hill (1999), the RPG Planescape: Torment
(1999) is more concerned with immersion, and is consequenty dilatory, encyclopacdic, open-
ended and cyclical, encouraging detours and the (re-)examination of detail. Players can save
almost anywhere, minimising fear of re-play, and there is a mbrc accommodaling top-down
perspective which provides for visual mastery and a strategic orientation. Its goals also
“remain dispersed or vague,” and in place of an ongoing anxious sush it prefers “to be
savoured, wandercd through, in thc company of armecd companions™ (p. 8)—in short, in
relative safery. Carr implics that it would be misleading to place undue emphasis on
psychoanalytic accounts of negative affects—on a constant re-staging of primal fear about

death er ego-loss—in RPGs, which promote an acsthetic lhat is atmosphesic and strategic.

These comments apply almost wholesale lo EEX, which allows replay, offers a third
pesson perspective, is open-ended, and encourages mastesy through combat strategy and
cxploration. Most of the game’s images of bodily disintcgration and death are so typical to
fantasy fiction, RPCs, and previous instalments of the Fina! Fantasy serics, that they may be
seen less as expressing latent anxieties about separation anxiety, (s)mothering, castration or
death than as conserving the genre. For example, while stereotypical images of the monsirous-
feminine (Creed, 1993) may be found in many CRPGs, the only real horrifying female figure
in FEX is Yunalesca: the main opponents arc male. A player may interpret this absence in
terms of a male destructive force that must be destroyed to re-instatc the role of the nurtering
mother (absent from Tidus’ life) in the (ve-) productive (_social) life of Spira (whose positive
aspects are figured by Yuna). Yet such an intesprelation is more intelligible at a heimeneutic
level in relation to broad cultural anxieties, and hardly describes the player's likely

interpretation of the game or motivation.

Ina mcunian {1977/2001) account, the forced shift from a narcissistic experience
when one's agency is blocked may be seen as posing the presence of an Other that challenges
- the Self at the level of the imaginary, inciting narcissistic rage. This might be seen as a uscful
" and broadly applicable model. Afer all, while play may be idcally satisfying to the ego,

games_require challenge and necessarily frustrate the cgo. Bifficulty scttings not enly
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accommodate flow by adapting play to a playcr's increasing mastery of the system, they
indicate that challenge is an aesthetic of gameplay, and anger is an emation that may help us
face challenges. Furthermore, lhe labour of play may be seen as analogous to the labour of
shoring up the ego. Indeed, it cannot be over-emphasised how much of the player’s affective
activity is bound up in the simple issue of labour, of the expenditure of time and effort. EFX
requires up to 90 hours of gameplay and complex cognitive strategies which, if they fail,
require players to repeat extended sequences. Characters, including the history of their
development, may l’unclt_lion as an éndex of the player’s investment in the game as a whole,
with death of a character less a figuration of the player’s castration than an index of the
player’s loss of labour. The point is that the greater the loss of labour, the greater the offense
to the ego, and the greater the narcissistic rage.

This angry response 10 a challenge to lhe scif response may be reinforced because, as
was argued in Chapter Seven, the absence of moral, humen qualities minimises empathy and
maximises negative cmpathetic emotions. That is, the computer may be aftributed with super-
human qualities that promote an angry sense of unfair opposition which opposes any sense of
egocenirism. If a computer wins it can be accused of cheating because, not being human, it
does not thiuk, it merely calculates to an inhuman degree. This promoles the kind of injustice
one might feel if two people were given the same mathematical problem to solve, but one of
the people had a calculator. In this sense the computer i3 an instiumentality to which the
player has no access. Such an awareness of the computer as a computer may lead players to
recognise that there is not an equal playing field, which takes away any sense of play as a just
cxperience. The computer’s lack of reciprocity may lead to an expiatory type of anger in
which players punish the game, smashing ard cursing it, for a fele injustice. It is not just that:
“You cheated” or: *You broke the nules™; there is a mare profound sense that: “You betrayed
me! This was mcant to be fun!" It is precisely because players are encouraged to promote
egocentrism at the irterface {an overextension of the self into the machine) that the rage they
feel towards the machine may be so potent: there is a sense of having been betrayed during an

(invited) intimate moment.

However, seeing gamcplay in terms of male cgo anxiety and aggression readily
suggests a phallocentric stance or a polemical feminist agenda. We should not forget that
story- and character-based games such as Final Fantasy atiract more of the female market
(Casse!l & Jenkins, 1998), and psychoanalytic accounts tend to draw attention away from why

some games appeal to both genders. As Grodal (1997) argues of film, most of the perceptual,
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cognitive and affective aspects of gameplay already addresscd—affcctive tone, the regulation
ol interest, and lhe production of empathetic emotions—arc not gender specific. Therefore,
reducing analysis to issues of gender misrepresents the cmotional experience of gameplay.
This is not 1o argue that gender should not be addressed, that gender is never central to the
experience of gameplay, or that the above psychoanalytic accounts are without value; it is
morely to statc that more fundamental processes need to be accommodated. Indeed, we can
correct some of the gender bias in psychoanalytic accounts by simply observing that male
players do not usually fear the loss of their penis so much as the loss of the phallus, and that
castration may be sead as trans-gender metag..or for the dicnunition of a player’s ego through
the loss of (symbols of) power. Similaclty, while aggression may be associated with males, we
can observe that narcissistic tage is not always gendered and often will depend upon the

consolidation of an individual player’s ego.

Nonctheless, while play may be cxperienced in psychoanalytic tenins as the labour of
shoring up the ego, with fear resulting from one’s loss of power and anger resulting from a
chatlenge to one’s agency, it can be asgued that players may sometimes feel quite differently
about the work of gameplay: slowly guiding a character across an entire level, fighting
recurting wandering monsters, re-loading sections and replaying them, for the possibility of
some future reward of interest or fun, The following argucs that if gameplay is experienced,
not as a constant statc of egocentrism and flow, but as a recurring sense of blocking with an

ongoing threat of the loss of labour, then shame may be central to gameplay.
Shame, and the Compass of Shame

In Tomking’ (1963) account, the familiar emotions of shame, defeat, shyness,
inferiority, guilt, humiliation, and frustration are built upon an underlying affect of shame. In
this model, which accords with [zard's (1984) model of the physiological substrates of the
major emotions, shame is an auxiliary affect whose activator is the incomplete reduction of
interest or joy. More broadly, shame is a physiological response to sudden and unexpected
separation from positive affect, and it is associated with the inhibitive aclivity of the
parasympathetic nervous system, The immediate form of shame as 2 “slump, blush, averted
gaze, and loss of attention” reflects an atlenuation of interest, in the sense that “aobody can
think clearly in the moment of shame . . . . [It} wrns off interest-based consciousness and tums

on shame-based consciousness and shameful attention” (Nathanson, 1992, p. 133). Schorc's
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(1994} neurophysiological account describes shame more precisely in terins of an “attachment

deactivator” component, which:

[is] mediated by activation of the latcral tegmental limbic circuit, [and] acutely
brakes hyperaroused and hypcrstimulated states, diminishes positive
narcissistic coloring of self-representations, contracts the self, lowers
expectations, decrcases self-csicem, active coping, interest and curiosity,
interferes with cognition and increases ovest consciously experienced shame,
parasympathetic supporied passive coping, blushing, gaze aversion, and
depressive affect-toned mood. (p. 363)

Defined this way, shame is the lesst damaging of the negalive affects. It forces us lo re-

nppraise a recent situation, and potentially re-engage with that siluation with greater attention

to those aspects of it which we perceive 10 have caused the shame response,

As we develop, this affect is socialised and begins to take on the emotional characler
usually associated with shame. For example, when we have been cut short mid-sentence, we
may initially experience the underlying affect of shame, but we witl also search our memory
for similar situations. These may refer 1o social conventions, such as speaking eut of wm or
too loudly, and layered associations to one’s physical ability, sense of helplessness, a lack of
success, sense of self, attractiveness, visibility, and anxicties about intimacy, and so on
(Nathanson, 1892, p. 317; sec below). This awareness of shame is a significant characteristic
of its socialised form as an emotion, especially given that the visible signs of shame, such as
blushing, usually amplify the affect (Tomkins, 1963, p. 36).

Of course, gameplay is often a solitary situation with a non-human opponent, and
playess do not usually accord the machine the authority to shame them in the everyday sense.
However, the ongoing blocking, frustsation, failure and loss of positive affect may be seen as
an experience of this innate affecs of shame, and it can be argued that there are some instances
in which the emation of shame miy emerge. If this isthe case, then it may be possible to see
some player’s strategies of self-regulation in tenns of Nathanson’s (1992) model of “the
compass of shame” (1able 8.1), developed in co-operation with Tomkins to find therapeutic
applications of his theory., This mode! identifies four general tendencies—"withdrawal,”
“auack other,” “avoidance,” and “zitack self’—which suggest four categories of the ways

playcrs may attempt 1o self-reguiate the play experience.
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Table 8.1 Nathsnson's (1992) compass of shame adapted to scripted patterns of shame-
regulation in video gameplay.

Point of Style of Seruality Auwriliary Affccts Range of Aclion

Compass __ Openlion

Withidmwal  Shani allecs Impotence: fiigidity Disiress: fear Sulk (s presence of game
as such > resighvhide from game

Auack Sl Avoid Masochlsm Distress; sclf-disgusi: Defer 40 game/situationsl
Ieiplegsnesy scll-dissmell Jogic -» belitde own abdility

Avoldance  Prevent tlie Maclisme Bacilements anger Peny or cover.up fajlure
alfezi by reinforsing cne’s pride

{sell.csieem), or by adjusting
ooe’s allitude 10 the game
(prepasation, sceking belp,

cheating?
Atizck olher Avoid Sodism Angen, dissmell; Pul-down sequerxe, game,
[ofedorlty dlsgust geore, medivm, conteat of

play and/or game producers
*> sxdistic behaviour against
game aniyor game world

In the context of play, which is often charactesised by an energetic and pleasurable
immersion in the play space, & minimal form of the affect of shame may occor whenever a
player’s engagement has been seddenly cut short, Where this is scen as simply unexgected, or
as reflecting upon one's own failure, this may manifest as 2 momentary lack of
responsiveness, or exhalation, characteristic of resignation. That is, the player may take a
second 10 recognise the separation before making the effort to re-enter the play space.
However, it is also possible that gameplay may clicil more extreme forms of shame,
especially when the player has a personality prone to shame, or if there is an antccedent
condition ¢that makes the player vulnerable to shame, for cxample a pronounced depressive
statc. A player in this state may take longer to pick themselves up from their ejection from
pleasurable engrossment in the play space, in the depressive sense of lcamed helplessness.
This might be manifested as sitling and staring at the game controller ar floor, looking away
from the screen, or (at its most extreme) the player guielly getting up or turning off the game.
The cognitive cxpression of this shame might be intelligible in terms of the game as an
(amhropomorphised) witness to one’s failure and, consequently, a desire not to be “scen™ by,

or not to be near, the machine.

However, this sense of shame may become ¢ven more pronounced, since the status of
the computer as a partner in, or context for, play holds opcn the possibility that the player may
recognise or experience the entire process of gameplay as wasted [abour, as an empty kind ol
play. The jssue is that, while the computer may have some super-human qualities, it especially
may be characterised by the absence of human qualities, The computer does nol experience

fun, nor can it witness or acknowledge one’s fun or ego: it is a cold, rational, unfeeling
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device, and onc's viciory may occasionally or retrospectively change from excitement into an
uncanny moment of realising that one‘s intimacy with the game and its characters was
expericnced with such an impersonal artificial intelligence, Even if one does win, the victory
may be scen as a hollow, partial or alien victory against something incapable of recognising or

understanding that victory and/er the strategies which led to it.

