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Abstract
CurrenttheoryinroldJt @ Ay 3 3AFYS &dGdzRASE 2F0GSy dziAaft AasSa Gf
playing and/or creating rokplaying games, along with the writings of other theorists as the primary
bedrock for their analysis, developing helpful andodaly applicable theory which benefits
discussions in fields such as psychology, technology studies, cultural studies, narrative studies, and
game studies. | aim to develop the conversation on-p&ying games as narratives and cultural
practices by dectly examining play sessions, with the aim of capturing granular processes which may

be skipped, undeperceived, or disregarded in higével analysis of the RPG medium dandom

| utilised autoethnographic techniques to ground the thesis in my lived experience as a player, game
master, and participant in fandom subculture. Utilising structured journaling and online discourse, |
analysed narratives, perspectives and behaviours icapd in play within theDungeons and
Dragonsand Cyberpuit ¥ N} yOKA &4Sa® 5dz2NAy3 | yIteaaas -L SELX
the idea that the narratives of these RPGs are pi-existing butrather created momento-

moment from the interactins between players and developebe this directly or by proxy of game

content. Such a framing illuminates the authorial capacitigsl@fers,and the implications fandom
subculture often has in the final experience of story that the player takes away from a given play

session, campaign, or playthrough.

My findings illuminated processes where developers and players were allies in storytelling who
engaged in backnd-forth dialogues responding to authorial inputs, especially where the TTRPG and
CRPG medium differed. | explore the interplay between formdliemaginative story content, the
ways in which the framing of playeharacters interplay with the differing methods of different
players ancespecially examine the implications of fandom subculture on the ongoing construction

and reconstruction of narrate storytelling in these titles.
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1: Introduction

Proliferated by researchers with varied scholarly backgrounds, academic interest -playileg

games (RPGs) has been significant and sustained over the past 40+ years.

9F NI &8 NBaSINOK Ayidi2z wtDa&d SEIFYAYSR FTNRBY | &20A2f
W{KIFENBR ClydlaegQs e¢pkynggam&zauld betcansider8drhe fokndafiondNa f S

I ANR gAY I adzo OdzA GdzNB S RA o whidhi early RRGS enfekgéd (pi8§ | NJ I

[ FGSN) a0dzRASE &adzOK | & al OlFreéQa W!I ySg LISNF2NYAY
art-form alongside their cultural workings. In the years since, fields such as literature (Cover, 2010)

and technology stdies (Bienia, 2018) have become implicated in RPG studies, especially with the
AYONBIFASR LINRPfEAFTSNIrGA2Y 2F RAIAGAASR wtD (GAGf Sa
GHnmMpLy y23iS GKIFIG aoddmdbdyp 6 & 90s addz&ly20@0S whedé ¢ T i
GAGESE tA1S WClIEtt2dz2iQ dmddpT 0 YR W. I f RdzZNRa DI (S
' ydzYo SN 2F 22daNylta |yR O2fft SOGSR GSEGA I NB RS
OSRD %I 3Lt 9 5SWHISINKRAWYWIAIDHYIMy oxYy WwRS S5AIAGEE 138
YR GKS WLy GSNY lplaying Game StidS dzQi2@2#). RPF studigstisShus firmly
established and broad; The RPG medium, itself significantly variable in form, can be considered

through a multitude of lenses.

This thesis contributes to the academic conversation on RPGs through the lenses of storytelling and
fandom, utilising autoethnographic techniques. Specifically, multiplayer tabletop RPGs (TTRPGs) and
singleplayer computer RPGs (CRPGSs) are the focussathidsis.

| recorded and analysed specific instances of observed gameplay and queried the greater fandom
subculture that surrounds such gameplay, developing our granular understanding of how RPG stories

are constructed, delivered, and interpreted by game developgase players, game systems, and

the intersection of the three. Beyond examining the gaasd¢ext, this thesis examines the ways the

players and developers use gammechanical and gamearrative content to mediate a process of
collaborative authorship. Idoing so, both parties are also acting within, and responding toclong
Saitlrof AAKSR W3l YAY3IQ &dz0 Odzf GdzNBSad ¢KAa O2dzZ R 6S
cultures of TTRPGs and/or CRPGs specifically, and/or the fandoms of indivieiahtitlfranchises.

All of these levels of subculture provide essential mentorship, models of behaviour and

understanding, and spaces for ongoing interpretation and modification of these games and their



stories. | refer to the ongoing narrativa@eative conversations which take place between players and
RSOSt 2LISNBE RdzZNARy3 LIXIFe& FYyR FYARald FlFyR2Y- 02YYd:

GNAGAY3 LINRPOSaa (GKFG NBadd (adzifkNeeNE KiIAKLEYD OF y 06 S C

The uniting research question for this thesis is simple, aiming to enquire broadly using
autoethnographic technigues to further develop the current academic conversation surrounding the
topic. Overall, this thesis seeks to explore how contemporary playeisievelopers collaborate in

a form of authoriabialogue inthe construction of roleplaying game stories.

1.1: Justification

Whilst current theory discusses RPGs richly, including through the narrative and social lenses this
thesis engages with, there is space for further development regarding considerafi@®players

as active participants in story authorship, including the enactment, interpretation, arrangement,
maodification and outright creation of narrative components. This lack is especially true with regards

G2 / wtDaX ¢ KSNB (K SconsiuttidsndsNdasiexphied bSyorid yhorg/ demédichllyi A & S
applicablegamenarrative studies. This section will dissect the context and reasoning behind this

enquiry.

There is an established background of theory which firmly acknowledges that some level of active

LI NOAOALNI GA2y 2y (GKS LIl &SNRA LI NI A& AYKSNBylf
2 KAGS SG Ftf 6nnmy 0 LINEaDp RIEplafifg §ames] as bioketed forinlasi A 2 v
fI NBSt& NBfAFIYyGXe dzZLll2y 9aLISy ! | NbeSdeKtabicer@i y OS LJi
1AYRa 2F GSEG& NBIAANB ay2yidNA DAL {AarSh ARG X G2 |

White Et Al. create linkwith ! F NESGKQa 6NARGAYIT GHKAOK LINARYF NRCT @
GKAOK F20dzaSa 2y GKS aYSOKFYyAOIt 2NRFYyAalLGA2Yy =
AYGiSaNIt LINI 2F GKS fAGSNINE SEOKIYyDBnsof |y St
aU2NEBGStEEAY30d al OYFe ownnmO Ffaz2 YIFI{1Sa YSyildAazy
G¢KAA LISNF2NXYI GAGAGE dzy RSNEO2NB& GKS O2YLX SEAGE
by blurring the distinction between the two and establishing multiple circuits of textual production &

AYOGSNLINBGEF GA2y ®¢ ¢ KT idputd dbes nob @sSily/in farmally@istiNgt mayfaivd Ay 2
SELISNASYyOSas GKS YSNB dzyF2ft RAy3a 2F yINNFGADBS A

thus the player is inextricable from the realisation of the text.



These ideas can also be applied to CRPGs, or indeed all video games; even early studies, which
GRSTAYSR (GKSY FNBY (KS LISNRLISOGAGS 2F 3ILYSLXA LI &
acknowledge that as texts, CRPGs rely on player input to beconigsetkatuch as through some

manner of controller. This can be linked to the conceptualisation of games, especially digital games,

& Wadl 6% Y YD KO §ESmitialfstat§ acéeptsia cerigin number afput events

changes in response to infs using arnoutput functionf O Wdzdzf = HananO® Ly 20K:

premise of navigating stories via digital rule systems requires (at least nominal) input from a user in
2NRSNJ F2NJ 6KS GSEGQAa yIFNN}IGAGS YSEyAiay3aa G2 SYSN

This is only the most basic form of player involvement in gaareatives acknowledged in current
GKS2NE® al O1lFré& RSFAySa o6Gt of Si 2didatiomsysals] [wih] & S LIA &
qguantified rules that assist a group of players and m@aaster in determining how their fictional

OKI NI OGSNEQdPPd AYy(dSNI Ol A2 y5 Pdteksbn sividy2desribédéa 6 a | (
GRAI 02 A&R T2 NXYI i &topRRGsmgrelianffol dddialiprodoeksss to create and deliver

a story. In oher words, existing theory already understands that these TTRPGs are rmirgaihed

narrative texts, but toolsets explicitly designed to assist the authorship of partially or wholly original

stories by mediating the social interactions of players tlgtogameplay systems.

The complete meaning of these TTRPGs cannot be unpacked without the presence and engagement
2F GKS LXIFT@8SNE 6K2 Aa Ffglea |y OGAGBS LI NIAOAL
narrative meaning, and in many formats is directly involvechwlite creation of formal narrative

elements such as characters, worlds, and plot. Such participation in narrative creation is thoroughly
explored in TTRRf8cused papers, but is less considered in CRPG theory. White et al describe TTRPG
players as engagifgy’ G G SNI A NI f dzZER2 NFK ORI TI ANR a2y G2 (GKS
the gamemaster as sto#lyuilder or scenariewriter, who mediates the primary authorship of the

game designer as wodolilder and rulesy | 1 S NJp ¢ 02 KAGS 09 BIRLE wih DM O ¢
game itself as a form does not lie in interacting with the text as a reader; it is instead realised through

the act of playing with the text as players, and players and garagters (GMs) have considerable
flexibility in interpretingandy’  { Ay 3 GKS 3FYS g2NI R F2NJ 0KSANI 24y
4 {OKNASNE ¢2NYySNJ 3 1 YYSNE O6Hnmy O LONS I{ikh BN
O2y OSLIia SftaSesKSNB Ay GKS Wi ¢NIyaYSRAIWLIS) LILINE I
The concept of TTRPG as collective creativity isdoiig Y RA Yy 3Z F LIISI NAYy3I Ay SiGK
CtyidlagQ O0CAYSSE mMipyo0OsS sKAOK GASsa GKS YSRAdzy
KAaGU2NE FyR 0A23INI LKESE TF MNERS SiRE GO\ yyS2 @l SR 3 Sy 20yKal |

10



wt Da Qo aerréldba distit@ subcultural practise, a hobbyist fandom community with its own

wisdoms, turns of phrase, and models of best practise.

C2NJ) / wtDA&AX $gAGK Y2NB NBOSyil( aGdzRASE aiKS SYLKI 3
ddzOK |a aidi2NBX NeraS (2 LINRYAYySyOSé¢ o{ OKdz Sax
increased attention on CRPGs as storytelling media, there is sdgridag consideration in current
CRP&pecific theory for how players participate in steythorial behaviours in comparison to the
¢e¢wtD aLI OSd L &aLSOdzA +dS GKIG GKA&A YI& 0SS RdzS
the story of a sinig-player CRPG; in TTRPGs, players contribute formal narrative elements in a visible,
social manner in front of an audience of their peers. In CRPGs, which are a rigid format where new
narratives elements are difficult to formally incorporate without sondegree of a game
RSOSt2LIYSyid aiAattasSiz AdG Aa SFaASNI G2 | aadzyS af
pre-LINB LI NBR gAGKAY GKS 31 YvYSQa O0O2RS: 068 GKFiG SELX
rules and contentl Yy WS Y S NiBilfiyy(Juud, 20039).3ny new narrative elements a CRPG player

can present to others thus reads as {ative rather than as incorporated with praade elements

within text. Far more are only expressed by the player to themselves within their imaginateer
0SO2YAYy3a @GAaArotsS (2 Iy 2dziaARS | dZRASYyOS 2NJ NB3IA

la +y SEIFYLXSE /wtDa a4dzOK | & W/ 86SNlJzy|l HAaTTQ 6
theirplayerOK I NI OG SNDa & S EbdsedeimSyet X ¥ 252 NIBISY dBSERF 2 NI (i KS
G2 O2yUNROdziS UGKAA yINNFGAGBS RSGEFEAET o0& AYIFIAYA)
version of the playeO K| NI OG SNJ 6 W+ Q0 AYy WHATTQ NRYIFIYyOAy3a (K
least suggestthat said character is attracted to women. However, the player can choose to interpret

their V- purely through imaginationas heterosexual, bi/pansexual, asexual or even homosexual, all

2T SKAOK NBAKFLIS (GKS yIFINNIGAGS aAIYyATFTAOFIYyOS 0Sk
throughout the story. The game never reflects or recognisdsdh I a LISOG 2F (GKS LX |
YIENNI 6A@PSs &S GKSaS RSiGFIAfa y2ySGKStSaa I NB |
LI I @ SNRA AYF 3IAYL (lsadeen detyils, SYNBINBEENt fiok 2hy gagh& tex wre
nonetheless contributed 2 G KS 31 YSQa aG2NE Ay Lreatvedct. G KF G OI vy

However, since CRPGs are simultaneously-italeng games and video games, theory from general

game and video game studies can be applied comfortably to CRPG analysis; this is thus an essential

avenue of exploration for bridging the gap between CRPG &RIPT theory within this thesis.

11



hyS adzOK O2yOSKWK!I &a WeBS¥SRB&YAEQ@Sa a aiKS LINAY
game is specified as a small number of rules that combine and yield large numbers of game

G NRFGA2yaxé o0 WdzdzZ I -parative sobiexts [GSlsfs réatlihd ok-BsBussé® I Y S
O2y OSLIi 2F G9YSNHSYy(O {d02NRGIStftAYIQ 6KAOK GdSyr
SELISNASYOS 2F GKS 3IIFYSE 6t SIENOSET wnnnoz 2N aiK:
OWdzdzf > HAnAn 0O ®SNPSYil KFNINBE NR DS Qunandtive/eemdntS REIS 4 G K|
as character, worldbuilding, or plot beats) eand indeed often do by desigresult from the varied

inputs a playemprovides, YR (G KS &adzwaSljdsSyid NBIFIOGA2ya GKS I
create. Whilst authors like Juul, Jenkins (2002), and Salen and Zimmerman (2003) most commonly

link this concept to opemnded systemic games like The Sims (208Dgr recent authors such as

Sierra (2021) link the concept to typical forms of CBRG Sierra describes how narrative elements
LINBaASYyd Ay WeKS 9ft RSN {ONRffta =Y {1&8NAYQ OHAMML
ALISOATAO 3ALYS aedadsSvyaxe 02 ONBFGS yINNIGAGS Y2Y
Whilst 3 SNNJ} O2yaARSNBR GKAa (2 06S |y aAftfdzarazy 2F |
emergence grants (at minimum) more experienced players some degree of actual naargtieeial

agency (to be explored further, see sections 2 & 4). In othmdw this thesis takes the stance that
AYF2NXIEGAZ2Y FYR SELISNIA&EZS 2F | IFHYSQa LRa&aAOAT A
and thus players who are aware of the potential outcomes of various decisions or strategies in a given
gamegainf ONB I &SR L2 g SNJ (12 RS Quikhithis@bnied gredtar SuthSriyover |y 2
0KS 3FYSQa FAYIE YyINNIGADSOD

Large parts of this thesis will link this play between knowledge and authorial power to fandom
subcultures, which disseminate expertise and tools which similarly inform and empower players to
become more definitively authorial in their engagements with elepers (be that directly in
O2y@SNEIFGA2Y 6AGK | ¢¢wtD DaX 2NJ @Al GKS 3IIFYSQa

It is therefore accurate to say that a complete understanding of the underpinning mechanics of game
narrative (including the RPGs this thesis analyses) intrinsically necessitates consideration of the
LX F @ SNR& NRBfS Ay VI NNIyaskawledgidRithidZOTRRGayidVidéofGande A a

scholarship, with room for further research concerning CRPGs specifically.

12



1.1.1: Abstraction versus Observation

RPG studieared OK I NI O S NA & S-&cadéndic séhglaishiy an$agdllly RI2 Y @€ 0 %I I | f
Deterding, 2018, p9)as such, many texts share the approach of an abstracted perspective which
SEFYAYSE (KS&aS 3l YSa -develBRexegise.0Nhéh pensaréxpettisdol Q 2 v
a medium becomes the primary source for discussion and analysis of said medium, the academic
focuses on the most memorable, novel, significant, or common observations they can draw from said
experience. This paradoxicallyeans that such fandom academia can become depersonalised from
granular momento-moment experiences which may be barely perceptible or easily forgotten in the
WoAd LAOGAINBQ 2F lylfeara 2F | GAGES 2N YSRAdzY ¢

Such depersonalisation helps to develop widely applicable theory for understanding a particular
subset of games from specific angles, and in doing so establish firm theoretical foundations for any
academic or creative working in said medium, free fromdbigks and eccentricitiesn other words,
idiocultural practisesa specific individual player or group of players may bring to the act of play and

thus the resulting narrative.

Consequently, few of these texts refer specifically to recorded instances of actual play, and as such
there is room for further consideration of phenomena that may be missed or sidelined as improper

or edgecase behaviours, in order to make room for brdad/ I t @ aSa 2F GKS YSRA dzy
Ywt DaQ 2NJ I adzoaSi GKSNB2Fx AyOfdzRAy3a GKS NRf S

C2NJ SEIF YL ST 622X Ragzaf RANYWD axy oNBOKSRA SNI ¢ 2 Ny SNJI
valuable insights into how the storytelling concept of welnlgilding applies in the context of RPGs,

including considerations on transmedia storytelling (p.353)weler, when discussing the o
ONBIGAGAGE 2F LI &8SNJ LI NGAOALI GAZ2ZY AY 62NI ROdzf
game is to some extent a€ONB I G A2y 0SG6SSy LI FT@SNI FYyR RSaAayS
rigid discussionof @OAFAO {AYyR& 2F wt D& 6KAOK Y2NB SELX AO
0SG6SSy LI I &S Nierd rgfrRinsRodra to High&lNdustiee granularworldbuilding

that a TTRPG or CRPG playew participate in be this formally, socially, or merely imaginatively.

Players of systems that are not explicitly designed as exercises in worldbuilding through play, such as
W5dzy3S2ya 9 5NIX3I2yaQ 6/ NFgF2NR S telinfaB ongoingnn 0 &

worldbuilding process.

13



{2YS Y2NB NBOSyid wtD &aidzRAS&a G(SEGaz adzOK Fa aL¥
to explore this space, examining cultural practices and meanings which permeate gameplay and
gamenarrative authorship, yet are absent from the gaaetext and thus from textual analysis.
G+AS6Ay3a 6¢c¢wt DAy YSNBte +a | GSEddzZ f | NIATFLE O
ONBIFG2N 2F YSIFIyAy3d GKNRdAzZAK AYGSNIOlGAYy3a 6AGK | yF
2024). Observing play directily a holistic, granular manner allows us to better appreciate the rich

array of cultural meanings that permeate through the experience.

Thus, in order to understand ganmarratives as constructed and delivered by RPGs, this thesis
analyses the actual behaviour of real players and the actual narratives they construct and experience
through play alongside game developers and game masters andhmore often ascribed traditional
authorial power. This thesis aims to understand both the fi@en, socially constructed narratives

of tabletop RPGs (TTRPGs) and the firmly-taded singlglayer computer RPGs (CRPGS) using such
techniques. In doig so, | aimed to illuminate novel, personal, proprietary or invisible practices,
biases, tools and influencing factors that cannot be accounted for by writing from the perspective of

a purely textual understanding of a diverse medium.

1.1.2: Fandom

{ dzOK O2YLI SEAGASE R2 y20 FLLISIN aLRydlyS2dateT
(Fine, 1983) explore that players do not exist within a cultural vacuum; that RPGs are a cultural
practice as well as media artefacts. The experience of RR&tine is thus affected, contextualised,

Y2f RSRE 2NJ 2dz0NAIKG FFEOAEAGFGISR o0& (GKS LX I &SNI
established in RPG fandom studi@s9 | N @ & GdzRAS& SEIFI YAYSR GKS Gl of &
players and tstory (Holmes, 1981) Sociality (Fine, 1983), and as a performative text (MacKay, 2001).
These perspectives are important because they placed the early analysis of RPGs firmly within a

sociological framework, focusing on the players and the contextséfpld 6 { G S6F NI 3 ¢ NI Y

In other words, gaming subculture grants each participant subcultural values, vocabulary, and tools
which can be as essential to the experience of agivengaie2 N2 | & (KS 31 YSQa GSE
practice has certaly evolved with the advent of the online, there is a rich history of fandom context

playing a palpable role within the game itself. Fandom studies into TTRPGs, for example, have already
illuminated commonplace practises which have significant effects enntiateriality, meaning,

3 YSLEFE FYR YNNI GAGSAa 2F IAGSYy GAGE Saod badKz2

gamers, attending a convention exposes them to a much wider diversity of gaming styles than their

14



Y2NB AyadzZ I NI K2YS FASaNdda NBy S iGRy @Ry ivASTYy deé 2 dz
Fd 20KSNJ5aQa (lFlo6fSax y2yS 2F dza NBX | Oldz f e L
to a new game, style, or technique, gamers take thoseexpe@ss & o6 O] (2 GKSA NI K2 Y

Even those RPG players who have not engaged with RPG subcultural spaces and disswssiass
newcomers to the hobbygrant credence to the idea that such subculture affects play and narrative.

Their lack of initiation into the RPG as cultural practiceand of itself presents itself in varied
behaviours and emotional relationships to the text; sections 5.3 and 6.3 explore how the subculture
g2NJla (G2 YSYyiu2N adzOK ySgO2YSNER Ayid2 Y2NB Ay T2NY

When framing this thesis as combining the considerations of recorded behaviour within a specific
hobby and the subcultural context such hobbyists exist within, the solution of ethnographic
techniques becomes a clear fit for this line of analysis. Thissttass to understand the role of

players and developers as participants in creating gaamgatives. Since such authorship is
AYKSNBy(Gte AYLIAOFGSR Ay &adz Odz G dzNdrokerbsIMituési A OS a 3
andvalues, ritualsmentas,F NOI A FlF OGadé¢ 6/ KFy3IAXT Hanyod SKAOK LISND
the subcultural practice of RPG narrative authorship. By understanding the language, mentorship,

and discourse present in RPG subculture, | in turn better understand the methods anthgsethat

underscore my own experiences of participating in dialogic story authorship via RPGs.

Given that |, the researcher, came to this thesis already an established member of RPG gaming
subculture, Autoethnography becomes an obvious choice. This thesis is an analysis of my own cultural
LISNELISOUGAQDGSAaXI ¥ R2 YOG 6 2F 3 latlk Hdand S sud Ndy pefsPextiveHion m y
affected by subcultural constructed frameworks of meanmaking which | have participated in for
aSOSNIt RSOFRSa® ghargsQlstorytating Safufe ywithiiér béikirés ofiself
narrative but transcends ¢S Yy I NN} G A2y 2F aSt¥ G2 Sy3alr3asS Ay
(Chang, 2008, p43) this technique assisted me in identifying and critically examining commonplace
behaviours myself or close friends engaged in. Such behaviours may well have bendutal to

the construction of the stories we/l authored and experienced narratives may have seemed obvious

to me/us, extraneous to the game itself, personal, or subjective. Such regarding of these behaviours
as resulted in exclusion, abstraction or sirfigdition from a more textual understanding of the RPG
medium. The detailed sednalysis and cultural understandings forefronted by autoethnography will
allow me to comb my RP@arrative experience for granular details present in the actions and
meanings hat form components of narrative meaning, especially those which would otherwise be
tfSaa GAraroftsS G2 +ty FOFRSYAO LISNRLISOGAGS F20dzaSH
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purely textual analysis of a given title. More information regarding autoethnographic methods can

be found in section 3.

In summary, this thesis contributes to an ongoing conversation of how players aneative

participants in the storytelling processes that RPGs facilitate. By utilising autoethnographic
G§SOKYyAljdz§a 2F 3A2Ay3 WAy (2 ( KafativekréatioR & playyalivitg E | Y A y
and as cultural practice, this thesis bridges the gap between the depersonalised perspectives of many
more textual understandings of the RPG medium and the informal experience of storytelling that

players engage with itheir daily lives.

1.2: Thesis Outline

The thesis will proceed as follows.

Section 2 (Literature Revievgstablishes the current theory in game, rgdilying game and fandom
studies that underpin the context and language this thesis is built upon. Links are made to general
gamenarrative theory and existing ethnographic studies in the RPG space, and majenegogical

stances are explored and declared.

Section 3 (Methodologyllescribes my investigation of four key artefacts: two tabletopubgying

AL YSa 6 KSNBD I DudgBoNs addtDtagdrtipélioks 9 R®S  H51M5ENG 665 NB D & G S N.
and Cyberpunk:RED (2020)0K SNB I F SNJ aw9 5 ¢ 0 T-pldyiigRganies ¢here@ftery LJdzi S
G/ wt DE D R dzZN&EH mDH oidiS  6BGE NIS ICHERUNKE2GID H nH MU OZOBENB® TG SN
My data collection was divided into three stages: Understanding Game Systems (3.1), Cultural
Analysis (3.2), and Systematic Seffservation (3.3), analysed using a cyclical autoethnographic
process incorporating reflexive thematic analysis. Sectiexphains all three stages in detail in their

own subsection, outlining data collection strategies, the formats of relevant documents, and

guantities of participants and data collection sessions.

Section 4 (Exploration of Themeshows the results of my analysis as three distinct themes, titled:
1. Varied Experiences From Variable Avatars
2. Cyclical Authorial Dialogues
3. Informative Discourse Culture
These themes come together to develop an understanding of RPG play as a creative and subcultural

practice, uniting ludic, narrative, and fandom frames.
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Section 5 (TTRPG Analysiijcusses these themes in relation to TTRPGS.
Section 6 (CRPG Analygitgcusses these themes in relation to CRPGS.
Section 7 (Conclusiondinites both wings of analysis into a coherent understanding of Dialogic

Authorship, finalising the defining traits which underpin both mediums and fundamental differences

between the two, before exploring where further research could develop these ideas.
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2: Literature review

Inrecentyears,roleJt @ Ay3d Il YS aiGdzRASa KIFI#S GSELX 2RSSR (2
RAFFAOMZ G G2 GNIO1¢ 0.26YlIYys 2KAGSSE 3 ¢2NYSNE H
to provide a holistic overview of RPG studiesilade at the time of writing. Instead, | will focus on

0KS NBfS@OIyld LINIa 2F GKS GKS2NBGAOFKf F2dzyRI GA?2
as an autoethnography on RPGs as a narrative storytelling medium and cultural practisel. Aftgr a &

aYl GdzNAy3 FASER (GKS fAGSNI Gdz2NBE Aa SEGSyar@sS Syz
2024). Texts from game, technology, and general fandom studies will also be implicated where

appropriate for analysis and completeness of understanding.

2.1: Considerations and vocabulary

LG YIFe aSSY LISNIAYySyd G2 LINRPBPARS Bl YEANT{ LRIFA
K26SOPSNE RSRAOIGS || OKIFLIGSNI G2 GKS O2YLX SEAGER
K2LJSt Saa GFral ot NISGOH mappSHD OB RIIAX t Al KA &Iza 62 fi
LX F&@Ay3 3 YSadé vodOwt D&AB NB YIFeosS GKS yvzada 02
outlier, the notquite-a3 I YS 3 YSé OHnunOd ¢KSe LRAYyd (G2 SEIY
Zimmerman (2004) tox@lore how RPGs are typically regarded as exiges in game studies.

They continue, exploring how this muddied sense of definition is furthered by the plurality of RPG

forms- Tabletop, Computer, Livaction, etc.

Despite this difficulty, it is important to explore the grounds on which | delineate the topical focus of

this thesis; Instead of declaring one or multiple essential RPG characteristics, a suitable
autoethnographic approach would be to align with sbftrdS NS R Odzt ( dzNJ £ dzy RSNE G |
have recently made good arguments that games are social (or sociomaterial) entities (Montola 2012;
5SG4SNRAY3I HnmoT {0GSYNRa HnanmpO® ! NHdzZ 6fé&X wtDa
Deterding, 2024).

There is a distinct multiplicity to RPG play; even one feature alone such as theglayacter can

be understood as one of many separate psychological orientations; they may be a gameplay object,

a selfrepresentation or alternate self, or a performatiwther; all of these distinct experiences can

coSEAAG 6AGKAY GKS LRaairoAftAride aLl O0S 2F | &aAy3f ¢

KIgS f2y3 20aSNBSRX RAFFSNByld adetsSa FyR Sy
u 2 A

N R
I g2NIRZ 2N I OKAS@Ay3a 3F2Ffax 2LISyySaa
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& Deterding, 2024) To say that RPGs are especially suited to or defined by one experience or feature
supposes that all experiences which are called RPGs represent a selected characteristic/s; said
chapter does go to great lengths to identify nerhaustive lists of commonly perceived

OKI N} OGSNRaGAOa 2F wtD F2NXYAT -Ganblevéntslar¥ ustallys / wt
3dzARSR f2y3 | LINBLIFTYYSR LI 20Xé 2N aSEGSyargs

this thesis in identifying core @echanics, dynamics or aesthetics that underpin these formats.

However, since this thesis does not aim to make sweeping judgements on the fundamental features
that define RPGs (but rather the social, cultural, and ludic practise of-atdhprship), it is more
important to draw on culturaperceptive, rather than acemicdeductive, understandings of what

is and is not an RPG. Rather than creating an academic argument that my chosen artefacts exemplify
the RPG genre, their belonging to the RPG genre is taken to bevadht within the fact that self
identified RPGandom spaces accept, practise, and discuss these artefacts: this thesis considers the

defining feature of an RPG to be that they are referred to as RPGs by RPG fandoms.

2.1.1: Framing GMs

An important epistemological stance to decide upon before proceeding with this study is thus; are
WDFYS YIFaGSNEQ O0KSYOST2NIK WDaaQ 2N W5aaQ0 Y2NE
not a research question in and of itself, this question frammegh of the analysis pertaining to the

TTRPG portion of the study, given the core research question explores how players and developers
collaborate.

This thesis makes its analysis upon the presumption that GMs are a form of game developer more so

than they are a form of player; that they are a/the architect of the world, the referee of play, and

a/the prime creative force.

| 26 SHSNE (KS ¢g2NRAYy3I 2F GKS NMzZ So221a 2F Ye OK2
| FyR0o22]1 AYLIASAE GKS 5a Aa | {AYyR 2F StS@IGSR LI
alatiSNJ o5a0x (KS 3l YSQa Wwdd B145ph)2Holeles, THe Bibebny R NEB
al a0SND& 3JIdzZARST SELI I AYEAY G¢KSX 65a0 A& GKS ONJ
KFEdax FNOKAGSOUX aG2NBGSEEfSNX | OG2NX NBFTSNBSXE
rulebook refers to the GM Yy R t f F @ SNE Fa aSLI NI GSs O2ftfl o2NI
o O13INRdzyR 2F GKS 3IYS (2 RSOA&S LXz20a Ayidz 6K,
FyR Da ONBIGS + aG2NE (23 his efebsitic caetfranyeRaaknks ( K= H 7
thesis that story in RPGs emerges from dialogues between a creative force and players. Jenkins

GNAGSEAaY at SNF2NXIyOS GKS2NRala KIS RSAONAROGSR w



5dzy 3S2y aladSNHa OGAGAGASE alGFI NI 6AGK RSaAIYAY
(2002,np). Jenkinsvas forefronting the importance of spatiality, but for my discussion here | assume

both statements are true: RPGs are collaborative stories, and the DM provides context to contain the
story.

CAYyS y20GSa GKI{G dawdzZ Sa NB AYLIaSR 2y LI &@SNRAR o
LINARYOALX S& 2F WI2YSONBgQ aLlSkia G2 GKS TFFO4 (K
fictional worlds, or they can utilise or modify an existingegiey S y SSRy Qi @A S¢é Daa |
rulebook in terms of storytelling authority. Instead, | view choosing a system as the first creative
choice DMs make, a selection of their core toolkit, just asraputerprogrammer may select tools

such as the gante@ngineor programming languages. Most TTRPG rulebooks present a combination

of Settingil KS G FAOGA2Yy It oF O]l INBdzyREZ YR {8aiGSY dac¢K:
I NBE AYGUNRBRdzZOSRXE Y2RAFASRY OKIy3ISRI 2 bideNiBore2 JSRDE
Nbz S aeadsSy I 5a aStsSoOda LINBaSyda o20K | F2dzyR
YSOKIyAOa 6KAOK NBaz2t @S GKS LXFT@SNIIFYR 5aQa Ayl
the DM can choose to forego, maogifor replace any amount of either of these two elements, we can
O2yaARSNIGKS 5a Fa | ONBFGAGBS F2NDOS 6AGK | dzii K2 N
when investigating TTRPGs, | consider myself as the DM as performing a role that igkenare

Developer than a Player for the purposes of my cre$srential investigation.

2.2: RPG Ethnographies & other cultural studies

Of considerable relevance to this thesis is the examination of existing ethnographies and
autoethnographies concerning RPG fandoms. Existing papers tend to study a subset of RPG players,

focusing on a specific subgenre (TTRPG, CRPG, MMORPG).

2.2.1: TTRPG ethnography

CKSNB A& | NAOK KA&G2NE 2F SEFYAYAY3I G(GKS Odz G dzN
onfantasy roledJt F @ SNA o0 dG2RIF& OFffSR ¢¢wtD LIXF&@SNARO Aa
RSAONROSR & F GOoNRIR dgfigiSanddiappgdiell ii Mang ehrly §amiadgi | & &

YA TAySaéd ounmyod CAYyS ARSYGATASE Yilye 2F (KS
associated with the format to this day, such as having regular meeting times with a regular group of
friends, fandaon slang, and the development of etiquette and best practices. Fine identified that play
communities are spaces of cultural and practical exchange, defined by a sense of mutual mentorship

a key cultural implication in my autoethnography.
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This establishes a history of studying RPG play as a craft, a practice, not simply a form of media
consumption, with behaviours influenced and facilitated by cultural frames beyond the-gatat.

CAyS y23GSa (GKS SEAAGSYOS-2/2 |dlWy2dzySONB Aly2 &RKYS
O2ftt SOGADBS | OlAz2y 2F GKS LI NI& o0dddf S RSNLET |
a SPOARSYOSR 08 -LiA SR yas NusStaariaiaie bakesSio@Shoizd in my

data or more recent ethnographies (Reta, 2020; Wee, 2024). Another discrepancy can be noted in

the fact that virtual TTRPG playspaces such as Roll20 (Wolves of Freeport, 2012) or Discord (2015)
are currently popular, @phenomenon Fine could not observe in the 1980s.

Slang is overall demonstrable of this simultaneous datedness and timelessness. Some terminology is
fAYAGSR G2 CAySQa GAYS FyR LIXIOS:E o6mcpyna | {!0 3
popular TV presenter), is seemingly absent from the famdobserved (2020s UK / englispeaking

2yt AYS F2NHzYa0® hGKSNI GSN¥a &adzOK Fa Wbt/ Q adzNDA
| extrapolate, then, that the practices Fine examined are no longer completely applicable to this
GKSEAAEAQ LWzt AOF A2y T W{KINBR 22N RaQ Aa TFT2dzyRI
¢ewtD SOIKYy23aNILKeé &aSSya LILz I N FY2y3dald tD GKSa
L 2dzNJ / KFNF OGSNE OHnunv Aa Fy dzi28S0Ky23aNF LIKAO .
lenses of decolonisation, self, and queer theory. Whilst bothRIP GAutoethnographies, this thesis

YR Y& 2y RAFFSNI aAIYyATFAOIyldte Ay YSivldRa gAi
concepts of identity as implicated in RPG play, drawing into focus thawnyndividualidentity is

less central to myw@oethnography. Whilst there were opportunities to explore ddkntity, such as

with my playercharacters Thokk and V as a means of performing genders and sexualities, | focus
instead on my understanding of fandom culture, rather than my ethnic or gudérral experiences.

This clarity on the minutiae of my methods and approach are valuable for framing and molding my

research methods.

a2NB RANBOGf& NBtS@GFIydG Aa [ €l dzZRAF -playifigiginde HnAmp
OKI N} OGSNEQ® C20dzaAay3a 2y ¢e¢wtD OKFNIOGSNAE 6Y2N
successfully introduces a number of data collection strategies ¢batd potentially develop this
IKSaAaQ dzy RSNBGFYRAY3I AT y20 FT2NJ GAYS NBAGNI Ay
implicates mythology and psychology theory in her analysis, whereas | focus on narrative theory. We

are united in our sociolagal angle, although Hall focuses more on personae than authorial dialogues.

tdof AAKSR RdNAYy3 (GKS 6NAGAY3 2F (GKAa (GKS&aAazT Y.
AiQa KStR RSFENE AGQff 3ISOE LWHzZAKSR UGKNRAAKQ O6HAH
approach | take with this thesis; chief among those idithad + A SgAy 3 GKS 3IFYS YSN
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artifact does not account for how the player becomes acrator of meaning through interacting

GAUK YR UGNYYyaTFT2NX¥AYy3I GKS Il YSXédDP 62SSS HAHNOLO
approach to shared workthaking that prioritises the emotional senance of narrative details over

I L2airAdAgdrad F002dzyiAy3a 2F YyINNIGAGS S@Syildaodeg 6
about TTRPG authorial dialogues; that TTRPG players do not author by decisively declaring narrative
details, butcdl SOGA @St & SELISNAYSYyGAy3ad gAGK ARSIA 2y {(KS
Fad yYINNFGAGBS | Oldzk £ Aal (i b@nggotiativd iS & BssentimHcansept fot K A &
GKAa (GKSaAxaQ Fylftearao

¢KS Llzof AOFGA2Y 2F 28804 LI LISNI RdZNAy3I GKS NG A
NEft SOIFyOS IyR (AYStAySaa 2F GKS | LILINRIOK | yR ]
identification of similar research gaps to those which rppted this thesis; namely, that the
consideration for fandom epistemologies and behaviours in the process of constructing story
AYVF2NXYIE GA2Y -NONSYH MY S RE/®R S NJ

28804 &aiGNrdS3e 27F SEI YA Y AYand dogriredih dpacasyigsigriatgdas & 2 ¥F
subcultural meeting points is fundamentally similar to my own strategy of analysing the play sessions

of TTRPGs and CRPGs in their subcultural, oftemértonal contexts. On a more granular level, her

data collection strategy of keeping a field journabmething recommended explicitly by Chang

(2008} is similar to my own field journal, which takes the form of structured journal entries (see

section 3.2.

