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ABSTRACT

Videogames have evolved into a ubiquitous form of entertainment that requires player
engagement. Popular press and research literature are scattered with concerns over the values
represented in videogames that have traditionally been designed for male audiences such as
action-adventure videogames like Batman Arkham Asylum (Rocksteady, 2016) and Watch
Dogs (Ubisoft, 2014). Given the increasing importance of the study of multimodal texts in
school education, as evidenced in the Australian Curriculum: English and both the Australian
Curriculum the Arts: Media Arts and the Australian Curriculum Technology: Digital
Technology, the concerns over the values represented in videogames and their use for learning
in schools are potentially problematic for educators. Therefore, a multimodal critical
discourse analysis approach to understanding how values are conveyed in videogames could
offer educators insights into addressing the pedagogical use of action-adventure videogames.
The thesis investigated how action-adventure videogames convey values by communicating
evaluative meanings about game characters. The thesis drew on Systemic Functional Semiotic
(SFS) theory and the conceptual semiotic tools of attitude, focalisation and ludic gameplay
operations. A critical multimodal discourse analysis methodology was utilised to analyse the
represented evaluative meanings and inferred values conveyed by the characters’ dialogue and
accompanying images in the games. Findings revealed that the two selected videogames
convey values of morality such as collaboration and friendship and social and political values
such as justice, accountability and a commitment to the rule of law. The findings of the thesis
offer theoretical, conceptual and methodological knowledge contributions resulting from SFS
accounts of attitudinal meaning conveyed by language and image as action-adventure
videogames. Empirical implications resulting from the study suggest the establishment of a
critical interpretive play pedagogy, which could be used by teachers to develop a critical
interpretive appreciation of how action-adventure videogames convey values to their students.

The implementation of such a pedagogical approach would require further research.

Keywords: appraisal; attitude; evaluative meaning; moral, social and political values;
multimodal critical discourse analysis; systemic functional semiotics; systemic functional
linguistics; values; videogames
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CHAPTER 1: INTRODUCTION - PRESS “PLAY” TO BEGIN

1.1 Introduction

Videogames are an exciting and popular form of entertainment for an increasing
proportion of citizens throughout the world. Popular press and research literature are scattered
with concerns over the values represented in videogames, such as their violence, race and
gender depictions. However, curriculum documents such as the Australian Curriculum The
Arts: Media Arts (Australian Curriculum Assessment and Reporting Authority, 2017a), the
Australian Curriculum Technologies: Digital Technologies (Australian Curriculum
Assessment and Reporting Authority, 2015) and the Senior English Curriculum of the
Australian State of Queensland (Queensland Curriculum & Assessment Authority, 20173,
2017b, 2017c¢) include videogames as multimodal texts that can be used for learning in
schools. Educational research has also demonstrated several benefits for literacy learning
involving videogames (Beavis et al., 2012, 2017; Gee, 2003, 2004, 2007). These benefits are
attributed to the changing nature of literacy due to the advancement in communication
technologies and the changes in literacy practices, which have had implications for the
teaching of English in the classroom. It is considered that multimodal texts such as
videogames are authentic, real-world texts that can support students’ literacy learning.
Furthermore, the educational research reasons that many young people engage with
videogames in their out-of-school-world and this engagement with videogames could be used
as a source of knowledge to inform students inside school literacy learning. Notwithstanding
the curriculum and learning advocacy, concerns over the values represented in videogames
and their use for classroom learning are potentially problematic for educators.

This problem first occurred to me when playing the videogame Batman Arkham
Asylum (Rocksteady, 2016). The game required me to take on the identity of the superhero
Batman as he fought to take back control of the asylum after the supervillain, the Joker, had
escaped and released the asylum’s mentally ill patients and other inmates who were villainous
criminals. I noticed that despite Batman’s role as a superhero, he was a vigilante acting
without legal authority. During gameplay episodes, he used brute force to subdue the patients
or supervillains. The game’s narrative justified Batman’s role as a vigilante by referring to his
origin story, in which a young Bruce Wayne witnessed a criminal murder of his parents. The
Gotham judicial and law enforcement systems were unable to deal with the criminal

responsible, leaving the young orphan to conclude it is better to deal with crime by working



outside the law. Bruce decided to become Batman to protect Gotham from the crime brought
on by the supervillains. The game made it evident that Batman valued justice but not the
lawful pursuit of justice. Being a superhero, Batman must have had a moral code; however,
his moral code was ambiguous and never explicitly defined in the game.

I noticed the dialogue and types of words that characters used to make evaluations
about themselves and other characters. The Joker’s sarcastic humour was often expressed
through affective words of happiness; for example, after he was captured by Batman and
returned to Arkham Asylum, the Joker states, “Gotta say it’s good to be back”. Also, the
Joker’s dialogue invoked feelings of satisfaction when recounting to Batman his plan to take
over the asylum, for example, “I set a trap, and you sprang it gloriously!”. At other times, the
Joker conducted dastardly deeds, such as choking a guard to death, conveying his impropriety
and commenting with dark humour, “The chokes on you”, while standing over and looking
down at his victim. The Joker’s dialogue indicated an immoral value position. Yet, as a
player, it was engaging and intriguing as to how this position enabled the Joker to seem clever
and amusing, even if it was in a dark fashion.