Shame in the more comimon sense, as an cmotion, may occur whenever one makes a
personal link between oneself and negative stereotypes of people who play games, as when a
player recognises oneself as having spent too much lime on a game, as lazy, failing to
confront the reat world, or as excessively escopist. However, it is perhaps more kely that
players feel shame as 2 consequence of evaluating gameplay from someone else’s perspective,
That is, a player may expcricnce the game not in terns of his or her own gratification, but
someone else’s gratifications, as when the player is engaged in such tedious tasks as
navigating the tandscape, {ooking behind bushes, trees, and crates, rechecking arcas in casc
anything was misscd. and becomes conscious that this activity is not gralifying lo a co-playsr,
viewer or commentator {say, a competitor or researcher). Such an empathetic emotion
requires only a minima! form of cognitive empathy: for example, the presumption that the
aobserver prefers kinaesthetic spectacle or some dazzling demonstiration of spatial or strategic
skill. The player may feel that she has failed whenever there is no such spectacle or
demonstration, ard may oscillatc between shame, guilt or embarrassment towards oneself,
anxiety about the protracted nature of a dull sequence, or anger towards all the perceived
causes for this experience of failure. This can be extended to players who participate wilh
observer-participant research and become self~conscious that play is being evaluated
accerding lo some “intellectal” aesthetic. If nothing else, such shamefulness may be
sustained by the ongoing presence of the observer, attenuating flow and its pleasurable

egocenirism.

The avoidance pole of shame sefers to the ways we “reduce, minimize, shake off or
limit" (Nathanson, 1992, p. 313), either through drugs, scx, or other stimulation, ur by calling
atention o whatever brings us pride. That is, avoidance is achieved, not through the physical
withdrawal which characterises shame as such, but through diversionary stimulation andfor
positive cvaluation of one's self-esteem, for cxample the activation of narcissistic scripts,
sometimes to the extent of denial. For Tomkins (1962), Nathanson (1992}, and Schore (1994),
pride is complementary to shame in regulating self-esteem, or, more precisely, self-estecm is

governed by “two dissociable psychobiological components” (Schore, 1994, p. 363), The

223



“attachment deactivator,” which is part of shame, constitutes one of these componcnts; the

other component, the “attachment regulator’:

[is] mediated by activation of the mesocortical central tegmental limbic circuit,

[and it] reduces consciously experienced shame, negative affective self-

represcntations, (ow-kcyed depressive states and passive coping, and initates

self-comforting functions which emable rccovery of sympathetic supported

positive hedonic-toned mood and narcissistic affect, cxpansion of the self, and

active stress coping capacitics. (p. 363)
The cognitive component of the “shame modulator” that Schore identifies as a “pride”
response may include benign responses such as “I'l} get it, if I keep trying.” This may give
way o attempts to re-define one’s aesthetic relationship to the machine. For example, players
may accept that the game is harder than they desicc and may subsequently change the
difficulty settings, or may check to see if there is any preparation that can be accomplished,
such as double-checking the manual, playing tutorial sequences, and scorching out hints,
cheats or walkihroughs. It FEX, certainly, a great deal of time is spent preparing characters by
buying and selling items, rearranging itcms in the inventory, checking cheat notcs, and so on,
to maximisc the chances of surviving a dangerous opponent or section of the game. This
allows one to literally avoid moments of mis-atlunement or failure and/or overcome whatever

initiated shame, and thereupon re-cngage with the game without damage to one’s self-esteem.

However, pride may also lcad to such over-oplimistic respanses, such as “I’m worth
i1, E'll give me/it another chance!” or “There must have been a mistake, Ict's try that again!”
This may lead to preoperational thoughts that conserve the player's cgocentrism in spite of
contradictory feedback {Reith, 1995). That is, when the conscious excrtion of will does not
scem magically realised, phenomenalistic causality may be preserved through the use of the
kind of magical thinking that gambiers use to justify continued play in spite of losing, In this
model failure does not necessarily disprove (the efficacy ol) our (desired) ommipotence, it
merely proves one'’s failure to fully enter into the potency of that statc. For example,
sequences which contradict our cxpectations of influence may be dismissed in terms of:
intention (I was not thinking about it so I shouldn’t have expected it to happen”);
intervention (“something was influencing my attempt to rcalise my intention™); llawed
method (“Idid something wrong so it didn’t happen™); or weighted probability (“If I keep at it
it will happen™).

Since preoperational reasoning may function to preserve the state of play, the above

kind of thinking is nat nccessarily symptomatic of some problem in the player’s petsonality or
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in the experience of play. The broader significance of the pride response is that it functions to
renew and augment intcrest by creating a positive net return, which may provide sufficient
stimulus to provide closurc and comfortably terminate gameplay. If the affective (and
acsthetic) character of play is oriented around self-esteem, pride may signal adequate sclf-
esteam vis a vi's the act of play: a scnse of accomplishment, of a resolved action tendency. The
cognitive form of this might be: *{ played to win, and I won: so the game is over.” This
closure may make it easier for the player to compartmentalisc a gaming session, in spitc of the
absence of a discrete emotion-cpisode, and achieve something closer to the kind ol cathastic
or acsthetic pleasure found after viewing a classical drama or feature film. Nonetheless, some
playcrs may turn o pathological evaluations, such as: “I’m great, no matter what this #$%*
thing says!" and may play and fail repeatedly as a means to prove the game’s inability to
recognise their perccived worth (“What do you know, you're just a dumb machine!™). This
kind of pride is so excessive that the experience of gameplay primarily enables aggressive
scripts that deal with negative self-esieem.

In the case of the attack self pole of shame, anxiety about the hlclplessncss and
isolation characteristic of shame leads one 1o attempt to take control of the cxperience, that is,
by voluntarily putting oncsclf down in the presence of another. We thereby accept a reduced
sense of self but avoid feclings of helplessness and isolation by maintaining a secial dialogue
(Nathanson, 1992, p. 313). In place of another, of course, we mny simply internalise the voice
of the other as a conscience or super-ego and regard the intcnsity of this voice as surrogote
proximity to the othei. The most benign resposnse to this might have the cognitive form of:
"that was more unexpected or difficule than I could have expected; maybe E'lIl feam,” such that
the player defers to the game < a pupil to a tator. However, the player may respond in terms
of far more damaging layers of association, such as the player cognitions listed in Table 8.2,
adapted from Nathanson's (1992) schemata of negative self-cvaination.

Table 8.2. Schemata of sclf-cvaluation, adapted from Nathanson (1992, p.317).
Schemata category Sample schemata

(A) physiological limilations “I am slow, clumsy, incompetent"

(B) dependence/independence “I cannot design games; 1am totally helpless before 1his game;
there's nothing I car do but cheat by consulting someone else who

can do this properly.”
(C) competition “I am a loser, L have been beaten by a maeline.”
(D) sense of self [ must be (he only person who can’t gel this; it must be obvious to

everyone else who plays this.”
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(E) persanal atlsacliveness “How attractive can 1 be, sivting here alone ploying this game?*

(F) sexuality “I am so scxually inadequale I am failing ot fighting imaginasy
opponenls, autoeraticatly twitching the ceatrols while watching Yuna
and Lulu.”

{F) visibility “Thank God this is not an ascade game. I can't let anyone see me
like this."

(B} wishes/Tears abeul )l I am complctely alone with a machinc and even ir is unresponsive: 1

could never be loved or deal witha real person.”

The emotional tone of play may not always involve such conscious cognitive
respunses, and will certainly vary with the player’s personality and scripts. However, a
frequent, significant response to such negative self-cvaluations may be the resumption of play
not to prove that the game is faulty, as in the avcidance pole, but to prove that the self is
insufficient. This ongoing demonstration may function as a limited form of phatic contact,

maintaining the relationship that staves off a feared sense of isclation,

It is common, of course, for players to have emotional “espanses to the game which
are fundamentally aggressive, premised upon narcissistic rage, or upon more complex
nppraiﬁnls of the situational context. However, sometimes aggression may be a sccondary,
defensive response, as in Nathanson®s (1992) fourth pole of shame: attack ather. In this case,
the shame response “is associated with a feeling of lowered sclf-worth that is simply
unhearable” such that “we are likely © reduce another person so that we can at least be better
than someone else™ (p. 136). The obvious cognitive form of this kind of response is a verbal
reduction, humiliation or abuse of a secrion of the game (“This section is boring, when do I
get back to the fun!™), the game as a whole ("I hate FEX!"), the genre ("I hate Final Fantasy
games™ or “1 hate adventure role-playing games!™), the medinm {“I hate video games!” or I
hate computers!”), or a physical (sadistic) attack on the video game itself (striking the
console, keyboard or joystick). It might bc obscrved here that when players think: "“You
cheai!” they are not necessarily engaging in physiognomic perception, that is, projecting of
human qualities onlo to thc game. The expression “‘you™ may be a linguistic convenience,
since the designer of the hordware or software may be accused in absentia, or the player may

simply be giving voice to an experience in which s/he feels “cheated.”

However, the attack other pole of gameplay may also be seen when the player takes a
prolonged and (mediated) sadistic attitude to play. Fer example, instead of physically

attacking the machine, the player may play in spite of their resentment and deliberately go out
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of their way 10 violatc the rules of the gamec. This is evident when players take theic time
during a timed sequence, deliberately go the wrong way when given a predetennined path,
avaid goals or quests the gamc provides for them. or deliberately crash/kill their
vehicle/character, In video games, of course, this rejection of thc rules may sometimes be scen
as producing a kind of humorous mayhem through comic mis-use. This may, in tum, be taken
as setting up an opposition between the inert, stupid inhumanity of the computer (with its grim
confornity to rmles and its formulaic guide for play) and the creative/destructive activity of

the human player (capable of illogical behaviour and absurdity).

Nathanson’s (1992) mode! of the shame therefore suggests some of the ways that
players may experience shame and sclf-regulate it, but it is particulacly useful because it
suggests that what videa gamcs really offer is a concext for self-regulation. After all, while
self-regulation may be a necessary consequence of gameplay, it is possible that the provision
of a context for seif-regulation may constitute the aesthetic appeal for some players. This is
not the same as saying that players wish to enter a state of “flow,” sincc a game may oflfer a
serics of challenges, frustrations and failures which threalen to scver the player from a stace of
“flow,” forcing the player 1o recover from it. The desired “zone” of self-regulation is premised
upan a level of difficulty that is not only sufficient to maintain interest but is also capable of
producing shame recponscs, The player, then, may have a sense not so much of scamless
“flow" as of a staggered scries of interyuptions, after which the player must re-appraise the
situation, pick themselves up, and re-enter the “flow™ state; or, alternately, they enter a state
of “flow” whosc tonality is negatively charged relative to the perceived proximity of a shame

response and the labour required to process it.

It is obvious, of course, that players may feel happiness in the sense of relief at the
unexpected end of a long scquence, or gratitude at suddenly finding or being given some
desired item or aid. However, happiness, especially as it is associated with flow, may be scen
as a reward for self-rcgulation; mastery comes through practice, through constantly
overcoming an opposing force, through defying the external agency of thc game and
subordinating to our own will, assimilating it as procedural schemata. It is not merely that
ployers win or complcte a game, and that their happiness is thereby over and done; happiness
itself is won from the game, and this victory allows the player to retrospectively value
gameplay. For example, an entire, frustrating and dehumanising session, or history of play,
may be emotionally and aesthetically recuperated when an ongoing process of self-regulation

finolly culminates in success.
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The Transfer and Dynamics of Emotion in Video Game Aesthetics

Earlier chapters have identified a number of pracesses and factors that govern the
relationships between players, characters, and games. Notably, it has been argued that
focusing upon the ideatity between characters and players is misleading because a pluycr‘s
position is mediated by an observational attitude and ergodic conventions. That is, players’
empathetic emotions are, even when sympathetic, usually dilferent from those of characters,
and the empathy that players may fee) for themselves as players may interfere with empathy

with characters.