¢CKSNBE INB a2y$S RSiOFAta GKIFG asSitd aL¥ AdQa KSEtR R
dataset. Wee examines exclusively D&D, whereas | examine an additional TTRPG (Cyberpunk: RED)
Fad ¢Sttt Fa | LIANI 2F / wt DEDPLIRBE BhGazR2ANRK YKL QlyE
LINEPFSaaAz2y X LIAR Dadé¢ o Hn Hauwethhagraphigally2xdanided RS 2 0
my own play experiences as a game master and player, a context that is distinctly more personal and
Y GSdzNI (0 KRV S2a5@a Héfts LI AR Daaé¢d LG A& faz2 AYL

Singaporean D&D players, whilst my players and | are British.

2.2.2: Digital RPG ethnography

a2ail SGKYy23INILKAO 2N 20KSNBA&S Odz ( dedkiflayeS y lj dzi N.
2yt AySQ aL)l 0Sa o6aahaos Fa KSas -cutdalmdractioSsyii 2y A

players during momento-moment play and broader culturavents and values. Indeed, Reta (2020)
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aSSyAay3ate O2yFtlidSa GKS GSNXY W wtDQ $gAGK Waahw
LX F@SNBR a0S02YS YSYOSNE -FXXRSER NBSI @ NW2 O6 (PR ¢ &
player RPGs. There seems to be a popular perception that playimglelsf | @ SNJ / wt D A &
F62dzi X GKS LINBSONRGGISY &AONRLIGIX OKFNIFIOGSNX YI &adst
Ga2dz00SaaTdZ X 6KSy wiKSee 20SNO2YS (G(KS 2o6aidal Of Sz
O2YLISt f Ay 3 a2 Nadsdt ethdogrdpliicresearchviom CRPG$ seemingly leans towards
aahwt Dasx &adzOK a WwWttle . SigS SDiyerCRNGs Rra Uhsuited to@ £ 2 NI
ethnography.

¢KS FdzARS022]1 WOUKY23INILKE FyR GANIdzZf 62N RaAQ
legitimacy to my broadly ethnographic methods, but is similarly focused on-oséti persistent
environments (IE World of Warcraft, Second Life, Everquesking its relevance to this thesis
tangential; it does offer some support to general ethnographic advice, but generally the text is less

useful to this thesis than general fatudies.

Beyond strictly ethnographic enquiries, fields such as HCI have examined naaxgtiogial
behaviours in MMOs, as explored by Gustafsson, Helmersen and Mackay (2021).

By virtue of their more social authorial process, MMORPG narratidies demonstrate similar
perspectives to TTRPG narratstedies, moreso than the storytelling of singleyer CRPGs, despite

the digital element. Indeed, Gustafsson Et Al. use vitalaetop programs (VTTs) as a part of their
methodology. Drawing on this, | understand that the most fundamental difference between the
storytelling of my TTRPG and CRPG artefacts is not the distinction between the tabletop or digital

platforms, but ratherthe distinction between isolated and sociable play sessions.

In TTRPGs, we understand that the conversations between players create shared imaginative
worlds/characters; the role of rulesased elements is to add structure and mediation to the outcome

of player actions. In a solo environment the RPG player is katggart in an immediately social
conversation; this doesiot mean, however, that the player is not performing stawythorial

behaviours or engaging in a cultural process.

Ultimately, it seems that singlplayer CRPGs are underexamineesalsculturatpractice by current
SGUKY23aN} LIKAS&ST dzytA1S aahwtDa 2N ¢¢wt DA ¢ KS
gamespaces, communities, and games beyond MMOs that have yetto BeNSpIR 0 & | y i K N2 LJ?
(Ruelos, 2018), and singhtayer CRPGs are seemingly a critical example. Even beyond RPG studies,

ethnography on digital games naturally trends towards online experiences, persistent shared worlds,
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and other multiuser environments (Law, 2016) (Pearce, 2006) where social exchanges, and thus
cultural behaviours, can be clearly observed in morteAtnoment interactions.

It seems the nature of solplay limits consideration of how these isolated players act within cultural
networks and meanings; this can be remedied by synthesising game studies with fandom studies,
which succeeds in understanding cultural networks formedrearound media often consumed

alone.

2.3: Fandom Studies

Tangential to ethnography is fandom studies, a field which aims to understand the behaviours of
fandom groups; this could be considered a specific form of ethnography or a separate but related
TAStR® WeSEGdzat t 21 OKSNEQ om Bitfdies; deykins definesimach afa & S°
the foundations for academic insight into fandom subcultures, utilising prominent examples such as
GKS W{GIFINJ ¢NB1Q FlIyR2Y® WSyYylAya VYIFINNX¥GSa GKS
perceptions of fandom, legitiised by the proliferation of fandom spaces (conventions, zines, clubs

and groups).

¢KS GSEG LINPOSSRa (2 AYyGNRBRdzOS 02y OSLIia 2F LI NI
media;6C Iy OdzZ G4 dzNBE adlyRa a |y 2Ly OKIFffSyas G2
F dzOK2NRG& FYyRX AyidStfSOdldzrf LINBPLISNI&é¢ OWSYylAya
understanding of the role of RPG players asathors of narrativep @ KA IKf AIKIAyYy 33 aFl
LINP RdzZOSNAE YR YIyALdzZ I G§2NE 2F YSIFEyAy3aé oOoWSyYy | A
cannot move pastthé A YA Gl A2y a LX I OSR 2y GKS 3IFYSe¢ owSdhl

fandoms access storytelling agency beyond passive consumption.

5Aa0dzaaiy3d GKS g2Nla 2F 5SS /SNISFdzE WSylAya KAS:
commercial cultural productigh X~  séllShdld power to contribute to story authorship through
G2NBIFYAT SR STF2NHNBIAFIAQPTIVOISYDOSE «3R¥E adz00Saar
OWSY1AY&EaSZ MdppPHODP C2NJ SEIF YL ST ySs SyRAYyIE 6 SNE
feedbadD]1 ¢ 0aAOKSIFf 52dzZASTI HAHPO® ! dZiK2NARIFE LI GSN K
allow fandom influence @r their creative output.

tfl8SNBR YFEAYGdFEAYy RANBOG FdziK2NRFf LR2SSNE K26S0¢€
YSEYyAy3aéd O6WSYylAyasr modbouo 2F | 3IAGSy GSElGs S@8S)
Jenkins points to 1980s feminist readings andffatioy’ 2 F { G NJ 2 N& 6 KA OK &l &:
GNRAGSNAE 2 NBOAASX (G2 RNIGX FTNBY R2YAylFyid Odz i
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St 062N iSa aYSIyAy3aa Fryada LINRPRdzOS oFNB y206 |
20KSNJ a20A1f FIFO02NRE Opraduption aecurS inyparaley, tob MaraN®S G | G A
opposition, to official production, being a process that ¥adef G yS2dzat & Ay RA GA Rdz

imagination) and collective (discourse, dissemination of fandom anfidave materials). This lends

credence to methodically approaching fandom discourse spaces as a means of understanding story

authorial behavious.

Wt 21 OKSNA Q 0 midedquifly@s ef@o§raphyyyatilendnS 6ftén refers directly to

recorded instances of fandom discourgies, letters, conventionrsis a data source for the

articulation of his arguments. In 2014, Jenkins took inventory @bttowth of Fandom Studiés

wop! & L {SS LiQy
G2 KId aSSYSR NIXYRAOKFE d dGKS GAYS GKFG wWt2F OF
y2i aAYLX @& LI aargdsS O2yadzYySNESZ o0dzi NI GKSNJ I Ot

Xb25Pdd NKSG2NAO 2F LI NUAOALN GAZ2Y Ff26a St aj
Y2RSt F2NJ dzy RSNEGFYRAY3 6KIFG Aa YSFEYyAy3IFdz |
(Jenkins, 2014)

¢ 1Ay3a WSYlAyaQ I ROAOSS A fahdbm dpacliitefoidislofy & G2 SELF Y
participation in storyt dzil K2 NE KA LJ®d wSGST onwnuu0 SELX 2NBR K2§
WF2f 1f2NBQS KF&a 0SSy I LILINE LINdtb VidSoRjanmegas antaygk 2 Y O dzt
on participatory narrative authorship; specifically, the term represents story content which is
6a4SO02yRIFENE (2 (GKS SELX AOAG RAS3ISAAE | yR 02YLIRAS
fAYSEN g1 @& KNRAEIK XX (K Sa (CPANG dO A Y 2ANS R 2 F ONBF G A
Retez mainly applies this term to audience fandoms ofdiveamed gameplay, but the concept is
commonplace in fandom communities of singléf | @ SNJ GAGf Sad ¢KS WCADS bAhA.
franchise exemplifies presenting indirect storytelling details in the game titles themselves, which

I NB dzy RSNBRG22R YR 2NRSNBR o0& LISNLIS(dzrt FlyR2Y
titles (Cawthon, 2014, 2014, 2015, 2015, 2015, 2016, 2PAT8) are, as setontained products,
NBfFGAGSE @ AAYLIES K2NNBNJ GAGf Sasx (GKS (NHzS RSLIK
to a collaboratively authored mystery story, as fandoms produce and disseminate theories on

timelines, characteidentities, supernatural elements and more. Barkman (2015) has likened this to
alGiStt onnmuHOQa O2yO0SLII 2F WC2NByaird ClyR2YQ o
(KS AdNFIOS (2 dyRSNEGYR (KS ORNLK $£33®a 29( 2 T &
[ y2y QT 2y 0S8 +F3AFAYS 3INRdzZLIA SELX 2NB | dzi KZNEKAL) Y
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committal, and negotiated, demonstrating that a social narrafil@y experience is not an essential
component for fandoms to engage in collective authorship.

¢KS 02y OSLIi 2F WISIROFIYy2yQ A& SaaSyidialrf KSNBT R
GKS KSIFIR 2F GKS Fly ONBFGAY3 Alé oadAfAEAT HAMDPI
SIFOK AYRAGARdZ t Tl yQa idkagivehkstgnbvivrdZI8sNEs kegighal didfectsS @S y (
O2y iNAROGdziS (2 |y AYRA@GARdAzZ fQa ARA2fSOGzE a2z i:
AYGSNIINBGFGA2YEA YR ARSIFA ¢gKAOK OFy 02YS (2 Ay
this can be foundn fanfiction circles, for example with romantic pairings or sexual/gendered
identities. In this fandonfronted form of interpretive creativity, the original texts lose precedence
2SN GKS FILyR2YQ4 SELISNASYOS 27F tyity; ReXthaliPbadténg A
OWSY{1AYyad MPpPpHO KI & 200d2NNBR® / 2@F3SNJ 6Hnmny KI a
Wdzdzft fa2 adlrasSay dGKFd aLy F ALISOAFTAO ISYNBI oL
knowledge ofthere 62 NI R FyR 1y2¢ft SRIS 2F 3IILYS O2y @Sy dA
3 YSa KF@S Nz Sax vyz2ald ©OARS2 3IFyYSa Ifaz2z LINRBeSC

(@]

QX

obviously, do not actually exist; they are worlds that the game projects and thé @ NJ A Y 3Ay S
OLMnco®d !'a &adzOK aX GKS LI @SN FAtfta Ay |yeé& 3l Lk
studies concept with the fandom studies understanding of headcanon to come to an understanding

of players as imaginative participants inoist consumption when presented with a suitably

interesting or intriguing starting point.

wSGST OANDtSa GKAaAa 02y OSLIi o6+ 01 G2 / wtD& @Al W
GKS dzf GAYFGSX SELINBaaiAzy 2FX yINNFIGABSET wSiaSi
SELISNASYOS 2F Oly2y (KNP dagonsiand dther criliiecN@&butR S G | A
WC2NBYyaAO ClFIyYyR2YQ OFy Fta2 o6S ILIWLXASR G2 O2ff S«

cryptic world.

It is important to understand that despite my aims to examine RPGs beyond a purely textual lens, an
underpinning knowledgebase on game studies is paramount to a complete understanding of how my
artefacts, inextricable as they are from the authorship thayilitate, are understood by game
studies; this is especially true for the CRPGs, whose nature as a digital title (with thedesiable

nature that medium creates) and lack of prior analysis from an ethnographic perspective

necessitates.
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2.4: Game, narrative and technology studies

A number ofconcepts from general game, narrative or technology studies can be used to underpin

the core inquiry of this thesis.

CANRGfeszr GKAA (GKSara ogAfft RA&aOdzaa aSOSNIf (AyF
narrative meaningmaking, so it is important to highlight that these terms are used in the sense
RSAONAOSR Ay G(GKS WwWaSOKLI y Ardiork §HainickeYLeBledcand Z8béki K S (i A
HAannoO® a5! RSTAYSa YS eKavigukisabdicoritrél mechuhisiik &fdaded tb OG A 2 y
0KS LI IF@eSNwoed (23aSHKSNI gAGK (GKS 3IIFLYSQa O2yidSyi
then, are the consequ# structures created when several game mechanics overlap, Hunicke Et Al
AAPS GKS SEFYLX S 2F 4 ¢ A-DganidsBatdedateddlays hetveeh iudesz v Sy i
GKAOK OlFyYy 0SS o0dzZAf (G dzLd 623SGKSNI G2 F2amdtioneKS I Y
SELISNASYyOSa G(KS 3JrYS NBYRSNa G2 GKS LX &SN

Throughout this thesis, these terms appear as per their definitions from the MDA framework.

N. Katherine Hayles has also explored the relationship between materiality and meaning. Since, as
Wdzdzft ownnpov &adlFidSaz ol Ht aBREISNBHoMENBE S SIIOYFa O

mechanics as themateriality.

G/ 2yiSyid Aa YFGSNAIEAGEET YR YFOGSNRAIEAGE A&
YSIYAYy3 GKNRdAK F ¢g2N)l Qa YIFOGSNAIfAGE@D 9OSyYy ¢
L2aaAroft SX GKIG LRaAdA2ya GKS wiblStheRrSabihativg” || & L
world evoked by the text" (Hayles, 2002 p.107).

To rephrase this to align with games specifically; players cognitively engaging with rules also engage
GAGK GKS 3AFYSQa YSFIyAy3a yR GKSNBF2NB Ada yIF NN
0KSAA4Q dzy RSNRUGI YRAY 3 2 fiveksiues, in kvBich & ékploReAnSt Rnlywt D 3
traditional story delivery mechanisms, but also the underlying making of narrative delivered by
abstract gamemechanical actions such as di@dling and savestates. | must therefore explore how

audience cognitin of narrative can interplay with interaction with gameplay mechanics.

WdzdEfalfx€al (2004) analyses games as rulesed systems, as fiction, and as the intersection of

the two. Juul writes:
Gwdz §a& FyR FAOGA2GmAghEnSMNIOBR] 2 (1 @BBNWS G &kB HYRS
aSt SOt 6KAOK |aLlSoda 2F GKS FAOGA2YIE @2NIR
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S E LIS NR Sy @8yprsceds whiee the fiction of the game cues them into understanding
GKS NYz Sa 2F GKS 3FYST FyRX GKS Nz Sa OFry O
thea I Y $.463)a.

{FfSy I yR Riley ¥PNKY104) acknowledges four modes of interactivity in games,

I RRAYKB acS X NB y2i RAaGAyOld OFGS3aA2NRASE odzix 23S
AYUSNI OlGAQGAGEDd ¢KS& dzadzr t-ppUDPODAdRREAMOE K & YRS @ K.
LYdSNI-OKS ORIIEESNDRDA aLlad OK2NREAON S  LOYNIIM@NUIE EA 2
making, including narrative construction. Other mediums have been observed to similarly make use

2F [ dZRASYOS O23yAGA2YyT &adzOKZI | MpWwey 2INA SOt 2y dz
(McCloud,1993, p688).

¢KS 20KSNJ 6KNBS Y2RSa Fftaz2 tA3dy 6AGK SadlofAarl
LYGSNI OUAGAGR QY 2 NIKHRdEi At AAGTyNER FoyA (LB NIKASO Al L3 20N YWy
(Aarseth, 1992) as linked to TTRPGs by White ER®@18} since CRPGs are also predicated on
GY2YOUNROGALFE STF2NIE 6! NESGKOX GKA&a fAYy] K2fRa
LJdzNB LINPIANBaaA2yI gKSNB OKI f Hy80Fr 2SS ol NiBA a6éS EOLW dxddi AS
with no flexibility of strategy can be framed as requiring some latent storystructive elements of

the player, who must cognitively arrange game elements into a coherent whole and act upon this

understanding to meaningfully engage with ludic challenges and storie

Mode 3 is Explicit Interactivity (participation with designs and procedures), the more developed

Syal3aSySyid sAGK 3IFHYS YSOKFIyAOa 6KAOK OFy 06S f A1

the interplay between base mechanical elements and the final ematiaesthetics of gameplay.

a2RS n  A-the2yd. 2SRy ROdzf G dzNF £ LI NIHAOALI A2y QT gKAOK
TIYR2YX K2¢ &dzo0OdzZf GdzNB Aa | RAAGAYOG YShya 2F )

to such interactions between fandom, practise,andna@s ¢Aff 06S O2NB (2 (GKAAZ

Rules of Play f 42 AYLX AOF (84 1 dATAYy3IL Q4 o6mMpoyld aYFIAO
GKAOK I 3FYS GFr18a LXFOSEs G(KS 3IFYysSQa NiAZ $a ON
I YSX OsKAOKSE 3IdARS (KS LI & 2 P9)NKS HdOksE oLt
I O0OSLIi GKS fAYAGLFEGA2Yya 2F GKS NUzZ S& 06SOFdzAaS 2
Zimmerman,p93pp0 ® Ly GKS &l YS @GSAy> WdzdzZ ounnp0 SELX |
FYR AYlF3IAYSR LOWC HIKIS LB S 21SNXE2 MR A a W2LIA2y L QY «
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62N RX ¢S OFly |faz2z NBFdzaSX FyR adGgatt LIXlLe (GKS
AYGSNI OtA2ya 6A0GK GKS 3JFYSQa YSIFEyAy3a Aa LINBRAC
premise, to accept that conditions like victory are desirabha] that the audiovisual or described

elements they perceive represent a fictional world they can perceive and invest in emotionally.

Wdzdz2t ownnno fA1Sya 3ILYSLELFEe OKFffSyasS G2 yI NN
2PSND2YAYy3d OKFffSyaS YANNBNE (KS wOz2yTftA0GQ ¥d:
{FEtSY FTYR %AYYSNX¥LI Y 06Hnnn Orrafiva play, Sonflickbetiveerdipigeys ¥ £ A O
2NJ 0SGi6SSy LXIF@8SNR FyR GKS 3IYS aeadsSy Oy oS
Their argument does not so much state that game coni#ictarrative conflict, but nonetheless

spotlight thattheLJt @ SNR& | OGA2ya F3IFAyad 3ALYS OKeahf Sy 33S:
6S NBFR F3a YFENNIGADGS AYyT2NXYIGA2YS SKSNB 402y Ff)
GAEEFAY OKFNFOGSNX | O2YLISGAY3I LI F&@SNI 2N GSIYX

This idea that play is inextricable from narrative concepts is disputed, however. Greg Costikyan
RSOf I NBAY 4. STF2NB mMproX AF &2dz KFR alFAR &a42YSUKA
YIRX GKSNB Aa y2 a0§2NE My I/ KEENELIHA NAIRAS SH m2 1y @ @2
AU02NE AY [/ KSadaaésx |yR /StAlF tSFNOS ¢g2dAR F3INBS:Z
LISNF2NYIF GAGS 1 OGA2YyS AG KFra | YSGFradz2Ne 2F (o2

alyg | OFRSYAO0a RA&AOdzaa AYyUuSNIOUOUAQAGE Ay NBEIFGA
BLAYYSNYIFYO® wWSTSNBYOAY I tSFHNOSS WdzdzfE oHAnno & NR
f22as8fte & GKS LI I &SND&-158)FHISNINGSYSI 2o NINKSE A BB 9
O2yFTdzaSR $gAGK WIOYSNAHESY(U DFYSLIII@&Qr ¢6KAOK WdzdzZ R
number of rules that combine and yield large numbers of game variations for which the player must
design strategies to WaRf S¢ 6 LIPp 0 ® Wdzdzt 2dzE(Gl LI2&dSa SYSNHSYyOS
YS6SNI a0 NHZOGdZNBEX GKS LI &SN LISNF2NXV®Hase | LINBRST
GLIP O / NHZOAI ff&s WdzdzZ Of FAYAY G¢CKEKEINBAMBARSAYKI
(p-73). Therefore, he claims that emergence yields relatively more control to the game system and/or
AFYS LI FeSNI® at NPINBaaAzy FyR 9YSNASYyOS I NB GK
680688y Xé OLIbYHO LYRGSREYARBANNI BRA2 VEOKSBROGKA A

narratives can be (2005).

If gameplay creates narrative, then emergent narrative only results from emergent gameplay. In
20KSNJ 62NRaz | WLIz2NBE LINRPINBLaaAz2yQ 3IAFYS OlLyyzi @
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or failstate variations thereof. To apply emergence to a specific RPG, Sierra (2021), for instance,
argues that
.SkyrimRd LISNDSAGBSRX FTNBSR2Y 2N 2L)SyySaasx Aa oS
RSaA3IySR (2 adzZJR2 NI |y FO0O0dzydz A2y 2F SYSNE
[(2014, p34)] assertsthatweD N> FG SR SYSNHSyYy (G 0 SKI ChutaldaNX & A &
az2yS 2F GKS INBFraGSad aiAatta 2F 3FYS RSaAAITYEc

Sierra suggests here that in order for emergent gameplay to become emergent narrative; a well
designed world must contextualise that gameplay, which Pearce (2004) also described as
GaStrad2NEEéd 'a adzOKZI FT2NJ) GKS Ag¢rkrambBvg, idhe gandd Y 2 F
developer must provide a sufficiently immersive fictional world. Players may fill in missing/ambiguous

story information, but there must be a sufficiently complete, vivid and interesting story already to

begin with in order forth (2 OFI N8B G2 R2 &42¢ ¢2 G(KAa SyRX {AS
GSN¥Ya oKAOK O2yilAy &akKlIRSa 2F SYSNHSyG yIF NNI G/
aL) OS¢éé¢ oLIOMTPOD® WSY |l AYy&d onHnnu0 SELIK 25\NNER QisK $53d80 ¢

as Don Carson, who construct evocative environments to deliver story context for attractions:

¢CKS a0u2NEB SEtSYSyid A& AyFdzaSR Ayild2 (GKS LIKe&aAc
aLJ OSX O2y@Sewa6 (GKS adGd2NB GKS RSaA3IySNAR N
knowledge of the world, and those visions collected from [media], the augiés ripe to be

dropped into your adventure. (Carson, 2000, quoted by Jenkins, 2002).
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3: Methodoloqgy

This thesis aims to explore a gamarrative studies topic as a sociocultural practice utilising
autoethnographic technique, incorporating reflexive thematic analysis as a defined analytical
FNFYSE2Nl @®@ L aSt SOGSR | SSg2y dnkKutogtEhOghiaphy wdzén2 S (i Ky 2
as it is as applicable to the study of any social or cultural experience. Since | observed in my personal

life that fandom subculture is implicated in narrative construction, | was motivated to select a
methodology and guide wnOK g2dz R ff2¢ YS (G2 2NRSN) iKSasS 2
book provides a comprehensive method for doing so, centred omsetitives, mentorship, and a

highly flexible approach suited to my niche of branching narrative and cultural studies.

¢ KNRPdzZAK2dzi GKA& YSGiK2R2f238X L NBTFTSNI (G2 / KIFIy3aQs
data collection and analysis strategies, ultimately examining my subjective cultural experiences as a

storyteller through the medium of RPGs as a player@nt

This methodology section will first explain which RPG titles | examined and why (3.1), before detailing
my three methods of collecting autoethnographic gamearative data (3.2). Finally, | explain my

methods of storing and analysing data using technidua® reflexive thematic analysis (3.3).

3.1: Selection of Research Artefacts

L FYyOK2NBR Y& NBaSINOK 2y (KS &d.diR@eR&NI(2023wt DS (i a ¢
Iy R& &S N1Jdz2020) fwittrits €XpansioRhantom Liberty2023)). For TTRPGs, | acted as GM

AY bBé&p3S2ya | gRUBNSR2{ABYaS NIJoEOR0) sy§ne Phese are
henceforthBG3 2077, D&D, andRED respectively.

REDand D&D share their fictional worlds witl2077 and BG3respectively, belonging to the same
franchises and transmedia ecosysteths® 6 S N1Jdzy' { Q& & S dfiiwhilstD&DVEG3 R Bigh (0 2 LIA |
fantasy. Therefore, examining two transmedia worlds allows this study to note when the storytelling
experience isbgid Ay Ff dzSYyOSR o6& | LINA2NJ SELISNASYOS gAdif
storyteller will often assume that the [audience] will have gleaned some details about the story
g2NI RX FTNRYNIEAREYISGO BANY 0 6{ OKNASNI ¢2NYy SN 9 | FYYS

Beyond their shared worlds, these artefacts are highly comparable. Boii and BG3present
(variably) open worlds inalB O a i NHzOG dzNB Ot 2aS (2 6KIFG /I NRfay
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¢NFAYy a2RSt Q 6Hnnmn OREDahdyDRD useh véred playdch@rachéiSabilltiis,2 G & ¢
SIdALIWSY (i DKEPRaA®A[2f NBaz2t S Ay i SwbuSeivirehyient Ay |
setting optimised for 4 players and a Gaiaster (or GM).

Analysis of these 4 games enables comparison of two similar franchisescifi, one fantasyin
020K GKSANI /wtD YR ¢¢wtD F2NX¥IdGaed ! OGAy3 | & 03
this thesis to understand both sides of the playlaveloperauthorial dialogues and the consequent

processes of narrative development.

Similarly, artefact selection was also designed for effective autoethnography. | felt it important to
examine artefacts fitting my genuine tastes and popular within a sizable and active fandom, ensuring

that data reflected authentic cultural experienceshis ensures vocabulargxperiences and
subcultural values are up-RIF 1§ S> ' yR G(GKdza GKFdG (GKS GKSaAxaQ NB:

time of publication.

BG3and 2077 have both enjoyed significant success in terms of sales and accolades since their
respective launches. Both titles have sold in the tens of millions (CD Projekt Red, 2024a) (Litchfield,
2024). The size and activeness of their fandoms is demonstrable thtbed online presence; the

FT2NHzY aA0S wSRRAG Kz2ada | OGAQOS WadzoNBERRAGAQ RSR
1% of popularity, (r/BaldursGate3, 2025) (r/cyberpunkgame, 2025). Both games are active projects,
having received cont@rupdates well into the writing period of this thesis (baldursgate3.game, 2025)

(CD Projekt Red, 2024b). In terms of critical response, BG3 and 2077 currently hold a 96% and 86%

I SN} 3S &d02NB 2y NBOASS 3IINBIAFGI208) BRI @NISY SO
Tl @2dz2NF 6f SQ | OOfFAY NBaLSOuAPSte o6aSil ONAGAOST

hy GKS ¢¢wtD &aARSY AlG Aa KFNR (2 dzyRSNBadAYlds
G20SNI pn YAftA2Yy LIS2LXS KFEGS LXLFe&SR 5dzy3asSzya o
KIS RSAONAROSR (GKS adadSy aléa owiSKSS R2nyuAnylldy (L y3R SYSS
cited as the first of what are now known as TTRPGs, having grown from the preexisting wargaming
fandom by adding a focus on varied plagbaracters within a highantasy world (Schick, 1991,

pp.17-34, as referenced bylackay, 2019)

For RED, sales figures are not publicly available at this tioeever, the fact that the Cyberpunk
TTRPG series (1988, 1990, 2005, 2020) has become the root of an acclaimed transmedia franchise,
including 2077 F YR FYAYFGSR &SNARSaAa W/ @06SNLizylY 9 R3S NUz
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f SAAGAYIL O G2 OflFrAyYa 2F OdaNNByd Odzf GdzNIF £ NBf S¢
FY2y3aG GKS aAirdsSQa YvYz2aild LRLzZINE 66AGK Nk5dzy3:
r/cyberpunkred at 3% (2025), similar to other popular TTRPGs (r/shado20as) (r/callofcthulu,

2025).

Due to the fact | was already taking part in a playthrough/campaign of each, D&D and BG3 are my
LINKR Y| NEB FNIGSTFEOGAT GKS W/ 20SNllzy1Q FNIYyOKA&AS Aa
G2 O2YLINB YR O2yGN}ad sAGK (GKS W535Q FTNIYyOKAAZ

LG aK2dZ R 0S y20SR GKIFG aSOSNIt OANIdzZ €t GFof Sis
are digital applications designed to assist TTRPG play, especially remote contelémsessions.

These are not uncommon within the space (Roll20, dnthe largest, reported 10 million users in

HAHH 0aSSKIYysS HAaHHOX O2YLI NBR (2 GKS HanuwnQa pn
are not examined within this thesis, due to the fact that my experiences as a hobby participant have

not, as of thetime of writing, included these technologies. Further studies may wish to expand upon

this gap.

3.2: Data Collection Strategies

This thesis can be considered as two aligned perspectives; a narrative studies paper, and an
autoethnography. During proposals, my initial perspective was solely the former; a study into the
dialogic storytelling processes that underpin RPGs in computedsel tabletop environments,
additionally drawing out similarities and differences between the two. This followed personal interest

AY wtD aG2NRGSTtAYT | YRWE2Y® DOEA Widdd NBNWRAYIE o6&
as systems of rulesnd a method of fiction, but not as an activity in narrative plagathorship

beyond a rich discussion of bl f f SR WSYSNHSYOSQd [ AGSNI (dzNE NBJ.
gaps wherein | observed that numerous momémsimoment narrativeauthorial acs, regularly

observed in my daily life and fandom spaces, were wad@mined in existing literature.

In short, this paper uses autoethnographic techniques to approach the core-garretive studies

angle with greater complexity and completeness. This thesis sees-gamaive authorship as an
ongoing process of interaction between game designers ancegaayers, interactions which often

draw on tools, techniques, and wisdom which can only be found in play as a creative, cultural practice.
To this end, this thesis combines three complimentary stages to develop a-faudted

understanding of how authaal dialogues in games emerge between players and developers during
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play. Stage 1 built foundations from garastext; Stage 2 understands the cultural context of play,
FYR {GF3S o RANBOGfe R20dzySy i SR LI | &8rehehty R W3l

narrativeplay.

3.2.1: Explaining Collection Stages
514G O02tfSO0A2y LINPINBaAaadSR | ONRP&aa GKNBS RAAGAYO
imply linear temporality. Stage 1 was completed first, in its entirety. Stages 2 and 3 took place

simultaneously, with data from one prompting furthexgoration in the other.

The sections 3.2:8 dn ®n SELX Ay SIFOK &Gl 38504 IAYazr YSikKz

information on how the data is labelled and stored, see section 3.3.1.

OPHDHY 5FdF /2ttS0GA2y {GF3IS Mz 2N V!

{GFr3S wm3X O2yRdzOGSR o0SF2NBX GKS 20KSNJ (g2 adar3
{GFr3S wmQa LiJzN1}2aS Aad dzyRSNEGFYRAY3a |yR R20dzySy
Gameplay mechanics, Possibility space, etc. This understanding obgdext is foundational to the

more subjective examinations of play and culture | bujbm it. Stage 1 investigation yielded
NETSNBYyOSHotSs O2RATASR dzy RSNEGIYRAYy3IE 2F NiA §a
when examining observati@irom stages 2 and 3.

¢CKA& YSGK2R 2F LXlF&Aay3a FyR GF1Ay3 y2ad8a Oty
GHnnyoT | YSGK2R 2F O2tftSOGAY3 GY2NB 202S0GAGS
YR LISNE2YIFf WFASER 22 daNsH¥dsécibE3.W3KA OK Ad RA&0dza &S
ae | YOK2NAY3A [[dSadAazy FT2NJ GKA& adlkr3sS Aay az2kKl i
2 GKS LXIFESNEZ YR 6KAOK R2 (KSe& NBOFAY F2N (K

(@]
w»

Stage 1 data is referred to-text with a standard citation with the specific appendices or source.

CRPGs

Directly observing and noting the game mechanics of CRPGs is important for a number of reasons;
physical game manuals describing core means of interaction have become increasingly rare over
recent decades with the move towards digital downloads; notwithdtag this, digital games often

do not fully explain the full consequences of inputs to players, especially in CRPGs where the true
AAIYATFAOIYOS 2F |y AylLldzi IyR AGa O2yasSlj-da8¢¥0Sa v
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of hidden or uncertain authorial consequence not listed in any text or tutorial. For example, BG3

allows players to take relatively innocuous early actions that remove major characters entirely.

Direct artefact examination is thus critical to complete empirical understandings. | examined BG3 and
2077 by playing to the end of their first act whilst taking ffeem notes (see Appendices A and B)
GKAOK RSAONAOGSR (KS NS a laSphekadtt®reddriarvadve, ancludingh y O A LJI

character creation, dialogue, combat, and exploration.

TTRPGs

Unlike CRPGs, TTRPG rule systems are often presented in their entirety in the form of one or several
rulebooks. The rulebooks of my chosen artefacts (Crawford, 2014) (Pondsmith, 2020) are in print at
the time of writing. Preparing summarising reports,@sang suggests, is unnecessary, as primary

citation from rulebooks is possible.

| did, however, writeup supplemental reports (see Appendices C and D) on the campaigns
IKSYasSt 84y FT20dzaAy3d 2y WK2YSoNBgQ O2yidSyd o640
W2 NR 3 A Y IXE Whit®© BRI, A0A8)ySince by nature this information cannot be cited from

Nbzt So221ad b2d tf FawsSoda 2F | ¢ ¢ wmdhaddally,LJ A 3y ¢
I NB RNI 6y FNBY (GKS O2NB WNHzZ $6 221 Ceooks with sobe LI I &
WK2dza S NXzf S&Q teny Rartisies mayBedatise@diffgrently from table to table,

new playerauthored content (within or external to the group) may be layered on top of official

content.
LYRSSR: &aAyO0S (KAaAa GKS&aA& |AYa -8s8i SBEQFX 2 8B & SN
WK2YSONBSQ O2dxZ R 0SS O2yaARSNBR SOSYy Y2NB QI dzZ 6

core text.

Referencing scheme

Stage 1 data is attached as appendicd3,and will be cited as such.

oPHDPoY S5IF0GF [/ 2fftSO0A2Yy {GF3S HI 2N W/

Stage 2 ¥/ dzf G dzNF G KD yFEMKNWEWF GA 2y 2F Odzf GdzNI £ &2 G§ KSN
2LIRAAGAZ2YE O/ KIFIYy3AZT Hannyod Ly 20KSNI g2NRasz {dat 3
as held by other members of RPG fandoms beyond my own play empesi paying attention to

moments where their experiences match or contrast my own.

35



This helped me identify social artefacts (terminology, principles, methodologies) within RPG
subcultures which play active roles in dialogic authorship; this included outright facilitation, but since
storytelling is perceptive/imaginative, social infornmatithat affect player (or GM) perceptions can

also be implicated in authorial dialogues. Chang encourages the identification of cultural experiences
adzOK Fa Gt NPOSNbhaxalAR NBLISFIGSRt& FyR dzLJKSt RX {2
JdZA RSaAa§ySNYR BS5ANILdZSE YR O fdzSa¢ 6/ Kl-nfediate, Hnny 0
survive generational handovers, and maintain a distinct identity shaped by education and best

practise; all are applicable to the RPG fandom.

Stage 2 was conducted parallel to Stage 3 datkection andocuses on querying online swoltural
discourses on topics related to RPG play, communities, and storytelling.