Of course, as was noted in the introduction, this thesis has largely focused on
“homogeneous” emotional experiences, when in practice each player’s emotional expericnce
depends upon antecedent factors. For example, a player's psychobiography and lcamcd
patterns of cxpectation may lead to distinctive emotion-cpisodes {see Tan, 1997, p. 154). An
individual player may have a lcammed affective response of dissmell to a particular class of
people, and may, upon becoming aware of this habituaked response, feel guilt which self-
amplifics until the individual feels disiress, whereupon the individual becomes angry at their
susceptibility to this disiress, and dirccts this anger at the class of people in question. If this
assembly of affect is tsiggered by an event in a film, then its points of articulation are unlikely
to find realisation in the natrative, Consequently, a viewer's emotion episodes may cross
scenes and give rise to expeclations and action tendencies that are not accommodated by the

narrative.

More generally, existing affects or emotions will affect a player's sensitivity to
concerns presented in the game, to the extent that players may respond to unexpected aspects
of a situational context. A player who is in on angry state may seck objects for that anger,
whereas another player may seek attuncment with objects that mirror histher own sclf-pity.
For example, one player may experience anger at Wakka when he abuses Rikku because of
her race, while another player may experience embarrassment, awkwardness or anxiety on
Rikku’s behalf. Yet another player may experience anger at Sin, who caused Wakka's
prejudice by killing his brother Chappu (while using an Al Bhed v.capon). Conseguently, for
some players Wakka's chiding by Tidus may constitute adequate resolution, while for other
players the only adequate resolution of defeating Yu Yevon comes later at the resolution of

the game,
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Nenetheless, it is possible to definc antecedents that players are likely to share
because of the emotions likely to be cucd during prior sequences, and if interest may be
preserved or transferred between narrative and game macrosinuctures, then we may presume
that the empathy players feel for characters and the empathy they feel for themselves may
operate as antccedents for ene another. Anger which finds its expression as global empathy
with oneself against the machine (“I hate this game™) may be redirected as local empathy with
oneself posed ngainst a particular opponent (‘I hate this Funguar!™), Similarly, a global or
local empathy with oneself (“I'm useless ot this game!") may be redirected as local cmpathy
with a character (“I pity Tidus!"). This local empathy with Tidus may be redirected as global
empathy with all the characters in Spira, or all humans (“We are trapped by our greed and
hate!”), Indecd, any local empathy felt 10wards Tidus when he is attacked by Machina may

resonate with a players' sensc of being the victim of a frustrating machine.

Multiple, mixed, and dynamic emotional cues may also lead to conflicting or
ambivalent emotional states. We may have motor empathy with a character that affords us the
pleasure of kinaesthesia, but we may dislike the character’s appeasance or persona. Innate
releasers may prescnt a character as unattractive, yet vulnerable, such that we feel both
repulsion and sympathy. We may feel a tonic sympathy for a character as a hero or helper, yet
a situational context may promote a phasic contempt for them during a sequence. We may
disagree with the reasoning and motives of a character, yet we may respect their courage as
they pursue their goals. We may feel that the constraints at the interface resonate with the
constraints experienced by a character, yet may aiso feel that a character’s goals arc imposed
upon or own {we want (o do shis, but Tidus wants to do this). We may find that we are so
concerned with aur labour that a character becomes an index of our own agency, a vehicle of
our own gameplay, and we cvaluate it solely in terms of acsthetic appeal or functional
usefulness. At the same time, some aspect of lhe character may continually draw us back into

a position of sympathy, compassion or admiration.

Some of these dynamics may accur in any medium. For example, poor television
reception, a book that is falling apart, or a noisy person in a cinema, may occasionally
produce a context of irritation that may be transferred as the desire for an antagonist’s
punishment; and a book or film character may be both admirable and contemptible. However,
the mecessary blocking of egocentrism which is a part of any rule-governed game may

routinely produce cmotions dirccted towards the medinm, or what Tan (1997) calls “‘artefact
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emotions™ (“A-cmotions”). These A-cmotions may constantly come into conflict with
emolions dirccted towards the dicgesis of narrative and game macrostructures, or what Tan
calls “fiction emotions™ {"F-cmotions™). The tensions resulting from the conflict between A-
emotions and F-emotions, which may often resull om the dual role of Ihe player as
parlicipant and witness, may mean that video games may be characterised by disjunctive or

ambivalent emotional statcs,

Earlier chapters have argued that FEX aesthetically recuperates some of its disjunctive
qualities; here we can elaborale that video games in general may accommodate the disjunctive
experience of dual character and player coding as part of their aesthetics. Tim Schafer {cited
by Pearec, 2003), for exampic, has abserved that when a character is required to perfonn a
particulor action, game designers oflen offer the player a reward so that their own actions
coincide with that of the character. For Schafer: *‘you can’t justrely on the story empathy, you
have 1o put in little gameplay bribes, to make them like [a] character and want lo pursue
fthem]” (f 6). In EEX, for example, the character's and player's motives for rescuing Yuna are
different, While both Tidus and the player may desire to see Seymour get his comcuppance,
Tidus has the opportunity to “win™ Yuna by saving her, whereas the player is motivated by
investment in the act of viewing the progression andfor culminadon of a romantic
macrostructure, the pleasure of being able to renew a voyeuristic retationship with Yuna, and

the practical reward of being able to fight with Yuna's Aeons.

For Schafer, such moments of divergence berween character and player motive may
be “kind of interesting to the player” (p. 9), and he argucs that the player can be thought of as
the “intuition” of the character:

The character is . . . hearing this voice in their head that’s saying “walk to the
cight.” And they're like, “okay, I think I want to walk to the right.” And the
character always exhibits this cognitive dissonance. They act like they wanted
to. “Yeah, [ think I want to go over here. I think I want to open this door.” But
it's really you, you're kind of like this voice in their head, this Tourcite’s-
syndrome compulsion —Open the door. Open it!”" And they're like, yeah, uh, I
want to open the door. . . . Because you're not the actual thought of the
character, you're sort of the hunch, . .. It’s like in real life, we're geiting these
weird impulses that we don't really understand sometimes. (§ 90-92)

This certainly suggests some possibilities about the psychoanalytic rclationship between
player and character. Tor cxample, the player may be not only a character's “intuition,” but
also hisfher super-cgo or unconscious. In the first case, characters may perform such virtues as

courage, bravery and self-sacrifice which players have nio scope to perfor in their mundane
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lives. The player therefore may function like the character’s super-ego, making noble choices,
or the character may exiemalise the player's super-cgo such thut the play space becomes a
realm af honourable heroism. More than this, where the player secs more than the character,
helps him to choose wisely, andfor corrects mistakes through replaying a sequence, the player
may enact a position of benevolent guidance. That is, acting 10 ensure & character’s survival
may be experienced as committing to a reassurance in a higher sclf or higher forces, a kind of

sedﬁlar faith.

In the sccond case, characters may perform anti-social acts that express a player's

unconscious or reprcsscd-impulscs."mm is, the play space may be seen as criminal

, playground in which'the prohibited desires and villainy that enters players' minds during their

everyday life cax find remorseless exercise. However, since players® desires are constrained

by not only by the sccial order, but also the limited scope of crgodic action, aggressive actions

‘may be a response to the formulaic tules of the interface and game. Indeed the player’s

expiatory agency may be targeted at characters, who may be placed in precarious situations

less to tempt death than to tempt relief from the stress of the challenge that prohibits the

player. Having lost the game a player may renew histher nan-virtual life, simulating an oddly

fatalistic immortality. The player thereby becomes part of the forces that drive chascters into

danger, and is liberated by histher capacity for chaos and destruction. .

While it is possible 1o view characters as a psychic extension of the player, or vice
versa, it is morc useful to see divergences between characters and players as inclining players
to recognise. undesstand, andfor act in accordance with, anather’s (conceptual) point of view.
That is, differences between characters and players may help players to become aware that
they arc cngaged in an act of empathy, that they are, after all, role-playing, and may wonder:
“What would the character do? How does it differ from what 1 would do? What are the
rcpercussions of this choice? Given those repercussions, why did I choose to do l};m? What
does that say about me?" Uliima IV: Quest of the Avatar (1985) was memorable and
significant precisely because of the moral dilemmas it posed for players, who found that their
actions as a player had repercussions for their characters (Herz, 1997, pp. 155-159; King &
Borland, 2003, pp. 74-75). In onc scction, for example, the plnyer}:ould choose to pay a blind
woman a single coin for her help, ignoring not just her disparaging camments, but also the
moral implications of such exploitation. Later in the game, the characters learn that they need
ficr help, and if they have been miserly it is too latc to apologise: she remains reseniful, and

the game is harder to complete. Not only is the player forced to realise the consequences of
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his/her act in the game world, the morality of this act uncxpeciedly traits the characters snder
his/her contral.

Unfortunately, EEX does not much exploit these possibilities. While the game has
namative depth and complexity, its ergodic freedom is navigational or strategic in that its
finear narrative macrostructure is unaffected by player choices, and it has no altemnative
endings (if failure to reach the end is excluded). In short, it offers no major moral dilemmas
premised upon divergences between charucter and player choices, However, we might make
two observations. Firs,, the Final Fantasy series does allow players the freedom to decide ¢o
kill or run from certain monsters. While most opponents are Fiends, or Acons who have not
found test, such that battle is encouraged as part of the quest to free Spira, the player may act
out a moral attitude by avoiding unnecessary battles ond retreating from animals or
supposedly ncutral hu;}mnnids.

Second, FEX allows players to select from different dialogue optiens, and, as Smith
(2003) argues, choosing one dialogue response over another allows players to take moral
ownership of the character’s attitudes. For exaraple, in FEVIL, players can refuse to buy Acris’
flowers, or can buy them as an act of charity and subsequently give them to Marlene.

However, FEX has less options for such moral manoeuvring than FEVIL Perhaps the most

notable choice "lls whether players offer Clasko their honest opinion that he is more suited to
work a Chocobo Trainer, or whether they cncourage hisseemingly hopeless dream to become
a Chocobo Knight. In the first case, the attempt to be genuinely helpful visks offending
Clasko; in the latter case, the attempt to spare his feclings, or to makc him leam the lesson
himself, may lead him to waste his time and effort, and may be a cowardly avoidance of
confrontation on the player's part. Acyoss the Fina) Fantasy series, dialogue options like this
have no cffcct on character or narrative development, and tend to provide predictable choices
of self-presenting as honest or dishonest, as private or open, as aggressive (rude) or peaceful

(polite), as mean or nice, as self-interested or selfless (and so on).

Video games, then, may exploit the disparity between characters and players, even if
FEX is not particularly innovative in this 1espect, However, even when video games do not
actively exploit their disjunctive qualities, players may justify and personalise their
investment in video games by perceiving disjunctive qualities as personable quirkiness. As
Aarseth (1997) argues, some'vidco games may be seen as “autistic” in that they do not

properly respand to rclevant contextual cues and are governed by their own {often
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inexplicable) logic. We might equally say that video game characters may somctimes be
coded in terms of the cute imprecision of the developing child, in the sense of clumsy
sensorimotor co-ordination, and pre-logical cognition. For cxample, the absurd contradiction
between a desirable ideal-ego and its functional weakness—its cvident undesirability as a
game-agent—may be dealt with through a human resignation, a kind of tolerant and humorous
acceptance. This “human” response to the video game charncter, or, more specifically, the
attributes which mark it as a product of a computer program, humanises one’s relationship
with that character. That is, the human ability to projcct affection onto inanitnate objects,
which so characteriscs children’s play, may code e intense relationship between player and
character as jtself "cute” or *human.” Indecd, because of the defenceless and vulnerability of
video game charucters as they passively await our informing agency, a protective stance

towards them flatiers one’s own sense of humanity (Tan, 1997, p. 192).

More than this, the computer itself may be coded as child-like. This was more obvious
with older PC computers, such as the Systern-80, or even later models like the Commodore
64. The crude simplicity of the low resolution pixels on older machines may (now) be seen as
something like an innate releaser for cuteness. Older users may also remember wailing while
their clunky machines 1ook half an hour to load from tape or disk. Beyond the periodic
frustration and technical confusion there was sometimes the anticipation of some simple,
child-like accomplishment which could be performed wirizons the computer, such as a digital
version of o game that might be played belter with paper cards or a board. At such moments
the computer's execution of its task could create something akin to parente! pride, and also
perhaps a sense that one can remain in contact with one’s own childish gualitics from a
position of technical mastery. However, just as a child’s selfishness and an inability to
consider consequences may frustrate us, the “autism™ of a computer, coupled with its
inscrutable computation, may be distressing. The next chapter takes up this issne by

addressing the existential implications of the computer as a partner in play.
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Chapter Ninc - Existentinl and Holistic Gameplay

The Existential Expericnce of Play
!

If we do not belabour its problems as a philosophy, existentialism offr.’r',;:lu usefu]
analogy that helps us to draw together some of the arguments in the plcceBing chaplers
(Camus, 1955/1991; Heidegger; 1927/1962; Sastre, 1943/1993, 1959/1964). ' By Sartre's
{194371993) account, cxistentialism refers to the belief that we ace trapped in existence,
forced 10 live in a mcaningless world without recourse to absolute values or any esscnce of
human nature that might organise our experience. The only facts we can take for granted are
that we exist, that we will die, and that our interpretations of this existence and death are
arbitrary. The human condition conscquently involves the absurd nccessity of making
meaning in a meaningless world, and the awareness of this may be experienced as anguish,

shame or nausea.

It can be argued that some of the processes described in previous chapters preduce in
players the shame, anguish and nausca that Sartre (1943/1993) associates with existential
experience, Sartre describes shame in his account of Being-for-others {etre-pour-autrui) where
a being becomes (shamefully) conscious of his/her being as defined by others, as when one is
caught peeping through a key-hale {p. 259). He emphasises how, through shame, we exist ina
different way: “Shame is by nature recognition. I recognise that I am as the Other sees me” (p.
221). This is a radical moment of dismgtion, of separation from a prior siate of knowing one’s
self and of Being-for-itself (elre-pour-soi). Here Sartre describes shame as what, in Frijda’s
(1986) terms, we would call an emolion in that it incorporates a cognitive appraisal of the
“Other." The cxistential character of this emotion lies in the way it alienates an individual

from a valued and meaningful cxperience of selfhood.

As noted in the last chapter, while some players may feel shame by perceiving

themselves as associated with megative stereotypes of gamers, to preswme an emotion of

! Sartre's (1943/1993) existentinlism betrays its class stalus by ignering the imporiant ways that people
ase beholden to social forges. Many people are so disadvantaged by poverty, was, repression that their
experience is characterised by terror or starvalion, and Sastse's nausea is not only the least of thelr
concerns, it would bea luxury, It is an insult, or naiveté, (o suggest that such people be “aithenlic” to
themselves.

Furthermore, while anyone may have an existential moment such a moment hardly defines that
person’s constant altitude to Life unless Ihey have a personality diserder. Even the most atheistic person
may have, or act automaticaly according to, a (vague) faith in particular belicfs, such as “good is ils own
reward,” and cven the most religious person may have “existential” moments.
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shame on behalf of players is to reproduce assumptions that gameplay is a shameful activity.
Nanetheless, the frequent distuption of a player's interest or flow may be seen in teans of
Tomkins’ (1963) account of shame as an auxiliary affect. Schore (1994) not only cites Sartre
in his account of shamc, he situates Tomkins in relation to more recent theories, notably
theorics of “'mis-attunement” (Kohut, 1974; Meares, 1992). “Mis-attunement” refers to when
one experiences (the possibility of) a cerain type of attentiveness or fcedback, but finds it
continually frustruted. This does not require idenlity in terms of what the two seek from the
exchange: if one person likes to talk and the other likes to Jisten we have an instance of
attuncment; if both people like to talk and ncither likes to listen we have un instance of mis-
attunement (see Tomkins, 1962, p. 411). In its mild form, the veduction of a (potentially)
positive affect state elicits Tomkins’ (1963) definition of shame, with aschaic resonances in
early expericnces of mis-attunement with primary caregivers. However, as Meares (1992)
argues within the tradition of self psychology, mis-attunement and its related processes may,
at their most systematic and extreme, lcad to dissociative disorders, including borderline
personality disorder, in which the individual has not hud the opportunity to develop an
authentic sense of self (sce Erikson, 1950, 1968; Kohut, 1971, 1977).

The dysregulation of interest and flow discussed in early chapters may be refereed to
as mis-attunement with the machine. Ofcourse, players may seif-regulate the resulting affects
of shame well cnough, but shame may nonetheless constitute a significant aspect of the
aesthetic cxperience. Indeed it is possible that the disjunctive gualitics of gameplay may
resonate with un owareness of the status of the computer as a medium and partner in play.
While play is meant to be satisfying to the cgo, the player may experience a gap, an
cmptiness, between him/herself and the computer as a fetlow agent in a game. Computation,
and computers in general, are coded as not merely mathematical, but logical, as rationality
deprived of emotion and morality, as cold, impersonal, and inhuman. If, for existentialists, the
world is disenchanted, ils facticity is analogous to scientific language: cven if there is
stucture in the world, even if there is order in it, it ts not mieaningful in that it holds no
dignifying place for the human. The player’s position vis-g-vis the computer is, then,
analogous to the existential individual’s position vis-a-vis a universe whose grim facticity, its
impersonal onder, has no empathy for Ua The computer is cgoistically self-concerned,
stubbornly disinterested in the wants of the player. Mis-attunement therefore may be
experiencecd as a loss of meaning because thc computer as an inhuman, dysfunctional
oppenent blocks empathy and creates a context in which our sense of self, or self-csteem, is

diminished. In short, a sense of meaninglessness is linked to not merely the lowering of self-
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esteem, but 1o the abscnce of empathy: a context in which onc's ego is nat even recognised.
The player cxperiences the emptiness of this disavowal as shame in its most profound sense as

a scpanation from a positive experience of selfhood.

Even when players do not experience any such sense of the emptiness of play, some
cffort is required to reinvestin a state of interest, flow or joy from which onc has been cut off.
Indeed, it is difficult to emphasise how important this labour is 1o the experience of play, and
in elaborating upon it we can find an analogy in what Sartre (1943/1993) calls ““anguish.” For
Sartre, anguish refers to the (presumably) familiar moment when we experience the salience
of our choices, wherc our future hinges upon an action in a present separate from the past (pp.
30-33). Anguish is

the recognition of a possibility as my possibility; that is, [anguish] is constituted

when consciousness sces itsclf cut from its essence by nothingness or separated

from the futluce by its very freedom. {p. 35)
If anguish for Sartre is & sense that the fulure is contingent upon our agency, this may be seen
as analogous to the situation when a video game hangs in temporal suspension while awaiting
player input, as occurs in most of the menus and navigation screens of FEX. It is at that
momecnt that onec may feel isolated from the temporal flow of play and forced into labour. A
player may become overwhelmed by the one’s awarcness of the enormous scope of the game
world and the nccessity of waversing this scopc to satisfy an aesthelic of mastery or
demystification. If, as the cover of the Playstation Solutions issue dedicated to FEX supgests,
players wish to: “Finish every Quest/Win every hatile/Master every character/Learn cvery
secret," they may feel a scnsc of incompleteness every time they miss a path they cannot
retuen lo, or have missed an item, or have failed and aborted a game, It is possible to speak of
as an existential moment whenever the labour of play reverberates upon oneself as a player,
when we become aware of the Sisyphzan task of wrestling joy from a machine. This is the
moment when an attempt 1o involve the motor system in some suppasedly me»ningful or

pleasurable activity in a play space gives way to demanding, pointless labour.

This experience of shame and anguish may be linked lo the expericnce of nausea. Fos
Sastre (1943/1993), nausca is a conscquence of a horrible realisation of the facticity and
conlingency of experience, its grim reality and emptiness. Hig claim that this is fundamental
1o other specilic types of nausea, for example to spoiled meat, ignores physiological
explanations for nausea, but these physiological explanations muy be adapted to account for

an cxistentiul cxperience of gameplay, given the physiological link between shame and
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nausea. As Schore (1994) observes, shame is linked to not only the parasympathetic nervous
system, which atrests arousal and triggers partial paralysis of motor function, it is also linked
to the onset of the vagus nerve, or vagal restraint, which rcduces the motility of the

gastrointestinal tract, and produces the characteristic nausea associated with shame,

Nausea may also be seen as an independent affect, as is evident in the case of motion
sickness, a category of vertigo in which a mismatch between visual stimuli and motion in the

vestibular canals of thc middle ear interrupts our sense of balance and creates nausea. This:

begins with epigastric discomfort, oficn described as “stomach awareness,”
which is usnally accompanied by increased salivation, eructation, and a feeling
of bodily wannth. With sustained exposure to the wiggering stimulus, gastric
emptying is inhibited and symptoms progress to nausca, pallor, sweating and,
eventually, vomiting or retching. (Gahlinger, 1999, 2)

What is important here is that:

sctual movement of the body is not necessary to produce symptoms. Purely
visual stimuli, such as those from flight simulators, videco games, panoramic
movies, or even the movement of slides under a microscope, can produce
symptoms more effectively than does actual physical motion. ({3)
The latter phenomenon has long been known in military simulators, where it is known as
“simnulator sickness.” Its cause is held 10 be either the mismatch of visual and vestibular cues,
or too much strain being placed on the vestibular-ocular reflex, which governs
synchronisation between cye and hicad movements. A distinct cause may be the stroboscopic
effect of the interface which occurs when, for cxample, the monitor's refresh rate is too low.
Postings 1o websites, which includec amatcur cxperimentation, are one anecdotal source of
nauscous responses to video games (scc Solomon, 1998, 2000). Working from player
accounts, the nauscain video games seems to have become prominent with the rise of the FPS
Wolfenstein 3D. This experience was exacerbated by virtual reality goggles, in which case it
sometimes elicited vomiting (Kushner, 2003, p. 114), though a staff member at id Software,
which designed the game, was known for routinely lying on the floor to recover from motion

sickness from the PC interface (p. 150).

In games like FEX, thc absence of both first person perspective and accelerated
motion minimises the chance of “simulator sickness.” Nonetheless, disparity in and between
the perceptual, affective and cognitive dimensions of experience may be felt as uncertainty

about, fer cxample, an event's or object’s proximal or distal qualitics, or, more broadly, its
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“meaning” or significance. This ambiguous reality-status may be experienced us a kind of
disorientation in the literal sense that we cannot properly oricnt ourselves towards the event or
object. Even if we commit (o an action tendency there may be a persistent feeling of unease
that we are acting blindly, or wrongly, without fully wnderstanding what is going on. That is,
the disparity belween visual and spatinl cues for reafity-status may produce an occasional
disoricntation, analogous (and arguably related) to the nauseous disequilibrium that resuvlts
from disparities between visual and vestibular cues. Unless the perceptual gualities of the
interface addressed in Chapter Two are entirely artenuated through habituation, it is possible
that a minimal sense of “un-reality” or disoricntation persists as a background tone dusing
gameplay, Jt can more confidently be stated that a more pronounced disorientation occurs
during shifls benween the dicgetic and non-diegetic, when we pass from a state of immersion
and re-orient ourselves to the world beyond. The moment when we become aware of having
sat in the same spot for hours, of the demands of our forgotten body, and experience our re-
orientation to non-diegetic space and time, ciearly marks the passage from one state to

another.