This meant analysing relevant fora, posts, comments, or publicly available tools, tutorials and
resources. | did not participate in these conversations directly, as doing so may have limited the
amount of data that could be collected and may have introduadditional subjective biases to the
conversation. Instead, | was an observer to the conversations, but an insider to the subculture

conducting them.

My biggest source was the forum site Reddit, a popular discourse platform in its own right which also
serves as a common reference point for discussions on other platforms. For example, several social
media channels on YouTube, Instagram and TikTok wtdiseus TTRPG subreddits to source topics

for discussion, often drawing directly on specific posts as repost fodder or topical prompts
(EldritchPodBlas023) ( NA & LJ& Q29190CrtGr8ndo)[ 22 G D26t A y,0@3).al NJ Sl

Due to this ecosystem of discourse, it was possible to identify which posts and discussions were
gaining traction in fandom circles via a mixture of deliberate research and organically through my
social media feeds; | thus organically examined trendingspadth rich discussions, rather than

selecting specific fora.

| also quoted from publickavailable fannish resources and broadcasters when they were noted in

these discussions, especially where concepts of mentorship and values were visible (highlighted by
Chang as important to autoethnographic understanding). Famnele, when the popular GM Matt

Mercer was described as a parasocial mentor by forum users, | investigated video tutorials starring
aSNDODSNI a az2dNDSa 2F FHYR2Y gA&aR2Ys F2ft2Ay3a |/
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In-line with ethics clearance, raw quotations from forums were not captured directly as to respect
expectations of privacy. Rather, paraphrased summaries of comments and discussions were noted in
a table alongside their relation to other such data (forrapde, posts and their comments). Published
resources like Youtube videos were cited directly as a standard source, intended as they are for public

consumption.

The process of collecting autoethnographic data does not need to take place within rigidly defined
02dzyRF NASazr aidSLlas 2N YSGUK2RAT aeé2dz a2YSGAySa |
I21ta G2 Gr1S | t€tSFRXé 6/ KFEYy3AZ Hannyod

Referencing scheme
Stage 2 data is cited-text with a quote number ##237.

odHdnY S5Fdk /2tf SOGA 220 a{ANZH S Aoy @ NI W{

Data Collection Stage 3 is a structured reflective journaling of play sessions within selected artefacts,
JdzA RSR o0& /KFy3aQa ouwnny0 YSGK2R 2F GKS akyS ylvy
20aSNDIF A2y QT ¢ KAOK O 8ups). SiEge 3 Was dofdizied dodeyr@nthgwitii K LIS

Stage 2, with findings noted in one becoming springboards for investigations in the other.

My systematic seléinalysis took the form of field journaling. Each entry in my field journal captured

data from a specific session of CRPG or TTRPG play.

Some journal entries gathered data from play sessions on the same day as said session, | call this
Y2y 32Ay3Q RIEGE®

hiKSNJ 22dNy I f SydNaASaE 3IFFGKSNBR WLISNE2YFfE YSY2N
subjective recollection of past evenis this case, sessions of TTRPG or CRPG play which took place
LINKR2NJ G2 (GKS 060S3IAYYyAy3d 20 RKSFI@lddzRed L OFff GKA

¢2 SyadaNBE GKAa RFEGF O02tfSOGA2y NBYFAYSR waeads
within which to ask standardised questions at each opportunity for data capture (that is, at each
recorded play session). The motivation was not to limit idea was collectedndeed, Chang does

not recommend a specific format for field journals such as to maintain an open and reflexive
approach to setanalysis. Instead, these forms simply prompt with similar questions to maintain a

focus on dialogic authship, rather than other aspects of play. These forms create standardised
GNRGGSY I+ O002dzyGia 2F GKS a853aaA2yQa yINNIGASS O2
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responses, and any relevant attitudes, tools, or novel behaviours which can be implicated in dialogic

authorship.

These standardised forms are:

! LIWSYRAE 98 Why3a2Ay3IQ /wtD 22daNy I fAy3 T2 N
(for sameday data capture regarding CRPG play sessions, filled in during play)
An explanation of the design can be found in [Appendix I]

! LIWSYRAE C8 WwSiNRALISOGADBSQ / wtD &dzYYl NB T3
(for data capture on CRPG playthrough progress from prior to the study window)
An explanation of the design can be found in [Appendix I]

O! LIWSYRAE D8 Why3a2Ay3dQ ¢¢wtD 22dz2NYyFfAy3I F2N
(for sameday data capture regarding TTRPG play sessions, filled in after play)
An explanation of the design can be found in [Appendix I]

! LIWSYRAE 18 WwSiNRALISOGADSQ ¢ewt D TF2NY
(for data capture on TTRPG play sessions from prior to the study window)

An explanation of the design can be found in [Appendix I]

/| KIy3a NB3IFNRa FASER 22dz2NyFfAy3a & al dzaS¥dAd JSK
Field journaling is inherently a form of sedflective, sel2 6 a SN G A2yt RIFGF T GKA
RAOK2(G2Y®8 0SG6SSYy adzo2EOYHGEA HannlyyR 20 3 @0 A DA (S8 -
g Kl G A Jor-ghantéd] Habftuated, and/or unconscious matter that . . . [is] unavailable for
NEOIFtftééd OW2RNARIAzZST yR wel @SS wnnuxI Ldnx ljdz2i
play with a critical eye trained simultaneously as a participant in a hobbyist subculture and as an
academic analyst, illuminating dialogic authorship methods players and GMs demonstrated as well

as my understanding of how and why those interactions are conduas$ethey are. In doing so, this
systematic selbbservation is an essential catalyst for not only its own sake, but as a juoibing

point for the investigation of fandom subculture found in Stage 2 data collection.

/] KIy3d KAIKEAIKGAE GKS AYLRNIFYyOS 2F WLISNE2Y!I f
 dzi 2 SGKY 23N} LIKES 08501 dzasS GKS LI ad 3IagsSa | Oz2yi
comfortable capturing supplemental data from sessions that had occypmiedto the data collection

LK 3SY gKAOK L OK2asS (2 OFff WNBIOINRaALISOGALBSQ RI
to the temporal relationship between the two. Additional data granted chances to tefesence

and thus confirm the redarity/novelty of any pattern in my findings. Chang adds, however, that
GaSY2NE Aa y20 ltgléea | FNASYRX Al 2F0GSy NBGJSI
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dzy LINBRAOUGI 6t S¢ 6/ KIFy3aT HnnyOd ¢2 GKAA SYyRI [ KLl
memory data through seffeflectionandsefh y 1t N2 & LISOGA2Y 6A G K Odzf GdzNI £ |
L O2Y0AYSR Y& WNBIUNRALISOGAAYAQLIENREASIYH (KDY RN I
HQ OdzA GdzNI £ Syl dzZANBS dAAY3I RANBOG 20aS8SNDI A2y 3

T

and expand upon any leads that arose from the personal memory data.

In the next two sections, | will briefly explain the details of my data capture process with regards to
TTRPGs specifically, followed by CRPGs. This includes ethics clearances, how the data is cited in
sections 5 and 6, how many sessions were captured,ahdr details regarding the process of

systematic selinalysis for each specific medium.

Stage 3 for TTRPGs

L aiddzRASR GKS ¢e¢wtDa |a | 5dzy3S2y al aGSNE y2iA:
06 K20 ONBFGSa | ¢2NIR F2NJ GKS 20KSNJ L I @SNA (2

(Crawford, 2014). Stage 3 ascertains patterns of authorshipith I FFSOG SR & K Ol YLJ

especially where cultural values, practices, or external tools could be noted.

TTRPG setthservation was also multiplayer selbservation. | was granted ethics clearance to

record written accounts of play sessienk8 were captured in totalincluding the actions and
statements of players, to whom | refer in this thesis by thealypkO K I NI OG SNR& y I YS T2
These are: March MacRuggles, Frae Hannis, Rob Anybody, Dave Ferguson, Buguthy Bifusispora, Urzul,

I NI SYAaal [ /23yATAS YR DAfRI aObldf NIBXON LKH yiBE X
an acceptable angl@ 2 NJ I dzi 2 SGKY23INI LIKAO SyljdzZiNEXZ 3IABSYy (K
(2008). As such, my journal forms were designed to capture the participation of players, as well as
myself as the DM, in dialogic story authorship, aiming to capture the irgtpttween both and the

game itself.

The structured journaling process was as follows: Before each session, | filled in part of a standardised
d0NHzOG dzNBR 22 dzNy | f F2N)X 2F Y& 2¢y RSairAdly w! LL
conclusion, the remainder of the form was filled out. Theestions on these forms and my ethos for

answering them can be found in [Appendix 1]
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For the first TTRP®ungeons and Dragois L SEI YAYSR 1 W2y 32Aye3Q &Sa
L I @SNBSX 0SG6SSYy MknykHn YR HMOKABPKHNI YR MH U
09/04/24 and 12/08/24. These sessions are part of a campaign that had been ongoing since 9/04/24.

Eachsession lasted-2 hours.

For the second TTRPGyberpunk REDstudied one weekentingth session which took place-29
hOl20SNI HAHN® ¢KAA Aa 27F0Sya  KNEFSNNERR (A28 Aly G2¢YwM
to longform campaigns; onshots offer the advantage of a selbntained narrative which l@gns, is

explored, and ends within a finite period of time, allowing a complete experience in a convenient
timeframe.By examining a lonfprm campaign in D&D and a oséot in RED, | was able to ascertain

if the differing structures manifested differentosytelling methods, meanings or experiences,

coming to a more complete understanding of TTRPG storytelling.

{AYyOS L ola I ySgO2YSNI (2 GKS w95 NMz Sa aeaidsSy:s
play in this system. This did, however, offer an opportunity to observe the behaviours of myself and
others as newcomers to a particular system, providimgightful contrast to D&D, wherein myself

and most of my players were pimmmersed in the complexities of the system and hobbyist culture.

The campaign lasted around 14 hours, with 4 participants/players, all personal friends who expressed
interest in plying RED As with D&D, | refer to these players by their plagiearacter names to

maintain anonymity: these are Crash_Override, Lantern, Redtail, and Knightrider.

Upon the completion of each form, the contents were fed into my ongoing reflexive thematic analysis

in comparison to prior data and alreadgtablished codes (see section 3.3).

¢2 AadzYYFNAR&AS:ET L O2fftSOGSR mMH WNBUNRALISOGADSQ

I LIWISYRAE | F2NJ F2N) RSaAdyo la ¢Sttt | a 1 22dNyI
(Appendix G).

Stage 3 for CRPGs

For CRPGs, | acted as the player, examining how | interacted with these games dbree fplstyer
playing through the game in the same manner | would if I was not conducting research; in other

words, | did not let my study affect my behaviour.

In all, | examined 7 sessions of the first CRPG tektf R dzNX2@he dt seSsiorowas on 11 July
HAaunX GFl1AYy3 LXIFTOS Ay | aSLINFGS LXF@GKNRIAK |
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Kdzy OK G2 Ay@SaidAaarisS GKS tAYAGA 2F GKS 3AFYSQa |
Y& YIAYy LEF@UGKNRIAK a4 GKS W2NAIAY OKIF NI OGSND

journaling my experiences on another standardised structyoednal form (see Appendix E).

hy I &aSLINIYGS adNHzOGdzNBR 22dz2NyFfAy3 F2N¥Y o6asSs !
summary to gather personal memory data on playB&3that took place between 13 March 2024

and 14 July 2024; and on prior play@fberpunk 207&vhich took place between 20 January 2023

and 12 June 2024.

This is a single unified summary, in contrast to the 12 sedgignSada A 2y WNBGNR aLISOL
entries | produced during the TTRPG portion of the study regarding D&D; this is due to the differing
density of story content that any given hour of play dafiver in CRPGs compared to TTRPGs thanks

to the quick feedback a digital codmsed game provides.

{AYyO0S 4SS 1y2¢ GKIG LISNR2YFf YSY2NE RFGF A& daz
2008), it is difficult to provide reliable personal memory data on dozens of hours of CRPG play, and

thus a summary of the most memorable and meaningful detailsiges an appropriate foundation

upon which to build further ongoing investigations without risking inaccuracy. Upon the completion

of each form, the contents were fed into my ongoing reflexive thematic analysis in comparison to

prior data and alreadystalished codes (see section 3.3).

Since | observed solely my own behaviour, no institutional ethics limitations were placed on CRPG
data collection; in the interest of my own safety and privacy, | maintained a focus on my game
narrative and fandom experiences, and less so on how thispilatged with more personal cultural
experiences such as politics or identity.

A % 4 A x

¢2 adzYYFNAR&ASY F2NJ /wtbDazx L 02fftSOGSR WwW2y3a2Aiy3
6! LIWSYRAE 90 FyR |f&a2 O02tftSOGSR WNBGNRALISOUADS
sessions into a single summary form (Appendix F). The design ariitgtista for the individual

guestions on both of these forms can be found in [Appendix I].

Referencing scheme
Stage 3 data is referenced-iext with citations of specific journal entries the data is drawn from.
¢tKSaS gAftt O2yaraid 2F Iy FONRBRye&yY 2F GKS 3IFYS (A
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C2NJ SEI YR YI MBODoRSy2035a RI (I . RNIRazNIENEY, (58 oNB
G KSNBI & 04 5ReS5y 2 1 S&  RDurigeonsfaN®DYagadk § SRR 2W Qa 22 dz2Ny |-
The complete list ofeferenceabledocuments is as follows:
(D&D 1)(D&D-19)
D&D play session journal entries, numberetl9lin chronological order.
(REDBL)
My sole RED play session.
(BG3Summary)
My summary of progress through BG3 from prior to the study window.
(BG31)-(BG36)
BG3 play session journal entries, numbere@lih chronological order.
(BG3[ I SQT St v
* A singlesession BG3 playthrough separate from my main, wherein | played as the
W2NAIAY OKIFNIOGSND [SQT St G2 GSaid G4KS f .
space.
(2077Summary)
My summary of progress through 2077.

Playthrough was completed shortly before the study window.

3.3: Data Management and Analysis Methods

L KIFE@S It NBFRe SELX 2NBR K2¢ W! dziz2SGKy23INI LKe | a
F2N) GKAA G(GKSarAaQ SdkKz2a FyR REFEGEF O2fftSOGAzy ai
1 dzi 2 SGKY23aNF LIKEQ LINPQDARSA 3 dzAud&ilinagyaghars, ughNds 32 2 R

appropriate labelling, data organisation, classification, and refinement. However, Chang describes a

general philosophy, rather than a distinct method, for managing and analysing data.

For a more concrete methodology on data analysis, | rely on Reflexive Thematic Analysis (RTA), as
defined by Clarke and Braun (2006) and expanded upon by Byrne (2021). In simple terms, this meant
conducting data analysis as an ongoing process alongsidecdiéction, identifying patterns in data
6WO2RS4Q0 6KAOK I NB FTANIKSNI Ay@SadAaalriSR Ay 2y13
phase, these codes are unified into a smaller set of Themes, which demarcate the key findings of the

investigdion.
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3.3.1: Labelling and Storage

There is a high level of similarity demonstrated between the techniques of Autoethnography, as
described by Chang (2008), and of Reflexive Thematic Analysis, as described by Clarke and Braun
(2006) and further explored by Byrne (2021). As suchihamporated both methods into my
research strategy, benefitting from both texts providing similar advice from differing, yet aligned,

perspectives.

For instance, Chang recommends an ongoing process of sorting, labelling, and processing data;
GLISNA2RAOIE 2NBIYAT I GA2Yy 2F RFEGF aGSSNBR (KS ad:
NE&SIFNOK 3J2FtXAG A& ROAALIOR2F t BDIERY I 3& WISGIE |
G§SOKYAljdzS 2F froSttAy3a RFEGF gAGK a2NBIFIYATFGAZ2Y
GKSNBZ ¢gK2Z gKI G gKSNB¢ 2F GKS RIEGFQa O02fft SO
features such as spreadsheeiind document comments to maintain a handle on the meaning and

shifting understanding of data points throughout the research process.

A 2 4 A x

| F @dAy3 02fftSOGSR IyR at2NBR RIFIGlIZ /KFEy3a NBO2YY!
FTANIKSNAY3I RFEGE Fyrftearaéds | LINRPOSaa akKS OFftf
NERdzy Ry RFEGEFE FYR SELIYyRX Y2NB NBOSFNEYRBYRKE

 dzi 2 SGKY 23N LIKAO NBaSIHNOK LINRPOS&aa Aa yz2a tAySHD
02 LINB@A2dza adGSLlAa® hyS OGAGAGE AYyF2N¥a YR Y2R

storing, and analysing data shid be conducted cyclically, even concurrently.

To this end, | first created organised folders for the collection and collation of my data. Stage 1 data,
consisting of four standalone reports, is contained in one folder. Each report is titled after the game
directly, two discuss my CRPG titles, and®vb & Odza & G KS WK2YSOoNBgQ O2yGSy

groups.

Stage 2 data is a mixture of paraphrased/summarised discussions from forum sites and quotes from
publiclypublished resources such as YouTube videos. Contained in a spreadsheet, each
guote/summary is given an ID number, a source (usually a subreddit gr &Rbtation of which

wt DA (GKS RA&aOdzadaAz2y LISNIlIAya G2 FyR F y24GS 2

first/primary writing in a chain) or, if not, the ID# of the root post and/or comment. (see fig. 1)
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Quote #

68

~ Postorcommented on? »~ Paraphrased Quote
first-time-ever roleplayers. Early on, there were moments when people just
didn't know what was expected of them next. The phrase | always used was,

53

"Give me an T statement.”

~  Source

rfdnd

~  DnD?

69

70

7

72

I'm a first time DM wha is anxious about the following; A) There was silence
attimes, | felt the pace dropping, needed 1o push the players. B) They just did

Post

roleplay (which is great) but failed several investigate / survival checks which
ended the scene early. How do | deal whit this? C) | felt very stuck with my

rfdnd

notes and a possible flow that | had visualized for the game D) Players

required a lot of guidance, but | felt afraid of or limiting them

DnD is improv, and that can be challenging for everybody at the table: Miss

69 out on plot due 10 bad rolls, silent plauyers, & the fear of railroading can be

rfdnd

hard to overcome; but as long as you had fun, you had a good session.
You may need to restructure your notes: The Lazy GM Resource Doc’ might

69 help. Shift from having a rigid structure to being able to improvise and adapt
to player actions. Prepare situations, but not their outcomes.

rfdnd

1 know | just said to loosen up and listen to your players, but ACTUALLY since
they're beginners, you might have to demonstrate what their options are a

for any landmarks nearby, etc." It just takes time, they have to get
comfortable, roleplay can be a shock to the system sometimes.

few more times. "What do you do?” silence “well you could investigate the
wrecked cart, you could look for footprints, you could climb a tree and look

rfdnd

73

POST

CAIdmMY 9EOSNLI

"The Lazy GM's Resource Document”

htips:f/slyflourish.com/la
zy_gm_resource_docume
nthtml#eightsteps

FNRY {dG13S Hw

v BG3? ~ _ CP2077? ~

X

RE G

wozyY

Stage 3 data, a collection of structured journal entries, is arranged into folders delineated by game
LX I @ G KNR dzZK 6

FyRS F2NJ

playthrough).
(A

Do Z

22 dzNJy/ | f
WNBEGINRALISOGUADBSQ

SYUNRSa

NI

aAyOS 2yS SyuidNE

AGFyRIt2YS
iFr3® 90K F2NX¥ Aa

R2 Odzy
KSI RSR

pe ~

gl a

Syia
GgAGK

For TTRPGs, there is also a register to track which pleygesin attendance (See fig.2). For BG3, |

instead note which playthrough and thus playgraracter | was playing as that session. (See fig. 3)

ONGOING CRPG Story tracking chart

Date

27/07/24

Session #

1

Game

BG3

Playthrough

1

Character

Thokk, The
Dark Urge

Fig.2: Example CRPG journaling form header

ONGOING TTRPG Story tracking chart
Date [17/08/24 | Session# | 18 | Game | DnD Hobgob
Register
PC Name Frae Buguthy March Dave Rob Urzul
Hannis | Bifusispora | McRuggles | Ferguson | Anybody
Present? Yes No Yes Yes No Yes

Fig. 3: Example TTRPG journaling form header

For retrospective Stage 3 data for CRPGs, that being the summaries of my 2077 playthrough and the

portion of my BG3 playthrough conducted prior to the study, forms were kept in a separate folder.

(see Fig. 4)

L NBfASR

2y |

LINE OS &

a

2F NBLISFiSRf

€ LINBOA

VERRZS

were united towards the end of study into three distinct themes, the process of which is detailed

below.
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CRPH Retroactive Playthrough Report
Date | 26/07/24 | Playthrough # |1 | Game | BG3
What proportion of the game was played through prior to the study?

Prior to the study, | played through the majority of content in Act 1; the Crash Site, the
Mountain Pass/Githyanki Creche, and the Underdark.

| completed every main and side quest available to me, explored what | believe to be the
entire map for all three zones, and fought all the optional bosses (Hag, Spider Queen, and
Grym).

| started the study in the Grymforge having just fought Grym, the final piece of content
from Act 1 | thought was available to me based on my map and quest journal. |
immediately progressed through the underdark exit of Act 1 to begin Act 2.
What character did you play?

Class Fighter/Assassin Background ‘Haunted One’
Multiclass
Species (if app.) Half-orc Gender Identity Male
Level 6 Playstyle Invisibility/Stealth,
High Melee
damage,

Duel-Wielded

Finesse weapons
Backstory ‘Dark Urge’ origin character; amnesia storyline
Influences on | played this character as an incarnation of Thokk, a beloved
character creation Dungeons and Dragons character.

Fig. 4; Header for BG3 Retrospective Playthrough Report

3.3.2: Thematic Analysis

GCKSYFGAO |yl t&aAaa -ing, analysingvaddirgpdrig Faftelibs(theR&s)y viathirF &
RFGFE 6/ fEFNYS 9 .NIdzy> wnncod . &8NysS yz2aSa GKIQ
or conflation with other techniques (2021). To avoidthi®a 4 dzS® & . NI dzy 'y R [/ £ NJ S
three principal approaches to TA: (1) coding reliability TA; (2) codebook approaches to TA, and; (3)
iKS NBFtSEADGS I LILINRFOK G2 ¢! é o.Nl¥dzy SidG FfZ Hnw
Reflexive ApJNB | OKYX gKAOK Yyl GdzNFffe fAdya gAGK / KIFy3CQ

/ KlIy3 +fa2 SELXAOAGEE NBFSNA (2 wO2RS&Q:s | akl

a2NIAYy3IX dzASR G2 FNF OlGdzNBE SIFOK RFEGEFE aSd Aya2 a)
NBINRdzZL) GKS RFEGEF o6Ada AyaGz2z (G2LAOLFE OF(iS3I2NRSadé

45



CKAA A& AAYATFNI G2 GKS we! @20FodAZ I NBx gKSNBE C
LI GGSNYyaEa 2F YSFIyAy3 I ONkPaa GKS RIFIGFaSioéd 6. &8NYyS
that codes or themes interpreted by one researcher m8 bNB LIN2 RdzOSR o6& |y 23 KSN
Ay 20GKSNJ g2NRa GKIG GKS NBFESOGAGBS | LIWINRFOK aK
LINE RdzOG A2y ¢ o6/ fFNLS YR . Nldzys wnmopE [[d2iSR Ay

as a study of my owsubjective understanding of a topic close to my personal experiences.

l'a adzOKXZ Yé aododlff2gnAyIeddd Idzi FSSEtAyIax (2
JdzA RSt AYS RdzZNAYy3I GKS O&O0ftAOFE LINPOSaa 2F 3IF GKSN
I RGAOS GKIG a2 KSy RIS NKS TORG A SyOQish 2iya (y2i ANGRS R f &

In practise, this meant using Stage 3 data as prompting for searches through online fora to
dzy RSNRGF YR (GKS Odz2NNByid RAaA02dzZNES | NRPdzy R OSNIF Ay
Likewise, if | noted a discussion in Stage 2 data, the digeusopic would become more visible in

ongoing Stage 3 journaling.

3.3.2.1: Using Codes and Themes

C2ft26Ay3a [/ KIy3aQak/ tINYS FyYyR . NIdzyQa 3IdzARI yOS:Z
6/ KFy3as HnnyoT 6KSYy L y20A0SR | 08Kl @GA2dNE GKSY
NBE&SINOK ljdzSadAaz2y ¢ 0. &NJywitita desoriptvenarhe anitbeganitadiré NS R A
search existing data for further examples.

. 8NYS yIYSEa (KA A&-RNA JBYYRDZ2RRANGIT ZRINRBERIEERS B@&O(
I LILINER F OKT aRIFGF | NEE AMARAIT yAI2 R AYA g MSENRIZG AN
to best represent meaning as communicated by [myseRanY & LJ | @ SNAR 8¢ 0. NI dzy
quoted in Byrne, 2021). This approacheely analysing data outside of existing theoretical
frameworks A & dzaS¥FdzA (2 GKAa (GKSairaQ 32+t 2F - ARSy (7

examined by current theory.

¢tKS O2RS&a L ONBFGSR FINB 2F GKS WwWirdSyiQ adetsSs
YSIEYAYy3 AGNBIldZANARYI + Y2NBE ONBIFIGAGBS IyR | OGABS
surfacef S@St WwWasSYlI yiAO0Q aidefada coding NJikedise aligneduwitte ¢ K A
autoethnography, where interpretation of complex and subjective cultural meanings is essential to

Y& RFEGF Fylf&aA 202 20130202y KHy2RS /NBILBG|F S SRX O2RSa |
WSYSNHSQ FNRBY (KS RIFIGFX wlOiKSNE GKS NBasStH
GKSYS&dé 6. &8NYST HAHMD

Z
o]
A
w»
-
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https://link.springer.com/article/10.1007/s11135-021-01182-y#ref-CR3
https://link.springer.com/article/10.1007/s11135-021-01182-y#ref-CR4
https://link.springer.com/article/10.1007/s11135-021-01182-y#ref-CR7

l'a LISNJ . eaNySQa 62N)] SR SEI Y LI Bhase dndfdbdligfisatiad with R K A
the data) andPhase twod ISy SNJ GAy3 AyAGALIE O2RS&av: a RSaoON
LINEOSaadé Ff2y3IAARS FTRRAGAZ2YIE REGE O2fttSOGA2Y
familiarisation, the researcher can identify which codes are conducive topieting themes and

6KAOK OlFly 6S RAAOINRSR®PE 6. 8NYSIT HAHMD

The process of identifying and recording codes and data pertaining to them was done in a large
master spreadsheet, separately from the raw data folders. Said spreadsheet contained a table for

each code, numbered-33. Each datum that could be consideredexant to a code was placed
GAGKAY GKIFG O2RSQa (loftSs sKAOK y2i8a GKS 02t S
Stage 3 journaling form). The table also notes which artefacts are relevant to said quote, to allow
easier analysis of gemor titled LISOAFAO LI GGSNYyas FyR I Wy23SQ 4K
hierarchical relationships to other quotes (such as comments left on posts). To assist visual clarity,
each row was also colowwoded according to data collection stage; yeilfor Stage 3 data, pink for

stage 2 data (a darker hue for comments left on posts), and blue to note any Stage 1 data inserted

(as reminders or comparators). (See fig. 5)

et e |nroerees pecoues s, I Y TR

Tablews ~ [F

B 1] R
a 1] 1]

March's player seemed dissatisfied with the session’s ending, humarously exclaimng "Came on man, pou can't do
that just because youre the [bd and this is your story 1o telll™.

3 In hindsight, the narrative moment might have felt mone eamed if | had made a player rall 1o nofice Enuktel = DED-15
approach.

2 Advice for dealing with Murder Hobos? & player of mine indescriminately attacks every character | present them
with and it is severely derailing the narrative.

x €« Quote 233

Don't prejudge thed reactions, but allaw the warld to natually show them consequences, Have them be bested by 2 Ref. guot
2 pawerful knight, set a wamrant for their amest. You should never punish the playes, but rather you shauld allaw the x x  Quote 234 233' q
wonld fo make sense around them and let natual consequences discourage their behaviaur,

Fig. 5; Example coding table with entries for code #16
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¢KS avylLftfSad O2RSI 1 up WwSEtAFIYyOS 2y 3ISYNBKTNI yC
O2yidlFAya GKNBS RIGF NBFSNByOSaT (G(KS fI NBSadx

references.

| did fail to follow one piece of advice from Byrne, in that | did not keep track of the evolution of my
codes in a separate table; this would have assisted the clarity and direction of the meanings that were
emerging from the codes. This is not an ess#tiRTA butvould have nonetheless improved speed

and clarity during analysis.

Gt KFaSIgKOARB¥Ay3a GKSYSa¢ o0S3ry aoKSy it NBt SOI
HAHMO® t SNJ . 8NYySQa | ROAOS:T L aLISyd az2vysS GAYS |F
appropriate, though as mentioned no exact record of these exact changssept. In doing so, |

gl a O2ylAydzaiy3a (2 aO02yaidNuzsS (GKS NBfIFIGAZ2YAKALY |
NBfliGA2YyaKALI Y@ AYF2NY GKS YINNIGAGS 2F | IADBS

| created a second page in my spreadsheet which contained a number of tables which logged which
codes belonged to a potential theme (as seen in fig. 5). As | read through and understood my codes,
| drafted candidate themes by inferring meaningful relati@nthin and between codes, and placed
descriptive titles at the top of each. | read through codes-bp®ne, tagging them as relevant to the
theme if so. This process was repeated several times, with themes being rephrased, deleted, united

and split untill had four candidate themes (see fig. 6).

With time spent poring over my collated data, | slowly began to understand the following main ideas,
which formed the basis of my candidate themes. | did make the mistake of not noting these down
explicitly, only perceiving them as patterns in my dataseademics performing similar enquiries
should be careful to document these candidate themes in a more detailed manner. As such, note
these ideas are noted from memory as prompted by looking over my data retrospectively.

1. The fundamental building block of an RPG narrative is simply that a player inputs some form
2F AYF2NXIGA2Y 2NJ 3FYSLIX e FOGA2YS yR |y |
developer) grants a response, to which the player then responds, andrtbo ftowever,
there is a wide range of methods and mediums to these {zakforths which warrant
discussion.

2. Players hold varied desires regarding their experiences in a game, and design and ethos
behind their playeicharacter can be used to demonstrate these desires.
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3. Players who are experienced and knowledgeable in a game gain additional capabilities when
it comes to authoring narratives; their ability to utilise game content to create a certain
SELISNASYOS AyONBlIasSa 6AlGK (KSA Mhdxdnteritt |y R A

4. Fandom subculture is an informative community which shares information, discusses and
improves practise, and promotes sociability amongst players.

5. All of the above are true for both TTRPGs and CRPGs, but the details on how exactly these
concepts apply, their methods, and the breadth and depth of their application varied
between the two mediums and titho-title.

RPGs exist within a persisiantly informalive & creafve oulture thit shapes and informs large-scale and
smal-scale gameplay.
Code # Code Name Theme Name =
1 Plot progression throwgh diakogue
= Characterization through dialogua
3 Developer-intended critical path

Deviating from obvious critical path

Using pre-existing knowledge of the game from previous playthroughs or loops

Making story decisions on the fly a& a player

Wizuzl storytelling

5
[
7 Planning story decisions in advance as a player
a
El

Marration

10 Feeling the influence of the character's personality/backstory

1 Story content affected or unlocked by game-mechanical success/failure

u|
|
=
=
=
|
|
=
]
|
|
12 Making use of online tools and resources ]
13 Planning fior absent players |
14 Improvisation as a DM 1
15 DM/ Developer viclating player's sense of storytelling agency |
16 DM/ Developer punishing playars |
17 Content designed to align with Player-characters |
18 Influence based on companion approval =]
19 Using savestates |
20 Plot Progression Through Combat + Gameplay ]
21 Ret-cons u
27 Character Backstory as game mechanic |
23 Voice-acting ]
24 Plot-holes u
25 Reliance on genre conventions in absence of specific knowledge ]
26 Dice-rolls and other RMG 1
27 OM getting into difficulties |
28 Slang & Tums of phrase o
8 Mentor Figures ]
30 Characterisation through gameplay ability IJ
31 Advice given to DMs Iﬂ
32 Advice given to Players Iﬂ

33 Flayers setting challenges, limits or gimmicks in advance of a playthrough ]

Fig. 6; Example; theming table for theme #3

A 7

Phasefouh & | G NBOdzNEA DS NBOASg 2F GKS OFyRARIFGS (K

| carried theaforementioned candidate themes into phase five which is understood as the process of
defining and naming themes. | initially organised these points into four themes, as follows;

1. RPGs contain features designed to facilitate a variety of experiences to different players,
typically delivered through playdd K I NI OG SNE 6K2 LINBGDARS RAAGAY
core identity. Players expect Developers to facilitate this freedom afesspn.

2. 5SSt 2LSNE !'!YyR tflI&@8SNAR /@OtAOlFIffte wSaLRyR ¢z
and roleplay. In multiplayer games, there exists best practice, but sipigiger games are at
iKS LI FE&SNRa gKAYaAD
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3. Knowledge grants authorial power; more experienced players can plan more story in advance
and are more likely to take on developite behaviours
4. RPGs Exist Within A Persistently Informative and Creative Culture That Shapes And Informs

LargeScale And Smeficale Gameplay.

Phase fives the process of finalising the names and definitions of each theme. During this phase, |
decided that theme 3 was less a standalone pillar of my findings and more an underlying truth that
could be seen in parts of the other three. As such, | removexithigme and refocused the interplay
between experience and authorial capacity into other themes.

During rewrites, it became clear that my phrasing of the theme names was not in keeping with the
correct naming scheme and level of generality/specificity that quality RTA requires; as such, the
themes were reframed as their current names. The underlymmganing was similar, but the names

were changed t@oncise titles.

Phasesih @ GKI G FOG 2F WLINPRdzZOAY3I (KS MBLR2NIQZ 6KAC
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4: Exploration of themes

The methodology described in section rendered 33 specific codes; the smallest (Code #25) contains

three data points, whilst the largest (Code #14) contains 125 data points. The codes are hamed as

follows:

© ©o N o o b~ w0 NP

W N N DD N DN NN N NMNMNDN P PP PP PR R
O © 0o N o oA W N PP O OV 0N OO O~ WDN -+ O

Plot Progression Through Dialogue
Characterisation Through Dialogue
Developerintended Critical Path

Deviating From Obvious Critical Path

Using PreExisting Knowledge Of The Game From Previous Playthroughs

Making Story Decisions On The Fly As A Player
Planning Story Decisions In Advance As A Player
Visual Storytelling

Narration

. Making Use Of PfMade Tools And Resources

. Planning For Absent Players

. Improvisation As A DM
5aKk580St2LINI A2t dAy3a tfl &SNRa
. DM/Developer Punishing Players

. Content Designed To Align With Plagdraracters
. Influence Based On Companion Approval

. Using SawStates

. Plot Progression Through Combat + Gameplay
. Retcons

. Character Backstory As Game Mechanic

. VoiceActing

. PlotHoles

. DM Getting Into Difficulties
. Slang & Turns Of Phrase
. Mentor Figures

. Characterisation Through Gameplay Actions

{Syas

. Reliance On Genre/Franchise Conventions In Absence Of Specific Knowledge

. DiceRolls And Other RNG

51

.CSStAYya ¢KS LYFftdzSyOS h¥ ¢KS / KINI OlGSNDa
. Story Content Affected Or Unlocked By Gawechanical Success/Failure

h ¥+

{ 0z



31. Advice To DMs/Developers
32. Advice To Players
33. Players Setting Challenges, Limits Or Gimmicks In Advance Of A Playthrough

These codes contain data from both TTRPG and CRPG sources, with the aim of creating themes which
facilitate a crosexamination of the two mediums.

¢KSYS MZI W+l NASR O9ELISNASYyOS&d CNBY =+ NRlof$S |
Fdzy RIFYSyGlFrfte RSaA3IySR G2 INI YOG ONRBIFIR LI2Aa&aAO0ATA
preferences; it is in this way that players are able to enter intdhariél dialogue to create unique

narrative experiences. | particularly focus on the process of creating and inhabiting playable avatars.
¢KSYS HX W/ 2O0ftAOIt ! dziK2NALFE 5 xd-nfomemtdpfosesSssof SE YA
participating in authorial dialogues, particularly the ways in which the social format of TTRPG play or
digital format of CRPG play shape the possibility spaceliakdS LJ @ SNEQ YSlIya 27F
space.

¢KSYS 03X WLYT2NNIGADBS 5Aa02dzNBS / dzf GdzNB QX SEI YA
in dialogic authorship by creating best practices, frameworks of understanding, tools and resources
which players and DM draw upon whilst participating inhertal dialogues, which come to change

and expand upon the ways players (and DMs) perceive and navigate the game and its possibility

space.