Whether shame, simulator sickness, or the stroboscopic eftect of flickering inlerfaces
are causally distinct in the elicitation of navsea is beside the point. Here we can suggest a way
of linking together an cruphasis on pre-meaning intensities, the dysregulation of interest and
flow, the absence of cmpathy, and the coding of computation as meaningless. All these
precesses may be cxperientially linked as fractures in the Gestalt of play. If for Gestalt
psychologists the absence of closure fractures the Gestalt impression of wholeness, and our
scarch for closure is experienced as a scarch for meaning, then the sustained dysfunction of
Gestalt of play may be felt as the suspension, fiustration, or absence of meaning. The human,
creative activity of the player is alicnated and disavowed by the inhuman, logical machine.
This is not merely some onxiety about the death or the Joss of szlf, it is a sense of the seif fully
present to itself as a possibility, yet denied through the absence of another’s (the computer’s)
empathy. This sense of non-being is, of course, not without meaning, since a player might say
that the “meaning” is that the game was unsatisfying: the point is that it is experienced as a

Jess of (personal) meaning and value,

[tis possible that, in FEX, any disoricntation and/or loss of meaning will resonate with
one’s cognitive engagement with the narrative. Chapter Four observed several aporia which
result from the uncestain rcality-status of certain events and which are characteristic of the

fantastic. In her account of the fantastic, Jackson (1988) argues that figurations of physical
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and psychic fragmentation parallel (or arc an effcct of) social fragmentation in secular, post-
Romantic, capitalist culture. Thesc figurations are subversive bccause they mark the margins
of a dominant (ideological) reality or discourse, that which is unseen or unsaid, pointing
towards the realm of non-signification. What is notable is that Jackson cites Sastre’s
catcgories of the “thetic” and “non-thetic" to emphasise the tension betwaen meaning and
non-meaning that characterises the faniastic (p. 75). In short, for Jackson, the uncanny and the
fantastic have an existential character. If we set aside Jackson's idcological assertions about
the subversive quality of the fantastic, it can be argued that the disparity of some narrative
information in FEX may produce a sense of hesitating uncertainty or cognitive disoricntation
which complements both shameful cjection from a state of intercst and nauseous
disoricntation produced by mixed perceptions of movement. Collectively, these processes

may giverise to a pronounced existential quality of cxpericnce.

Of course, if perceptual cxperiences of unreality may be aesthetically recuperated
through FEX's hermereutic concern with {un)rcality, then similacly an existential drama in
FEX's namrative may aesthetically recuperate any fclt sense of meaninglessness. After all,
Tidus is teleporied—perhaps, in Heidegger's (1962) terms, *“thrown”—into a chaotic world in
which the (un)dead rule the living, who are Ihseatened by the random destructiveness of Sin.
Tidus finds it difficult to believe Spira’s acceptance of Sin's domination, but in guiding Yuna
to defeat Sin he leams that he is leading her to her death and must confront his own
responsibility for her impending death. While Tidus helps to find a way to save Yuna, Tidus
discovers that he was already dcad. In repeating: “This is my story™ scveral times, Tidus may
be read as marking FEX as a bildungsroman: Tidus is a suffesing individual, striving to assert
his voice and his destiny, to find his plnce, in a hostile world. Yet upon Tidus' death, Yuna
takes up the phrase: “This is my story," such that his attempt o make sense of the world with

himself at the centre of things is lost in the story of the freedom of Spira.

Of caurse, a key aspect of Sarire’s (1943/1993) account is that it is only by accepting
our exislentinl statc and entering that mode of being he labels anguish that we open ourselves

2 We might reposition Sartre (1943/1993) by saying that an “existential” experience may refer to a vasiety
of disjuactive states that may result from. or be linked 1o, a range of perceplual, cognitive, emolional or
socio-historical factors. For example, we might distinguish between: an intcllectual respense lo cvents
which suggest a cruelly indifferent humanity and/or universe, such as the bombing of Nagasaki; the
emoliona! response of those who endure trauma (van der Kolk, McFarlane & Weisaeth, 1996); lhe
wlienation which results from our psychological separateness from others: the culturally speeific

*alie nation” expericnced in capitalist society; and pathological experiences which find their exizeme form
in borderline personality disorder (BPD), in which a person does not feel like s/he owns or expesicaces on
authentic sense of self {Meares, 1992).
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to the dreadful freedom of choosing anr world view, our way of life, and taking responsibility
for the consequences {p. 553). Similarly, in FEX, Tidus is forced to re-experience the basis for
his engagement with a seemingly chaotic world and relearns the reasons for co-opernlioln.
trust and loyalty which provide the foundation of morality. Even if we read Tidus' upbeat
personality as a kind of desperate happiness, or as a nervous manifestation of unhappiness, he
does try to find courage and optimism in the face of what seems hopeless. Similarly, while
Yuna is more introspective and maudlin, owing %0 her awareness of her impending death, she
sees it as her duty to puton a brave and happy face for those of Spira, to offer them hope. The
conversation between Tidus and Yuna outside Kilika presents the reader with their united
choice to angh and find joy in the company of others. Both uitimately define their humanity
by way of humour and moral action in the face of loss, death, tragedy and evil (compased with
Seymour, who uses his dreadful freedom to end the freedom of others). That is, Tidus’ and
Yuna's commitment to faughter and happiness is premised 1pon loss, hopelessness, and
impending death, and therefore has a kind of absurd or hysterical quality to it. The other
Guardians certainly point this out 1o both of them, wondering if they have both not gone

insane.

Even if players do not interpret the game precisely in these existential tesms, they may
cxperience the game as a tragic romance that dramatises emotional states of hopelessness,
resignation, uncertainty, loss, and sadmess. Jn such a reading, the player’s experience of
shame, anguish and nausea/disoxiemalion.':may be experienced as a basis for empathy with
Tidus' psychological state. Indeed, just as Tidus and Yuna use humour as a means of dealing
with a harsh and indifferent world, the player may confront the meaningless, programmed
machine—or any disjunctive affect experienced during play—through the use of courage and
humour. That is, the player may define his/her humanity as an attitude of courage and humonr
in the face of the computer as meaningless data and agency, which holds power over them, in
the context of a supposedly ego-validating experience. As was noted in Chapter Eight,
Aarseth (1997) has observed that the potential for absurd theatre in computer-generated
narratives through “the possibility of unintentional sign behavior™ (p. 124) has not gained
much atademic attention or been systematically exploited by the gaming industry. However,
players '.it__mve___,long regarded the happy, but accidental, convergence of output as a distinct
acsthetic of réameplay, and there is a tradition of designers making in-game jokes about the
limitations of the interface. While FFX does not go out of its way to exploit self-reflexivity in

this way, he use of humour by designers and players is one way in which players may
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maintain the sense of interaction with the machine, or computer-mediated communication, as

an expressive, human act.
Towards Holistic Gameplay

For critics of video games, af course, the problem with video games is precisely. that
they are meaningful, but that their meanings are ideological, in__(hm they perpetuate violent,
sexist, and copitalist values. Following Stallabras' (1996) polemic, the most pervasive
idealogical contradiction in FEX may be its emphasis on the moral agency and responsibility
of the individual. Underneath its supposed values of community, of saciality, of morality, of
empathy, the individual player avoids sccial obligations by spending money on a vidco game
console and game, spending ninety or more hours playing it alone, and dignifies this activity
as a demonstration of empathy and a virtuzl proof of one's own moral disposition. The
political activity of the public sphere is reduced to the individual's relationship with the
gdming interface as a simulation of interpersonal communication. The narrative therefore
legitimates and heroises the self in an ideological context in which the self is a mere consumer

in a capitalist sysiem premiscd upon inequality.

While this is true enongh at a certain level of description, it restages anxieties and
assumptions about the infiuence of ideology inherited from the Althussurenn-Marxist
tradition: that recalism naturalises ideological content, and that interaction reinforces
identification with characlers. This thesis has complemented recent reader-response based
research (Consaivo, 1993; Herz, 1997; Frasca, 2003; Ienkins, 1987) by extending the critique
of traditional notions of realism and identification. It has argued that reality-status is affected
by various perceptual, cognitive and emotional processes, and may have a largely aesthelic
function. It has also argued that identification must be seen more in terms of the player's
cognitive work, and in relation to empalhetic emotions, including those directed towards the

player.

Even if we accept that .plnyers of video games have.the same freedom that they have
with other media 1o produce mea_r}i':_ig (sce Frasca, 2003), it temains necessary to avoid the
fallacy of mecaning, especially gf?&?{' that adventure and role-playing games are valued in
litermsy or astistic terms (Aarseth, 1997, Buckles, 1985, 1987; Kelley, 1993; Randall, 1988;
Zicgfield, 1989). Players certainly make sense of FEX, but this “making sense” is not the

same as the text's “meaning.” To presume that playess “find meaning” in the sense of n clear
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interpretation may misrepresent the expesience of play because meaning somelimes may be
subordinate 10 strategic activity and/or emctional experience. In Morley's (1980) lerms the
“meaning” of many texis may be irvelevant 10 an audience {or players) (see also Jenkivs,
1992; Morley, 1992; Tulloch & Jenkins, 1995). Play is often an end in itself, not mercly a

.conveyor of meanings, or a cause for a secondary experience. This is not to argue that the

practice of play cannot, or should not, be seen in semiolic, narratological, ideolcgical or
discursive terms. The issue is that some players may not bother 0 construct much or any
meaning at all, except 1s a retrospective teading formation, and their aesthetic evaluation may
be in terms of enjoyment or boredom. Any ideological cognition therefore may be dependant
upon whether or not the game successfully met their preferred uses andfor gratifications. In
more precise terms, the player’s defence of his or her labour will Sikely affect any evaluation

of the game.

The importance of a player’s emotional expericnce to his’hes evaluation or measing of
2 game may be addressed by way of temms of Tomkins® notion of “affect grouping.” For
Tomkins (1962, 1963, 1991) and Nathanson (1992), recuwiag stimulus-affect-response
sequences are called “scenes,” and become grouped in terms of similarity of source, affect,
oand response (Nathanson, 1992, p. 246). Stern (1985) refers to these growps of scencs as
“Representations of Interactions that bave been Generalized,” or RIGs, {p. 97). These scenes,
or RIGs, arc not memories of particular experiences, but “the summation and integration of a
host of expeiiences” (Nathanson, 1992, p. 246), which allow the individual to select an

appropriate script for action, However, what is important is that:

Whenever the organism is able to form such groupings, the group ilself
becomes an entity that is now capable of tiggering affect. . . . [T]his affect
magnifies evesything within the group. (p. 246) )
Affect grouping can be seen as a theory of emotional stereotyping whose dynamics depends
upon narcissistic and anaclitic transfer. This model may be applicd to eithcr people,
characters, games or genres to account for not only the tendency to evaluate complex
impressions in general terms (" liked it” or “I hated it”) but also more subtle relationships

between emotion and meaning.

If we apply the concept of affect grouping to real or fictional people it is evident that a
positive high valance towards a loved person will lead to a generalised positive valance being
extended 1o aff \ha person’s characteristics, including those that are non-average or

unattractive, such as a dark mole, a prowruding stomach, wide-eyes, and wide-teeth, This

242



generalised assignment of emotion may require, or be facilitated by, a conscious resolution,
the cognitive fonin of whicl: :aightbe: “*you have thar, which 1don’t like, but, afier al], I love
you, and so in fact I really love this, and therefore, all of you." Since this labour, or
investment, is undergone in relation to another person, a refarionship is formed which our
homeostatic drive will try 10 preserve: “Through my acceptance of your imperfections I've
invested in yon and shared something special (my act of lave), so how can I give up on you
now?" This may be governcd by some anxiety that the act of investment (of love, of the equal
acceptance of one’s own flaws) will not be rewarded (with reciprocal love).

Rejected love, of course, involves an undesirable shame, and the denial of Lhe
possibility of such shame may give rise to a frantic effort to preserve one’s charitable
investment, 1o maximise the significance of one’s act of love as deserving reward, Previously
non-ideal characteristics may, subsequent{y, become signsof the actaf investment, of the love
as acceptance, as a charitable act which (being compassionaie), scems to make oneself
[ovable. We might subsequently think: “how covld you not love me, after I've made the effort
of ovcrlooking your imperfections?” Indeed, by taking on the role of defender of the other's
imperfections, ane has acted out an action tendency of protectiveness (“just imagine how
others might eriticise you for those imperfections™). The imperfect characteristics may come
to function anaclitically, through a metonymic transfer of desire, not just as individual
desirable qualities (“you are this particular thing, not that general type”) but to a plenitude of
them that exceeds the unity of any imago: ("I desire this, and that, and that—af? these things
about you!”). At thc same time, magnification of the entirc constellation of signs, the
“grouping” of the person’s characteristics as part of a total “character,” may make them

coherc emotionally.