I now discuss each theme from the perspective of TTRPGs (section 5) and CRPGs (section 6).
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5: Analysis: Tabletop RolPlaying Games

5.1: Theme % Varied Experiences From Variable Avatars.

| argue that dialogic story authorship of RPGs is fundamentally framed by-plegercters (PCs).

RPGs provide highly variable experiences to different players in different times and contexts, as
highlighted by Bowman and Schrier (2018), Bailey (2010, as cited in Bowman and Schrier, 2018), and
Hall (2015).

Thus, playecharacters are a primary medium through which players and developers collaborate

I dzG K2NAFffte8d ¢KS& INB | O2yRdzAG 06SiG6SSy LX I &8 SNA
experience. In this way, playeharacters are declaratiord gameauthorial intent made by players,

directly expressing code #7 (Planning story in advance as a player). The studied artefacts demonstrate
different approaches to prompting, noting, and representing plegtearacters, which come to shape

how those claracters are constructed and inhabited. In other words, the underlying philosophies of

3 YSQ4& NYzZt Sa -dharaEt&rrélatek®Raad affactithe f&thh to come.

5.1.1: Philosophies of rulebooks

Bowman and Shrier observe that playe@ | G NJ NBf I GA2yaKALA dodl NB8 R
w0 SOFdzaS6 LI Fe@SNWwasddd LISNF2NX¥X | GeLsS 2F al f G
to facilitate the authorship of different kinds of stosieapparent by the ways that they guide the
construction of playecharacters, their protagonists. In this section, | use playeracter creation

as an example of how the ethos of TTRPG rulebooks direct flesetivities.

Rulebooks detail gammechanics, gamearrative information, and guidance, which intersect with

LX F @SNBQ AYRAQGARdzZf | yR O2f{ SRdtive@dceds.LAINGEI beD K S &
discussed in 5.1.2 and 5.1.3, such gamechanical and gamearrative structures affect how player
characters mediate dialogic authorship, so the underlying philosophies of the chacae&tion

playspace will have knoan effects into the feel and direction of the story.

C2NJ AYyaidlyO&KIyRe2924 LIBREASNIGOST2NBE &2dz RAGS Ayl
OKIF N} OGSNJ é2dz ¢l yid G2 LIIF&xX LT &2dz R2y Qi 1y26X
AYyGSNBalGdé 6/ NI g T2 NR Jirst, creatielEoriehfednappivacit odedvable @ | & (
journaling (D&BL); our playercharacters began largely as higbncepts ¢ A y a LA NS R 06 @& X
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t NI OKSGGéT adNFrgSttAya 2A1FNRX aSttAay3a aylri1sS 2
FEt SAKSR GKSY 2dzi AydG2 3AFLYSLIXLFe FGFGFINR dzaAy3d (K
FILyaradAaOrt LINRPGEFI2YyAa®RLX S€a D0 NI I AFRINRENBY MO T Y YL
system arguably manipulates players and DMs to author stories of classical heroism rather than

everyday mundanity.

Conversely, rather than beginning with higbncept character ideation, th®EDcore rulebook

LINE GARSE 2yfée | &aYlff FYzdzyd 2F O2yGSEG FT2N OK
FGGAGdZRS Aa SOSNEBOKAY3AS fA@S 2y GKS SR3ISZT oNBI |
immediately explains options for charactereation with a prescribed, garmaechanical system for
RSGSNN¥AYAY T yI NNI GAQOKRNG OGISANIPF avd deK SNY SIS y LIFI2a
imagination, the rulebok implies that the first step a player should take in creating a character is to

A8t SO0 2NI NI YyR2Yf& 3ISYSNI S aANFydzZ F NI RSGFAtA 27
59RQ0fl aaSa0x FyR a4SO02yRfé GKS WEAFSLI GKQ &deais

character using diceolls.
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CREATING A STREETRAT OR EDGERUNNER CHARACTER E
» #1: Pick a Role < » #5: Set Your Skills < STREET
SEE PAGE 29 What different Skills are there?
SEE PAGE 81 m
Set your Role's
Role Ability to 4 —> How does a Streetrat set Skills?
SEE PAGE 86
For more about
Role Abilities How does an Edgerunner buy Skills?
SEE PAGE 142 SEE PAGE 88
P #2: Run Your Lifepath < P #6: Record Weapons, Armor 4
SEE PAGE 43 For a list of Weapons SEE PAGE 91
For a list of Armor SEE PAGE 86
Make sure to run both the
general Lifepath and your How do you know what
Role-Based Lifepath. weapons and armor you get?
SEE PAGE 98
Remember to pick your Cultural
Origin Language. You get that as
a Skill at Rank 4.
* P Step #7: Record Outfit €
For a list of gear SEE PAGE 99
P #3: Roll Your Statistics (STATS) < For a list of fashions SEE PAGE 102
What are the Statistics? How do you know what's in your Outfit?
SEE PAGE 72 SEE PAGE 103
How does a Streetrat roll STATS? What about Lifestyle & Housing?
SEE PAGE 73 SEE PAGE 105
How does an Edgerunner You've also got 500eb to spend on
roll STATS? extra stuff or keep for the game.
SEE PAGE 77 ¢
¢ P Step #8: Record Cyberware 4
P #4: Calculate Derived Statistics € For a list of Cyberware
What are Derived Statistics? SEE PAGE 110
SECRASC D o How do you know what
How do you calculate them? Cyberware you get?
SEE PAGE 79 SEE PAGE 117
N A U ar —

CAIPTY ¢KS adsSLA 2F WIORIASNHzyYySNID OKI NI OGSNI ONB I

(page 41)
w 9 5ralébook lists three methods of charactereation with functionally similar outputs. In my
d0dzReéx 6S dzaSR WORISNHzyYySNR O0APSd GONBFGS || OKI
(see Fig. 7).

{IAR WORASNHzyYySNDR YSUGK2R 6S83Aya 6A0GK olasS OKI NI
role-specific details such as clientele. Players may optionally abdicate authorial control 4mltce

against tables, expressing a preferred balancereftivity, effort, and surprise. Only after base
characterisation can players begin constructing gameplay strategies via equipment selection.

Players may imagine characterisation beyond these base characterisations, but theysitrs
emphasises relatively mundane, rather than haginceptual, characterisation, resulting in grounded

playercharacters.
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This is not to say RED does not provide stimuli for imagination; the rulebook contains 100+ art pieces
RSLIAOGAY3I WbAIAKG /AGeQ |yR {KSueR@Banpi§hetableSto O 6 2 N.
incorporate rent payments, diet, and dggb, which comines with the artwork to communicate the

SikK2a 2F GKS w95 aSdidaAy3ay a{dNBAGIFE Aa | LISNHE?2:
O2dzyli 2y AUDPEOLIHY UV { dzOK -d ISENEKSH A20f |G AcSatheryaiA2d dil il
thanofg KAYAAOFE | ROSY(Gdz2NBX | yR &dzOK a2 N#ap ahisSE LINB 2
FfA3ya gAGK Wdzdzt Q&3 204ASNBIGA2YAT a3k YSe FTAOGA?ZR
Nbz S& OFly O0dzS (GKS LI FeSNa (2 AYF3AAYS GKS FTAOGA?Z

2SS Oly YI1S G4KS fAy]l] KSNB:I GKSys G2 GKS as5! FNJ
0S aSSy a O02YYdzyAOlI GAy3a GKS 3AFKrYSQa AYydidSYyRSR | ¢
understanding of the underlying dynamics and mechanics, estabyj a narrative and aesthetic

context forwhyi KS 3 YSQa aeadasSvya INB RSaiAdaySR Fa (KSe

experience the player is intended to use them to author (Hunicke, LeBlanc and Zubek, (2004).

LG A& ¢2NIK y2iAy3 GKIFIG GKS wnmn 535 tflFe&SNRna |
character creation, including digell tables for PC personality or backstory values, such as weight,

flaws, bonds and ideals. The text also gives creatide® Y LJG 4> &AdzOK & ai0KAY]1 | 6;:
R284 2NJ R2Sa y20 O2yT2N¥ (G2 (GKS ONRIFRSNJ Odz G dzN.
062 LISNB2YFfAGE GNIAGAXE OLIPMHOU® adOK 2F GKAaA

but optional resources; my table did not utilise them. (D&p

These rulebooks, then, were not prescriptive of play experiences; any element could be ignored,
disregarded, not utilised, or subverted to suit house preferenkbzer notes that at TTRPG
conventions, isolated table cultures become exposed to one anotter NS @S f GKI G days:
I QGdzr tt& LXFE@AY3a GKS &FYS 3IFYSX NMzZ S&¢ OdHnAmM@pL d
player and GM creative dialogues, not an authority.

My D&D rulebooks were not utilisedasplayLJt @ JdzA RSa (G2 OKF NI OG0 SNJ ONB
for the steps of characteONB | G A2y gl & GKS GFof SQa O2ftt SOGADS
WNHzA $6221Q 6ta GKS G oof Berlesisdemifaed hydpSm-pesf R S NA G |
mentorship (see 5.3.1) and the physical rulebook was relegated to reference material.

Conversely, as firdime players, RED table delegated heavily to the rulebook text itself; my journaling

notes that players spent significant time rolling dice against tables-(RRlaDd that players and |

spent significant time reading from and colleeliyinterpreting the rulebook, which was taken as the
RSTAYAGADGSD® { TSy YR %AYYSNXIY KI@EKKSy2GFROX
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NBIdA I §A2YA4-GlIRE OaRISHE weERSDAYFSyirz2ya KSER o8
as they are the ruleset which is actually actioned during playQObof f SR WwSI f NXzf S 3
O2yaSyadza 2F K2¢ G(KS Jknwlagadzd®ada (g SEINLX SSA&6 6
Nz S4Q RSOAIFIGSR TNRBY WARSHE Nz SaQr FyR Ly SEFY

Tying all of these points together is the following conclusion; the general ethos of TTRPG character
ONBIFGA2Y A& | LINRRdzOG 2F GKS GlFofSQa dzyAldzS
understanding begins as reading; replicating steps and adwice the text which ingrains the
underlying philosophies into newcomers. Over time, individuals and groups develop intuitive
understandings of the rules and underlying principles of a given TTRPG, with their collective
understanding becoming the primary fegence point for the text; the gamastext has been
superseded by localised fandom discourse; eyups modify the process beyond the written
ruleset.

Creating playecharacters is a form of authorial dialogue between GM and players, with the output
being a distinct avatar. Additionally, corroborating a characteation process is, in and of itself, an
authorial dialogue amongst playgroups and largardoms, wherein the output is a set of processes
and understandings regarding the act of charaateration.

The artefactsastext imparted not just rules, but ethos, which survives beyond actual references to
the text amongst experienced players, continuing to shape ongoing authorial dialogues within
developer intent, even after the guidebook is largely discerde

Players eventually excise rulebooks from play, but the ethos continues to shape authorial dialogues.

Having explored how these rulebooks influence the underlying philosophies of jolageacter

creation, the next section examines said process more directly.

5.1.2: Creating playecharacters

Both D&Dand REDhad players select attributesd dzOK | & WOf I a4 & QridiEhénS Q 2 NJ
came to form the basis of their narrative and gameplay experiences. In both instances, players and |
engaged in conversational collaboration throughout this process. Insttdgon, | outline how my

players reconciled this information into their understanding of avatars during charactation in

collaboration with the GM.

My journaling illuminated two parallel playereativities. On one hand, they selected attributes as

gamemechanics, regarded as strategic gameplay elements, with potentially no eye for storytelling.
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Secondly, these attributes are associated with storytelling information in the core rulebooks, which
players can optionally regard as base elements of characterisation, where game mechanics were
metaphorical of narrative information, and visersa (as metioned in previous section). In such

cases, storytelling information granted narrative significance to gamaehanical actions.

Which perspective a player takes can be linked to their conscious or unconscious framing of the

F @ GF NR& LJzN1J2&aST dahySQa NBfFGA2YyaKALI (2 2ySQa
FIASYRF YR LXF@SNI Y2OA DI (A 2y £015 delhéares fgur gossiBle { O K NJ
NBtFGA2YaKALA aahwtD LXIF&SNE OFy KIF@S sA0GK (KS
gKAtald .26YFYy onH0O RStAYySIFGSaAa yAyS O G-BeNA Sa o
(doppelganger, idealised, repressetc), drawing on Jungian psychology. Similarly ideas are explored

Ay ¢e¢wtD RAAO2dzNES® 5SaA3ySNI w2y O9ORGFNREAQ OHAN
0SKI@A2dzNkI2FfakY2UAQFiAz2ya Aydaz2z GKS OFGS3aA2NRS
victory conditions, especially in a playeersusLI @ SNJ aSGGAy3I0E W{AYdzZ I GA
a0NRBYy3a t23A0Ft O2yaraidSyoOev FyR WbhbIFENNYGAGAAGQ
FO1ly26ft SRISa Ga¢KS OKI NI Ol $hnplaydrshake offed dddvsiddred €NR G I 3 -
I dz(i K2 N& ¢

We therefore understand that for some of my players, creating a character was primarily a gameplay
strategic exercise, with little eye for storytelling: Crash_Override was one such character, with little
RSOSt2LIYSyid 0S@82yR ¢gKIG al WoP8QBHFANBEQ G ¥ S OKIOS,
mindset. For others, the narrative information attached to these gameplay attributes held equal or
greater importance, and selecting attributes was as much a narrateative act as a gameplay
experience. For instange 2y S LJX F @SNJ aSt SOGSR GKS WI I NBy3a2y¢
granted them specific gameplay abilities (larger jumps, powerful attacks) and characterisation (a
hare-like wildsman). They united these attributes with their preconceived ideas ohgegscottish

adventurer to create the character of March MacRuggles (Appendix C).

This is not to say that only narratisieaning players ¢ dzi K2 NJ y I NN} 6 A @dSaT ¢S Ol
discussion of narrative operators to deduce that even strataggnted play experiences create an
GOELISNASYGALI & yI NNF GABNByKIA OKO 20yRFE AR (1200 J52 T2 didliK S2 1
company of other players, who may regard these experiential narratives and translate them into
Y2NB NBO23yAalofd FAOGASLS yINNI GAGS Y2YSy-tia 64ads
mechanical agbn, as between Frae and Buguthy in D&D), it is clear that even gamist players must

be considered narrative eauthors through their playecharacters.
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Players are perfectly capable of constructing their own characters, provided they understand the

often complicated rules of how to do so. However, the majority of my players collaborated with me

as the GM to ensure their playeharacters fit within the &tion and ethos of the campaign. Both

artefacts invite this collaboration; THRREDNMzf S6221 aidl 6SaY GCAYyRAyYy3 | N
Ay GKS OAale akKz2dzZ RyQi oS RAFFAOdz GX¢Ff] (G2 GKS
Likewise he D&Dt f @ SNRa Kl yRo221 R@A&ASAY ac¢lf1 GAGK

(p47).

C2NJ AYyadlryOSY ! NISYAAAlI Qaddd LI &SN s yiSRODOD
YFGOK GKA&Z Ay (8Nya 2F | 00Syids OtAYFGS FyR Odzf i
to rules to match player creative desiresrgng my world to fit specific play@haracters into it

(code #17). Cover notes similar interactions being described to her by the GM Monte Cook;
GPPOLI F @SNEAX ¢FyiSR G2 ONBFGS | OKFNIOGSNI gAilGK
settingwherel KA &4 61 a L12aaAofSé 6t SNER2YLFE [/ 2YYdzyA Ol GAZ2
¢KA&d LINPOS&aa 2F OKIFIy3dAy3d 2N FRRAy3 (2 2FFAOAL ¢
2SS KAIKEAIKGA OGKFIG GKS NBtFGA2YyaKAL 0SGsSSy LI
ANNBOSNBYGE OHnunOI YIF{1Ay3 RA NS AQhe offichalydu@ebak K WS
F2NJ GKS WIHaldNIf 9f TORAFYRENEE NI OSLIGQ 9.8S £ & t23 NI YASYN
a4 AYY2NIIf &L OSTINARYI 61 yYRSNBNESE 2 F-hnifdéd & LINR Y
FdzidzNR &G GAGK | LI aaAz2ylraS LISNER2yFfAGETE RAR y?2
9 Y LJA Wdtetns her homeland. Without ever directly consulting the lore present in the official text,

we took the gameplay elements and general concept of the Astral EIf and used it as the foundations

for our creative dialogueindeed, | never looked at the a@dfal rulebook myself, instead referencing

online fanmade databases to access the content. This once again highlights that TTRPG rulebooks

are the foundations, not authorities, on the authorial dialogues of play; creative authority is

enshrined in the saal bonds between players, not the gartext.

The social contract of TTRPG play does not empower players to ignore rules like a GM is, and as such
iKS Da YdzalG ado@SNI NHzZ Sa 2y GKS LI F&SNnRa o6SKIf
R2AYy3 a23 gAGK WiGKS NXHdfaSa cliral Qigud.tF exariple S vllovied A y 3
Knightrider tod f SSLJ 4 KA&a @2NJ LI I OS GAGK2dzi 3L YSLI I &
LI @8 SNDA 62NJ LI F OS OySOSNB O2dzy i wa6 | & K2dzaAy3:
did not descibe Knightrider as compassentis; the concept of a psychotic biker living in a garage

was a more entertaining concept that the rules, applied strictly, would have allowed.
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L y20SR GKS yS3IrdAgdS Y2y A1SNI WNHzZ S&a fFg&SNRT alL
'rule of cool' should be at the forefronho-one likesarule§ & SNE 01jd2GS | mnno ®
of phrase align to demonstrate a clear culturahph 2 8 2 LIK& ¢ KSaBNR 6§ WS P QWRHA 8 &
to facilitate enjoyable playGMs can and should disregard them if doing so better facilitates the

L I @SNBQ aSyasS 27F | dzii K2 NBKA LI®

One novel from of cereativity was discusses creating character appearance (Code #8). Several
means express visual identity, chiefly the portrait box on official charatieets or physical or virtual
YAYALFGdzNBad L O2y @3S NE SARNIwdGfK  alXf yf ARSSINE! & aL Ly 2RISSIRY-
GKSANI OKF NI OGSNI gAGK YSZ L ¢2dzanBXK2 NR2RXS t dzyf i A N&i
020K KFLILBRESDP 6! LIWISYRAE /0 aé& RIFEGFE ARSYGAFTASR y2

To divide the power dynamics of the charaeteeation dialogue, as the DM my choice of TTRPG and
authorial intent towards plot and world (e.g. Scottistspired setting, morally good characters, etc.)
defined a possibility space for playenaracter creabn; players then explored this space creatively
using the rulebooks and my homebrew world as tools, but invoking my authority to bend or ignore

aspects of those tools if doing so better facilitated plagiearacter expression.

Ultimately, the process of creating a play@ NI} OGSNJ Aa | RSOf I NIXGAzy 27
and motivations regarding their future interactions with the game and its fictional world. It is
Odzt GdzNJF £t & I OOSLIi SR { K Ipidate ingnientdodb@rding\Psuldertingithe 2 2 d

rulebook to facilitate a coherent, balanced creative experience for all players.

When the final playecharacter is rendered, they are simultaneously an embodiment of the
gameplay strategies the player intends to utilise, and an embodiment of the type of contributions

they wish to make to the authorial dialogue. The plagkaracterisi KS LJ | @ SNR& | @ G N.
I G22f 2NJ AYadNHzySyd Fftfz2eAay3a Iy 3Syode G2 NI,
Since they embody both gameplay and narrative platétudes, they can be considered
simultaneously as what | calll @I GF N& 2F adNI GS38Q FyR Wl @Gl N&
gameplay mechanic and fictional character, which complement each other yet appeal to different
mindsets gamism/silulationism and narrativism respectively.

SATFSNBY(G LI IF&SNE LI FOS RATFSNBY(G SYLKIFasa 2y i
OKE NI OGSNDR Ad 02GKS aAYdf dryS2dateas FLyR Oy 08

other players, or the larger fandom. The process ofating) a playercharacter is the process of
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creating an embodiment of intent, including preferences towards gameplay or narrative play, as well

as the more discrete approaches within these umbrellas.

' 48 RSY2yailiNlofS o6& 02 ibksedchNdialer bréaiion, @is entidéiyipasyilef R A C
for a player to create a play@haracter without mentally participating in strategisation or narrative

planning; both features can be abdicated ontfelp @ SNR& S KA YA ®

Once a player character exists, created, however, a general schema for player behaviour has been
set, the player now has a definitive personality, a backstory, and a set of gameplay strengths,
weaknesses and garmmechanical capabilities that define theixgerience of the game. Players can

then rely upon this schema to guide their decisimaking and thus their contribution to the authorial
dialogue, inhabiting the strategies and persona embedded in their avatar. In the next section, | discuss
how this inhditiation was observed during my recorded play sessions and how this commented on

the relationship between GM and Players.

5.1.3: Inhabiting playercharacters

| have already discussed how the charaateration process is a declaration of intent regarding a
LI I @S NRA LINSFSNNBR YSIya 2F AYGSNIOdGA2y > &0NIF G S

schemas translate into contributions to ongoing autlbdialogues during play.

The varied experiences players can get from playing a TTRPG depend on their methods of
Sy3Fr3asSySyids FYyR FTNRY 020K GKS LISNALSOGAGS 2F yI
palette of easily accessible options for potential actions. | herene@ how the inhabitation of

F @ dFNB FFFSOGa FyR FIFLOAtAGIGSAa SIFIOK LXIF@SNAQ R

2KAfald L KF@S | tNBlFIRe SELX 2NBR 4XEenPgHRS YA &SRO
understanding adopted in fandoms tends to revolve around pretending to be, or inhabiting the

mindset of, a character, and letting this shape narrative gacheplay contributions. In other words,

acingK Sy OS al i aSNOSNDa NBO2YYSYRFIGA2Y GKKGI WA YL
play in a group (Mercer, 20180 SNOSNDRa NRtS & | YSyid2N FyR SESY
section 5.3.
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This generally involves voiegting, character interactions through dialogue, and generally inhabiting

0KS OKIFNFY¥OGSNI A Yy WIEGFGFNI 2F LISNE2YIFQ gK2aS o
I OGA2yaT (GKAA Ad oKasBGKBNNRE BESEREGGESE BJX We NI D
RAAGUGAYOG a20Alft 13Syidé onnmpOd® ¢KSaS | OUAGAGAS:

or progress towards story goals;

CN} SQa LXIF&8SNJ KFRX SaidlofAakKowSRe GKFd CNIS
GAGK ol a0SyS 2F Y2RSNyAGeezr KAa LI TF&SNI yF N
yasSNEddd wiKSee (GKSy Gdz2NYySR (2X é&&Sl 5asx |
TAYAAK Y@IONI yié 0595

This demonstration of a character flaw had potential to disrupt progress. It was, however, played
fFrNBSt& F2NJ O2YSRed 9y USNIFIAYYSyld @FtdzS 61 & Y2N
they suspended the ludic perspective of strategic plagnigage in the authorship of an engaging
a02NEBE® CNISQa LI I@SNRna oSKI@A2dzNJ Aa y2iGlF0fS RdzS
them; they communicated intent to express the uniqueness of their character as an avatar of persona

to me. Suh conversation demonstrated the underlying social dynamic that they trusted me, as the

FNBAGSNI YR FdziK2NJ 2F GKS 3IFYSQA NMz S&a FyR g2 NI
Indeed, towards the end of the RED esteot poor planning on my part had left the playdraracters
no motivation to continue with the story | had plannea plot hole (code #24). The same player

resolved this issue using details of their avatar of persona

t SNJ Y& y23Say a¢KS LI IF@8SNERPD oONARSTFfe FSEiX GKSN

G2 32 K2YSoddped ¢KAA ol a | Y2YSyd 6KSNB L la
(Code#2m106S0 KIR FIFIAESR (2 SA&GBOLKNKEEPO{BARI VIR OI
interjected¢a L Yl & KI @S F2dzyR | Y20GA QI GA2yHEIGedodNBE &Sy

his character sheet allowed me to retroactively add details to the cativet his partner was
kidnapped by the villam and may be potentially rescue@resenting a worthy motivation and

resolving the plothole.

This detail had been randomly generated by diaks during character creation, and was not a part
2F GKS LXI&2SNRa RStAOSNIGS ONBFGAGS 2NJ 3 YSLIX |
creative ideas for the player, the GM, and the rest of tablé when one was urgently needed. In

(KAEZ 68 488 GKIG {KS-chedizteSndeans fhat €aid Avsidd akzSof @Se 2y L
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vessels for player action, but can also utilise rulebook content to exert a kind of influence of their
own; the varied experiences of play can be afforded to the variance in pténggacters themselves,

not merely the goals and perspectives of those ptayehich inhabit them.

. 26YlLY YR {OKNASNI O02YYSyid GKIFG &doS6FOK LJX I &SN
RATFSNBY G LRAYGEA RdAdNAYy3IAX LI e | OO0O2NRAy3I G2 GKS
Indeed, the5 35 5dzy 3S2y eplesentsSaNdRanomp bialkng modes of engagement into

Acting, Exploring, Instigating, Fighting, Optimising, Prot$eMing, and Storytelling, inviting DMs to
G188 GKS LXFeSNA AYydSNBAGSR YR AYYSNEGR Ay (K
players preferg OS&d¢ 0/ NX 6 F2NRX Hamn Lk 0®

¢tKS&AS RATFSNAY3I LINBEFSNByOSa OFy oS 20aSNBSR
I N} aKgh@SNNARS yR wSRGFAT QA LI I &SNEZLIAKRASY JIXS N,
instead, they were interested primarily in the complex rules, the mhttsind dicerolls, and the use

2F GKSANI dzyAljdzS Ofl aa FToAfAGASEAD ¢KSeé -RBAR y2i
other words, these players seemed more preoccupied by the narrative of conflict with gameplay
challenges than with emotiofia> OK I NI OGSNF dzf &ad2NRGSEf Ay 3Id Wdzdz
' YOATdR2dzas 2LIiA2ylfX YR AYF3IAYSR o0& GKS LX I &St
is applicable here, as this is not to say these players did not engage with thé ficio 62 NX R® wSR
Russian heritage, for example, was used as means to privately ask information from a Russian
aSNOKIFyYyd bt/ T GKS LI I &SN RA Rhayatér, exploidliiceddionall GA O
world, act inline with her complex matations), but they did understand their character within the

context of the fictional world the gamparrative projected, and act accordingly.

2SS Oly aSSy (GKSNBF¥2NB:I (GKIFIG wSRGIFAfQa LJX &SN G
to create dramatic action, but as a series of solvable premises, which additionally rendered drama in
iKS LINROSaa 2F 06SAy3d markatidSdantlicts: Gamihgyidfoiniatda wab 4 JLINE |
d20AFf LA T €S yR dziAfAdaAay3d wSRiOGIFIATQa FoAfAGE
strategy, but those strategies only worked because of the simultaneous understanding that Redtail

was anavatar of persona.

CrAtAy3 (2 Sy3r 3S ¢ A-Ghdracielcankead td uhiffdtded dedisiomaking;Qa LI |
G/ NI AaKYhOSNNARSQa LI FeSNIFalSR 2 KIFO|l wiKS bt/
that the area was full of dangerodis2 2 { A y 3 RER)O Byf flattériing this gamearrative
aO0SYFNR2 (2 | 3JFYSLIle OKFffSyasS oWRSFSIG GKS b
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present in the narrative scenario, and | was forced in the name of coherent fiction to respond
appropriately. (REDR)

From this analysis, | deduce that the narrative nature of these artefacts necessitates that players must
engage with the narrative aspects of the game on some level as a means cfisakiag. Even those
players who lean towards gamism or simulationismowiew their playeicharacter primarily as
avatars of strategy, some nominal engagement with the avatar of persona, with narrativism, was

necessary to engage with certain content.

This is due to the fact that there is no gamechanical layer formally logging, tracking or mediating
these narratived 8 SR aO0Sy I NA2aT Ay SIFOK |NISTIFOiQa 0O2Yo!
attacks, spells/abilities, weapons, which involveediolls interacting with quantified variables.

| 26 SOSNE YdzOK 2F SIFOK 3IFYSQa LXFedAayYS G 1Sa LI
I NB y2d lidd yGATASR ¢ Askch s the REssiad Im¥réang whsdthetd $ié

Q¢
(04
fa} V2

statistics, inventorypr gamemechanical capabilities. This means some elements which exist within

the shared narrative experience are not reflected in the formal gameehanical experience; there

Ad GKSNBT2NB y2 WwW3IlLYSQ |yR (Kdza Whasé bémersdahQ G K|
exist on the level of narrative, and so can only be interacted with by engaging with them narratively;

08 dzAAY3d Q@QKISRMAOGEB NRBISNI Iy WISl GFNI 2F LISNE2YIFQ gA

These elements, which exist only within fictive imagination, separateplajng games from

Wgl NBFYSaQrs GKS LI NByd FlLyR2Y 2F SIEINIeé& ¢c¢wtDao
Nbzt S48 OKFIyOSsS |yR KdzYlty Ay iBNDOOYA AR NBEQda k KSHB
towards gamism and simulationism, but notably rarely if ever encourage this umpire to perform the

narrative-creative role associated with TTRPG GMs.

The above discussion of inhabiting plagbaracters as gameplay experience is predicated on the

fact that specific playecharacters provide varied access and relationship to game mechanics. To this

end, the majority of entries in (code #30) refer to s&illecks. In both studied games, skhlecks are

dicerolls to succeed on a given action (code #26) with odds affected by the statistical attributes of

the character performingthem. THedzy 352y al SESNMA yRdTA RS OSNBE OKI NI
intheal YS KIF& OFLIo6AfAGASAE RSTAYSR 0@ &AAE I oAfAGE
FyR LISYFEGASAX LF GKS dG2G1f Sldrtta 2N SEOSSRaA
(Crawford, 2014, p7)
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tKSaS WOEBROSSOKIYyAO0aQ>X o6l &aSR Fa GKS& I NB I NP d:
appear to reduce playeD K| NI OG SNN&a &aLISOAFAO OFLIoAftAGASE (2
TTRPGs are multiplayer experiences, the party includes multgied characters. Often, the

OKI N OG4SNJ y2aid tA1Ste (2 &ddzO0OSSR LISNF2N¥a | 3IAQ
IANBIFG 6@ G2 LI aa GKS NR2Y FyR OKIFNIOGSNRAS ! N
pass[ed] with a sleightf-K | Y R NR-#)f ®¢ 06595

{AYyOS | 3IAGSY YIYyySNI 2F OKLFtfSy3sa ra 2FaSy RSt
the diverse party becomes characterised by their proficiency in that skill. These characterisations go
beyond skilichecks, which are commonly nestlexda the role-play of dialogue and exploration, and

into combat.

aed y20Sa O2yUGAYydzZSRY aodd! NISYAaAl O2dzxZ R LINBPOARS
0dzi RARX OKIFI NI OGSNARAS ! NISYAaAlF X GKAAa FSt0 tA71S
no !'a o0STF2NBI GKS 3IdzA RA yiE2 LINFWIOMILE S STt SIS GIENDY
action, allowing Artemisia to thrive as an enjoyable fictional character. Conversely, since

G/ N AKPhBSNNARSQaX LI @SN wol a6 YBNEshAONdirideNS a i SF
was primarily an Avat& ¥ { G4 NI (0 S =820 a0 @ .0HyNJas> wnanmpouod L
glyia o0& SELXAOAGER® LXFYyyAy3a bbSiNMzyyAy3d OKI £ f
b9YoN} OS (KS DaUid ¢NMziKaTéxX al @&a onltkae af huthéas Da Qa
you think / Players want to see their characters do awesome things / The GM is not the enemy of the

characters / Be a fan of the characters" (Shea, 2023, np).

In other instances, | planned characters and scenarios that linked to the player's backstories and
Fftt26SR GKSY (2 RSOARS GKSANI OKI NI OG4SNH& NBI O
F2N) 51 ST KAA FlUKSNI KI a-15R3ISBRXORSASYRANVAY (KD I
AYRAOFGSR GKS ySsO02YSNIJ LXF@8SNJ gla 6S3IAYyYyAy3dT G2
to another fundamental point. In TTRPGs especially, which are predicated on improvisation, the
above modes of gameplay amdle-play do more than merely characterize. They also drive plot
progression, per codes #1 & #20.

Player actions often shunted the narrative in another direction from my plans, to which | then
improvised a response. For instance, | note an instance in which players made creative use of their
abilities to capture an enemy NPQesponded by allowing ehparty to feel relief, before revealing

the remainder of an ambush. (D&&)
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CN}¥YS FyR al NOKQa dzyAljdzS FoAftAGASaT 2NRAIAAYyLEt& O
players, generated this emergent story beat, prompting me as the GM to respond. As such, the scene
resulted from authorial decisions the players madeidg charactercreation. By inhabiting their
OKIF NI OGSNABR Fa o020GK 3IFYSLXlFe FyR &aG2Ne SyGAGASa:z
gl yi G2 aS8SS GKSANI OKIF NI OGSNAR R2 I6Sa2YS (GKAy3Iaé

gameplaybased dialogue that resulted in the authorship of a satisfying narrative beat.

Ultimately, though, no matter what gameplay outputs the system gives, the guiding principle is that

the DM can always rposition the narrative to put players back into a favourable situation for the
AG2NE (2 O2yliAydzsSs SOSY AFANBKSGIANWNE® SHNE(G RA RyQU &
a2 FdzR3IS || NRfft AF €2dz ySSR (2¢ 6vdz2iS | Mmoyud 2
G2 FIFOAEfAGlI (S -akaSieslifough gam@niecharfics andl stviy allkability.

The minutiae of these baeknd-forths between player and designer are the fundamental building

blocks of RPG authorial dialogues; Theme 2 explores this process in greater detail.
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5.2: Theme 2 Cyclical Authorial Dialogues.

The core of dialogic agency in TTRPGs comes from the myriad ways in which players and DMs engage

in literal dialogues passed back and forth across a table (or virtual equivadent2piayrs are

conditioned to respond to a continuous, Aristotelian ndrra S ¢ odal Ol &3 HnnAamOX
aAlGdzZZ GA2ya 6KSNB (GKS aldziK2NJ Lldzia GKS ¢2NRa Ay
YIENNI G§SS gAGK gK2Y (GKS NBI-f NBFI RENAZREYVIYFNEEREA
comic books, 2 @St aX YR Y2@ASaé¢ odal O1le&s uHnnmo

91 OK ¢ ¢ wt D Q&ystamsasx@htcFmedateNthizfa&el actions against a chance of failure for
the sake of dramatic tension, to clearly define the possibility space, and (as discussed in 5.1.1) grant
a sense of direction to what kinds of characterssst in this world. Within this theme, | granularly
examine these conversations to understand how authorial dialogues unfold, how TTRPG fandom

advises they are treated, and how they form ongoing narratives by aggregation.

5.2.1: The buildingblocks of TTRPG stories

The literal, verbal authorial dialogue of TTRPG can be broken down into a rough cyclieahdack

forth between players and GM, and is described consistently between both artefact handbooks. The
Player's HandbooR ELJt | AY &Y a5dzy3S2ya& 3 5N} I2y4& dzy¥2f Ra |
554a0NRA06Sa ¢KS 9YDBANRYYSYUGX Hd ¢KS LXIF&8SNE RSaON
NBadzZ Gaxe o/ NI g T2 NRREDera mlabBok edplain® a dinfilar dohcepithréugh ¢ K S
a longwinded anecdotdPondsmith, 2020, p22).

CKASE A& y20 dyO2YY2yT 6daz2ad ¢wtD&a O2yidlAy | &aie
(Mizer, 2019). Howevea A 1 SNJ NBYAYyR&a dza GKFG aGKS | Oldz £ LI
wiKSase SE OSSNk 3480 2yt FF0ZSHRIAP Y ST K2 R&a | NB Ol LI dz2NB ¥

this section.

| considerthese bacnd¥ 2 NIiKa (2 0SS (KS ¢e¢wt DQa YSGK2R 2F SE
described by Salen and Zimmerman (2004) ¢ o6l aA O dzy Al 2dzi 2F 6KAOK Ay
(p.69}) building blocks of player inputs and game systespomses which stack up over time to form
the backandforth of gameplay. Accordingly, these events progress across five stages:

1. a2 KF G KFLIWSYSR 08T2NB (KS OK2A0Ss
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2. How the possibility of choice was conveyed to players,

3. How the player made the choice,

4. The result of the choice, including how it affects future choices,

5. 126 (0KS NBadzZ 0 2F (KS OK2A@p ol a 02y @SeSR (:
@ TEAIYyAYy3I GKS O2yO0SLIi 2F |y Wiaibihxdgscribed i dzii O2 Y ¢
the core rulebooks, we can understand that we can break each TTRPG narrative into blocks, each
built from the following steps:

1. The DM describing the fictional world to begin the scene,

2. The players requesting to take an action in it,

3. The DM mediates the outcome, optionally invoking rules

4. The group returns to step 1, with the DM describing the fictional world to respond to player

action.
Fundamentally, this means that all social and/or gameplay actions in a TTRPGs are moments of
collaborative authorship; this section analyses each of these steps in tandem, as observed in

journalling.

As a DM, Step 1 during play was to present a situation for the players.

Since | am making the first move, it is important to begin with some plan for story direatamte

lod We¢eKS [T @& DaQa wSmhaagniilkfor GMs @dvEes:"With A dhg Sarf f A Yy S
Ay KFyYyRX 2dzif AyS | aK2\NU afGASALOX 2Y# 119200 By BARldE  FaSBS
[control] before you start.” (Shea, 2023, np). As such, each D&D session began with a quick recap of

the previous, which would begin the chain of repeated bac#forth with players.

Players benefit from a detailed description of the locations, characters, and scenarios they are being
placed alongside; a vividly projected story world was an essential part of gameplay, not simple set
dressing, since the social context or geography afiveen scene could also be converted into

3 YSLX e 20280604 i GKS LXF&@SNBEQ sAffto 9SSy AT
players can choose to interact with said detail however they see fit, and so all described details
automaticalyy become potential springboards for play; by providing a vivid description of the scene,

iKS Da Aa lfaz2 ltt2Ay3a LXI&8SNB | Y2NB SEGSyaird
20aSNDFGA2Y GKIF GO & @ddLIS NOSN AZYRXS NEBNB2S2RRZ Y 32 NO [2NESH/
(2021, p173). In other words, in TTRPGSs, imagined spaces demonstrate the interactive properties of

gameplay spaces, so more detailed imagined spaces create more greater avenues for gameplay.
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LY GKS DaXx ¢la&a g NS Ay FRGIFIYyOS 2F gK2 GKS LI I
making, as shown in code #17. One attitude discussed in forums explained "it is okay to explicitly
describe things the playarharacters would implicitly knowr understand" (Quote #98). Therefore,

I link my narration of the scene to the worldly knowledge of the playeracters to create a more

vivid and charactegrounded description; for example, explaining -@@mand how certain

machinery works because Artdma A I ¥ (G KS LI NIieQad Ay@Syl2NE- ¢2dzZ R
4).

However, since the creation and progression of a scene is accepted to be a dialogue, the DM must be

OF NBFdz y20 G2 AyUiNHzRS 2y -prés&ibinglddtaiisSaNddtiplayeérS |y &
character. | noted this mistake twice in (D&MD during Gill I YR al NOKQ& Ay (i NB R dz
AYFIAYSR Yeé 24y OSNBEAZ2Y -2F yRKS RORIYNIYR(H SSNEIINYA- if (B
YAAOKENY OGSNAT FdA2yaX L NBINBG GKS AYLINROAAF GAZ2
0 KSAN OKIA Rl @ & NmiHatdly Oitie role of the GM is to properly contextualise the
surroundings and situation of the playeharacters, so that players can make informed actions during

step 2; doing so necessitates vivid descriptions, but is hindered by the®Nering with player

characters.

When the DM finishes describing the stewprld, Step 2 has players improvise (code #6) seene
relevant inputs. Some inputs have letegm ramifications for the story. Others only affect the story

and gamestate within a moment, scene, or session.

tfF@SNR I OGU AYRAGARdAzZ fte& FyR & F 3INRBdzZI Ay NBal
to a clearly stated invitation to take a certain action, or players may respond in ways that surprise the

GM, be it by incorporating details the GM did r®tpect to be invoked, acting in creative and
unexpected ways, or taking actions that are completely disconnected from the events that have just

been described. On some occasions, players deliberated before taking actior8jR&D17) (RED

1), and in ohers they acted immediately without involving caeother; players are both individuals

and a collective as participants in authorial dialogue.

Some player inputs within momeitd-moment gameplay read as solutions to narrative or gameplay
obstacles, where players (regardless of their GSN leanings) make use of their abilities and resources

to navigate rules and progress towards a goal. Other astipursued storytelling; expressing
character, creating rousing scenes, etc., even when unrelated to succeeding withinrgias)e

GCNJF SX (221 &a2YS 2F GKS &aLINBIFRakKSSdiax FyR FAYA
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a0 G0SR Syz22eYSyd 24 Thyske aliglwith ing éadiep discusSon Bf player

characters as avatars of strategy and persona.

However, some actions cannot be accurately described as strategy or storytelling; they are whims,

autotelic inputs that express player wants, humour, or otherwise allow players to take satisfying

actions within the fictional world. For example, players regged affection for certain NPCs and

LISNF2NYSR {AyRySaaSa (G2¢6 NRa (GKSYZ &adzOK Fa a. dz
L

A % 4 A x

G wdzy 8 SELISOGSRE 6 dzi

RA® 65t02YS8 GKS FFFSOGA2Y X
LG A& AYLRZNIFyG (2 y2S GKIFIG 020K 2F GKS&asS | OGA
the actions performed by the player when involved in a challenge. It emerges from the emotionally
charged interaction between the player and the game tdthy Sy i aé¢ o Ddzr NRA2f I I H
a2YS FdziK2NRa RSTFAYyAGA2ya 2F 3FYSa AyOfdzRAy3I I
HAnnoOX L FNBdS G(KIFG (KGR yRASIA 2200 oy 3 O DaNSBA GRS 3
character can, for mny, be a challenging prospect, as so it is important to note that the act of merely
responding to fiction in a constructive manner is a form of gameplay in and of itself, especially in a
TTRPG context where game mechanics and fictional social challasges(D&EB), convincing an

NPC to hand over an important item) are positioned in proximity to this otherwise creative task.

Players do not rely solely on improvisation to tell their part of the stories of TTRPGs. Often, players

rely on a level of prglanning of their actionscode #7.

Preplanning story as a player can be done during charamteation using narrativenechanics like

class, backstory and bonds dzOK | a w206 ! ye@o2ReéQa K2YS o0SAy3a RS
re-skin of a fairy) race in (D&D and eventually found b{p&D-19).

Alternatively, the preplanning of story can be drawn from organically formed goals responding to

the ongoing narrative, such as tB&Dplayercharacters asking their mayor for a personal secret to

use as proof of the timdoop they were stuck in.

Some preplanning is executed in the shetgrm, most often with strategic gameplay; In (D&D),

GKS LI NI& ONBIFIGSR StFro2NIXGS FYodzaK G OGA-0ay ao
AKSSIX FRROENR2a@yAYy I (GKS { HNHSI ONR®DEIPE O2 ISNX &
Of course, players struggle to properly plan gameplay inputs if they are not properly informed on the
situation or the relevant gambdltzf SaT GKS | F2NBYSyYy A2y SR LX Iy dzi
GPPPOO20GKBE LI I 8SNA KIFIR2YWAANKISE (LKS$ yMbA Sax (KSe
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behaviours in CRPGs (discussed in 6.2.3 and 6.3.3), since many campaigns are wholly unique, devised
4 WI2YSONBSQ yR LI | @SR 2of ®@Faye tp tridyplan-their rautrOK >~ A |
through a campaign in its entirety; they must instead plan philosophies, strategies, and goals, and

use onthe-fly decision making and collaboration with the GM to steer towards their loteyen

goals.

Prewritten TTRPG campaigns are available on the market and popular, but since this study does not
examine their use, the use of knowledge tord 'y |  WNHzy Q G KNRBdJZAK | ¢ ¢ wt
SEIFYAYSR Ay RSOIAf o0& (KAAefiXKSIAAAS OSIRRNYRD YA VG
| 2YSQ AMaz 2LIGAGVEONE aAYAE NI 2 GKS Y2 JASridefem? dzy RK
resets to a certain point in time, the behaviour of using knowledge from previous playthroughs (Code

#5) relates to my RD campaign. As such, players are able to replace their improvised reactions to
unfamiliar scenarios with planned responses to familiar scenarios. For example, recalling an ambush
from a previous timdoop, players approached stealthilselying on knowlede of game content,

players preauthored an approach which could be considered gameplay and chaGetera
simultaneously. In other words, knowledge of what game content is to come allows players the ability

to make informed strategic and narrative deoiss with an eye for lonterm planning rather than

in-the-moment improvisation.

Sometimes, player actions are obvious hooks for the DM to incorporate into the story and world
duringstep3d ¢ KS Ay iSNBada 2F GKS LXF@SNR FyR GKS | dzS
gl edae o0/ 20SNE HnmnO® C2 Nded gsailow ySWSESE OK/S Yets/ o2 |
increasing affections towards him during interactions indicated that they wanted Thokk to change
allegiances and become a heroic character; players are aware of the fact that they share a goal of a
satisfying narréve with the GM, that the two parties are collaborators; as such, my players had no

jdzt £ Ya | 02dzi Fa&aASNIAYy3 3ASydzAyS STFF2NI G2 Ay Tt dzsS

in the game, of placing elements in my view with trust that | wawdtice and incorporate them.

Ultimately, these baclndforth exchanges across the table are the most visible form of dialogic
authorship this study identifiedhey involve both DMs and Players negotiating a story situation to
come to a decision as to what might happen next; stegh@tadds the fun of uncertainty by

mediating this decision through game mechanics.
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Step 3 is the using narration and game mechanics to mediate outcomes; gameplay is often used to
represent the playecharacters' resolution of conflict, typically physical and especially in combat

scenarios.

Stories often reach a point where achieving a gameplay goal results in one outcome, while failure
results in another (code #11). In both my example games, all actions which the DM ruled held a
possibility of success and failure are resolved through-ditie, which can generate emergent
YIENNI G§AGPSEa 602RS I HcO® C2NI AyaidlyOSs a5 @S5Qa LI
AYLINROSYSyG 2y 51 @SQa LR2N) Neffa SFENIe 2y Ay
OKI NI OG SNJ R-$n@r8y ralliniytBeydiceé mote favourably was interpreted as Dave as a
character improving at a skill, even if gammechanically, nothing of the odds of success had changed.
(D&D16)

DFYSLIX & | OlAazya ONBIGAYy3a aG2NE o6SFHGa OFy I|faz
YSOKI yAOa DE&PBY R/ WIvREED&aliScusked in section 5.1.2, act as both a set of
gameplay abilities and the narrative justification for the character having access to and practising
GAGK GK2aS | oAf Al ADRE duch af NrYUuh DdinNaECcEsE to heirf nayid fom Q Ay
G2NEKALILIAY3I 2F I OK2 REYsucR S&sXKiightldergddaistingnon a vetietof I R Q
vehicks due to their membership of a modern nomadic clan. Thus, performing classfredéfic

actions, even solely as a strategic act, is an expression of character backstory and personality. As such,

by trying to succeed at gameplay using the tools availadgers simultaneously author characterful

RN YFEGAO FOGA2yd LG A& GKS 5 anzéhan®@® and asBuchvitiesed | G S

dicerolls are a moment where DM, Player, and Rules all simultaneously author narrative moments.

W{GSLI nQ Aa NBGANYyAy3I (2 aG6§SLI md {AyOS (KS 5a
especially ones with uncertain outcomes, the critical path will quickly be deviated, per code #4. One

piece of advice from Reddit states: "Your playetissurprise you with things that you never thought

of, that you're not prepared for. Instead of trying to force them back to the things you had planned
GAD®PS® NI AfNRFRAYIOS GNB G2 AYLINROAASKI RFLIWG +a
DM).

Arguing the merits and demerits of railroading, popular broadcast DM Brennan Lee Mulligan

RA20dzaaSR WNIAENRFRAYIQ gAGK FTStt28 ONBE (2N %l C
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Sandbox play invites the players into a rich, engaging, multifaceted world where they are not
pinned down to a prefabricated plot. They are not mere passengers on the voyage of their
dungeon master's fancy, they are-eduse and in the driver's seat of theventure that is

unfolding." (Mulligan and Oyama, 2024, np)

5ada YdzaiyQd LINBLI NB adi2NBENIASIINRE ROYYALXE IS (f SifSaLI Any Al
on the fly to player actions in a spontaneous and causal manner. These responses could be rewarding,
neutral, or punishing reactions to player actionstoe determined success or failure the game system

has produced.

When responding improvisationally, DMs must consider imparting a negative outcome. However,

there is a line between fairly demonstrating that a plagbaracter has not succeeded in their efforts,

and actively punishing a player with an unpleasant expegen#16 (DM/Developer Punishing

Players). Negative outcomes of an action should be proportional and should progress, rather than
RSNI AfZX (GKS aid2NB o6la SESYLXAFASR o0& G(KS LINR2@SN
SY0o2ReAY3I (INRS QVAINBIGSMNDNIFINRY Yeé 22dz2NyFfAy3a RSaol
RN} 33SR 2dzi F2N 2 @S NISKINRE Sl yLI K 2XNX YRY LHBIRISNAE K
plan of what to do or what questions to ask the enemy leader they had captuhede Tvas a sense

of confusion around the table regarding what to-doproper sense of a dramatic baakd-forth had

ceased, and as the facilitator of the game | knew | needed to do something to add drama back into
G0KS aSaairzy o alLitheplaRs taidbhessihy reveadlingthaldaytdai [feVillainous
K2a0lF3S8 KIR &adz00Saa¥fdzZ t & LI} I &SR-Af®idE narfatiwé 2 y 3
consequence of a poorly conducted capture and interrogation was that the hostages ally, a know
powerful enemy, arrived to help, an combat ensued. This outcome progressed the plot, did not result

in an unpleasant outcome for the players (the ensuing combat was engaging gameplay, not a
punishment), and was logically consistent within the world;d panished the fictional characters,

but provided engaging narrative and gameplay to the players. Thus, | had restarted a stagnant
authorial backand¥ 2 NI K 6& LINRLISNI & | LI 8Ay3 GKS WTFIAf T2

L KIS FtNBIFReé YSyYyliAz2ySR aAl SNRa ounmdpd 206aSND
¢tewtD Ad WO2yTFdzaSRQ O2YLI NBR (G2 G4KS RSFTAYSR ads
and-forth instead of directly to the me, there was oftemsdgreement or confusion regarding what

actions the party were taking, and | observed a general attitude that the current perception of the
fictional elements were never definitive. Instead, gafiation was constantly being overwritten,
reestablished,edi SR ' yR NByYyS3A20AF SR gAGK y2 S@Syd Nz

asked me to ratify edits to prior events, usually for convenience or to rectify-vitdetions; for
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example, in (D&EL8) Rob Anybody is established to have taken anglgvant item with him when

he split up from the main party, despite the fact that several real afghime hours had passed since

hedidso. In(D&Mo 0 . dzadzi K& Q& LJwere ridtNghighNeBolugh levdelXdmildstipgeS &
Ayid2 + DAFYyGd 9F3fSX GKSe 221Ay3ate Ay@21SR GKS
gAf RAKE LISR A ylikeA 8 FIdkY2/NIR2 dad aNEBEY I NJ | £ 82 SELINB&aasStk
had performed anil@ f | OGA2y T GKS {GFro6fS I OOSLISR GKA& |
fictional actions mismatched with game rules, and as such his capabilities changed without in
universe explanation.

CKAA WNBGONRIOGAGS O2yldAydzAaiGeQ 2N WNBGIO2yQx y2i
FAOUGUAZ2YIE F2N¥az &adzOK Fa O02YA0a O{INIIAYIZ HAHpPO
installments of a londorm narrative, and addingasg LA SOS 2F AYTF2NNI A2y X |
LI 4G®¢ OCNASRSYUGKIf>X wnmtod a& ¢¢wtD GlFrofSz |-
alongside, utilised this technique as a more immediate and granular tool, overwriting previous actions
withinthed YS WAy adl tfYSydQ 6aSaairzyo a ¢Sttt a LINB
I gNAGGSY aid2NEB &adzOK Fa | y2¢St> I LINRPOSaa 27F 2
of 20T Ay 20KSNJ 62NRaX NdaibiKidy berivrking gstaBliShadiconieit,t A & A y
these ongoingreD2y a $2NJ] & +ty | OGA@GSte adl oAdfuesiAy3d 7T
allowing players to reevaluate and rewrite canon to be clearer, more coherent, and more convenient

for ongoing playlt is in this way that we ascribe editorial power to the GM, on the understanding

that this power is usually used to collaborate with players, with the GM acting more as a mediator

and referee than an authorial dictator.

To conclude, TTRPGs can be seen as a conversation of authorship especially when examined by the
fundamental building blocks of how gameplay constructs narrative moments. Each moment of
gameplay, and thus of story, is a bakd-forth negotiation of charaar-action and world responses
conducted between players and DMs; this is considered a basic truth explored early in all examined
rulebooks. | understand that these steps are less strict in practice than often described in rulebooks,
and that ultimately thse steps are a way of organising the ongoing negotiation process of how
narratives unfold in a way that is easy for a newcomer to understand. Experienced players and GMs
understand that this backnd-forth is fluid, and intuitively trust one another to derm their role in

the conversation, resulting in an ongoing dialogue of authorship which invokes the game as a means

of organising possibilities and resolving uncertainties whenever appropriate.
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5.2.2: Discussion, dialogue, rof@day

It is important to note that much of the above analysis examines player actions within the gameplay
of exploration, problersolving and combat, but misses a large portion of the story content seen in
TTRPGs; verbal ropday. RoledLJt @ Ay 3 6 Wit G2 ARSFRNVBTAQdz OFy o6
AaLISOGNHzY 2F FTOUAGAGASEE 6@y aSyidis mpymoI | yR
of the experience of RPG play. | have already explored how expression of characterisation and
utilisationofabi A GA S& | LIISFNI G2 Ftt26 LIIFE@SNE (2 SELISNRS
6F WOKIF NI OGSNDO YR AYGSNIOlAYy3 6A0GK AGA &dzZNNERd
Here, | am referring directly to moments of dialogue, narration, and vaitimg as constituent parts

ofverbal RPRANBOGf & SYo2ReAy3d alAR W2dziaARS O2yalOAi2 dz

Such dialogue can be delivered directly through some level of \amitbeg, or it can be narrated

indirectly; often voiceacted dialogue is combined in a Fon manner with narration of action, which

2yS WSRRAUG dza SNIt GtRdybugdestid RHANIER NRINSIT GA2y (G2 02y
dzaS | OK2AOS fAYyST LIKNIaSz 2NJ g2NR (2 oONARy3a A
DMs, who take it in turns to speak, creating an improvised dramatic s@anmexample from my

jounad ¢2dz R 0S 6KSy al NDOK-acted OcordeisatibrSwit a rméfchadtS NJ @ 2
before narrating that they bought a cloak and gifted it to Thokk.

Examples of verbal RP are listed in code #2 from D&D sessions 1, 3, 4, 7, 13, 14, 15, 1&,iared 19
ubiquitous technigue that places DM and Player on equal footing in terms of authorial power. Since
both parties are acting waharacter in an immediatconversational manner, these moments of role

play can be seen as the most literal form of authorial dialogue available to TTRPG participants; and
yet, it is the moment where the game itself is the least prominent. During these moments of RP,
gameplay syems temporarily vanish for periods of time as a streafitonsciousness approach to
authorship takes its place. Whilst it is true that some RP is interspersed with gameplay artefacts such
as skilichecks, this is by no means a necessity; players and &Mmotarily shed their hierarchical
relationships with one another and the formal baakd-forth described above to participate in a

phenomenon more resembling improv theatre than traditionally recogniseable gameplay.

As such, Matt Mercer, Voieactor and DM, is identified in code #29 as a mentor figure in the
O2YYdzyAl& RdzS (2 KA& NRfS -8 EXKS DENRTA (/KSR LrQ
aSNOSNI FyagSNE GKS [[jdzSadA2y piovdagsedD.|.Tyie idea of qUCINE @ S
GKAY1AYy3ds 2F UesSas FyRUS yR 62NJAy3 6AGK 20KSN
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(2016, np). As in any other medium, dialogue writing and vocal performance deliver characterisation
FYR LI 200 aSNOSNI NBO2YYSYRAa aLT @2dz2UNB R2Ay3I &A
texture, tone or accent you have for that character ifghey come back later you can quickly
NBYSYOSNI GKS o6FffLIN)] 2F 6KSNB @2dz KIR GKSYXé 6

aSNOSNRa W/ NAGAOIft w2f-SWSRRRAG dBE NRA BGdAIBRR bLK
Role, so | used to equate good voice acting with goodlrdlel & A y 3-WThis demaledrétes that

the high standards such role models encouragetmaexclusionant y 2 § KSNJ dza S NB LI A S &
I 6KAES G2 NBIFfAAS GKFGX &2dz R2yUdid ySSR (2 RSt
aLISSOKXE¢ o

While excellent verbal roleJt @ Ay 3 Oy KSAIKGSY yINNFGADBS Y2YS)
able to live out a character meaningfully; nobody should be at a disadvantage when it comes to that."
(Quote #48); roleplay, and thus authorship of meaniiafjcharacterdrama, can instead be expressed

through narratonad ¢ KA a 3I2S&8 F2NJ LX I @8SNBE FyR Daada FfAlSob

Here we see that TTRPGs do not exclusively rely on-ganbanical play to operate as a storytelling
medium; the fourstep process is one of two modes of collaborative authorship. Witic role-play,

the DM is a referee, on an authorial layer above playlens with theatrical role-play, the DM brings
themself down to an equal role with players, as theyathor stories through a process similar to
improv to voice act and/or narrate interactions between characters in the projected fictional world.
Thesetwo modes, gameplay and refday, are rapidly swapped between on the fly by players and

DMs alike in any given TTRPG session, forming an authorial dialogue between them.
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5.3: Theme 3 Informative Discourse Culture.

TTRPGs do not solely exist amidst the social groups who play tog&fePGs are the center of a

hobbyist fan culture, lon$ EI YAYSR o6& FlFyR2Y &Gdz2RASE | yR SiK\
W{KFNBR Clyi(laeQ ompyoov ®

The TTRPG fandom is expansive; its members mingle in designated fapdoes, such as local

game stores, rented community spaces, conventions, or inloge2 4 KSNDa K2YSa o0CAyYyS
In the digital age, online spaces such as forums, Discord servers-@nd §of SR W+ A NIidzZ- £ ¢ I «
also become popular, connecting fans across spatial and temporal barriers. (Wee, 2024)

These physical and virtual spaces can act as playspaces, platforms for discourse, and/or distribution
LRAyGa F2N YSY(I2NRAKALEZ Wl 2YSONBgQ O2y(iSyidsz Sldz

Experienced, knowledgeable players often become mentor figures to others, be they newcomers or
more tenured (Code #29), sometimes creating informational and practical resources to improve the
experiences of others through advisory or direct means.

In this section, | discuss cultural contributions in the context of (5.3.1) Mentorship within playspaces,

(5.3.2) Mentorship outside of campaigns, and (5.3.3) The use ehpde tools and resources.

5.3.1: Tableside Mentorship

I understand that this culture of mutual mentorship nurtured improved practise across three layers;
CANRGEEY GKS GFrofSQa | @S Nadsarigen, {s&an8ly the2pfacticdzy6fR S N& U |
applying those rules and their ethos, and thirdly the depenent of a distinct idioculture which

diverged from some of the rulesswritten.

wS3F NRAY 3 Wdzy RSSNNEA i ySR/AQY Jickesilini (Bigdeds IdeémidrSthiled several
SEFYLX S& 2F SELSNASYOSR LXIFeSNa KSfLAy3a ySgo2
I NISYAAAlF Q& LIXF&SNBE 6SNB OSNE SE la@gNhréughOtleR L | &
LINEOSa-@dd5a8YATINIE&T CNISQa LI-ONBNIKAAYKTaAdERSENR
0KS ¢62N)] 0SG6SSYy GKSYX o6dzi L KSfLISR FAIdzNBE 2 dzi
players stepped up as mentors, \éag me free to perform my role as referee and stanyrld author;

the labour of mentorship naturally dispersed across the table. Similar behaviours are noted by Fine
(1983).
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Notably, | did not request the mentoring behaviour, it evolved naturally from kindness and
teamwork CNJ} S FyR ! NI dzZt Q&8 LI F&@SNB I NB LI NIySNRZIZI 06 dz
5+ @SQa LX I &S NJ -libishwasNibt & tamiliarkast, bédt 8adué of asgumed mentorship
manifesting as kindness to a stranger. Such mentorship demonstrates an understanding that while
iKS 5a A& O2yaARSNBR GKS GlFrofSQa t£SIR ONBIGAGS
theirs alone. TTRPGs argraup effort, and experienced players were, in my data collection, always

willing to share the work of making sure the game ran smoothly and everyone had an enjoyable

experience.

wSAFNRAY3I GKS WO2y GAydz f -tdo@ént ganepl&y yfien criistadht O G A O
strategic discussion amongst players during combat or other conundrums. In doing so, players
developed their strategic approaches and skills at gameplay {B)&D&D17). However, a more

relevant example of this behaviour to dialogic authorship came from more experienced players
YSYG2NAy3d YST GKS 5aT al NOK al ONHA3It SaQ L) I &SN
strengths and weaknesses as a DM (cod® #Rey help develop my skills in establishing a vivid story

G2NI R wSFEtSOlAYy3a 6AGK (GKSYXZ daL L FYOySR8X wY2N
G2 YIF1S GKS AYIF3AS 2F GKS OlGAzy Y2NB JaskigROdd ¢
LINPYLIIAY3 ljdzSadAazya A1S aGa2KIFG 1AYR -ugiverseSy A NP
SELX FYLFGAZ2Y F2NJ ©- 6 YSOKIYAOKED ¢KA& YSYyiliz2NBKAL
player imagination, and thus story quality. | concludeltha A YLIN2 @SYSy G 2F (GKS 3
participate in authorial dialogues was itself a component of the dialogue; the conversations self

improved through mutual mentorship.

CAyFfftesz NBIIFINRAYI QBRIMS(E2SLMAS 2(F (25T AaRKAI 2NBdzE | (ydRNJA
which shape the overall play culture and experience of the table. For example, my table utilised the
WSELX 2RAY3 RAOSQ YSi(iK2R 2F OFftOdzg FiGAy3d ONRGAOL f

which involves adding additional dice when calculating critical hit damage.

Seemingly none of us were aware of where this mechanic came ft@mems to be sources from
20KSNJ ¢ecwtD aeadsdSvya adOK & W{Il &gr3as 22NI RaQ oI
from participation in the larger fandom, taken from different systemedistributed as a technique

through fandom spaces unknowingly separate from its origin, and rooted itself in an unrelated title

as an idiocultural practise.

78



5.3.2: Community tools and resources

There is a wealth of famade or farassembled resources (code #12) available in digital or physical
media which supplement the use of official TTRPG materials. Examples include 3D modelling and
LINAYGAY 3 aSNBAOS Wi SNE T2 MiddatEbases AntidREDBdQanisn y Ro 2 2

app, which was especially helpful to us as {iirste players in that system.

{FAR LW dawlyR2Yf& 3ISYSNIGSR wbt/ aeoddbAIKG YI N
0KS DaxX Ayid2 bSi Nz lingfardhe conigex tombatirdes RBD Ay RA OS
The app compensated for my unreliable knowledgev® 5sgstems and mechanics.

| 26 SASNI a[ FYyGSNyQa LX FeSNI O2YYSyGdSR dKFG
NBEffAYyaX RAOS 41L& | Y2YSyid 2F RNIYIFIGAO (Sya
(REBL).

The app is therefore implicated in narrative authorship; by generating gameplay material, the app
gla | 22dNDS 2F SYSNESYyU yINNYGAGST aryodsS Al as
gla 3IAGSY | ANBYIFRS I dzy OKSNIG2y Ri IY|2S  I-NEByA KReSiaaxé
abdicating game mechanics to a digital tool, | as the GM had also abdicated some authorial control,
allowing me to be surprised (a comedic moment that nonetheless derailed plans for a climactic finale)

by combat encounterswould normally have planned myself. By providing freely available resources,
TTRPG fandoms reached into my group and facilitated, even emergently authored, my campaigns; by

conversing through tools, they participated in the dialogic agency from outsaltatie.

Wee (2024) notes the use of messaging/conference calling app Discord (2015) to communicate
amongst playgroups; | myself used Discord to host a database of PC and NPC character portraits | had
made in Heroforge (Appendix C). Fannish tools include apprapriat nonfandom tools, not just

the creation of exclusively fandom tools.

5.3.3: Subcultural Mentorship

ad G(lLofSQa LRaAGAZY L& | &adznasSi 2F GKS I NASN
adzo Odzf 1dzZNBX @Al Y2RSf & 2F 322R 2NJ LI22NJ LINF OGAOS
FNRBY aYlff LINBa& A émentionedatendEly yaFinev(10E3)inLthe @lsticentury,

YdzOK 2F GKAa GKS2NR&aAy3a GF1Sa LXIFOS 2yftAySo ¢2
RA&EO2dz2NBES O2YYdzyAGASaX wHKAOK K2f R8 dzi23S8t A0
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RA&d02dNBESa SELINB&a (GKS adzoOdzf GdzNI £ | FFAYyAGE T2
 ROAOSE @

| note that code #31 (advice to DMs/Developers) is one of my largest codes with 119 data points,
Y240 2F 6KAOK [ NB a2d2NOSR FNRY {dF3S uw RFGF 27
usually presents itself as objective and universal uséful to remember that any advice entails some
Y2NXIGAGS y2iA2y 2F K2g¢ wt DUA Arky2ddizd dd men®éng | Yy R
 ROAOS aSSYSR AYyidSNyltte O2yaraitSyidsz odzi Fa ¢2N
specific monent and presumes a specific target audience with specific tastes, interests, and
capacities (p.201). As such, the specific combinations of advice gathered and internalised by the
members of my plagroups form a unique combination of perspectives, methadsl practises

which grant the group a specific idioculture, nestled as one of many within the larger subculture.

Fine (1983) explored how community spaces with multiple tables playing TTRPGs simultaneously,
GKSNBAY GNB3Idz F NJ YSYOSNAR (y26 SIFOK 20KSNESX LINJ
W/ 2YLI NRaz2y [ S@$iat wiaea playdrst expsrididte aivetyd atyles of play, the

2OSNF £ WazLKAAGAOFGA2YQ 2F LIXlLeée gAGKAY (GKFG C
collective experience allows the fandom group to hone its idiocultural practises and thus improve the
guality of gameplay; in thisestion, | examine how my own tables interacted with modern forms of

this mentorship and community.

Positive role models

¢KS W. A3 blYS CryQ A& I O2yOSLIi FANRG AyidNRRdzZO
¢NF YYSEE OownmyoT AdG NBFSNR G2 aFlya 6K2 KIFI@S 68
FIYR2Yéd ¢@LIAOITfex (KAa nulEBpdFed dt he cbripgndes wh& 2 K |
LINE RdzOS GKS YSRAF 2F GKSANI FlIYR2Y® ¢KAA& YSIyAy3d
of the genre were fan and amateur developers or writers first and grew the industry because of their

own fannishdesi@é oO6{ 0SéF NI 9 ¢NIYYSEtZ HAamMyOd

However, Stewart & Trammell also link this concept to streaming and ¥dgd NA y 3T  W! O dzl ¢
GKS LIR2LMzZ NI | Ot 2F oNRFROFadGAYy3 c¢cewtD LXIFE& asa
(Critical Role Productions, 20)and Brennan Lee MulligaQ&d W5 A YSy aA 2y-).Hhes® 05 NP L
two are reputable, popular DMs whose work is often taken as exempllaeyr presence as role

models and mentor figures can be felt even at tables that never mention them or their games (Duddy

& Rosnau, 2024).

{2YS O02YYSYy(iSNE SELINB&aaSR RA&aGFAGS FT2NJ G6KS KA I

Critical Role are doing more to misrepresent the hobby than to engage people in it" (Quote #49).
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Specifically, this post discusses the high standard for saaitiag, with another commenter replying
Goddeecwt DA FNB Fff Fo2dzi o60SAy3a FotS (G2 A0S 2c¢
disadvantage when it comes to that" (Quote #48). Thelsd f SR Wa SNOSNJ 9FFSOGQ A
w2ayldz 0HnAHNUYE $gK2aS LINIAOALIYyiGa aAYRAOIGSRX
GSELSOGwAYyIE GKS K2YS 3LYS G2 FdzyOlGAzy &AYAL I N
SYLIKI aA aplaglifg]SoyNRE (S at e gKATS F @2ARAY3I GKS 2FSNI f f
actuakplay series perform fannish mentorship and nevember inductiond Y2 NB  LJS2 LX S | NB
GKFYy SOSNI 6STF2NBz +id tSIFad LibNindads ofd@ddingzing 2 F &
exemplifying the hobby. This can cause controversy when mismatches emerge between this
LISNOSAGSR ARSFfE FTYR GKS ARA2O0dzZ Gdz2NF f YSGK2Ra&a 2

mentor behaviour is regardless notable and welcomeddyies

Examples of poor behaviour

Fandom discourse on acceptable behaviour takes place in zines, meeting places, and conventions
(Fine, 1983), and online in the modern day; some forums are explicitly dedicated to exemplifying poor
behaviours.

| noted a number of anecdotes of poor behaviour (Quote$81 #1115, #1627, #2830) with

subsequent discussions explaining why the behaviours are considered poor conduct (Quote#14 "The

5a KFER I WiKS 5a @a GKS LI} I &S N& fegais jadgenfent i @ X b 0
6vd20SI Hd a2KFGYa GKS K2NNBNJ ai2NBE KSNBKEO®

| KIyySta AyOf dRAYy3I 9t RNAGOKt 2R. 1 aG O6HANnHOOZ / NR
Marketplace (2023) use these forums as discussion points on Youtube and Tiktok. Whilst these videos

are ostensibly autotelic entertainment media, by exgifying (even mocking) poor conduct the
O2yiSyid aAYAf Ll NI& RS T-protbead warRsaaRpondiilth® fekcévedhastek S & S
2F GKSANI RSAANBR | dZRASY OS | yR -aBifdoBg>a, paitikigite O2 Y Y dz
infandomast AyadAddziAzy 2F GKS2NEB FyR ONARGAOAAYE o WS
WI238ALIQ YR (KS&S ySOR2:(GS8a SESYLXATE G(KAAT
social norms and propriety which comes to form the basgoofd practice amongst participants. The
RAadOdzaaAz2zya L y20SR RA&a0dzaaSR  LldaydXoitK dutficdial 2 NJ WO

dialogues; these anecdotes implicitly warn GMs and players to avoid and discourage such behaviours.

Direct advice
The most widespread form of mentorship | noted in my data collection was distetigd advice

shared primarily on forums and Youtulibe majority of which was aimed at DMs (code #31).

81



Sometimes, those in need deliberately reach out to the community (Quotes #33, #55, #71, #103,

|l MmonX I mMooX I MTME YR Il HopO S6AGK ONRFR 2N aLISO
L F@Ay3KE 2NJ a! ROAOS F2NJRSIFfAYy3 gAGK adz2NRSNJ | 2
YouTube and TikTok channels like Ginny Di (@dddent), DnDshorts (202dresent) and
JonJonTheWise(2048esent) also publish video guides and advice that supplements the core
rulebooks with tutorialisation and discussion, replacing or extending taldesigbntorship;
W2yW2y¢eKS2Aa80a OARS24% T2NJ SEI YLX S5 KSfLISR YS
rulebook. As well as mechanical advice, guides and discussion clarify title ethos (section 5.1.1) and

impart cultural values similarly to the aforemtgmned gossip.

CKAE 2FGSy AyOfdzRSa LINP-GBSINDS I LIAYUOt ¥AREFEA HCEAD
(Quote#130),the REB LISOAFAO be¢lt 1 06SF2NB @2dz Df 201 bh 6 W2y\
LX F @SNJ 0o K28 AYRAAONRAYAYl (iQuoe#2B3Ji G Ol add RSNI Af A

This discussion proves that TTRPG play does not take place in cultural isolation; during play, TTRPG
players like myself rely on accumulated wisdom and resources granted by a deliberate or passive
engagement with a pronounced mentorship culture, which emers players and DMs alike to make

better, more enjoyable gameplay and creative choices. As such, the conversational dialogue between
players and developers is the result of, mediated through, and spoken in the vernacular of its

subcultural context.
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6: Analysis: Computer Rolelaying Games

This section discusses my three themes and relevant findings with regards to computer RPGs, utilising
my prior analysis of TTRPGs to contextualise and inform my discussion of the unique narrative
gualities of CRPGs.

CRPGs are based on hur@mputer interaction, not humamuman social interactionas such,

player interactions are mediated by hard mathematical code which is rigidly designed to create a
specific response through one or several rules, which fundamentsdlyapes the formatting and
RSEAGSNE 2F yINNIGAGBS O2yGSyiGT SyGANB GSEGa adzC
narrative and game design theory with software/cdoased practice. Events, responses and content

in a digital game are spted- both in the sense that they are piesignated and that they are
SYaKNAYSR GgAGKAY | WaONRLIIAYy3a fFy3da 3SQ dzliAfA&S
based format means that the ahe-fly adjudicative processes performed by GMs inAGR are

instead automated, decided via poesignated mathematical processes run by software, which is
ultimately ignorant as to the narrative and social significance of its outputs. This software is ultimately
performing adjudication/calculation and respding to player input on the behalf of the developers

who produced it.