These processes are pasticularty relevant to nerative macrostructures in which
characters are developed in complex ways. Chapter Seven argued that prolonged cognitive
identification of characters constitules an investment that raises the stakes for empathetic
emotions. This is espccially significant when one is cued to judge characters a certain way
only ,_u_)_:]w later offered disclosures that render such judgments inappropriate, as is the case
with the Al Bhed and and Jech. If players develop negative arousal towards a character, any
shame, guilt or other emotional responsc to the initial misjudgment becomes part of ihe
history of their relationship to the character, increasing the arousal that is redirected to, or re-
grouped around, the character. Conversely, the process of affcct grouping in responsc to re-

typing may occur with negative emotions, as is the case with Seymour. While players may
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never completely trust Seymour, they may admire him as an ideal ego or cgo-ideal, and
perhaps even as a super-ego, given that his proposed union with Yuna. for the sske: of Spira
may connote a shared commitment towards civic duty. Given the ambivalence of his trailing,
the positive investment in Seymour likely will be accompanicd by cognitive dissonance,
which will make him a more emotionally interesting character. However, when he betrays
Tidus he aso betrays the player's greater emotional investment in him, and the cxcess of
emotion will serengthen the player's tendency ta polarise negative cognitive and emotional
closure around. him. In this respect an opponent who initially self-presents as good but then

betrays the player”s trust may elicit mere anger than a character who is evil from the autsel.

Complex characters, then, require greater cognitive and emotional investment, and are
more emolionally engaging. The implication is that the disjunction between namative and
game macrostructures, and the tension between the dual namrative and game coding of
characters, may maoke gameplay more emotionally engaging. As Chapier Eight argued, the
disjunciive qualities of video game characters may be exploited for aesthetic reasorns, and moy
even be perceived as persorable, Here we can add that affeci grouping may mean that
gameplay is given a Gestaltimpression of coherence, during, play and/or retrospectively, For
example, players may determine whether a particular game or goming experience is
aeslgl:ie.llically akin 1o other games in the genre by simgly identifying a match-mismatch
bel\i.\':acn immediate expericnce and an cxisting script. For example, if a player likes CRPGs
but dislikes FEX, one may not only fcel that FEX is a failed CRPG, one may fecl a kind of
amplified emotional betrayal of one's history of investment in the genre. In broader tenmns, it
is through the operation of scripts that players retraspectively assign a general valance to a
game irrespective of the actual conflicted cmotions or ambivalence experienced during play.
A game that was experienced as enormously frustrating may be re-evaluated in positive terms
1o maintain one's positive attitude towards the genre to which it belongs, and players may
generalise: from one or more (idealised) sessions or elements of the. game to the rest of their

gaming experience, or the rest of their valuation of a genre.

This: may be seen in terms of some gencralised cases. For example, a player may
believe that: * play CRFGs; I enjoy CRPGs:, therefore CRPGs are geod.” This belief raises
the stakes for a negative valuation of FFX. Fos example, ift “CRPGs are gaod, and FEX is an
CRPG ... but FEX is awful,” then one has a problem. If another gamer says: “I played a
CRPG, 1 hated i1, and CRPGs are awful,” tlie player may feel the need to reconcile his view
with the other petson’s, Closure may be achieved by means of the fallacy of petitio principii,
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or circular logic, oace used 1o justify the inclusion of “literary™ texts into the canon of
"literature”: “CRPGs acc good because they facilitate ‘imagination’; this is cvident in that, by
playing them, my ‘imagination’ is stimulatcd; anyone who docs not hke the game is
'ﬁr;imnginativa,' and therefose my intellectual or artistic inferior.”” However, some players
may vespond to the claims of dissasisfied players using more benign reasoning, such as: “they
did not understand the game because they have not spent enough time investing in it to
secognise its value: that is why they did not enjoy it and why they are not in a position to
Judge the genre.” Aneven morc benign defense would simply te to acknowledging one's own
expericnce or subjective preference as the source of justification: “I"ve played the game for
years and have fondhnn:rmox ies _t_)f it; that is why it is good (for me).”

The imporlﬁnce of a history of investment or labour in the production of a reading
formation may be linked to the formation of community through a final analogy to
existenlialism. The expericnce of online communitics in massively multiplayer online role-
playing games, such as Ultima Oaline {1997), EveirQuest (2000), and Dark Age of Camelot
(2001), is premiscd upon, or reinforced by, a realisation of shared vulnerability to the whims
of the nelwork. During play one experiences many frustrations: hours spent (or wasted)
installing, patching and re-patching the game (or patching the patches, in some cases); hours
spent purchasing and installing the appropriate new hardware; being subjected to incxplicable
lag, or being kicked off a network in the middle of a game; and, in EverQuest, dying, running
* across half the continent to fetch one's corpse and inventory items, only to die again. Until
one has experienced and dealt with this labour—unti! one has factored in suffering as part of
thel _esthetic expericnco—until one has learned to self-regulate oneself during gameplay—
unlil one has found a way 10 wrestle joy from such an indiffercnt machine/network—one has
not truly entered the game community. That is, confronting the existential exp.rcnce of the
machine in isolation is the rite of passage which facilitates one’s sense of connection to others
online: we empathise with a shared condition of dcaling with the inhuman context of human
play. and use this sense of connection as our basis for evaluating the game as a whole. The
same may. be said in regerds to most vidco garues, including FEX, in that the shared
investment in the labour of play not only guides our evaluation of play, it also constitutes a
basis for a recognition of another player’s suffering. Indeed, the fan community of video
games may sometimes have less to do with shared pleasute than with shared attempts to cope

with its abscnce.



Within this framework, naturalisation nced not always be seen in ideological tenns of
normalising or recuperaling potentially subversive impulscs and placing them within a
socially conservative form. The preferences of players may be motivated by a personal desire
to defend one's investment in a fornm of leisure, albeit a defence that may often appropriate
ideological associations. The ideological function of naturalisation therefore may be seen as a
secondary effect, er a special instance, of the equilibration of the individual to his‘her
environment. In such a framework it is possible to engage in ethnographic work that relatcs
players’ experiences to not only broader social formations such as class, gender and race, but

also 1o personality types and seripts.
Conclusion

While game designers like Frecman (2003) eschew “theory,” an undérstnndiug of the
psychological principles that determine how fictions and games are experienced opens up new
possibilities in the crealive use of video games as an expressive medium. Throughout this
thesis it has been argucd that, while gameplay may be a hybrid process, its clements gain
coherence and interweave through the cognitive and emotional activity for the player. The
regulation of meaning and emotion has been seen as somelhing that occurs not before and
after gameplay, but during it, and the supposed limitations of the medium may become part of
the aesthetic practicc as elements of a holistic medium, genre, game, or experience, These
processes are not reducible to vulgar accounts of “realism,” “identification,” or “immersion.”
If, as Murray ($997) has argucd, certain types of gome structures may complement the
characteristics of the computer as a mediurg, in FEX narvative and game macrostructures
exploit the characteristics of the medium, Notably, an hermeneutic emphasis on realily and

tragedy may acsthetically recuperate the disjunctive experience of gamcptay.

Lastly, while there is a definite need for cthnographic and other empirical research to
counter decontextualised claims about the “cffccis” of video games, these is still a need for
analyses of the structure of the texts themsclves, The twenty-five-year head stant of the
industry means that, in reaching back through the history of the medium, we also have an
opportugity 1o reach back through the history of theory. While theories such as semiotics and
structuralism have limitations, they promote aitentiveness to textual fonnations that may
sensitise us to the potential subtlety of meaning in general as well as distinctions in and
between player discourses produced during ecthnographic research. At the same time,

cognitive psychology and recent theoties of cmotion arc highly sensilive to non-fextuat

246



processes, and scif psychalogy and other therapeutic traditions offer a means of betier
understanding the experience of play. Individually, and in conjunclion, these theories can only
enrich our understanding of the dynamics of video gameplay. Indeed, if gameplay is about
making choices, so too is cultucal analysis. By taking advaniage of seemingly disparate
disciplines we may be in a better position to appreciale the complex choices that determine

the meaning of human experience.
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Appendix One - Key Events in FFX

The following is a list of 1he key seitings and events in FEX. Setting numbers match those in
Squarcscf(ts’s Final Fantasy X: The Official Stralegy Guide (2002), but the cvents {or scenes)
identificd arc not exhaustive. The sheer length and breadth of the game means that only key
cvents and characters are referred 1o, in addition to particular evenis meniioned in the body of
lhe thesis. However, the setting numbers match those listed in Chapter Three and Appendix

Two,
Setling Event
I. Zanackand 1. Title sequence.

2. A mystetious ghost boy appeurs and disappears as Tidus meets his young
fans.

3. Tidus walks the Causeway to the blilzball game, passing the image of his
faiher,

4. Sin atacks the blitzball game.

S. Tidus meels Auron, who leads him through a series of runaing battles to Sin.
On the way Tidus talks 1o the ghost boy and fights BOSS: Sinspawn Ammes

6. _Tidus is teleporied by Sio.

2. Submerged
Ruins

Tidus cxplores the ruins.

BOSS: Geosgaeno.

Tidus makes a fire and resls.

Tidus drenms.

BOSS; Click.

Tidus is helpad. and then taken. by a mysterious girl and other

3. Salvage Ship

Tidus is lakes aboard a salvage ship and talks to the girl.

Salvage operation for the Airship.

BOSS: Tros.

Back on the ship Tidus’ talks to Rikku and leams that he has been
teleported 1000 years into the future.

Sin appears and Tidus s telepoted again.

BN AR WD

4. Besaid

b gl

Tidus appears in (k2 waier by Besaid beach. He meets Wakka, a member of
the local blitzhail team: the Besaid Aurochs.

Tidus lollows Wakka w Resaid Village. He talks 1o the Crusaders then
somc of thc monks at Besaid Temple.

Tidus sleeps and dreams.

Tidus awakens. goes (o Bessid Temple, and entess the Hal of Trials.

First Tsial of the Fayth.

Tidus catches up with Wakka and learns niore aboul the Summoning.

Tidus watches Yuna susamon the Acon Valefor, and then flirts with her.
Tidus sleeps and dreams.

Tidus awakens, talks to Wokka, and reccives Chappu's (Wakka's brother’s)
Brotherhood Sv/ord,

10, Tidus and the others depast the village, fighting a Flan.

1. Kimohri Ronso attacks Tidus, but Yuna intervencs.

12. Tidus and the others icach the boat on the beach.

~
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3. 8.8.Liki.