CRPGs therefore largely limit players to the rigid structures developers hadegignated, unlike

TTRPGs, where rules and their application can be negotiatédesity. As explained by Jose Reta,

"By their very nature, CRPGs provide an illusion ofxqramsive reality, but CRPG players cannot

move past the limitations placed on the game through time, ability, resources, and developer choice.

TTRPGs have no such limitation." (2020, p.6)

L R2 RAAIFII3INBS gAGK wSGlFQa aaSNIiAz2y GKFG LX &S
agree with their assessment that there is a rigidity to CRPGs in comparison compared to TTRPGs due

to the fact that all gameplay elements, lines of dialogusual elements etc in a CRPG come pre

made before the player acquires and starts the game (disregarding the future possibilities presented

by generative Al, which | will not dignify with further exploration).

My disagreement comes from my recognition that CRPGs do, in fact, allow players to expand upon

the text through use of imaginative storytelling, which we understand in TTRPGs to be a fundamental

form of narrative construction and delivery. When Reta s&$ ti  LJX @ SN&R G OF yy2id
fAYAGLFGA2yaée GKS /wtD LXIFOSa 2y (KSY:Z G(GKSe& | NB

audiovisual presentation of characters and worlds that can be observadm@en, elements that are
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WAY (GKS 3AFYSQd 1 2gSPHSNE GKA&A GKSara Kra Sadlof
narrative elements is, indeed, a form of narrative authorship, indeed a fundamental one when
discussing TTRPGS. My data illustrates several examples ohakisative authorship appearing

during my CRPG play sessions as well.

¢KSNBE A& || RAAGAYOGA2YXT (KSYy>X 06Si6SSy GKS yI NN
2NJ RAALIX @SR o6& (GKS O2YLMzi SNDa | dzRA2 DA adz € St S
a02NBR 6AGKAY (GKS LI I @ SNI&6, Al tibdeythe® X 2 Mabd (¢CK NP dz
WA Y I 3 Algyers) and Biluse this terminology to explore these distinct yet coexistent forms of

LX F @SNJ Ay@2ft @SYSYyd Ay RAFE23IA0 | dziK2NBKALD L
O2yOSLIi 2F SWOQPFAMBI AL ¥Sada +F aYFiKSYFGAOE | yR
TNREY AGE Odzf GdzNI f 602NJ FHyR2Y0 O2yiGSEG oOwnnoz LI
it.

In this section, | explore ways in which this rigid possibility space overlaps with imaginative play to

create experiential stories resulting from a different, yet related, authorial dialogue to TTRPGs.

6.1: Theme I Varied Experiences From Variable Avatars.

CRPGs, like TTRPGs, provide a broad possibility space of exploration and plot outcomes, where
players are offered a form of input on what kind of gameplay experiences, protagonists, and
aG2NRBtAYySa (KSe gAaK G2 SELSNGSaE @hemis faifagyRf y 3 2
overcoming trauma to save the world, a tragic tale of succumbing to hate and the allure of power, or

a wholly villainous story of wrecking woe upon the innocent, with innumerable possibilities within or
outside of these umhallas; it is up to the player to determine which outcome they will ultimately

experience.

This section aims to explore the ways that the player's formal inputs (pressing buttons, selection
2LIiA2yas WLIEIF@AYy3IQ GKS 3IFYSO |yR AYHIAyE H\RBSO
contribute to dialogic authorship, creating distinct expgfi®Sa G Af 2NBR (2 GKS LJX
and desires. As with TTRPGs, | focus on the initial process of creatinggblansater, and will discuss

more ongoing forms of authorship in theme 2.
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6.1.1: Predefined versus custom characters, and inciting incidents

As | discussed in section 5, TTRPGs forefront player imagination and the facilitation thereof when it
comes to playecharacter creation. Their boundaries are negotiable; human DMs can adapt or ignore

game content to facilitate player creativity. DMs anldyers engage in direct ethe-fly dialogic

authorship. However, CRPGs are a more rigid structure; theidgiiaed formal content cannot be

negotiated with, they can only be explored as a possibility space (ignoring modding, which is outside
ofthisthed 83 Q & 021IS SEOSLII F2N) 2yS AyaidlyOS RAaOdzaas
Perhaps because of this, the personas of playeracters in CRPGs are often (but not exclusively)

relatively predefined, often sporting fixed names, personalities, and/or appearances.

This style of playecharacter is featured i8077, and optionally in | f RdzZNRAK HNB Sawof | & S|
Oy OkK22a$ G2 LXreée a I Odzad2yY OKIFNIYOGSNI 2NJ I &
2LIJiA2ya NBIIFINRfSda 2FFSNI GKS al Y8i RISBSI&QR2 Tl F NB
in section 5. However, even \Wita custom playecharacter, there are certain details that are non

ySA2GAlL 0t S® ¢KS /wtDQa gNAGSNER OFy NBfeé& 2y GKSa
iKS O2NB YyINNIGAGS 6A0GK GKSY 002RS 1 o00® 9EFYAYA
GKAa FTEAIYYSyld 0SG6SSy LINRGFA2yAald YR LX20dd {2
R2gyé¢ 6.1t 1SZ Hnnpo (REISENARYRIZREYI Q¥ (12016 KEA aljia

IN20772 G KA& Aa G(KS WY2yLIST1A tf I -thepldy$QAKIINIT GKSNIKY Sy
his ally Jackie naively accept an obviously dangerous contract, witness an assassination, and are
chased from the plaza by armed guards. Jackie is killedVvamarrowly survives but is rendered

terminally ill.

CKAa AYOAGAY3 AyOARSYd RSFAyYSa GKS 3FYSQa NBY!
YSIEYAYy3IFdzAd dzasS F2N ¢KIG ftAYAGSR GAYS (KSe& KI @S
WiNF ISREQE A& LINSBRAOIGSRN2VAGKFIREOSREIWENIDE X!
flaws as a person, and the mistakes they make within the context of the fictional world, are
Fdzy RFYSyiGlrft (2 GKS yIFNNFGA@SQa O2NB O2yFtAOGT
naive, and as suctie player is powerless to prevent V from making the mistake of accepting the
Y2YLISTA tEFTF O2yGNXOG AF (KS@& gAaK (G2 LINRPIAINBA
AAYLX & | ¥2AR GKS YIAY 1jdzSaid I yR SdradicarbiBagidingS I Y
2F GKS 3AFYSQa AYyiSYRSR YSIyAy3aood
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BG3facilitates greater freedom in play@haracter creation. Players choose between-gefined

W2 NAIAY OKI NI Ol S-hlfarGcterznble resedling ih2 WpendédD&Sshstem.

/| dzZaG2Y OKIF NI OGSNAR LAO]l TFTNRY fI NBASté GKS aly$S 2
have a predefined identity, backstory, and specific relationship to the core narrative and access to
unique side content (Appendix A). Players arestlable to choose the extent to which they claim
authorship versus enjoyingontent specifically designed for their playenaracter. No matter the

choice, however, | observed that all playable characters are privy to the same inciting inthegnt

AAAAA

Sa0l LIS o0RdzOGA2Y I AYFSOGSR 6A0GK WYukey RTFE I @SNJ Gl R

For all their varied possibilities, all possible experiences within both artefacts contain the same core

plot- WFAYR I OdzZNB (2 Yeé IFFEtAOGA2y QY GKS t23A0!I ¢
incidents. This demonstrates that inciting ohents are a primary means of justifying developer

oriented authorial control over a narrative; by placing an unnegotiable start point to the story outside

of the player and playe® K I NI O SNN&a O2y(iNRf X GKS RS@SfoALISNE R
2F GKS NBazftdziaAz2y 2F (GKAa AYyOARSYydld Ly 20GKSNJ g2
the playerdeveloper authorial dialogue revolves; each inciting incident adds dramatic action,

premise, and direction, and simultaneously aims aadaws the breadth of narrative possibilities.

As a player, | intuitively accepted these premises as supplementary to thevaboly the game

YIENNI GAQGS GF1Sa LXFOS AyT GKS RS@St 2LISNI RSOf I NJ
GKIFG @82dzQft 0SS R2AY3I Ay radetONBIRI AlZKYS yasO NaS2S yLANS a S
gAtf @2dz 6S Fta @&2dz R2 AUGKeéd . 204K F2NXYIE FyR A

dialogue of any given playthrough respond to these inciting incidents.

| also observed tha207 & A Y OAGA Yy 3 Ay OA RSy ( sorddided dedisignis ofkthéd A G A
playercharacter, takes place after some hours of gameplayBG3, on the other hand, player
characters are varied in personality, and thus their abduction is somethingcthdtl happen to

anyone therefore, developers chose to place this incident at the very beginning of the narrative,
before charactercreation begins, so that it does not violate the ongoing authorial agency of the

player.

Choices made during play&¥K I NI OG SNJ ONBF A2y gAftf adatft akKkl LIS
ANFYGSR y2 2LIA2ya GKFEG Attt SESYLIHI GKSY FTNRY
developer orFallout(Interplay, 1997) and other renowned CRPGs explains "I prefer [players] have a

blankslate player character, or as close as you can get it; [but] frequently, there has to be some event
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that explains why they're here, like in 'Fallout’ it was "you drew the short straw, you're leaving the
vault")... There's one pin put in to explain why the game is starting this way, but everything else is up

for the player to choose" (Cain, 2024).

Even in games like I f R dzNXwihictDarelb@lt tooallow player actions to affect the plot in myriad
overlapping ways, to respond with specific formal elements to niche emergent narrative outcomes,
there is a necessity to decide a single starting point that all charagierdefined @ custom adhere

to; the narrative justification of the narrowdhan-life possibility space of player authorship. This

way, it is solely the actions players take during play that drive narrative variation.

¢2 02y O0f dzRSI L-RBASNIS2 yi Kd $INAYWLIN B dmcierd Yah é 0 A f A (
expressed as a spectrum, with each end representing differing usages of formal vs imaginative
storytelling and differing levels of participation in authoriahldgues on the part of the player and

developer.

Relativelypredefined playercharacters allow the developer to rely on the presence of

specific details which can be used to create formajame narrative beats. The player is
Ffft26SR FS6SNI F2NXIf AylLdzia Ayid2 GKS OKIF NI C
content they encounter throughout the game is tailored specifically to align with said
character, which allows development resources to be dedicated to specific, complex
character drama and development. 2077 lands on this end of the spectrsithn,V being

relatively preRSFAY SR &2 GKI G GKSANI aLISOATAO OKI NI O

This end of the spectrum grants the developer greater emphasis in the authorial dialogue.

Relativelycustom characters allow the player to utilise a wider range of imaginative inputs
Ayid2 GKS LINRGF3I2yAadQa oFO1aidz2NR 39 LISNE2YI
proportionally smaller amount of charactspecific formal content. The plot must be

designed to acommodate a greater variety of characterisations for its protagonist, which

both increases the necessary budget and results in a plot which is less predicated on the
ALISOATAO RSGIFIATE 2F GKS LINPGFIAZ2YyAa0QaQaISNE 2
engagement with narrative creation by seeing their inputs result in different formal
2dzi02YySa | ONraa (GKS 3IFrYySQa LIXlI@GdAYSe® . Do S|
playing as a custom character than an origin character. This end of the speyptuis the

player greater emphasis in the authorial dialogue.
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It is important to observe that there are no absolute positions on this spectrum; completely custom
protagonists are impossible in a pceded digital product, as producing infinite formal variations of
who a character may be would require infinite devetmgnt time and resources to create. Similarly,
there is no such thing as a completely predefined playeracter, as it is impossible to strip a player

of their ability to utilise the imaginary narrative layer.

No matter what level of customization the player is offered, as demonstrated by my journaling and
pointed out by Tim Cain, the finite nature of CRPG possibility spaces demands an explanation of what

the playerOK I NI O SN & & LIS OA trie Oy tHe developed ta delineake Yiat stofies a S
GKS FT2NXYIE yINNIGAGS StSySyida sgatt SELI 2NBT (KS

6.1.2: Narratively contextualised charactareation

Like TTRPGs, both of my exemplar CRPGs began with-ghayacter creation. However, there is a
difference in that, for both CRPGs, the player is shown a cutscene before reaching the character
creator. In. I f R dzZNXQe s@laiv@namand an unseen POV character being held captive by an

alien being, who places a tadpdike creature into their eye socket, where2@77delivers a morning

yS6a ONRIROIAad AYGNRBRdzOAY3I GKS aSddAy3as bAIKEG /

Opening cinematics are a deliberate creative choice on the part of developers; by establishing
narrative context before any act of characteneation, the authorship of a playeharacter feels like

a response to aesthetics and dramatic questions raiséumthese cutscenes. | understood implicitly

when creating my V 2077 that V has form and contextbetween the cutscene, the name

W/ 86 SNLIMzy1 Q= FyR GKSANI KdzY LIA Y -HreatoKISint&rstabdiya LI | &
V is a rebel in a techitagical dystopia, and this narrative information guides characteation on a
O2a4YSGAO YR AYFIAAYFIGADBS  SOSt dautbokshipiwitratiuzipletl y OS |

and themes the developer will soon deliver for them to explore.

In TTRPGs, | gave only the vaguest of instructions for chaiaetgion and proceeded to author the
a02NE Ay fFNBS LI NI G2 NBGRPGsOHS rigin adthotelfl possibiltyg Q OK |
spaces, must instead dedicate effort towards coumicating the direction and identity of the story

before the player creates an incompatible authorial intentl f R dzZNXsia giahdia&enture to

fight monstrous aliens, the player must be informed of this before they develop intentions/desires

to playas someone other than a mighty adventurer.
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Both games also grant additional narrative information in the first screens of the chataetgor;

2077a TFTANRG &O0RSBY GAy2 VKA NI ©OF Sabt SOG 2yS 2F GKNBS
0aS8SS CAId yoT 06SF2NB Odzad2YAaAiAy3d Q& | LILISIF NI yOf
choose at least one narrative context for the persheyt are molding in frontofthertt ! & Wb 2 YI R
OKIF NI OGSNE wYeéese +Q&a ol O1ai2MNMBzYNd NROT XyO&ER ade O K §
velh Of SA&X RA&GNHzZA G 2F ldzZiK2NRAGE &S NBe #B AWBaF NB y (i S
Storytelling). Since each lifepath also begins the story with a unique prologue, players are arguably

given a taste of said backstory before they committed to thesenilongterm.

@ = V'S LIFEPATH

OCAIdYyd W/ 280SNlLJzylyY HnTTQa fAFSLIGK &STE !

As already mentioned, | f R dzNXoifersialclibiBe between a custom character, six predefined
W2NAIAYQ OKIFNIOGSNEZ 2N (KS TOKE We¢KS 5FN)] ! NH
storyline where the character feels an inexplicable desire to murder. All of these exesiptrc

OKEF NI OGSNAE KIF@S Iy AYUNRRAOG2NE Y2y2f23dzSd { Ay
A02NE y2 YIFGGSNI gK2 GKS LX &SN Okz2z2a8a G2 LI @
them as companiont@aracters as well as primary playeraracters. The player can then, as | did,

create a playecharacter who compliments the supporting cast the developer has provided.

As a DM | wove playaharacters into the narrative as | constructed it, creating plot arcs and NPCs
to facilitate the stories players, implicitly or explicitly, communicated they wished to experience.
CRPG decision trees, however, are complete when hatwlthe playerthis is one of the inescapable

limits of CRPG Reta (2020) mentioned. Thus, it is important that developers grant players sufficient
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information on the formal possibility space they are authoring a character for, especially considering
that CRPG stories are more specificandlple F YY SR GKIy ¢¢wt Dad ¢KS LI I @&
fit the formal possibility space of the game, as cadanot be rewritten orthe-fly to facilitate novel

playercreative inputs.

6.1.3: Modular playercharacters and player imagination

All of this is not to say that play@® K I NI OG4 SNE Ay /t wDa | NB dzfoth@S NE I €
of my artefacts allow for differing character builds which, like in TTRPGs, act as a declaration as to

0KS LJX I &@SNRa I dzi K2 Nsdtidn, plotyarigighiiandigangeplayBteateg).K I NI O G S N

Similar toD&D, BG3l f t 264 L)X F@SNAR G2 asStSO0 2@SNI L LIAYS3
persona that are also strategic gameplay elemetiis choice of these formal modules, while ron
negotiable in their gameplay effects, are regardless open to imaginative intatfmet and

contextualisation. Appendix A describes that these include;

Background (Soldier, Noble, Acolyte, etc.)
dformally definedild  YS o0 Ol ad2NEBEé 6/ 2RS 1 HHO
Race (Elf, Orc, Human, etc.)
A9 OKXKIFax FoAftAdGASaAaxX a 3ALYSLIile 2062S010.
Gl RAAGAYOOH LXIFOS Ay GKSX g2NIX RX NI OSX
RAFE23dzS 2LIiA2yaté
Class (Wizard, Cleric, Monk, etc.)
ANBLINBASYUGAY3IX LINAYINE aiAatftax Al Aa LRaA.
Ability scores and skill proficiencies
G! YAGSNAEFT X adFidradarodas

Appendix A describes my creation of a custom charactBG8by selecting formal modules such as

0KS WC2NBad Dy2YSQ wlk O0Sz Wwly3aSND Oftraaszs |yR Wi
imagined personhood which unites these elements in a coherent narrative, resulting in an old knight
LINEGSOG2N) yi &SB! WDNBKRRE ' 0d / NBIFGAy3 DNBYRSt ¢
balancing the selection of modular attributes for their gameplay effects and simultaneously for their
narrative functions, befe imagining a more vivid persona which unites these elemesitsilar to

the process used to create the D&D plagharacter March McRuggles in section 5.1.2.
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Likewise, my summary @077NB O2dzyia a+ FStad tA1S I SSNB asSa O
OK I NI Oi SNJ L-théyla@ unik&sally abyaive, Aierican, young, naive, and ambitious, but

within those confines | was able to select attributional modules that fornesdbyessed my preferred
interpretation of V and guided my continued inhabitation of him as an avatar of perb@Alomad

lifepath invited association with vehicles, while his high Intelligence and Technology stats
demonstrated: LINJ OG A OF f  y I (i dzNEaibcoleud hairsiyHacidt hakverd B8sedNd y O S
dzZLl2y Yé 26y FLIISENI yOSs LISNKILA fAIyAy3d 6AGK
WLRSFEAASR aStFQ 0 rHasdvyYo A/(RS @ Kdemn mp oyt & W! @ G NJ
These formal details can be expanded on within the imaginative-léyeexample, | imagined my V

as queer (again, reflecting my actual identity), and expressed this using makeup, a cosmetic marker

without formal narrative consequences. (See Fig.9)

6CAIDPPO ad W+Qa | LILISHNI yOS

| use the example of imagining a character as queer due to the significant history of this practise in
fandom queer headcanons and readings are popular and broadly applicable in-nmmadive
RA&O02dz2NBEST ! £t SE | SYRSNE 2y aL02NGyG(SA3 A280aiQ G KNBI  532dYCEKG
FIYyR2Y &LJ O0Saszx aaSSys 2FiGSys a RSTFIOAy3a 2NJ RSO
layer to apply queerness to (amongst others) CRPG pthgacters, even in spite of a lack of

developer intent, is;iot uncommon.
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¢KS O2yOSLIi 2F W/ f2aSG{KSLIQ RA&EOdzaaSR o6& ¢2RR |
Wal &a 9 7F7FSO0G-2012) trilégg &f CREEE, Cammander Shepard. In his first two outings,

the male Shepard is able to romance a number of fembhbracters tapping into the spacefaring
62YIFYAAAYT 2F { i NI-19696 Yef & malelShdpdrdingver Yokridlly expresges c
lye F2N¥Y 2F K2Y2aSEdzrt RS&AANB dzyiAft GKS aSNARSaAcC
invites the explaation of why Shepard did not express such desires beforehand; the player is able to

make use of the imaginative story layer to overwrite the implied heterosexuality performed in the
FANRG (g2 3AFrYSaz ONBIFIGAY3 |y S@BhegekNstaxl@sgtedddy ( KS
man.

V is not bound to heterosexualityndeed, two of the three formal romance options for male V are

men. | mention this specific queer angle to establish that differingfandoms, in this instance queer

fandom, make differing uses of the imaginative andnfal narrative layers. The opposition to
WjdzSSNAY3IQ (GKS 202S@bBaN) 2F IFAYRAYXINBKRAY y6S2
a2YSGAYSaX YSIya GKS RA&AaSY(GISNX KlFhayQi KFER G2 S
2019).

| therefore frame the use of the imaginative story layer as an idiocultural practise, an optional lens of
understanding and constructing/reconstructing narrative that is only employed by some members of
the RPG fandom, yet potentially shunned by othergs Pphactise is thus a deliberate declaration of

authorial autonomy on the part of players who choose to engage with texts in this way.

My consequent understanding is that when designing a formal persona for my avatar, creative
expression of characteauthorship was more interpretive than the constructive process observed in
TTRPGs, due to the rigid and finite modules that exist withirBtheY SQa 02 RS> | yR (KS
game to be prgprogrammed to respond to these modules rather than generating custom responses

on the fly as a TTRPG GM may. Yet, there is significant space for imaginative extrapolation or addition

to these limited or outight prescribed character details. Playing as partiallyda®ned characters

like V and The Dark Urge involved delineating what my version of this character was, using clues from

the aforementioned narrative and aesthetic context.

6.2: Theme 2 Cyclical Authorial Dialogues.

Like TTRPGs, CRPGs can be considered-armfkth dialogue between the player and the game

state, wherein the game presents a scenario, the player provides an input, and thesgmiaesacts
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and adjusts to create specifically poedained or emergent responses. Game designers, fandoms and
O2YYSyidlGd2NAR 2F0Sy NBFSNI (2 GKAAa Oeo0ft A0t LINROS

When presenting these gameplay loops in the context of this thesis, we can regard them as similar to
TTRPG verbal baakdforths, with some key differences to make room for the medium. A GM is
everpresent to author stories directly and in re@he. With CRPGs, however, the formal game must

0S GNHzZAGSR (G2 YSRAIFGS GKS 3IFYSQa YyINNFGAGS | yR
and as such the game must be loaded with-prepared content designed to automatically appear

in response to specifitNA 33SNB Ay (GKS Il YSQa LRaaroAtAide Gl
narrative on the fly, the digital device is loaded with complex instructions which allows the game
engine to, in effect, become a virtual gam@ster, a developeby-proxy, applying ries to render

scripted or emergent outcomes. Thus, formal content becomes the conduit through which CRPG

players and developers dialogue.

This section examines the mometa-moment experience of participating in ongoing authorial

dialogues in my CRPG artefacts from my perspective as a player.

6.2.1: Critical paths and limited possibility spaces

CRPGs are decidedly more linear than their TTRPG cousins. After all, a finite yet final number of
narrative elements such as that can be produced under a finite budget should by all means produce

only a finite number of combinations and thus consequentrai@res. As such, it is possible to take

GKS aGFy0S GKFG LXFESNEQ LRSSNE 2F FdziK2NBRAKALI |
defined possibility space. This section focuses on the extent to which formal game content of both
artefactsal 2 & L)X F @SNAR (2 AYyGSNI OO gAGK yR OKIFy3aS (il

into player inputs including those in the imaginative layer.

Both artefacts have a strong critical path that is broken down into episodic chunks of narrative and

3 YSLX & OF dofmeSdRe chitifaldS 6 € 4 @Y Ay jdzSadaQsx 20KSNa |
containing content supplementary to or separate from thrétical path. Howard (2006) uses the term
WjdzSaiQ (GKdAXZ dzyAldAy3d O2yO0SLIia 2F yINNIGAGS | yR

¢CKS FNISTIOGa RATTSNIAY (GKS ONBFRGK 2F LI2aaA0Af
noted that in2077Z G&ahyf& GKS Y2ad YIONR 2F OK2A0Sa +TF

A x££ oA ~

a2YSOAYSa NBTt SO4SRX 4 Nzl -euiniaKy) BiSa onfih@ offiér hand, has
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been designed to reflect and react to novel player inputs through the inclusion of failsafes. As
catalogued by Youtuber Proxy Gate Tactician (2023), These include backup NPCs who appear in case
the original is incapacitated, dialogue that only appearsefitect niche conditions, and a core plot

that is not predicated on the survival of any characters other than the protagonist, who may hold any

moral alignment or backstory.

Through careful design and great effort to include content only a fraction of players will see, the game

feels as if player actions have a genuine effect on the world and narangethus, players wield
significantly more authorial power. In other worddhe wider the gamut of distinct variations a

particular scene, quest, or title has, the greater the sense of authorship the player feels regarding the
outcome they experience; this can be seen as designing for a greater sense of emergent narrative,
andhyla 6A0GK {+FfSy FYR %AYYSNXIYyQa O2yOSLI GKI
0SG6SSYy FOGA2Y YR 2dzi02YSé OHnnoL ®

When taking the BG3 approach of preparing tailored formal outcomes, for even small narrative or
gameplay decisions, developers must be careful not to expand beyond their monetary and time
0dzRISHAT ¢KS Y2NB LRaaAoft S 06 Nde)hdKk&aresfoksddNaEd | NB )
thus animations, dialogue, programming, etc) must be created.

LG A& dal Y2ydzySydalrt GlFaié o6t2ft@RAYS HnHoUO G2 |
YIENNI GAGS Ft26 2N ONBIGAYy3 AyO2yaraitSyoasSacs |
AYLERNIOFYG yENNIGAGS 0SEHG O0IWVOQRRS®I I OO2 dy XifSRA ¥ 2 N
D&DH VOV ® LYRSSR>X . DoQ&d RS@GSt2LISyld GAYS aLl yySR a
2023).

tdzi aAvYLIes gKAftad ¢ecwtbDa fft2¢ FT2N ySg O2yiSyi
collective creativity, CRPGs as a digital product require massive amounts of time, money and skill to
respond to such a wide range of potential plaxetions with specific formal contentndeed, these

NS GKNBS 2F (GKS F2dz2NJ aft AYAGaed wSaGlF ownwno YS
interactions. The limited possibility space of a CRPG, then, is less a fundamental part of the digital
meduma/ R Y2NB + LN} OGAOFt O2yadNIAyd oFasdSR 2y f A"
LYRSSRY wnT1T1Qa LXFYyYySR 40215 614 YdzdkconiparedH S NE ¢
to the initial pitch given by developers CD Project Red, due largelsatiigal rather than creative

concerns (Hogeweg, 2020).
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Potential digital inputs by players in both games could be reduced to a rough taxonomy of Dialogue,
Combat, Exploration, and Inaction. That is, players can talk, fight, navigate, or do nothing. Gameplay
introduces uncertainty to authorial decisiors player often does not choose, but instead aims for,

certain outcomespredicated on some form of gameplay success.

Salen and Zimmerman comment that RPGs, explicitly including pilagier CRPGs, lack a

WydzZ YGAFALFOES 2dzi02YSQ> o6dzi GKAa NAy3Ia FLtasS oA
In both, actions either progress towards some kind of gaajuestmarker, an area to explore, a
NBglNR G2 0SS SIENYySRX 2NJ I NB NB3IA&ldSNBRAdal SIQ®  dz
These include gameplay failures resulting in character death, or even a small number of narrative

decisions (such as the suieiendings in 2077 or for Gale in AC2 of BG3 specifically).

[ Saa SEIFIYAYSR Ay OdaNNByd | OFRSYAlI Aa (kS0IFIFSXN
of their own. Since both artefacts allowed players to decide at any point to restore an earlier formal
gamestate, whilst retaining the aspects of raive embedded in their memory; | have often seen

GKAA LINI OGA &S -ANBERSWNSRQ® 2¢ KAaa WRIHSBNA0Sa GKS dza
implies, overuse) of saving and reloading gastaes to change the outcome of an action or series

of actions.

This phenomena is an optional yet widely utilised tool, and controversial within gaming subcultures.
Some consided the practice unfair, improper, or not within the spirit of gameplay (). Others believe

that since opportunities for savecumming usually agar in singleplayer or cooperative games

(online or competitive games often do not utilise satates), there is no need to consider fairness

2N ALRNIAYF YAKALZE DJRQ LE F e BINBA & | @K PRNIGIONB FSNByY O

However, one of the only mentions of this phenomenon that appeared in my readings was by Schules,
Peterson, and Picard (2018), whose definition only discussesis@vdzY YAy 3 Qa dzaS a2 K
LISNXY I RSFGKE O6LIPMn o |y A Oscdnmig waSundesaitedyad O @  h (i K

common narrative tool.
Savescumming interacts with several other codes; it is essentially an exploitation of game mechanics
to nullify the presence of chandeased mechanics (code #2@)hen a player is willing to saageum,

chancebased mechanics lose their dictatorial powe&eo outcome; they devolve into time barriers,
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desired outcome is manifested. It can also be used to ascertain the outcome of an action before

committing (see 6.2.3), although | did not note myself daio.

Savescumming is an authorially empowering act for players. When considering game stories in this
context, players are empowered to rig any decision point, gameplay, or otherwise uncertain scenario

to a specific possible outcome. Thus, they reclaim audtharontrol of the scene, nullifying any

challenge or chance at play and instead reducing that scenario to a list of options. Essentially, this
process grants players the authorial power of-ceh, and with this tool the player is able to author
absolutelyt y& &LISOAFTFAO YINNYGAGS gAGKAY GKS 3IIFYSQa L

I must therefore consider the use of sasttes to be a core method of engagement just as with

I 2Y0l G4 9ELX 2Nl GAZ2YyZ YR -5QdzY AT NyK SY @INRIYRIlY S
core tool of authorial control a player can wield at any painveto the outcome of a scene or action,

and as such | understand that, just like TTRPGs, CRPG stories are the product of consensus, where
the player submits willingly to the outcome of a game event in order to accept the resultant path
through the narative; if they do not submit to the outcome, instead choosing to try for a different

one, then that outcome does not happen. Developers can only limit this behaviour by limiting the

savegame system or by limiting the number of potential outcomes in tret filace.

In some instances, | was distinctly aware that | was navigating a decision tree. Dialogue is a good
example, with both titles replacing true verbal regéay with the selection from a list of dialogue
fundamentally finite possibility space in terms of coine. Notably, 2077 authorially empowered me

by colourO2 RAy 3 GKS 02y aSljdsSyO0Sa 2F RALFf23dzS 2LIA2Y:
flesh out characters and conversations, or are opportunities forldfe @ ¢ 6! LILISYRAE . 0 ®
is wheremy use of the imaginary layer and sense of authorial control felt greatest; my choice of
dialogue option expressed my play@rK I NI OG SNDa LISNE2YylFfAGe@T OKI y3:!
progressed or damaged formally loggeebeme relationship statuses, dmgenerally came across as

moments where | was asked to choose what happened next in the story. Naturally, this invited a great

deal of imaginative roleJt 8 ® C2NJ SEI YL S L y2iSR GKIG aLX
NBLINBAaSYy (X W5 lthdgh | kol $éyappeab éhdghn - N ! NBS OKEF NI O
extended this roleplaying in a pivotal scene where the playdraracter can perform cruelty to avoid
RSGSOGAZY o6& |+ GAfflIAYT Y2N}ffeé w3az2z2RQectdR YLI YA
dialogue options whiclsuggestedi KS ONXzSt Geé 61 a |y OG> L 1ySé i

enjoy succumbing to his cruel nature (B&3 This shift away from trying to perform exclusively
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in my own strategic and narrative approaches.

| willingly created narrative information which is extraneous to the-tegtecting a formal dialogue

option but imagining that my character is lyirpriching my story experience through the deliberate

application of creative imagination.

In other instances, my focus shifted to strategic gameplay with a lesser eye for narrative meaning;
however, as explored in my literature review, navigating gameplay challenges is narrative conflict
(Juul, 2004, p18), and so the inherent dramatic tensfoombat is a key example, relying on the

strategic use of various character abilities in pursuit of victory conditions. Such a mindset is more
closely tied to emergent narrative, especially with regard to emergent systems like those seen in BG3,
wherein supporting cast members, such as Halsin, can live or die in various fights, affecting their
continued presence in the story (D&D).

Ly O2Yold IyR SfaSgKSNB:I .| {-REZNDaA DRIKSaSNIVL$S
success or failure in (Fig.10). Depending on their statistics, characters are more or less likely to
succeed at specific actions; This is tied to gameplayesjy and can be read as characterisation (from

Y& 22dNYIfaT adddNRtfa 2y @ NR 2 dz 20 réphdesithisOK I NI C
uncertainty with statistical thresholds, upholding character skill expression but removing thertensio

and conflict of potential failure. | noted imaginative layer expansions of this characterisation, for
SEFYLXS y2G4Ay3 GKFG L LINBGSYRSR (KS Ww3dzAiREyOS

accompanied by a trusted friend, rather than actual magaddiwheart was using (B&3.
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Sleight of Hand

Dexterity Check

DIFFICULTY

Click dice to roll

R ERE (4
&T{‘ 3 {g %

Total Bonus 12~15

(Fig. 10) Diceolling to pick a locknote the multiple advantages my character grants.

Inaction is itself a consequent action; narrative information the player does access or complete is
absent from that story iteration, and consequently the characterisation, worldbuilding, or plot it

would have delivered is lost. Furthermore, in some instmnstory content can be affected by the
completion or norcompletion of other content. For example, certain siigests in2077 are
LINENBljdzA aAidSa F2NItFylFryQa NBYIFYyOS IyR G4KS a{dln

abstaining from an aviaible action is in and of itself an act of authorship.

6.2.3 Improvisation versus planning: knowledge and decisioaking

Since the outcomes of certain choices in CRE@kgue choices, for instancare predetermined,
OK2A0S RATFSNE Ay YSIyAy3a AT (GKS LI tinkePhyjer] y2 6 &
however, | was influenced by several factors, renderingiaes a form of educated guesswork. |
observed a balance between developing ldagn narrative plans, and making novel-tre-spot

decisions.
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AARSR gA0K GKS Y2NIffte 3biddyy mérality SystBi, icordind BS 2 F
cinematic director John Ebenger (2020) perhaps indicating that players in CRPGs tend to view heroic

actions as the proper, intended, or most desirable path.

This affirms the rigidity of CRPG stories; whilst TTRPGs rely on improvisation, as a CRPG player |
understood that there was a prelanned core narrative experience that it is possible to miss out on

or experience an inferior version of. While DMs were eotpd to facilitate player whims, CRPG
developers create narratives that players accept comparatively less authority over; | thus understand

CRPG developers as having a distinctly larger share of authorial power than TTRPG DMs.

Having defined my playdd K I N} OG SNNR& oOoNRIFR LISNA2YylIfAdle yR 2
OSNIiIAy O2YLI yAz2zya o!adlINA2yzs [+FSQl Stsx {KIFER2gKS
felt in character (code #10), or which would win me the ap@at of my chosen companions, such as

to access content and dialogue that suggested bonds between the characters (code #18). These twin
decisions guided most of the actions | made as a player primarily interested in the artefacts as

narratives rather tharchallenges.

However, there were moments where my interest in making characterfetheffly decisions was

trumped by longterm planning, although as an individual | was still chiefly planning a narrative rather

than a gameplay strategy. | ultimately felt a strong dedb not deny myself significant story

elements such as companion characters. For example, having heard from a friend that it would make
KSNJ NBONXzA GF ot S tFOSNE L (1SLI aAydKFENI fA@Ss S
a more fittihg decision in the momenimy desire to access Minthara content, predicated on my

awareness of it as a possibility, trumped my desire to characterise Thokk.

During the study, | grew curious to what extent f R dzNJWéuld Blloviadifering narrative choices
| 2112 &SR (2 WNI Af NP I R-Aegsb@expeftr@ntal flaytirdbigh®G3as O2 v R d:

a
GKS WhNAIAYQ OKINF¥OGSNI [FSQT Std |1 SNBZ L NB2SO(
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Here, | planned a storyline in advance making use of my knowledge of gameplay content and rules a
first-time player would not have; | was aware Ilwas irésay 3 FNRY GKS Il YSQa ONXR
by ignoring plot hooks and deliberately avoiding fights that are intended as roadblocks against
underleveled characters. Such preconsiderations of outcome demonstrates the role of knowledge on

my ability to preonceive and then execute a narrative, especially one outside of the developer
intended experience. Whil8G3has many explicitly prprogrammed failsafes for many novel player

inputs, this scenario was notone of them Sy RSR dzZlJ Waz2¥Fi4f 201 SRQ o6& |y
dzft GAYIF GSt & dzZaSR AYI3IAYFHGAGS LIXl & (2 BRPDARS GKI
thus, | had preplanned and attempted to execute a full playthrough, but my lack of knowledge of

this part of the game prevented me frokmowing what the ending would be as a resuitorder to

craft a completely prglanned narrative, a player must understand the lédagn consequences of

each choice they make. This can tie into the informational culture in which RPGs exist (see section
6.3.3).