1. Tidus 1alks to Wakka and learns the season for Yuna's voynge.

2. Tidus meels the trades O'aka.

3. Sin heads lowards Kiliko, and the crew of the S. S. Liki try 1o dlslrm.l him.
4. BOSS: Sin.

5. BOSS: Sinspawn Cchuilles.

6. _Sin destroys Kilika,

24



6. Kilika 1. Yuna performs a Sending cecemony or the dead.
2. The Guardians head for the Temple, through the woods,
3. BOSS:Lord Ochu.
4. BOSS: Sinspawn Geneaua.
S. The Guardiazs reach the Kilika Temple and mect the Surnmoner Dona.
6, Sccond Trial of the Fayth.
7. Tidustalks to Luluand Wakka.
8. Yuna app now able to summan the Acen Iirit,
7.5.5.Winno L. Tidus lalks (0 Oaka.
2. Tidus listens inon Lulu and Wakka's conversation.
3. Tidus sees the blitzball and tries to perform the Jecht Shot, blocking out Tidis
‘bad memories® of Jecht.
4. _Tidus talks (o Yuna.
8. Luca ). Amival atLuca.
2. Seymour discmbarks.
3, Tidus visits the locker rooms of the Besaid Aurachs,
4. Blitzball wiorial.
5. Tidus explores the city, looking for Auron and the others.
6. Tidus sees Kinahri's confrontation with his Ronso kin, Biran and Kenke.
7. Tidus leans 1hat the Al Bhed Sikes have kidnapped Yuns and are
demanding that the Besaid Aurochs lose the game.
8, Wakka plays in the blizball game while Tidus and the others try to save
Yuna.
9, BOSS: Oblizeratar.
10. ARer rescuing Yuna, Tidus retums lo the locker room.
11. The first player-controlled blitball game.
12. Tidus meats up with Auron, Fiends attack the Luca Siadium and the
Guardian's attack them.
[3. Seymour's Acon Anima appears and defeats the remaining Fiends.
14. Auron offers to become a Guardian for Yuna,
15. Tidus talks to Yuno and they promise to keep their spirits up for the sake of
the othets.
9. Mi'ihen 1. ThesGuardians start across the Mi‘ihen highread.
Highroad 2. Belgemine challenges Yuna to dued with her Acons.
3. The Guardians rench and sleep at Rin's Travel Agency.
4. Tidus interrupts Yuna's reflection and they talk.
5. BOSS: Chocobo Eater.
10. Mushroam . The Guardians continue \ill they reach the gate to Mushroom Rock Road,
Rock Road bul it is blocked.
2. Seymour arrives and lets the Guardians through.
3. The Guardians learn of *Operation Mi‘ihen’, an atlempt to deleat Sin
ustng Machina forbidden by the Laws of Yevon.
4. The Guardiuns enter the Headquarters and prepare for battle.
5. BOSS: Sinspawn Gui,
6. Yuna helps defeat another Sinspawn Gui.
7. Sinattacks.
8. Tidus wakes up and sces the di ion. Sin presents himself o Tidus,
who acknowledges him as his father. Jecht.
9._ Tidus talks to Auron and Kinoc.
11. Djose 1. The Guardians Iravel the Djose Highroad and eventuaily reach the Djose
Temple. where they mect the Summoner [saar,
2. Third Triaj of the Fayth,
3. Tidus talks to Auron, then Yuna arzives, now able to cast the Acon Ixion.
4. The pasty rests at the hutel outside the Temple,
5. Tidus has tc wake Yuna, then the party lcaves.
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12. Moontlow I.  The Guardians meet Shelinda.

2. Biran and Kelke make fun of Kimahri.

3. Beclgemine challenges Yuna again.

4. Thecharacters Lake the Shoopultacross the Moonflow River, enderneath
which is a ruined city.

5. The Al Bhed Ity (o kidnap Yuna again.

6. BOSS: Euraclor.

7. The Guardians reach the other side of the Mconflow and see the pyre flies.

8. Rikku agpears and is asked 10 join the group.

13 tSuadnsabum 1. The Guardians enler Guadosalan.

2. The Guasdians enter Seymour's mansion, and Seymour mects with Yuna,

3. Tidus aid the others (cxcept Auran) enter the Farplane.

4. ‘The Farplane-Aeon of Lord Syscal throws a recording Sphere to Yuna.

S.  Tidusulks to Yuna and leamns of Seymour's proposal.

6. Tidus talks to Shelinda, then enters the Thunder Plains.

14, Thunder . Lightning Bolt Dodging mini-gome.

Plains 2. The chsracters meet Shelinda again.

3. Rikku becomes terrified of the lightning storm,

4. The Guardians slay at Rin's Travel Agency.

5. Yunaacis detached and depressed.

1S. Lake 1. The charicters walk through Macalanis Woods.

Macalnia 2. Butierflly Catching mini-game.

3. The characters maet 07aka again.

4.  Auwron wants to show the group 4 magical spring.

5. BOSS: Spherimorph.

6. The Guanlians reach another hotel.

7. The Al Bhed kidnap Yuna,

8. BOSS: Crawler, Negalar.

9. Characters musl continue on to Macalania Temple.

10, Belore entering the Temple. Yuna must talk to Seymour.

1. Tidus sces the message on Lord Jyscal's Sphere and learns that Seymour
killed his father.

12. BOSS: Seymaur, Seymour Guardians.

13. Fousth Trial of the Fayth,

14. Trommel, Scymous’s aide. accuses the Guardians of wreachery for killing
Seymaur.

L5. Scymour's guards chase the Guardians {rom the Temple.

16. The Guardians escape across Lake Macalania.

17. BOSS: Wendigo/Guado Guardian.

18. Sin appears, and the Guardians fall beneath the icc of Lake Macalania.

19. The Guardians are teleported by Sin.

16, Sanubia 1. Tidus finds himselfalonc i1 the desert: A Zu attacks him, whereupon Lulu

Descrt and Auren appear and help him.

2. The Guardians explore the deseri ond find Wakka, Kimahri, and Rikku.

3. Rikku leads the chasacters to the Al Bhed home.

i7. Al Bhed 1. The Al Bhed home is attacked.

Home 2.  The Guardians look for Yuna. They lind Dona, and learn that the Al Bhed
simply wantcd to protect the Summoners. However, Seymour has
reoppeared ad kidnapped Yuna,

3. The characters climb onto the now restored Airship that was salvaged
carlier. The Airship carries them lo safely as the Al Bhed Fome is
destroyed.

18. Airship 1. ‘Tiduslks to Cid, the leader of the Al Bhed {and Yuna’s father), and
explores the Airship.

2. The airship heods towards Bevelle, wheee Yuna is being held.

3. BOSS: Evrac.

4. The Guardians jump from the Airship to save Yuna, whe is aboul to be
forcibly marricd 10 Seymour.

276



19. Bevelle 1. Multiple encounters with wasrior monks and robols.

2. Yunaescapes Scymour.

3. Tidus cnlers the {ifth Trial of the Fayih,

4. Tidus mects up with the others, Yuna now is able 1o sumimoa the Aeon
Bahamu,

5. The Guardians arc arrested and taken before all the Maesters: Seymous.,
Kinoc, Mika, and Kelk Ronso.

6. While imprisoned, Auron tells Tidus of the Spiral of Death, in which the

undead Macsters rule the living and preserve the power of Sin.

The Guadians are sentenceal to the Via Purifico, a labyrinthine dungeon.

Yuna looks for, and fiails. her Guardians In the Vin Purifico.

The Guatdians are confronted by [sagru, who obcys the Moesters and iries

to prevent them cscaping.

10. BOSS: Isaasu's Aeons,

11. BOSS: Evrae Altana.

12. BOSS: Seymour Natus, Mortibody.

13. The Guardians escape.

e

20. Macalania . The Guardians continuc their journey through Macalania Woods.
Woads 2. Tidus leaves the campsite © lock for Yuna. The ¢wo express their love for
cach other.
21. Calm Lands 1. The Guardians entire the broad, grassy expansc of the Calm Lands.
2. Maechenand Rin can be reached in different arcas of the Calm Lands.
3, Chocobo Racing mini-games: Wobbly Chocobo, Dodger Chocobo, Hyper

Dodger Chocobo, and Cateher Chocobo,

The Guardians can now eccess the Monsler Arena,

Bclgemine, who waits in her Temple, offers a final challenge to Yuna,
The Guardians enter the Temple of the Losl Fayth. Here Lulu lest her
previous Summoner, Lady Ginnem.

7. BOSS: Lady Ginnemi.

8. After defeating Lady Ginnem, Yuna is able 10 acquire the Aeon Yojimbo.
9, As the Guardians leave the Calm Lands the come across one of Seymour’s

& A

guords.
10. BOSS: Dcfender X.
22. M. Gagazet 1. The Guardians meel the Renso and talk to the High Priest Kelk Ronso.

2. Biranand Yenke challcnge Kimahri, who must defeat them alone.

3. BOSS: Biran Ronso, Yenke Ronso

4. The Guardians then musi. make e tong journcy along the snowy paths of
Mt. Gagazet,

5. Atithe summit, Seymour confronts the party and reveals that he has killed
alt the Ronso.

6. BOSS: Scymour Flux, with Mortioschis.

7. Upon entesing the neat area, Tidus has a waking.dream in which he leams
that he is merely an Aeen, part of the Great Summoning that preserves
the mcmory of long-dead Zunarkond. and all its citizens.

B. The Guardians musl pass through the caves of Mt. Gagazetand pass the
Trials within.

9. BOSS: Sanctuary Keeper.
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23. Zunarkand

The Guardians camp on the oulskists of Zanatkand (this is where the title
sequence bepan).

The Guardians enter Zanarkand <ity, walking along the old Highway.

Sin presents himself to Tidus.

The Guardians enter the Yevon Dame. Acons fil the air. like ghosts.

The Guardians past a ghasl-scene fiom Seymour's youth,

Tidus must complete the last Trial of he Fayth.

BOSS: Speciral Keeper.

The characters meet Yunclesca, Yuna's mother, and must choose which
one of them wilt be sacrificed to become the next Final Aean. Tidus realises
that his father made the fosl sacrifice and has become the Finat Acon that
must be kitled if Sin is to be perinanently vanquished. The characters
challenge Yunalesca.

BOSS: Yunal

24, Airship

The Guardians arc picked up by the Airship.

Tidus lalks 10 Yuna and lcarns thal they have to Iry to talk to Magester Mika
to discover how to defeat Sin. However, Mike disperses inlo nathingness
upon leaming of Yunalesca's defeal.

The ployer may choose ta revisit and explore the earlier sections of the
game, and may iry (0 ncquire the other Aeons, Anima and the Magus Sisicrs.

25.Sin

1L
12,

. Alter defeating Braska's Final Acon the characiers ace teleported onto the

. There is a final cwt-sceac in which Yuna addresses the citizens of Spira

Sinis approached via the airship and fought in scveral stages:

BOSS: Sin's Fins.

BOSS: Sinspawn Genois.

BOSS: Sin.

Once Sin is crippled the Guardians must fly insidz him to batile Yu Yevon,
They walk through the mist-like Sea of Soirow, where Seymour confronts
them again.

BOSS; Scymour Omnis.

After defeating Seymour, the Guardians enter the City of Dying Dreams.
At a tower in the middle of the city th :y are teleported inlo a surren!
landscape where Tidus must dodge icicles and collect len items. Having
eollected these, (he Guardians are telcposted into the Ruins of the old
Zanarkand blitzball stedium.

Afier making final preparations, Tidus is free to walk over and lalk o his
fathes. Afier the conversation, Jecht is drawn back until he falls over the
edge of the stadiuvm, He then rcappears as Braska’s Final Aeon,

BOSS: Braska’s Final Acon.

sword that Braska's Final Aeon wielded, which {loats ina sky of elemental
abaadon. Yu Yevon flies back and forth in the form of a firebali as Yuna
summons her Acons, which must be defeated Hoving done this, Yu Yevon
appears in his lrue form.

BOSS: Yu Yevon,

Alter Yu Yevon's defeal, Auron and Tidus both disappear, along with all
thcother Aeons that were part of the Great Sumsmoning.

in the blitzball stadium nt Luca.
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Appendix Two — Breakdown of Opening Sequences of FFX

The following is a breakdown of the title sequence and the opening sequences at Zanarkand
and the Underwater Ruins. Setting and scene letiers and numbers match those in Appendix
One, with additional numbers to nominate lexies that are rcferred to in Chapter Three
(hence 1.1.1 for Zanarkand, opening sequence. opening shot).

SETTING 1-ZANARKAND

Scence 1 ~ Title sequence

1

N ALt AW ™

Closc up of bladed swords and other weapons planted in a group against a ruined
background.

Pan across the characters (Ticlis, Rikku, Auron, Lulu, Kimahri and Yuna) camped
around a fire, seemingly exhausted or sad.

Tidus places a gloved (black) hand on Yuna, who seems to respond sympathetically.
Tidus walks off alone, flashes of light in the background like some cosmic battle.
Tidus’ voice over: “Listen to my story. This may be our {ast chance™

Title: “Final Fantasy X."

Fade 10 black.