6.2.4: Developetunintended outcomes

Ly {SOiGA2Yy pzZ L SELX 2QB®& 2By R ¢y Di KB I B SINE S NNB
CRPGs are the product of digital code, they cannot adapt to the playirediy. If a scenario is
NBEIF OKSR (KFd GKS 3 YSQa adthaht By thekudi@@ntrgc@aan biedkSy RS a

This can involve taking advantage of unintended eddea S Ay LJdziaz O2 YYRRigt & Ol
feltde G2 GKS fSGGSNE NI GKSNJ KKy GKS ALIANRGS
possibility spacesF 2 NJ SEI YLX S 2yS . Do SELX 2A0G Ay@2ft dSa NBI
inventory without paying (Toyhouze, 2023).

2 KAt ad GKAA d2dzA R FLIISFEN) 62 NRBo GKS 3ILYS 2F Y
NBflliA2YyaKALl gA0K GKS OK2AO0S (2 WLdzNDa&obsialeQ A GSY
of struggle has been removed by the exploit, and so tlager has freedom to access whichever

items they deem appropriate, and thus freely author any narratives or characteristics predicated on
ownership of those items. Creative authorship, or perhaps a mere desire for strategic advantage on

0 KS LI} I & &MN&arepladedtie désire for gameplay challenges like budgeting.

Imaginative play is always possible, so a player could also invent narrative justifications for the change

not found in the text, such as pretending the merchant was a friend of the playamacter in an

imagined backstory.

100



CKA&A Oly Ffa2 NBadzZ G Ay yS3AIGAGS 2dzi02YSa adzOK
once in each game. These are instances where based on the current situation, the positioning of
variables, the game cannot continue, and the player isddrto reload a save or even abandon a
playthrough entirely to continue. Yet, the game has not declared a faildfatis, we can see that
OSNIiIAYy y2@St LI I&SN) AyLldzia OlFy NBadzZ G Ay dzy Ay
anemergentfdi &G §S® C2NJ Iy SEIFYLX Sz 4SS vYeé [SQl St LM

In another instance, | noted that | very nearly denied myself access to formal narrative content by
YAZAAY3I 2N YAAAYUGSNIINBiOAYy3I GKS RS@OSt2LISNEQ &A3
WDFdzy it SG 2F {KINR Rdzy3ISHP KW aAt 0S| 2aSPHENESL 8 K
had led me to believe that Moonrise wabeadyK 2 3 G A f S aAyOS Al o6+ a GKS ¢
and so | planned to leave it until last. It was only from referencing fandom resources that | save myself

from the mistake of missing the chance to explore Moonrise Towers and talk to the characters there;

S OFy AYFTSNE (KSyz (KIFId RSOSt2LISNE R2 AYyRSSR
failure to fulfil this prediction can combine with the malleallature of emergent narratives like BG3

to create sukoptimal narrative experiences for the player: in other words, poor informative
communication between player and developer hamstrings the quality of the output of their authorial

dialogue.

6.3: Theme 3 Informative Discourse Culture.

It is easy to dismiss the importance of fandom subculture when discussing CRPG narratives; after all,

the combination a rigid formal content which players cannot bend, and the lack of a social element

in singleplayer titles, can give the impressionthat ©K G A Gf SaQ FlFyR2Y Aa fSaz
to-moment narrativeLJt @ @ ! FOSNI X GaPPdgKIFGSASNI I LISNRE2Y
0dzaAySaaé o6vdz2iGS Imno0I YR GKS O2YLJzi SNI At K
human irput. Perhaps this is why there is such a lack of ethnographic research on CRPGs compared

to TTRPGs, LARPs, and MMORPGS. Thus, it is easy to assume that fandom contributions to CRPG
GAGE Sax 2dziaARS 2F WY2RRAYIQ (KBa IxywE2 O2RS MBI K
L2 OKAYy3IQ RSAaONAROGSR o0& WSYlAya omMppHOI HKSNBA
reappropriate them in fadictive contexts such as feminist reimaginings (Jenkins gives examples from

0KS WwW{ il NJ 2 I NARd) ab thedgQelerdeadingsaforgroenti®ried/iRsection 6.1.3.

My data, however, found that numerous resources, functions, and discourse practices were present

in my journaling of momento-moment narrativeplay- that fandom had a palpable presence in the

101



ways | participated in authorial dialogues, even if my play did not take place within a fandom space
or see direct discussion within a fandom discourse. This section dissects ways in which-faadem
tools and resources changed my relationship with antghoés of participating in dialogic authorship

during myCRPG play sessions.

6.3.1: Advice given to players

In contrast to my analysis of TTRPGs, my data collection did not identify a prominent culture of
AYRdzOGAY3 ySsO2YSNRA Ayl2 Wo Spayer titlslth® Sderdsc@s | G
reserved for more massivemultiplayer titles, discussely myriad scholars including Ask (2016) and

Taylor (2006). There is room for further exploration of the reasoning behind this, but a logical answer
YIe 0SS FT2dzyR Ay 2yS NBRRAG O2YYSyGdSNna aidladSySy
itdoesn'tafSOG | ye2yS StasSszs a2 FyeadKAy3a 3I2Sa¢ ovdzaS

Ly fASdz 2F RA & Odza-playsf BPGWitiiigiaists tedNJdo Gdride @tiother drigdrdef S
content (see 6.3.2) and strategy. These resources are innumerable, and are found in a multitude of
formats, including forum posts, forum comments, shfimtm video content, and longeiorm video

content, as well as conversational advice between peers; | sometimes performed certain actions
Gl GAYy3 KSENR FNRY | FNASYRXE &Bemary)OSNIF Ay 2 dziC

L £233SR |y SEFYLXS 2F GKA&a FROAOS Ay GKS T2N¥Y
WKARRSY A YEGS N#h©pieke? gf &aftenk of applications of game mechanics that some
players may be unfamiliar with. The first is an exploit that allows a player to extract free money and

items from merchant NPCs, others include niche applications for game mechanies;soto trigger

rare lines of dialogue (Toyhouze, 2023). This advice does not impart values, does not induct a viewer

into a cerain way of understanding, performing, or socialising. Instead, Toyhouze informs the player

as to the true breadth of their options, giving recommendations for powerful gameplay strategies,

and in the case of the exploit, outright allows the audience tossuithe spirit of the game to change

A YSLE e OKFftSy3aS Ayid2 | dziK2NAIFE OK2AO0S® ¢2eK:s
empowers the viewer to play the game in niche ways, but does not explore whether a player should

or should not utilisehese methods.
Generally, informing a player as to the options in front of them, niche outcomes they may not predict,

2NJ SELX 2Aia Ay G(GKS 3IFrysSQa seadsSva rftz26a GKS L
narrative and gameplay they experience. For example, adzy A Y F2 N¥ SR L) I @ SNJ YI &
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first act gives them a binary choicgide with the evil NPC Minthara, or defeat her in combat and
0502YS KSNJI FIOlA2yQa SySyeo | 2gSOHSNE az2yYS LX) I &S
by nonlethal means allows them to access her as a playadeacter in the second act without

siding with the villains in the first; a third option which is not clearly signposted.

tfF@8SNAR 6K2 IINB Y2NB AYyF2N¥YSR | 62dzi GKS NBF OK!
empowered to use that knowledge to guarantee a certain narrative outcome; as such, this culture of
information-sharing is implicated in the momeitd-moment autlorial dialogues which take place

even in singleglayer games. An uninformed player can only guess at what will happen as a result of

their actions, strategies, behavioural schemas and decisions. An informed player can predict with
certainty what the outcora of any given action will b¢heir choices are informedand as such the

player is selecting which narrative outcome they prefer; they are performing an act of storytelling

authorship, not an act of uncertain gameplay.

The next section discusses the choices | as a player made to utilise these fandom resources to change
GKS YSIyAy3 2F Yé AYy(iSNIOilA2ya gAGK . DoQ& ylI NNI

6.3.2: Checking the wiki

As discussed in 6.2, | generally held some authorial intent towards the game on a narrative level;
however, the difference between playing a CRPG and, say, writing a book is that there are cbstacles
gameplay, more specificallyhat mean that intent doesot translate directly into the intended
outcome; gameplay provides strategic and narrative uncertaigbod games provide reasonably
predictable outcomes, not completely predictable ones, and in this difference lies much of the core
fun of playing a stgrrich game, especially for the first time; the dramatic tension of uncertain
outcomes. For example, a BG3 player might wonder; will siding with the devil Raphael serve me well,

or will he betray me?

However, several times during my journaling, | found myself referring to guides and wikis,
AYF2NXIEGA2YEFE NBaz2dz2NOSa 6KAOK dzLJSYRSR Y@ NBf Il GA

outcome of decisions and strategies, and in the process eliminttiaglramatic tension.
By contextualising the game alongside these detailed, freely available resources, the game goes from

being an experience which withholds information from the audierfoe the sake of dramatic

tension, ethical dilemma, or mystetgp something more closelNBaSYot Ay3 | I+ YS z
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openly (this is usually applied to multiplayer games, but in this context | reframe it as reflecting the
playerdeveloper relationship). With this context in minge can see that players hold the authorial

power of selfspoilership; they can easily and willingly fill gaps in their knowledge to make informed
decisions, better understand story and gameplay content, and develop concepts of narrative choices

and gamepay strategies far in advance by checking an informational guide, in the process stepping

out of the limitations of their own knowledge and instead drawing on the collective knowledge of

player communities.

Ultimately, the use of informational resources grants authorial empowerment to a player, at the
expense of dramatic tension and surprise. A player who is ignorant of some or all of the outcomes a
developer has planned for a certain scene gets to enjoyoexfibn- they can tensely select inputs

such as dialogue options not knowing which will bring their desired outcome, or if their desired
outcome is even possible. However, if they wish to recontextualise this decigiking process as
choosing from a listf outcomes, a more authorial relationship to the fiction, the availability of online

guides consistently makes this possible.

A more informed player is a more authorial player; experienced players who may have already
completed the game once or more, or at least studied fanmade resources to gain a similar
understanding, may begin to exhibit the behaviour of-hd | vy A y 3 s narkave EatsIch@

before the relevant decisions are presented to them; a playthrough of a game with-@lgreed
0SAAYYAYyaA: YARRES IyR SyR Aad 2FGSy NBFSNNBR G2

section discusses this idea in detail.

6.3.3: Player knowledge and Pqganned runs

9 OK L F@UKNRdAK 2F | 3IAGSY [/ wt D Aa kdffesitn lj dzS LI
formal choices are made, different cosmetics and imaginative layers are applied, different gameplay
strategies and levels of success against gameplay chadlemgesnjoyed. Especially amongst players

gK2 LIXlFe G4KS alyS GAGES o0S3IAyyAay3a (2 SyR NBLISIH G
with a specific aim, philosophy, or identity within fandom discourse. (Quotes #142, #200)

2 AG0KAY SIOK AYRAGARdAzZEE GAGE SQa FlLyR2YZ (GSNNAy2f
time; for example, myBG3LJ | @  KNR dzZa3 K FI f € AyiGz2 GKS wwSaArad

3
ALISOATAO TryR2Y aLl 0Sad wwSarad 5dNHSQ NBTSNAE
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not an exact map dictating every single cheigseleed, only a small number of choices actually
F2NYIFEfe O2yGNROdziS (126 ONRBRAI t KBDPSELENRISNREQFWEAN
I I3SYSNIf LIKAf2a2LKe 2F F2N¥If RSOA&AA2Y YI{1Ay13
GAGK F2NXYIFE O2yGSyid 6We¢KS 51 N] ! NHS NB2SOGa GKS
t2 NBaAald GKSANI dzZNBSaQux dzZ GAYIFGStEe FAYAy3a G |
resolves with cutscenes and dialogue that indicate a redemption arc. Players, especially ones
1y26fSRASIo6tS 27F (KS thdugl feddnalekpRrierdcd or withAchetkingi LI O S
resources (see section 6.3.2Jan make use of these terms to frame, describe, orpaa their

narrative experiences.

Expertise from prior playthroughs and/or participation in fandom are not necessary to create a plan
FT2N) 2ySQa WNHzy Q> YR AYRSSR G(GKS&$S LXlya FNB yz2
the player sees fit. When caused by story details, thesensiderations can even be a source of
narrative enjoyment in and of themselves, with the influencing narrative details being an influence

on both the player and their avatar; a dramatic parity emerges between the two. In BG3

¢KS O2yOSLI 2F | WNUzy Q> SatEowyiStRe L& KKy GFKNRYEK
story possibilitiesd ¢ KA & NHzy L sp¥aks Ra2thieyirdreasinglyz authorial capacities that

1y26ft SR3IS YR SELISNASYOS 4 mitKplayers.lPlaygrs Wi &dow, L2 & & A
ONRI Rf& 2NJ aLISOATAOItfeés ¢gKIG G2 SELSOG Oly RS¢

These are sometimes associated with some challenge or gimmick attached which require strategic or
novel reinterpretation of the game, an arbitrary set of rules or aims the player applies to their run for

novel challenge or experimentation; these often ¢isiR (G KS 3IFYSQa O2NB y I NN
engagement and replace it with a view of the game as a puzzle to be cracked open and solved. | noted
several examples, such as when youtuber LarsBurrito (2024) tried and failed t@d&avithout

installing anycyberware, experimenting with the game to try and avoid or subvert an early cutscene

where the player is asked to install their first piece. Another, Bouch (2024), successfully completed

the entirety ofBG3within strict stealth, never being spotted by an NPC. To do so, he built a character
specifically as an avatar of strategy (focusing on stealth and utility magic), with seemingly no eye for
narrative, and also made use of several glitches and exploith, &1 warping through a wall in the

I YSQa momihis fo dvaid supposedly mandatory cutscenes.
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and how the rules can be applied in novel ways to subvertugual experience.

All of this is to say that whilst inexperienced players strategise or improvise their way through a given

title based on broad aims and educated guesswork, experienced players begin to more clearly map
GKS 3JIFrYSQa yINNIGAGS H'FRSEAI XSG 2dzi LR FAROY 6 & O WRA
FT2NJ GKSANI SELISNASYOS | £t NBFEReé Ay YAYRT (GKS& I NB
without necessarily even interacting with the game; the act of playing the game is therefore less an

on-the-fly authorship, and more an attempt to execute the melained narrative the player

intended.

¢CKA& LINPOS&&a 2F LXIFyyAy3d | 3ISySNIft 2dzitAyS 27F
I NOKSGeLlSa yR LIKAf2a2LKASa (26FNRa aLISOATAO NA
ThispreLt  yYAy3 2F /wtD YyINNIGAPSE NBLINBASY I L3

GKS LXFTe@SNRa FoAftAde (2 LINIAOALIGS Ay RALFf23IAC
selects their narrative options as if from a menustomising the narrative like a dish with their

favourite ingredients.

¢KS FIOG GKFG LXFEeSNE GKS Sy3ar3s Ay oNRIFROI &
RSY2yadNridSa GKFdG /wtD FlFyR2Y &L} OSa R23I AYRS
experiences, that this dissemination of wisdom helps other playerssacihe ability to create and

Sya2e aLISOAFAO FYyRk2NJ LINBFSNIofS OSNBRAZ2Ya 2F (K
players of a given title, then, takes on some of the samiahtive qualities that were initially observed

at TTRPG tables

6.3.4: Fixing a broken game

During my playthrough d2077, | encountered a gambreaking bug where a pletssential item did

not appear. | noted downloading a fanade mod whichrésy I 6 f SR G KS RS@Sft 2 LISNID:
Whilst this is the only example of this phenomenon identified in my data, it speaks to a greater sense

that even on the level of code, the RPG fandoms can step up from context into outright facilitation

that is, the developers had failed to provide codwt properly mediated the narrative it was

intended to, and the input of other players stepping up into a develdierrole helped me solve

(KAa RSTAOASYO: o6& ONBIGAY3I FyR FNBSt& &KENRYS
WY A & i I foddpabsudh KsSthese suggest that player communities do not simply surround the
GAGE ST GKS& INB RANBOG O2y(iNROdzi2NE (G2 GKS 3L YS
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7: Conclusions

Having discussed my findings regarding authorial dialogues in TTRPGs and CRPGs separately in detail,
I here conclude by uniting these discussions into a coherent view of the fundamentals of RPG

authorial dialogues.

| framed playelOK I N} OGSNB Fa &AYdzZ GFyS2dzate Wl QFaGlFNB 27
/I wt D Fylrftegaira RAFFSNBYUGAFIGSR 0SG6SSy WF2NXIEQ |
reveals a common set of principles which underpirR&Gs:

Strategicelements of player avatarthe ways that their attributes interact with ludic challengase

aligned withformal game contentattributes, rules, combatants, positions, conditions. This is not to

say that these elements are not implicated in narrative or authorial dialogilgameplay challenges

are narrative conflict (Juul, 2005). Rather, it is that this framenoferstanding avatars focuses on
GKSANI AYLI Ol 2y GKS 3IFYSQa YSOKIyAada |yR ReéeylyY
interpretation) more so than their impact on the shared imagined narrative. | associate this with

A YAAY O09RGINRAI Hma&m®Oh RO GIKE| & DI dih mp W &

C dzNJi K S NJY 2 NBpgersokt @ NS F fliagnativeln&rdtive layer, interacting more with

fiction than gameplay dynamics. Since rplay elements such as voice acting and dialogue need not
AYLX AOFGS ye 3FYS NHzZA S 2N 42adGSysx 2F0Sy FT2NJ Y
2 ¥ LIS NBEh2wtHinGnhe Bndginative narrative layer. It can, however, serve to generdietion

motivations for formal actions, such as rolling dice to deceive an NPC or entering combat because the
playercharacter is upset. | associate this frame with narrativism (Edwards, 2001) and framing the

F O GHNIYBIARGSQ 6. Fyl1aZ HAMpPO D

Different players hold different desires and affinities for kinds of experiences, and their relative
FFFAYAGASE FyR alAffta Ay dzZiaAftAaAiy3ad GKS F2N¥ELE |
come to exact these desires; players thereforesiga and mentally frame (Bowman, 2018: Banks,

2015) their avatar to align with and therefore facilitate these desired experiences. Informative culture

is an essential component of storytelling in this medium; proper participation in the authorial
dialogueof a RPG requires an understanding of a complex rule system as well as an understanding of
how best to utilise these rules; there is therefore an informational barrier to entry. CRPGs often
tutorialise, but TTRPG subculture provides this mentorship attalweside (especially for basic
elements) as a means of inducting newcomers. Online subculture allows all participants to hone their

skills and knowledge over time, allowing a productive, ftjghlity participation in authorial dialogue
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(that meaning patrticipation which renders engaging fiction). | can draw a straight line, then, between

expertise (of formal content, established strategies, and best practise) and the breadth, quality, and

LINSRAOGFOAEfAGE 2F Lialdial®deR Theredord)dheiptesende of & pergistently | dzi

informative fandom which develops wisdom (through repeated discourse) and disseminates it

amongst its members is an essential component of all the play cultures | observed during this study.

Overall, this thesis has developed the concept of authorial dialogues, which in the case of RPGs are;

1. Understood as a baeknd-forth between player and a prime authorial entity, both of whom
hold authorial capacities which differ in type and magnitude.

2. Include both a formal and an imaginative layer. Often, elements of the fiction exist in both
layers, with their total meaning being the combination of their implications on both layers.
Juul (2005) observed that rules prompt understanding of fiction and versa, and the
formal/imaginative dichotomy reflects this.

a. The formal layer describes elements implicated in gainles, |E characteabilities,
statistics, gameplay information imparted by visuals, narration, and dialogue.

b. The imaginative later describes elements originating in subjective understanding and

interpretation of gamefiction, which do not relate to gambldzt Sa> L9 OKI N

emotions, storytelling information imparted by visuals, narration and dialogue, the
sen® of coherent narrative and stowyorld.
3. CNI} YSR o6@& LI Fe8SNBEQ RSaANBa yR | LILINRIOKSA
4. wSt ALYyl 2y LXF&@SNRa FoAftAGe G2 dziAftAasS GKS
prime authorial figure (developer/GM).
5. wStAFLYyld 2y (GKS LINARYS FdziK2NAIFE FAIdzNBQA
scenarios and respond, directly or by proxy of computer code, to player inputs in predictable,

rewarding, and engaging ways.

6. Reliantonclear,goo@i  AGK O2YYdzyAOF A2y o0SG6SSy WwWLX &8

who trust one another to support narrative construction.
7. Molded by the social and material methods of said communication (IE, directly through
verbalisation or indirectly through the prgreparation of codebased game content).

8. Originate from the prime creative force. Players acquire authorial capacity with increased

1y26t SRIS IyR alAftt 2F GKS 3IFYSQa YIFGSNRIFE AL

9. Are therefore influenced and facilitated by subcultural knowledbaring networks.
The fundamental difference between multiplayer TTRPGs and tayler CRPGs can be understood

as:
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1. CRPGs generally put greater emphasis on audiovisual storytelling, whereas TTRPGs typically
rely more on theatreof-the-mind (although they can optionally incorporate some visual or
 dzZRA2 St SYSyiGa RSLISYRAy3I 2y GKS gl of SQa ARA:

2. The verbal nature of TTRPGs mean that elements from the imaginative layer can be
transformed into formal gameplay content with relative ease. CRPGs as abasdé
medium cannot facilitate this othe-fly incorporation. Therefore, TTRPGs enjoy a greater
variety of formal content that can emerge mometa-moment from authorial dialogues.

3. CRPGs cannot be negotiated with, but cannot ensure the player is behaving in a manner
intended by the developer. As such, players can utilise exploits and glitches to manipulate
the game beyond developer intent. TTRPGs, conversely, feature human refehees w
understand intent and the faith of interaction, but who can be negotiated with. CRPG players

can subvert developers, but TTRPG players can influence théhedty.

7.1: Future research opportunities

TTRPGs remain highly examined in narrative studies and ethnography, and this thesis continues this
legacy. This thesis provides a jumptd ¥ LR AYy (G0 FT2NJ ySg6 Syl dZANRSE Ay
Odzf § dzNJ f LINI O GFAJ2ISKR2 NE KRR LIW IY Sriidalg RitidrekaBividd.A lyhave

attempted to elucidate some starting points for studies of authorial behaviours perceptible during
CRPG play, but it is important that these ideas are further examined by other academics; TTRPGs and
MMORPGs enjoy a wealthf examination, yet despite the booming critical and commercial

L322 Lddzf F NAGe 27 6SaitSNYy wtD aSNRSa& -2028) Mass Effeét R dzZND a
(Bioware, 20072017), Fallout (Interplay Entertainment/Bethesda Game Studios/Obsidian
Entertainment 19972016), The Elder Scrolls (Bethesda Game Studios;2(894), and The Witcher

(CD Projekt Red, 202015), the singlplayer CRPG medium is uné=amined in ethnography, and

would benefit from additional direct observation to further examirthe behaviours and
psychological processes which underpin player authorship. On that note, this thesis did not examine

any examples of the JRPG subgenre of CRPGs, exemplified by series such as Shin Megami Tensei
(Atlus/Nex Entertainment/Lancarse, 198021), Final Fantasy (Square/Square Enix, 2Z828), and

Dragon Quest (Chunsoft/Heartbeat/Lex®#B5quare Enix, 1988018). Since these titles draw on a

different cultural heritage, and thus have a different set of conventions and design contexts,
ethnographc exploration of these titles would be a valuable addition to the discussions within this

thesis.

Word Count (Including citations and headings):8Ib
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Appendices

| LIWISYRAE 'Y wSLENI 2y Y. | ¢

Story genre + premise

Bal durés Gate 3 (BG3) takes place in a 6éhigh f a
on/implied to be the same as the Faerun descr |
Dragons6; the various | ocations, f etccdf BG3B are char
familiar to a sufficiently experienced D&D player.

Bal dur é6s Gate 3 takes place in sequence with Ba
124 years after the latter, although prior knowledge of the series is not necessary to
understand the story; | have not played the first two games, so this report and the larger thesis
is written from the perspective of a newcomer t

The player character in BG3 is abducted by ali e
infected by means of a tadpole inserted through the eye socket. The tadpole will, eventually,

cause the player character to transform into a Mindflayer themself (a process named
6ceremorphosi sb6), a fate considered worse than
searching for a cure to this infection whilst fighting off interference from various factions; each

companion character also has their own character arc which must be explored, all of which

flesh out different aspects of the world and na
and decision-making.

Ultimately the game is a swords-and-sorcery grand adventure about curing the player
characters of their tadpoles, defeating the cult of the absolute and saving the Faerun- but

given the gameds openness, it is al so bgubssi bl «
embracing the tadpolebdbs psychic powers, taking
Faerun. The game famously has so many endings t

some have been seen less than 50 times.

Genre

I n terms of gamepl ay, Bal durdés Gate 3 is a very
5th Edition; the player controls a party of adventurers, each belonging to a Race (elf, dwarf,

half-orc, etc.) and Class (Wizard, Bard, Rogue etc.), the combination of which gives them

access to a unique set of abilities which can be applied in combat, in exploring and puzzle-

solving in the overworld, and during dialogue; this can take the form of having or not having

access to a specific ability (for example, Warlocks being able to weild an Eldritch Blast, while

Barbarians can enter a Rage), or being more or less likely at passing certai ability Ichecks

(for example, half-orcs have stat advantages which make them more likely to pass

Intimidation checks, meaning they care more likely to successfully leverage intimidation to

gain an advantage in conversation).
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Up to four characters can play together at any
combination of custom player characters and developer-made characters. The game can be

played in single-player or multiplayer up to four players, but | will exclusively be analysing

Bal dur 6s Ga't lay8r tite $or tlis stdy.n g | e

Character creation

At the very beginning of the game, the player sees a cutscene of a battle between Mindflayers

and Githyanki in the sky above the city of Bal
kidnapped and imprisoned by the Mindflayers, and presumably also infected with tadpoles;

all playable characters, no matter what, are victims of this fate. As such, this forms the base

premi se of the gamebs story.

Pl ayers can choose to play as a custom characte
are Laebdbzel, Astari on, Gal e, Shadowheart, Wy I |,

[ dzai2YA&aAy3 | [ dzai2Y [/ KIFINX OG4SNJ 2NJ We¢I @Q

Custom characters are similar to Dungeons and Dragons characters in that they can be of

any race, class, background, etc. and have a backstory that is authored by the player; the

formally definedin-game backstory i s r educ edimihahantartisan, 6 bac k g
an outlander, a soldier), and much beyond that is left up to the player's imagination.

Each race in Baldurodés Gate 3 has one or sever al
gameplay objects.

112



For example, Half-or ¢ s gain 6Dar kvisionbé6, all owi ng t hei

environments, 6Savage Attacks?o, meaning their me
and ORelentless Enduranceb6, meani ng tolswewe can s
with 1hp. Meanwhile, Githyanki are proficient in Light and Medium armour regardless of their

cl ass, and gain access to the MndAAstral Knowl ed

abilities, allowing them to gain temporary proficiency in any skill and interact with objects at
a distance respectively. These are gameplay enhancements, but also work as storytelling,
describing the inherent strengths and abilities of each race in a way that is woven into their
backstory; Tieflings do not gain a resistance to fire damage arbitrarily, they do so because
they are ADescended from devil so.

Since each species has a distinct place in the
the story in some small ways and give access to new dialogue options- for example, the

Goblins encountered in the ruined village in Act 1 usually respond with hostility, but if the
player-character is a Drow, the goblins assume they are a lieutenant of their army and allow

them to pass peacefully; similarly, Githyanki are known for being insular as a culture and

hostile to outsiders, so Githyanki player-characters gain access to myriad additional dialogue
options when interacting with Githyanki NPCs, o
system.

Although there are only a few examples, some races have specific interactions with class
selection; for example, when playing as a Llolth-sworn Drow, the only Deity a cleric may pick
is Lloth; similarly, Githyanki can pick from the usual list of deities but also gain the additional
option of Vlaakith, the lich-queen of the Githyanki people. These limitations- only Gith may
worship Vlaaktih, Llolth-sworn drow may only worship Llolth- seem squarely aimed at
preventing the creation of character who do not make sense within the game-world, such as
Llolth-sworn who is not sworn to Llolth.

The player can choose from the following races;

0 EIf
y AWith ethereal countenance and | ong ||
naturebés power, flourishing in |light
3 High EIf

y AHeirs of the mystical Feywil d, High
and even those who do not study spell
3 Wood Elf
y AThese elves spend their reclusive |
of training in archery and camouflage are enhanced by an otherworldly
swiftness. o

0 Tiefling
y "Descended from devils of the Nine
suspicion in Faerun. Thankfully, their arcane abilities make them
natural survivors.o

3 Asmodeus
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y iBound to Nessus, the deepest | ayers
inherit the ability to wield fire and darkness from the archdevil

Asmodeus' infernal bl oodline. 0
3 Zariel
y ATieflings from Zariel's bloodline ar
and can channel searing flame to puni
3 Mephistopheles
y iDescended from the archdevil Mephi s
gi fted with a particular affinity for
0 Drow
y ADriven to t he Underdar k, mo st dr ow

pragmatism. While the Lolth-sworn delight in the goddess' evil tenets,
the Seldarine reject Her attempt to overthrow the leader of the elven
pant heon. 0
3 Lolth -sworn Drow
y iRaised by Lolth's cult in the city o
the virtues of their corrupt and merciless goddess. Lolth marks her
followers with bright red eyes so the Underdark will learn to fear drow
on sight. o
3 Seraldrine Draw
y iSel darine drow can be found seeking
aiming to settle their conflict with Lolth - and each other - by any means
necessary. o

0 Human
y fiThe mo st c o mmo n , Humans arei knownFfar etheig, n
tenacity, creativity, and endless cap
0 Githyanki
y AWith a ruthlessness borne from Mind
ride the astral sea atop red dragons, bringing their silver swords and
psionic might to bear against any tra
0 Dwarf
y iAs durable and unyielding as their h
of the finest warriors, mi ner s, and s
3 Gold Dwarf
y "Gold dwarves are known for their con
culture of their Deep Kingdom values family, ritual, and fine
craftmanship. o
3 Shield Dwarf
y AShield dwarves survived a |l ong fall
their ancient kingdoms in wars with goblins and orcs. These losses
have lead to a cynical mindset, yet shield dwarves will endure anything
to restore their ancestral homel ands.
32 Duergar
y AOnce ensl aved by t h,eDuesydr cadaptedctd Mi nd-
freedom with a harsh practicality. Their cold demeanours and gift of
stealtharewellkk nown t hroughout the Underdark
0 Half-Elf
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y AnCurious, ambiti ous,-elvesa nate weleomes at i | e,

everywhere, but struggle without a co

3 Half High EIf
y A"A touch of the F-elyesafthigbloodeneyandeven i n h al
those untrained in magic possess a hi

3 Half Wood EIf
y fiLi ke their woof -a@&veshavp aquekerted stridehese h-

and an eye for stealth. Yet many brea
forests to explore the rest of the realms.
3 Half Drow
y fi Mo s t-drdwaréstilt from liaisons between Seldarine Drow and
surfacers. While half-dr ow i nherited a few magi ca
usually raised in the underdark.
0 Halfling
y AiSmal | yet capabl e, hal flings prefer
but their natur al l uck and dexterity
3 Lightfoot Halfling
y AStealthy but soci al , these Halfling:

names for themselves. 0
3 Strongheart Halfling
y iLegend has it that Dwar therrhardinBds.ood ga
Resistant to poison and wellsprings of endurance, these halflings
easily hold their own. o
0 Gnome
y iSmal | |, clever, and energetic, gnomes
Faerunds brightest corners and dar kes
3 Rock Gnome
y fiThe mo st commonl y seen Gnomes on F
Gnomes are named for their hardiness
3 Forest Gnome

y iEven smaller than their cousins and
are a rare sight in Faerun. They master magic and craftsmanship in
their distant, idyllic groves. 0

3 Deep Gnome
y A"More guarded than their surface cous
Underdark with darkvision and skill fu

0 Dragonborn
y AA proud race that values clan and sk
by dragons, they strive to be self-sufficient, not wanting to be beholden
to anyone, not even the gods. 0
3 Black/blue/brass/bronze/copper/gold/green/red/silver/white
y iDespite no ancestral links to the mi
share the (physical traits) and (brea
0 Half-orc
y AiCreatures of i ndrosarsmoreénalinet ioactthan h al f
contemplate - whether the rage burning their bodies compels them to
fight, or the |l ove filling their hear
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Class

The player can choose from several classes, representing their primary skills. Classes

expand further on these choices astheylevel-u p, and it i s possible to 0]
several different classes at the cost of not being able to reach the top-level features of any

single class (the level-cap is 12, and these levels can be spent on as many or as few classes

as the player wishes). There are the following classes at level 1:

(@]

(@]

O«

Bard

Cleric

Barbarian

Yy "The strong embr ace t+keenmwstrctd, primalat hi d
physicality, and most of all, an unbridled, unqguenchable rage.
Berzerker
y AViol ence i S bot h a means and an e
untrammeled fury, slick with blood, as you thrill in the chaos of battle,
heedless of yourownwell-b ei ng. o
Wildheart
Yy Your attunement with nature and its beasts inspires your rage,
empowering you with supernatural might.
Wild Magic
y A"The wild influence of magic has tran
arcane power that churns within you,

y iBards know musi ¢ i-dtispowereThroughsstudyi d1 e f
and adventure, these travelling troubadours master song, speech, and
the magic within.o
College of Lore

y iYou pursue beauty and trut h, coll ec
tomes to peasants' tales, and use your gifts to hold both audiences and
enemies spellbound. 0o

College of Valour
y A" You wander the | and to witness and

keeping alive the memory of heroes of the past and inspiring heroes of
the future.o
College of Swords
y ABards of the College of Swords are ¢
through daring feats of weapon prowes

y AiClerics are representatives of the g

divine magic for good or ill .o
Life Domain
y AiTasked with the holy edict of preser:
god grants you a plethora of healing
Light Domain
y "nGods of pri mordi al fl ame Dbathe vyou
magics to dispel darkness and i mmol at

Trickery Domain
y AYou wield the unorthodox divine tool
of your chosen deitybo
Knowledge Domain
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y "Adaptable and adroit in all ma
is an intellectual cup brimming
3 Nature Domain
y A" You embody the vast viridian p
the subtle divinity of fruitfall, avian migration, woodland silence, and
the I andslideds mighty roaring
3 Tempest Domain
y AYour faith has made you the v
firmament, the lightning coursing through your veins of a terrible
storm. o
3  War Domain

nner o
wi t h
ower o

fury. o

ery tl

y iFortified by holy zeal , you brandi
savagery to use against those you dee
0 Druid
y iDruids channel the el emental forces
with animals. Master of Wild Shape allows them to transform into
beasts from all over the real mso
0 Fighter
y AfFighters have mastered the art of o
unmatched skill and wearing armour |
0 Monk
y iSome reach enlight enmeathersdogointengui d
heat of battle. Monks manipulate Ki to empower their own strikes and
debilitate their foes. 0
0 Paladin

y AA promise made so deeply that
through a Paladin, burning bright enough to inspire allies and smite
foes. 0

3 Oath of the Ancients
y iYou fight on the side of |light
to preserve the sanctity of |if
3 Oath of Devotion
y AFol |l owing the ideal of a knigh
and virtue to protect the weak
3 Oath of Vengeance

it b
i n th
e and
t in s
and pu

y iYou have set aside even your owh pur

justice to those who have c¢commi

0 Ranger
y "Rangers are unrivalled scouts
with nature in order to hunt th

3 Favoured enemy
Yy Bounty Hunter
Yy Keeper of the Vell
Yy Mage Breaker
Yy Ranger Knight
y Sanctified Stalker
3 Natural explorer

tted t
and tr
eir f a
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Yy Beast Tamer
0 A"You have cultivated a strong bond
Yy Urban Tracker
0 iAn expert in navigating the wild
Yy Wasteland Wanderer: Cold
0 AYou have spent endless days survi
y Wasteland Wanderer: Fire
0 AYou have spent endless days survi
y Wasteland Wanderer: Poison
0 AYou have spent endless days survi
0 Rogue
y AWith stealth, skill, and uncanny ref
get the upper hand in almost any situ
0 Sorcerer
y iSorcerers are natur al spell casters,
gift or bloodlinebo
3 Wild Magic
3 Draconic Bloodline
3 Storm Sorcery
0 Warlock
y iBound by a -powedu patron, warlocksdrade their loyalty
for supernatural abilities and unique
3 AThe Fiendo
Yy You have pledged your soul to the Hells or Abyss in return for a deadly
arsenal of fiendish arcana. o
3 AThe Great Ol d Oneod
Yy You pledged something unthinkable to an unspeakably ancient entity-
which in return furnished you with powers of cerebral entropy and
control .o
3 NThe Archfeybo
y iGraced by a | ady or l ord of the f e
sumptuous and scary qualities of your
0 Wizard

y AWi zards master the arcane by specia
magi c, combining ancient spells with

The player can choose from the following backgrounds;

0 Acolyte
3 AYou have spent your |ife in service to
providing sacrifices to the god or gods you worship. Serving the gods and
di scovering their sacred works will guid
0 Charlatan
3 AYoudre an expert in manipulation, prone
to profit from it. Bending the truth and turning allies against each other will lead
to greater success down the road. o
0 Criminal
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3 AYou have a history of breaking -thahe | aw
legal connections. Profiting from criminal enterprise will lead to greater

opportunities in the future. o
0 Entertainer
3 AYou | ive to sway and subvert your audie

high society alike. Preserving art and bringing joy to the hapless and
downtrodden heightens your charismatic a
0 Folk Hero
3 AYoudre a champion of the common peopl e,
to protect the helpless. Saving innocents in imminent danger will make your
|l egend grow. 0
0 Guild Artisan

3 AYour skil! in a particular <craft has e:
guild, offering privileges and protections while engaging in your art. Repairing
and discovering rare crafts wildl bring n
0 Noble
3 AYou were raised in a family among the s
privilege. Accumul ating renown, power, a
0 Outlander
3 AYou grew wup in the wilds, l earning to
civilization. Surviving unusual hazards of the wild will enhance your prowess
and understanding. 0
0 Sage
3 AYou ar e cur iread) svith @am wuhending Ithirst for knowledge.
Learning about rare lore of the world will inspire you to put this knowledge to
greater purpose. o
0 Soldier
3 AYou are trained in battlefield tactics
mercenary group or officer corps. Show smart tactics and bravery on the
battlefield to enhance your prowess. 0
0 Urchin
3 RNAfter surviving a poor and bleak childh

out of very little. Using your street smarts bolsters your spirit for the journey
ahead. o

Ability Scores and Skill Proficiencies.

Characters in Balduroés Gate 3 have a-chhracen of ur
non-player character, monster, and construct has a number assigned with the following stats;

~

0 Strength

3 AMuscles and physical power. Affects yout
Al so determines how far you can jump and
0 Dexterity
3 NAgility, refl exes, and bal ance. Af fect ¢
Finesse weapons. Also affects your I niti
0 Constitution
3 NStamina and physical endurance. Affects
0 Intelligence
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3 A"Memory and Ment al power . | mproves spel |
0 Wisdom
3 "Senses and I ntuition. |l mproves spell cas:
0 Charisma
3 AForce of personality. I mproves spell cast
warl ocks. I nfluences tradersb6 pricesbo
I n addition to this, each humanoid character h
modi fier which is calculated using the characte
in a selection of these skills, granting a bonus to the modifier. When a character attempts an
action related to a skill, the modifier is added/subtracted from a dice roll and compared to a
threshold value to determine success or failure. The skills are as follows;
0 Athletics
3 AnStay fit. Perform physical stunts. Hel p:
0 Acrobatics
3 RKeep your balance. Land on your feet. H
0 Sleight of Hand
3 AWield nimble fingers. St eal stuf f. He l
di sarm traps. o0
0 Stealth
3 AStay out of sight. Melt into the shadow
0 Arcana
3 ARecogni se magi c. |l nteract with enchante
0 History
3 Rememberthepast-of t he world and its peopl eo
0 Investigation
3 fNAnalyse clues. Solve mysteries.o
0 Nature
3 ARecognise plants and ani mal s. Hug trees
0 Religion
3 ARecognise deities. Understand holy rite:;
0 Animal handling
3 Al nfluence ani mal s. Pet alll of the dogs.
0 Insight
3 "Read people and situations. Detect |ies
0 Medicine
3 fNRecognise symptoms. Diagnose disease. 0
0 Perception
3 "Observe your environment. Spot hidden d
0 Survival
3 AStay alive in the wilds. Track prey.o
0 Deception
3 ALie and cheat. Manipulate the truth.?o
0 Intimidation
3 fBe a bully. Threaten and induce fear. o
0 Performance
3 NEntertain audiences. Command the stage.

0 Persuasion
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3 ATurn on the charm. Coax and cajole. o

Example character

"4 Strength
#  Dexterity

[+ Constitution

e Intelligence

¥ Wisdom

% Charisma

Here is an example of a finished custom character. | was guided by the idea of a character
who is a knight-like kind-hearted warrior wielding a bow and accompanied by animals.

The character | created is a Forest Gnome, giving him advantage on Charisma, Intelligence
and Wisdom saving throws, as well as access to the Speak With Animals spell and Darkvision
for seeing in the dark.

He i s a ranger, meaning he specialises in hunti
natur al explorer trait, giving me the ability t
as my favoured enemy trait to gain proficiency in Heavy armour and History.

The result of this combination is a character who can use both ranged and melee weapons,
does not primarily use combat magic, is able to use heavy armour and can interact with
animals; this works as a useful gameplay style but also very clearly works to characterise the
build as a person, a character with a backstory.

|l then chose the O600Outlanderd background, i magin
lives in the wilderness amongst beasts. | imagined that the character was loyal to their

homeland and saw themselves as its protector, hunting monsters and evil people before

retreating to a peaceful solitude.

Bearing all this in mind, I chose to focus on
characterdés main stats; these stats focus on u:
combat while being quite resilié@hatiosmdadnagery

knowing that | will not need to use them offensively and when they are used defensively |
have advantage on saving throws to help mitigate my character's weakness in this area.
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However, I chose to take some points from 6Cons
arguing that this character is an older man who would naturally have gathered some wisdom

from his travels; it was not until | made this decision that | noticed rangers also use Wisdom

as their spellcasting stat, so any spells | did acquire along the way would be more likely to

succeed as a result of this decision.

Next, | chose my skill proficiencies; my class and background had already given me
proficiency in Athletics, History, and Survival; from the options provided by my class | then
picked Stealth, Animal Handling and Insight, imagining a wise and stealthy hunter alongside
an animal hunting companion as a guiding concept.

Skills

You may customise your skill proficiencies in the list

below. If you are Proficient in a Skill, you add a bonus to
those skill checks, making you more likely to succeed.

@5 Athletics

«'. Stealth

¥ History

Animal Handling

%. Insight

22, Survival

Finally, I edited my characterds appearance to
| chose to give him tan skin and freckles, reflecting his lifetime spent in sunlight, and a scar,

which | assume was given to him by some beast or monster. | chose voice #7 on instinct that

it fits an older, assured character.

| added a subtle facial art and eyeshadow, both in green to reflect a connection with nature
and a degree of self-decoration. His eyes were brown as this aesthetically matched his tanned
skin-tone. A set of fang-like earrings tie him further to animals.

The characterds hair was the APiranha tooth moh
braiding rather than trimming the hair- a character out in the wilds has less access to a barber,

after all. | then chose a black hair colour with a greying and a subtle green highlight, implying

the character to be an older man who has either intentionally camouflaged his hair or

accidentally dyed it by rolling around in the grass too much. Finally, a beard tied in a simple

knot made the character appear straightforward and practical; this person cares for their

appearance, but does not cut their hair or shave often.
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B —

General

8568

Finally, it came time to name my character; given his connection with beasts and his home
far away from civilization, | chose to name hin

Origin Characters

6 of the 7 Origin Characters are present in the story no matter who the player chooses to play

as, as they appear are recruitable companions f
follow the player until t he s tiowrityedt® assumelthat i n ot |
no matter what, the player will be accompanied by at least some of these characters, although

it is possible that the player will choose not to be accompanied by any of them; this would be

an interesting experiment to run.

Origin characters each have a special monologue that can be played within the character

editor; this monologue introduces the character
their personal predicaments; Astarion is the spawn of an evil vampire lord bent on revenge,
Laebzel i s t h euesnovhalhasdravelledfthe astra) mate and is seeking to kill

a mindflayer as proof of her devotion, etc.

Itis important to note that if these origin characters are instead recruited as NPC companions,
parts of their backstory that take time and a positive relationship before they are revealed can
actually be spoiled by these monologues; for example, Astarion does not immediately reveal
that he is a Vampire spawn, and takes even longer to reveal that he is on a revenge quest.
As such, playing through these monol ogues is an
self, to things t lyaharewith ethers theymdnottruse c e s s ar i
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Origin characters each have their own unique story moments that do not appear if they are

instead chosen as companion characters; Gale, for example, has a pet Tressym (a cat-like

magical creature) named Tara who will appear during act 1 if Gale is chosen as an origin

character; if not, Tara does not appear at all until act 3. Mapping all of these moments would

be incredibly time-c o n s umi n g, so instead we wil!/| focus ou
an example.

The Dark Urge

0The Dark Urged, sometimes nicknamed fADurgeo by
Origin Characters; they are not present in the game as an NPC (although a corpse resembling

their default design can be found in act 3 if they are not selected), and they are fully
customizable in terms of race, class, appearance, voice and name.

They have a unique side-story of their own, similar to other Origin characters. Specifically,

The Dark Urge suffers from amnesia, a common story trope especially in RPGs, and also

feels an unnatural desire to kill which the player can choose to resist or indulge, which can

affect the story in ways with within and outsid
1 Durge will awaken to find they have slaughtered the Tiefling Bard Alfira in their sleep. Even

if a player attempts to avoid this by knocking Alfira unconscious or some other means, a

backup was planned in the form of Quil, a Sil v
and is murdered all the same; this moment of slaughter is as involuntary for the player as it

is for Durge.

From here, The Dark Urgeds storyline manifests
named Scleretas Fel will often appear at long rests and urge the player to commit acts of

murder, rewarding them with unique items for doing so; one example comes in Act 2 where

the cleric Isobel is marked as a target of Durg
to be completed, even though this presumably results in very negative outcomes for the

innocent NPCs under her protection.

Thus, The Dark Urge projects a set of choices for the player; do you resist The Dark Urge,

and create a version of the story about overcon
urges and commit to a murderous playthrough that will surely doom your relationship with

sever al characters and ultimately ensure an o6e
hybridise these approaches, and role-play as a Durge who is resisting their dark urges
unsuccessfully?

I have (unwillingly) seen spoilers for The Dark
is a Bhaal spawn, the child of Bhaal, the god of
the Red, is also a Bhaalspawn, and | am under the impression that a large part of the Dark

Urge storyline resolves around the time of meeting and battling her in Act 3. | also know that
should The Dark Urge indulge their desire to ki
where they take the form of a massive demonic beast.
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For our main playthrough, | will be playing as The Dark Urge; my Dark Urge is a Half-Orc
Rogue / Fighter named Thokk, who will generally be taking the path of resisting their dark
urges.

Guardians

In addition to their player-c har act er , the player is also invit
their character. This customisation is purely cosmetic- a race, a male or female voice, a body
type, hair/makeup, etc.

A first-time player has no context for this, and pl ayi ng on the idea of a
decided to make a half-orc to match my player-character, imagining them as a long-deceased
ancestor.

Below is an example of a guardian; this guardian is an older human using the female-
sounding voice and a feminine body type, with grey/purple hair and eyes with black instead
of white, making her seem more otherworldly and magical.

Human

Levelling up and Multiclassing

Whenever the player-characters gain enough experience points from combat, questing, and
otherwise adventuring, all characters in the party simultaneously gain the ability to level up.

The player is then given the option to enter a

with all of the new features they have unlocked- more health, new skills and spells, etc. These
are entirely dependent on the dpglee,yaeer 6s cl ass an
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Sometimes, levelling up may come with a decision to make, such as picking a subclass,
choosing new spells to learn, choosing a feat (a universal list of perks available to all classes)
or choosing from some other class-specific set of options.

Alternatively, a player can iup<reanaltdisneansthat o 6 mul
instead of levelling up, they start the path of a different class starting at level 1, granting them

access to features from that class instead. The trade-off is that the maximum level for any

character is 12, so a player cannot reach the maximum level of one class if they have instead

spent one or more levels on investing in a second class or beyond.

This can allow for hybridising of gameplay tools as well as allow for unique narratives; for
example, both Bard and Warlock cast spells using Charisma, so it would be a good gameplay
idea and an interesting story idea to play as a Warlock/Bard, playing as a character who has
made a classic 6deal with the devil to master a

If a player is already multiclassing, they are given the option of adding a new class at level 1
or adding a level to one of their previous classes at each level-up screen. There is no limit to
how many classes a character can invest in, and the game features an achievement for
playing as a o0jack of all tradesé character who

For my prime playthrough, | chose to play as a multiclass Rogue-Fighter, which allowed me
to balance stealthy assassinations with prolonged melee brawling.

I f, at any point, the player wishes to refund t
scratch, they can do so by talking to Withers and paying a fee of a few hundred gold.

Gameplay (as related to story)

Gameplay in Baldurdés Gate 3 can be split into t

Exploration

Exploration is the default st at eowntiewBtlelpldyarr 6 s Ga
can click to make their party move to a place on the ground, interact with an NPC or object,

open containers, etc. Al Il oifhthaphnel atchie bottomoftther 6 s ab
screen, so there is nonlsywé hs kihlilngorasacat ibacro.mb at

By default, exploration takes place in real-time, but a turn-based mode (where NPCs and

environmental objects move all at once in chunks) can be activated at any time, which is
helpful for stealth, carefully avoiding obstacles, or otherwise moving with precision.
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Myrnath

As they explore, player-characters will often pass comments on their surroundings, story
events, or each other. These conversations are static, take place outside of the usual
conversation system, and cannot be interacted with by the player; as such, they chiefly act to
flesh out character dynamics between party members, demonstrate personality, or fill quiet
moments with humour or drama.

Nothing but brains. Food for mind flayers, I suppose.
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Eldritch Tablet

Eldritch Tablet

Pl ayers can interact with objects in the world
action like opening a container or pulling a lever. The player can also right-click to see a list
of other available options.

%‘\

ot

Action 058 51

lake All

s ,mt{/ # / l G
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Pick Up

Pick Up and Add to Wares

Close

Throw

Examine

\ -~
3 *.j.‘ g

The world is designed to react naturally to player actions; throwing a barrel of water will make
the floor wet, which will make it easier to electrocute people standing in that water, for
example. Shooting a lever may cause it to activate, and pushing an object or person from a
height will damage them. The world is designed in a systemic way to promote creative,

emergent gameplay and narratives.

Players can gather items which are stored in inventories specific to each character; party
members can pass items between themselves, but qualities like the weight of items are
specific to the person holding thenb dpteinosn,c awmhi
instantly sends the item to a storage box in th
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Inventory ) Spellbook = Character Sheet

e O~

o~

a Grendel ‘ =

Rest and Camp

Pl ayers can perform a O0short restoé or return t
perform a 6long restd, which requires the use o
rests allow for differing amounts of health to be regained, and refresh abilities in various ways

(most non-magical abilities can be performed once per rest, whereas spells use various

|l evel | sd odspelwhi ch are usable once per | ong res
fewer spell-slots but regain them on a short or long rest). From a storytelling perspective, this
contextualises the fatigue placed on a character by their abilities; some can be done infinitely,

some require a short rest, and some cannot be performed again until after sleeping. The party

can only perform two short rests per long rest, and when both have been spent party

members will begin to comment on feeling tired/ wanting to go to bed.

Camp is a special location instanced outside of the regular game world (it is not possible to
walk to camp) which changes in shape and decoration based on what area the player was in

130



when they clicked Ago to campo. Ag camp, the pa
progresses their relationship-i ndeed, before a élong restoé all p
pyjamas and have a chance to talk before finally going to bed.

Narrator: *A calm night is a mercy, yet your eyes refuse to stay closed

Oftentimes, this is where the progression of personal quests and romantic relationships takes
place; in Act 1, my playthrough saw the following story beats take place at camp, among
others;
0 Wyll being punished by his devilish patron Mizora for violating their contract and
sparing Karlach

0 Shadowheart and Laedzel trying to kill each
0 Laebzel |l osing hope and aduitide mmptheipartgto avoid ¢ o mmi t
succumbing to the tadpoles
0 The murder of Alfira by The Dark urge
0 A party with the Tiefling refugees following the defeat of the Goblin raiders
0 A romantic evening with Shadowheart on the evening of the party, initiating her
romance arc
0 A sex scene with Laebdzel, initiating her ror
The camp is the partrybés O6homed, and story cont
passage of some threshold in the | arger story o

have something important to say are marked with a large speech bubble icon, making it
difficult for players to miss that there is important information to be ascertained and
relationships to be progressed; the game also warns the player that they are about to skip
story content if they try to sleep too early.
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Someone in camp still wishes to speak to you. Go to bed anyway?

Yes No

i\

= Goto Bed

Combat

Exploration and combat are largely similar; both take place in a top-down perspective and
are swapped between on the fly. Combat takes place in the turn-based mode, seamlessly
transitioning from exploration whenever a hostility triggers- such as being spotted by a hostile
creature or performing an action which turns a previously peaceful character or group hostile,
such as attacking them or an ally.

Combat is turn-b a s e d, and begins with all/l i nhislisv e d

influenced by their Dexterity stat and determines what order turns are taken in, with higher
rolls moving first. The turn order is displayed at the top of the screen.
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What specific skills are available to a player-character depends largely on their class,
although there are several uni ver sal concepts;
O6bonus action6é each turn, and a f i nn Alleeapomount o
attacks are considered a main action, as are most spells.

Action

Once per turn

Each class has its own mechanics, abilities, and spells (if the class is magically inclined) that
are specific to how that class does combat. Fighters gain special ways of using melee
weapons and can attack several times per turn, wizards can cast explosive fireballs, clerics
control the ebb and flow of battle using buffs, debuffs and healing, etc.

Magic classes have a cer tsdiort sroy mhwvenri cdf all d voevl [t enc
spells of that level or lower. For example, a powerful cleric spell like Spirit Guardians requires

higher-level spell slots than a basic spell like Cure Wounds. Thi s char acterises t he
abilities and stamina for their use; a wizard of certain level may be capable of using very

powerful spells, but only so much before they need to rest. An even higher level wizard may

be able to cast spells of that level considerably more times before expending all their spell-

slots.

Pl ayers can chbesbhatoattsac&sdnt o subdue an enem
can be very important for some playthroughs; famously, keeping the Act 1 boss Minthara

alive will allow the player to recruit her later in the game without having to help her murder a

group of innocent refugees, allowing Minthara to progress a redemption arc.

133



The goal of combat is not always to simply defeat/subdue all enemies; combat can usually
be fled from, and some quests give alternate goals like defending an object or escaping a
location in/for a certain number of turns.

Skill Checks

Borrowing from DnD, BG3 has a system of 6Skill
same system in Dungeons and Dragons. During dialogue or in the overworld, characters are

invited to perform a skill check against one of their skills (Athletics, Performance, Sleight of

Hand, Hi storyé) or attributes (Strength,- Dext el
sided dice and adds or subtracts any character traits relevant to that skill. Said modifiers can

come from the <char act dffis/debuffsbaddedccby spells, eqipmemt,of r om b
environmental elements. For example, a character who has a high dexterity and is proficient

in Sleight of Hand has several significant bonuses when attempting to pick locks; Thokk (The

Dark Urge) has a massive +10.

The resulting value is compared to a pre-set threshold and if said threshold is matched or
exceeded, the player succeeds in the action. If the threshold is not met, the action fails, and
often some kind of penalty can follow.

Lae'zel: Will the pod to open.

Wisdom

e
J‘l()u

SUCCESS

Finall vy, i f the virtual D20 |l ands on a 20, t hi ¢
passes no matter what; if the D20 | ands on a 1,
action automatically fails.
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Similarly, calculations like Attack Rolls and Saving Throws are incorporated into combat, but
the game does not display a visual representation of the dice-roll in these circumstances,
possibly in service of keeping combat fast-paced and tactical.

Dialogue

Party members in Balduro6s Gate can also enter a
a conversation begins, but the system can also be used to ask the player to make choices

during setpieces or when encountering a situation for which the usual game mechanics do

not easily allow the presentation of choices.

Dialogue can be triggered in many ways, such as clicking on a character, walking into a
trigger, or equipping or examining an item. The beginning of dialogue is marked with the game
announcing fi(character) started a conversation.

[

Grendel started a conversation.

During dialogue, the party member who is participating in the conversation will often be
presented with several conversation options. Un
not tell the player which conversation choices will irreversibly progress the conversation.
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1. What made you think I was a thrall?

2. Who are you?

3. We need to figure out where we are. -

4. What do you suggest?

Not all conversation options are spoken words; often, conversations are used as a framework
to allow the player to make scenario-specific decisions that are not accounted for by the
gamebdbs more gener al mechanics, a n & ortclass.sFer
example, the screen below offers Grendel the chance to free a brain-monster from a skull
using his Strength or Dexterity, which is both a gameplay decision (based on my stats, which
is more likely to succeed) and a narrative decision (what would my character do in this
situation?).
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Psionic Presence: Remouve us from this body - from this case free us. Please!
» 1. [INVESTIGATION] Inspect the exposed brain
2. [STRENGTH] Break the skull.
3. [DEXTERITY] Gently prise the brain from the skull.
4. Destroy the brain.

5. Leave.

Di alogue in Bal dur 6 s Gsepamte Bstance koemsompdt/exgloeation,n a s
as demonstrated by the screenshots below, wher
who is stood up, while our example character Grendel is not taking part in the conversation,

seeing Shadowheart kneeling.




Shadowheart: You're a gith... why did you help me?

To follow on from that; not all members of a party need take part in a conversation. While a
conversation takes place, other party members can go off and do other things. A character
being in a conversation is indicated by a speech-bubble Ul element. However, in some
conversations, characters will not interact fully or at all with companions- only the main player-
character,

Story Direction and Delivery

Narration

Bal dur6s Gate 3 has a narrator character who i s
within the game world; her narration fills in any information that cannot be conveyed by visuals

or diegetic words, such as the (ol shquielbe paith ar act e
attention to during journaling, as their input can be invaluable for tone-setting and exposition.

| f Baldurés Gate 3 is guided by the aesthetics
like activities like dice-rolling, the narrator coul d possi bly be the game:¢
Dungeon Master.
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Narrator: *The helm's alien transponder - youive made it in time.*

This is a significant feature t ha-twhossemedimeBal dur (
use text-based Ul elements to convey this information (Fallout NV, Skyrim, Pokemon) or else
do not narrate at all (Dishonored, Cyberpunk 2077, Borderlands).

Succeeded: Arcana

Narrator: Intelligence (Arcana): *You realise you're talking to an intellect devourer, a minion of the mind flayers who

abducted you.*
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*A thousand years of humanoid history - elves, dwarves, humans and more - flash behind your

o

eyes.* —

-
o <

5
-zl
g

For the most part, the narrator details the player-c har act er 6s i nternal wor |l
what they see, what they realise. They also often reflect the results of skill-checks, such as
this example where the player-character passes a perception check.

Succeeded: Perception

Narrator: Wisdom (Perception): *The exposed brain quivers in expectation.*

Oftentimes, the player-character is entered into a conversation with noone at all, either to
describe their interaction with an object or a period of thought-h er e, t he narr ator 6
all ows the player to interachtpratesseect |l y with t he
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Journal

The game keeps a journal of all the dialogue interactions, quest progress, and map
exploration that has taken place so far, which the player can access at any time from a menu.

Level + Quest Design

Bal dur6s Gate 3 uses a modul ar approach to worl
without sacrificing direction; for example, the opening moments of Act 1 place the player-

character on a beach, next to shadowheart, who most players will immediately interact with

and ultimately recruit.
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The beach is important as it corners the player in on two sides, limiting the paths they can

take; there are two ways to navigate the first area, with one being a fairly obvious path through

a dungeon-like area and the other being a more hidden climb up a rock face. However, both
intersect at the exact same | ocation t-thsispl ayer
thenextsemi-e ssenti al story moment, as Laeb6zel is i mp
when interacting with the other Githyanki during the second half of act 1.
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No matter what, the shape of the world map dictates that the party will pass the Druid grove-

and witness innocent, likeable characters being attacked by goblins and monsters- before

they pass the goblin camp. Therefore, it is clear that the developers have made a conscious
decision to show the sympathetic 6goodd druids
and cultists; since the player ultimately sides with one of these groups to progress the main

plot, the developers clearly thought this order was vital to satisfying story progression and so

created the shape of the world to guarantee it.
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Version

Cyberpunk 20776s systems have changed dramati ca
note that my playthroughs only took place after the 2.0 update that accompanied the

6Phantom Libertyd expansion in Septembmads2023;
systems after that overhaul. As such, systems like police chases, perks, and fast travel
di ffer from the gameds | aunch interaction.

Genre (fiction) + story premise (Prologue/Act 1 story)

Cyberpunk 2077 is the | atest entry in-the scien
playing games, and the first to be a video game (All three previous entries in the franchise
are tabletop RPGSs).

Named for its own subgenre, Cyberpunk as a franchise takes place in a world where

humans regularly integrate technology into their own bodies. The game takes place in a

dystopian world where disease has ravaged livestock to the point where most people eat

only synthetic food, national governments have given way to megacorporations who wage

cold and hot wars against each other, and the life of the average person is short,

impoverished and miserable, poxed by exploitation and gang warfare- while the wealthy few

live lives of obscene privilege, extended artificially by technology available only to the upper

cl ass; the series can be compared to works such

As a series, Cyberpunk explores themes of transhumanism, class disparity, corporatism,
libertarianism, and ecological collapse.

Following severalworld-s ha ki ng events in the seriesd three
several corporate wars and rampant Als swallowing the old internet whole before being

confined behind a 6Blackwall 6, Cyberpanank 2077 f
who, along with their best friend Jackie Welles, plans to rise in notoriety in the underworld of

Night City, an independent city-state located in the former California.

Depending on the oOlifepathoé the player selects,
who has just broken ties with his 6cland to see
| ocal of Night Cityods Heywood bor ossantiescaget ur ni ng
in Atlanta (Streetkid), or a mid-level counter-intelligence operative working for the cutthroat
Arasaka Corporation (Corpo). In one way or another, a botched job leaves them to meet
Jackie Welles and establish a friendship based on their mutual desire to pursue fame and
fortune doing the dirty work of anyone willing

Much of the gameb6s first act details Jackie and
hired to steal an artefact from the penthouse suite of a local luxury hotel, naively unaware

that they are being manipulated into a suicide mission by desperate people with their own

agendas; several missions follow the two preparing for the robbery.
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At the end of the first act, V and Jackie botch the hotel robbery, which turns out to be
targeting Yorinobu Arasaka, scion of the Arasaka Corporation, who V and Jackie witness
murdering his father/the CEO Saburo Arasaka.

The artefact or O0relicbdéb the two were sent
an environment like a human brain, so Jackie and later V store it within their skull-mounted

interface ports. Jackie bleeds to death of a gunshotwound,leavi ng V to return

who hired them; Dexter DeShawn, who executes V in a panic and attempts to flee the city.

V is saved from death by the O6biochip6é, which

t

(0]

personality &éconst r dwnedterrorist Jdhing Siledand intdRhisc k st ar

brain; Johnny can see what V sees and speak to him, and the Biochip is slowly overriding

Vbs psyche until it is entirely overwritten
t he

can find a way to remove the biochip and

V is rescued by Saburobés bodyguard, Goro
Saburods murder to Ilight. And so, V goes
and legacy, accompanied by the ghost of a dead terrorist and a growing coterie of allies.

Cyberpunk 2077 comments on the play between life and legacy; the question of whether it
is better to die young and leave and be remembered for greatness, or live on to be old at
the cost of being forgotten: the caemscept
especially V, Silverhand, Jackie and the other Mercs at the Afterlife bar.

Genre (Game)

Principally, in addition to being an RPG, Cyberpunk is chiefly a first-person shooter. Combat
makes use of mainly firearms, combined with melee weapons and hacking. Different player-
characters can build into different skills which enhance different weapon types, movement
abilities, and dialogue options, among other more niche abilities.

As an open-world game, Cyberpunk allows the player to experience side content in and
order, although some only become available after certain points in the story when it makes
narrative sense for that content to appear.

Ultimately, Cyberpunk is a game of exploring an open world completing quests in pursuit of
money, items and XP to make your character stronger, in the pursuit of ultimately finishing
the main story, the ending of which reflects your own personal choice of how your V would
act.

Character creation and Levelling

Unli ke oO6Bal dur dés Gat e 30 ,charabter avpilabdeyodhem;V.avdés onl y
act

a nickname, revealed in the gameds second
appearance and backstory may vary; but the name and general personality of V constitutes
the set protagonist and player-character of Cyberpunk 2077, this is an inescapable fact of
the gameds premise.
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With the Phantom Liberty expansion installed, the first choice the player is given is to pick
bet ween starting the game at the beginning, or
story content.

NEW GAME N NEW GAME

m Liberty will become available once you've

REGULAR START N SKIP AHEAD TO PHANTOM LIBERTY
A

SELECT DIFFICULTY LEVEL A\ JIFFICULTY LEVEL

e for players who just want to sit back and enj Co it fc y enemies at a higher leve

NORMAL
N

ECT DIFFICULTY LEVEL

0l challenge. The effective use of Py vare, combat gadgets and consumables wil

VERY HARD

difficulty;

7

't should be noted that in the description of 0
this difficulty is O0The right choice for player
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Customising V: Lifepath

Lifepaths form the core story authorship that takes place during character creation, being
the only choice other than gender that can affe
is asked to choose from 3 pre-set backstories for V;
0 Nomad
3 ARoaming the Badlands, | oot iHlifgongher apyard
road wasndét easy. But growing up in a no.
integrity, and a love of freedom- qualities few in night city possess, and no
amount of money can buy. 0
0 Streetkid
3 AThey say i f you wanna understand the st
fixers, dolls, small-time pushers- you were raised by them all. Down here the
law of the jungle dictates the weak serve the strong- the only law in Night
City you have yet to break. o

0 Corpo
3 AFew | eave t he cor po rfeweestllwihrtHeidsowsistilh t hei
intact. Youéweudbwenbdrhtertehe rul es, expl oi
weaponized information. Thereds no such |
and | osers. o

@ = V'S LIFEPATH

Customising V: Gender
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()= BODY TYPE

1
o)

! |

)

Cyperpunk 2077 does not have a binary system fo
and voice are chosen separately, and the voice selected determines if other characters
refer to V as a man or a woman.

As a person of a non-binary gender identity, | found immediate interest in the design of the
character creation menu; Once can use any makeup, body type, genitals and voice in any
combination. However, | was disappointed to find that the male body type could not be
clean-shaven, which | felt defeated the point of non-gendered character creation, as did the
choice of binaries for voice and body.

Customising V: Cosmetics

Players are able to select from a Male or Female body, various hair colours and styles,

makeup styles, eyes, cybernetic augmentations, and facial components (nose shape, jaw

shape, etc); whilst this is a form of characterful self-expression, it only affects V 6 s
appearance and is never reflected by or mention
mechanics.
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Customising V: Attributes

Body determines your raw physical power
and fortitude,

Progressing it improves your proficiency
with Shotguns, Light Machine Guns and
Blunt Weapons. It also enables you to open
some doors by force, rip off turrets, and use
intimidating or solo-troined dialogue
choices.

+2 Max Health per Attribute Point.

Reflexes determine your maneuverability
and ability to evade enemy attacks.

Progressing the Attribute improves your
proficiency with Assault Rifles, Submachine
Guns and Blades, and enables you to use
advanced movements. It also enables you
to make quick, observant remarks in
dialogues.

+0.5% Crit Chance per Attribute Point.

Intelligence determines your netrunning
abilities.

Progressing it improves your proficiency
with Smart Weapons and allows you to
unleash your full potential as a netrunner.
It also enables you to access local subnets
and show off your knowledge of the Net in
dialogues.

+1 Max RAM per 4 Attribute Points.

Technical Ability determines your techie
know-how.

Progressing it improves your proficiency
with Explosives and Tech Weapons and
allows you to be compatible with high-end
cyberware. It also allows you to bypass
some locks, override devices and exhibit
tech-savvy knowledge in dialogues.

+2 Armor per Attribute Point.
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Cool determines your assassination skills
and stealth abilities,

Progressing it improves your proficiency
with Precision Rifles, Sniper Rifles,
Handguns and Throwable Weapons. It also

enables you to use advanced, stealthy Perk
abilities and subtle or street-smart
dialogue choices.

+1.25% Crit Damage per Attribute Point.

Pictured below is the example character | have created for the purposes of demonstrating

the character creation process; this V is a Streetkid, uses the female body type and voice.

They are built to make use of the Body, Reflexes, and Cool attributes as the basis of their

6buil dd. The game tells me that these skills de
screenshots, but what actual perks these skills unlock is left a mystery at this stage.

[E)= SET V'S APPEARANCE

Since | have played CP2077 before, I was famild@
have an idea of my characterés build at that po
Body, Reflexes, and Cool, allowing them to move rapidly and stealthily around the map

doing high amounts of Melee damage, whilst ignoring the hacking and technology skills that

had defined my previous character.
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Other character attributes

Gear

Weapons and Cyberware in 2077 follow a 5-tier system which determines their statistics,

with items granting more and more significant buffs as the quality increases. The quality of

gear that drops on defeated enemies / is sold by vendors steadily increaseswi t h V6s | eve
and under-levelled gear can be upgraded using crafting components found by hacking and

looting bodies and containers.

Speci al items called 6l conicd weapons can be fo
quest reward, dropped by specific boss fights, found in specific locations or sold by specific

vendors. Iconic weapons come with a small flavour text at the bottom, which sometimes

contain story information. They also have one or more unique gameplay effects and a

uni que appearance; for example, the Pizdets sma
expansion acknowledges that its increased chance for critical hits comes from modifications

made by the man you need to kill to obtain it, Boris Ribakov (a boss from an optional Job in

Dogtown).
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4’\_
m277 M SUBMA

mr\ /\\\C _Q >

%

=

NE GUN

PIZDETS
TIER 5+ / ICONIC

mart Submachine Gun

ATTACK SPEED

DAMAGE

RELOAD SPEED

EFFECTIVE RANGE

WEAPON HANDLING

+B85% Headshot Domage Multiplier
1.2 sec Lock-on time

Fire rate increases with each consecutive shot,

Thanks to Boris's mods, the longer this weapon
fires, the greater the Crit chance, Comes with its
own custom silencer,

€% w - 277
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EQUIPPED
RAM UPGRADE

TIER 5++
Increases RAM recovery rat
unit(

(4 Intelligence Attuned
jealt domage per
Attribute Point.

Current total: +1

+16% Health Regen Bonus
+19% Health Item Recharge Speed
+3.1% Weapon Handling

€%

Clothing

In Cyberpunk 2077, clothing/armour is not as central to gameplay as some other RPGs.
Whilst some clothing offers small buffs (ammo belts grant ammo capacity, balaclavas
decrease visibility, etc), clothing is largely cosmetic. To this end, 2077 allows the player to
equip V with an outfit for gameplay effect, and another for cosmetic effect. This way, the
player does not have to choose between gameplay advantage and character expression
through fashion.
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My main V, being a Nomad, often wore biker and punk-inspired clothing, with a Cyberpunk

t wi st . Vs connection with vehicles, outdoor sy
forefronted by my choice of clothing, while underneath the cosmetic layer lay a few items of

clothing that gave V additional armour, quickhacking speed, and reload speed.

Outfit 1 was a practical yet distinctly punk general outfit with sleeveless vest and leather

jacket, 2 was motorcycling gear, 3 clothed V in
was a Owetworkd stealth outfit,andbwdsamaesed on VO
everyday punk outfit with the phrase O6burn corp
are outfits my V would wear, and despite the lack of any gameplay advantage | would swap

between them as appropriate for the situation.
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Gameplay (as related to story)

Narration

Unl i ke Bal dur6s Gate 3, Cyberpunk 2077 has no n
Since the game is in the first-person, it is likely that this choice was made with diegesis in

mind;, CD Projekt RED seemingly wanted the playe
as seen through VO&s eyes, and so tdaingithet r oduce i
prologue such as a montage of V and Jackiebs wo
from V.

Menus and Journals

The main menu tracks three percentage-meters which have little to no gameplay

i mplications, but track VO0s character arc.
The first tracks VO6s O6street credo, a stated go
among his mercenary peers. This increases over

missions spread across Night City. This stat has seemingly no gameplay effect.

The second tracks V6s relationship with Johnny
at first, but over their time together the player has the opportunity to make choices, such as

dialogue choices or the resolution of quests. If the player has increased this past a certain
threshold by Act 3, they gain access to a few ¢
arc, and wultimately the 6ésecretdé ending where V
The final counter tracks VO6s health as the Bioc
has no gameplay effect and does not reflect any decisions made by the player; it simply

counts down at set intervals in the main story to give a sense of urgency to its completion,

when in reality the player is free to take as long as they like to finish the game.

Quests are tracked in a traditional Journal format. However, it seems that during Act 1, the

Journal entries also represent otherwise unseen conversations with Jackie. From the

beginning of Act 2 (Jackiebds deat h teaditatth®i | ver ha
Journal entries are Johnnyds thoughts on the cu

Skills, Perks and Skill Checks

Cyberpunk 2077 foxes on five main attributes; Body, Intelligence, Reflexes, Technical
Ability and Cool.
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