Scene 2 — Meeting the Fans

2

3
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Party scene and music by neon piliar. People run off screen. A boy appears from
nowhere, like a ghost, and follows them.

Tidus' (yellow) boots approach; he grects his fans. (The player briefly. and
intennittently, takes over contral of him, guiding him to particular fans.)

Tidus signs a few blitzballs.

Young boy: *Good luck tonight.”

Tidus: “Nothing to worry about.”

Tidus speaks casually 10 his fans (“No prob!" “All right!”). He promises to make a
sign when he scores to show the kids “it’s for you.”

The children ask Tidus to teach them blitzball. He promises to do so but the ghost boy
warns: “Not tonight,” and Tidus acquiesces: “You've right. Tomorrow. I promise.”
The children offer a solemn, blitzball bow, which Tidus returns, then departs.

cenc 3 — The Lonely Rozd of the Celebrity/Hero

Panoramic shot of Zanarkand: a futuristic city.

Image of Jecht on the sidc of vne of the larger buildings. looking down.

Tidus walks down the road.

A voice over reminisces about Jecht, who disappeared, then mentions the up-coming
game and “Jechl’s blood.”

The player guides Tidus along the Causeway. If he is directed to talk lo passers-by
they variously sy that they support him or that he better win. Tidus is guided over a
rise in the road towards a spectacular background of Zanarkand

Scene 4 - The Game/The Coming of Sin

1
2
3

High shot of Tidus walking through the crowd towards what appears to be an
enormous mirrar, force field, or wall of water.

Tidus lies in wait before the game in a bath, with water-reflected light playing over
him.

He enters into the spectacle of the stadium (high, panning view). A rock and roll song
plays over the top: “Don’t give up . . . If you wantit! (etc)”
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6

We see Auron standing atop a high beam. A dome of water rises from the sca, Auren
approaches,

Two blitzball players slap hands. Tidus leups out of the top of the blitzball dome,
kicks a ball, then (upside down) sees the approaching dome of water. Fireballs
approach, then strike and create devastation. Tidus grabs an overhanging strut, looks
at the chaos below, then falls.

Flash to white.

Scene 5 — Battle on the Ruined Road

1
2

" o

10

11

Shot of the “broken mirror.”

Tidus approaches Auron, who waits to one side.

Tidus: “What are you doing here?”

Auron: “[ was waiting for you."

We sce the road in ¢haos; the city floods and burms in the background, overwhelmed
by the clements, Suddenly Tidus sees the ghost-boy. Tidus looks around and sees that
time is frozen.

Boy: “!t begins.”

Tidus: “Wha?”

Boy: “Don‘t cry.”

Time returns to noninal, the boy is gone.

Tidus rcaches Auron and sces the globe of Sin suspended in the air.

Auron: “We called it ‘Sin'."

Sinscales strike the boildings; smaller ones fand on the road in shells and then open up
to reveal insect-like monsters.

Auron: [gives Tidus a sword] “Take it. A gift from Jecht. I hope you know how to use
it”

Running battles with the Sinscales which only require selection of the “Attuck” menu
option.

Sinspawn Ammes stands in the way Jikc a giant crustacean with glowing lights on its
tentacles. During the battle, text information for the player about Overdrives appears.
The player's first use of Overdrive oceurs in this badtle. The player is likely to necd 10
use 2 healing potion by accessing the 'Item™ menu oplion. Sinspawn Ammes explodes
when killed. Tidus then passes the first Suve Point.

Tidus passes the image of Jecht again. (“What arc you laughing at old nan?")

A forest of Sinscales lands around them. During the battle Auron says that they should
attack a nearby machine. When it is destroyed there is an explosion, and the bridge
collapses in flames, freeing them.

Tidus jumps into space and just catches on. As Tidus hands theve, Auron looks down,
with his greying hair, dark glasses, monkish robes, scarred eye.

Auron: “This is it. This is your story. It all begins here.”

Tidus is sucked inside of Sin.

Scene 6 — The Dream City

1
2

3

Whiteness. A voice: “Hey!”

Tidus floats in the night sky over Zanarkand. When the player moves the controls
Tidus swim as if through water. The city is brightly lit but deserted.

Tidus cun only swim down towards a platform on which stands a figure. It turns out to
be a young boy.

Tidus: “I fell light-headed, then sleepy. I think | had a dream. A dicam of being
alone.”
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SETTING 2 - THE UNDERWATER RUINS

Scene 7 —“Lost in the Ocean Ruins: Gensgaeno”

1 Tidus is alone in the Tuins, except for a bird. He calls out and the bird flics away,

2 The player guides Tidus through the underwaler ruins.

3 Tidus pusses a pillar upon which is writing that he cannat read.

4 The player guides Tidus along a long, narrow walkway over the water. Ta onc side is

a walkway that leads ta a chest conlaining a Hi-Potion,

5 Tidus spots something moving underwater, The bridge collapses. Thrce weird, over-
sized fish attack Tidus.

6 After killing two of these fish, Geosgeano appears. Tidus gets in two strikes before
Geosgaeno trics to swallow him, ond then he escapes to the ruins,

7 Tidus walks into the ruins. (" thought [ was going to die in this place.”)

8 Light flashes, Jike lighining, revealing a statuc of what scems a monster or god. The

scene pans Lo reveal an enozmous cavem.
9 Tidus: “Cold. Nced fire.”
10 The player must control Tidus and find a way ta make a fire.
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Appendix Three — Hermeneutic Clusters in FFX

The following identifies dominant hermencutic clusters that span the length of the FEX's
narrative.

1. Tidus, the heco? (. Tidus spcaks 10 us as a nucrator. (Likely here).

2. Tidus shares a look with an altraclive female, (What relatioaship do they
have? The convention of the hero as romantic Jead reinforces Tidus’ role
as the hero).

3. Tidus is a showy but accommodating sports celebrity. {The hero displays
his skill).

4. Auron was “waiting” for him. (Why? What does Tidus not know abaut
his own valuc?)

5. He wiclds the sword. (Parallelism of celebrity and hero, and moventent
from urban celebrity to heroic fantasy figurc)

6. Heis “chosen” by Sin. (Why?)

7. Hehelps the Al Bhed, accepts the role of “slave™ (uapretentious, wifling
to muke-do) and befriends one of his captors (nonjudgemental).

8. At Besaid, his blitzball skill earns him respect. (His status as hero is
recognised).

9. Hebreaks taw by entering {and completing) the Trial of 1he Fayth, in case
anyonc niseds help. (He is willing to break some Jass for the sake of a
higher moraliry).

10. He is chosen as Yuna's Guardian. (Why? He takes on a typical heroic rolc
as her protecior.)

11. Tidus hates his fathes, but Tidus' father is respceled in Spira, ond Yuna
likedd him. (Was Jecht that bad? Has he changed? Is Tidus a “cry baby"?)

12, Tidus remains oplimistic in the face of hopelessness: Yuna likes him for
this. (Laughter as bravery).

13. Tidus rescues Yuna from Al Bhed. (Masculine role of protector)

14. Tidus witnesses the political machinations of the Maesters and the attack
on Sin, (The hero witnesses the uahcroic aclivity of politics, and is hcrsic
for not taking the wrong action).

15. Tidus learns thal the Masters arc corrupt, and that Seymour killed his
fathar. He works with Yuna o violate sacred tradition by trying to kill
Sin permanently (reconfirming his willingness to break unjust laws for a
higher purpose).

16. Tidus discovers that he is an Aeon {a ghost), and that destroying Sin (and
the Grand Summoning) will lead 10 the disappearance of Zanarkand and
himself.

17. Tidus discovers that he must kill his own father. (The hero conltonts his
potential un-heroic side, cmbodied by Seymour).

18. Tidus confronts and kills his father, Sin. and Yu Yevon, then disappears
(Tidus as “:ero through forgiving his father and sacrificing his love for
Yuna. and existence, for the good of othcrs).
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11. Romance?

Inthelitle sequence, Tidus shares a glance with Yuna. (Friendship? Love!
Unrequited tove?)

In Zanarkand we see that the title sequence was in madia res. (When will
they meet?)

Yuna shoreso glance with Yuna when first meet. (Is she interested?)

She selects Tidus as Guardian. (Does Yuna trust him, need him, or leve
him?)

Yuna is Joved by all in Spira. (Loveas public versus love as private)
Yuna and Tidus share a private laugh. (Coping with the quest as masking
real intimacy and love?)

Tidus rescues Yuna from the Al Bhed. (Tidus' role as malc saviour
confirmed, but distributed amongst other Guardians)

Tidus interrupls Yuna while alone. {Was she thinking about him?)

Tidus objects strenuously 1o the proposed masriage betwsen Yuna and
Scymour. (Thechoice of duty over romance? Is Tidus betsaying
conviction about the importance of love in general or his own desitelo b
with Yuna?)

. Tidus saves Yuna from Scymour at Bevetle. (Aborted marnage, romance

deferrad by quest.)

. Yuna as focal point in Via Purifico. (She is capable of being

indcpendent).

. Tidus and Yuna cmbrace in Mocaloria woods. (Romance conlirmed.)
. Yuna realises Tidus is an Aeon and will disappear. (Tragic romance?)
. Tidus disappears on the Airship. (Tragic romance confirmed.)

111 Jecht?

We presume that Jecht dicd at sea; his face Jooks down fron: a building,
(Absent father, abscnt leader/god?)

Auron suggests that Jecht siill may be alive. (Reversal of expectalion.)
Jechl came to Spira before Tidus. (Curiosity.)

Jecht is Sin, having b the Tidus thought he was. (Surprise,
and curiosity at how this has occurred.)

Jecht sent Auron to summon Tidus to free him. (Jecht's character revissd:
did not abandon Tidus, but was forced o Ieave,)

Secht sacrificed himself to become the Final Aeon so that the Greal Calm
could come. (Reversal of Jecht’s character.)

Iccht greets Tidus, and requests he be killed, so that Yu Yevon can be
challenged. (Jecht has choses the common social good over filial good, by
acknowledges regrel.)

Tidus kills his father. { Tragie seversal of expected reunion.)

IV, Sin?

Sin is a monsler that desttoys Zonarkand. (Where did he come from and
what is he?)

‘WakKa states that Sin is a supernatoral punishment for humanity’s
misdecds. (Curiosity \cmporarily resolved).

Sinis Jecht. (Expectation subverted wilh surprise: curiosity rekindled).
Sin is Yo Yevon's armour. {Cusiosity resolved with surprise).

Sin is the focus of the Final Summoning: defcating Sin ends the Final
Summoning, and disgets the Acons of Zanarkand {including Tidus).
(Curiosity resolved with surprise. Cutiosity and suspense regarding the
confrontation with the so far invisible agency of Yu Yevon.)

Jecht is inside Siu. (Expectation subverted with surprise: curiosity
rekindled.)

Bevelle, not Sin, destoyed Zanaskand. (Reversal of initial expectation
throuph final surprise.)
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V., Yevon?

Yevon is the prophel of Spira’s teachings. (Surprisc and curiosity as 0
why the blitzball gesture is now a refigious gesture.)

Yevon's kradition is subverted by Seymour's youih and casualness. (The
Iradition is unnecessarily repressive.)

Yevon's authority is questioned through Seymour's and Kinoc's
blasphemous use of Machina (o arack Sin. (The sacred laws are no
jonger held sacred.)

Yevon's validity is undermined by the corzuption of Seyour and the
other Mocsters. {Suspicion confirmed. Suspense at how Yevon's
authosity will be resisted by (he Guardians.)

Yu Yevon was the basis for Yevon's teachings. (Curiosity rekindled
through returm te the origin of a previously cstablished foct.)

Yu Yevon is inside Sin: his fear at what Bevelle did to Zanarkand has
made him preserve himself by using Sin to keep those in Spira afraid of
him. (Expectation subverted through surprise reversal. Suspense at
confronling the original authority/power of Spira).

Yo Yevonis an clemental forcefgod. (Surprise that the prophet of the
god is the god. and that both the god and the gospel are the original cause
of Spira's suffering).
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