In contrast, Batman’s dialogue focused on positive judgements of his character
through his ability and determination to capture the Joker, for example “If you [the Joker]
think I’ll let you [the Joker] run” or his ability and determination to escape after being
trapped, such as “I’ll find a way out!” At times Batman would evaluate the night with the
Joker by invoking a negative reaction such as “Long night, Jim [Police Commissioner
Gordan]”, while also expressing a positive reaction that it may be the last night he would have
to deal with the Joker “Hopefully, the last one we’ll ever have to deal with him”. Batman was
represented as moral, earnest, concerned and physically capable, but not as clever or amusing.
This dynamic contrast between the superhero Batman and the supervillain, the Joker, made
the game engaging and entertaining.

| also noticed that while playing the game, | was sometimes positioned to look upon
the characters from an outside perspective, while at other times, | was positioned as a
character. For example, when | was positioned as Batman, the dialogue established his value
position as a superhero, and | became Batman in pursuit of the supervillain the Joker. |
noticed Batman was a playable character and the videogame was designed to naturalise
Batman’s perspective for players. However, this naturalised perspective was also problematic
for players as it did not consider the values of the player engaging with the game. I observed,
as a player I empathised with Batman’s perspective, possibly because of a shared value of
justice. However, I did not have the same empathy for the Joker’s perspective, possibly
because of the difference in shared values and maybe because he was not a playable character



for most of the game. | wondered how the game was designed to represent these diverging
character positions. | began to realise videogames were not only problematic for educators
because of concerns over violence, gender and race. However, they were also problematic
because of the ambiguity between player and game character values and the design of
naturalised character perspectives in the game. How could educators address the issue of
students’ interpretation of and response to, such values in the games?

This thesis aims to address how action-adventure videogames such as Batman Arkham
Asylum (Rocksteady, 2016) convey values through their communication of evaluative
meanings about characters. Action-adventure videogames are an appropriate videogame
format for the examination of conscious or unconscious evaluative meanings about game
characters is action-adventure videogames, as they are a blend of different game formats such
as first-person shooter (FPS) and fighting formats, which have been traditionally designed for
male audiences. Examples of action-adventure videogames include the Grand Theft Auto
franchise (Rockstar Games, 2004; Rockstar North, 2013), Watch Dogs (Ubisoft, 2014) and
Tomb Raider (Square Enix Ltd, 2013). These games are widely popular and many have been
traditionally designed for male audiences and contain storylines that contextualised social and
political concerns of violence, gender depictions, racial stereotyping and sexualised violence
(Alexander, 2014; Behm-Morawitz, 2017; Blackburn & Scharrer, 2019; Kowert et al., 2015;
Todd, 2015; Tomkinson & Harper, 2015). Many action-adventure games also have
classification ratings of M, MA15+ and R18+ because of their mature themes. The game
format is also popular, as evidenced by a combined total of 30.3 per cent of games sold in the
United States in 2016 (Entertainment Software Association, 2017). Action-adventure
videogames also contain narrative storylines and playable game segments, which contain
embedded values (Flanagan & Nissenbaum, 2014). Therefore, it is reasonable to conclude
that action-adventure videogames, which have been traditionally popular with male
audiences, are a suitable game format for the examination of how values can be consciously
and unconsciously depicted in games.

Given the popularity of action-adventure videogames, the recognition of videogames’
importance by educational research and their inclusion in formal curriculum documents, this
chapter will outline the significance of pursuing an investigation into how videogames convey
values about characters and how players are visually positioned in relation to these
evaluations about the characters. In order to commence the investigation, this chapter will
first examine the ubiquity and popularity of videogames. Second, how the thesis defines
moral, social and political values will be discussed. Third, the identities utilised by players
when gaming will be examined. Fourth, the academic field of Games Studies, social concerns



and game classification will be reviewed. Fifth, the study of values, educational studies about
videogames and connections with the Australian Curriculum will be explored. Sixth, the
research problem, questions and research design for this investigation will be described.

Finally, an overview of the chapters for the thesis will be provided.
1.2 Ubiquity and popularity of videogames

Videogames have become a ubiquitous source of entertainment in the economic and
socio-cultural tapestry of the 215 century. These games utilise many platforms ranging from
plug-in television consoles to portable devices such as smartphones or tablets. The
videogames industry’s economic success is evidenced by an expected $180 billion US dollar
earning during 2021, a growth of 20% assisted by the coronavirus lockdowns during the year
(Witkowski, 2021). The industry is also reported to have economically surpassed, in terms of
profits, the North American sports and film industries combined during 2021(Gilbert, 2021).
A similar economic success is evidenced in Australia, with the 2019 consumer spending of
3.614 billion Australian dollars (Interactive Games & Entertainment Association, 2020). The
2019 Australian videogames market increased by 12 per cent from 2017 (Interactive Games
& Entertainment Association, 2020). In comparison, the Australian film industry considered
2019 a successful year, with 39.8 million Australian dollars recorded from box office sales
(Screen Australia, 2020). The commercial success of the videogame industry in Australia and
North America is a significant indicator of the extensiveness of games as a cultural pursuit.

Videogames are not only commercially successful, but they have also influenced the
socio-cultural tapestry of the 21%t century. An indication of this influence is the harnessing of
the popularity of videogames being used by the United Nations International Children's
Emergency Fund (UNICEF) to promote the potential, abilities and ingenuity of migrant and
refugee children (UNICEF, 2020). The UNICEF promotion cast migrant and refugee children
as superheroes, and viewers are positioned as the children/superheroes who achieve their
dreams of becoming a doctor, author or pilot. The promotion construes a social value of
inclusion for migrant and refugee children and emphasizes the skills they can bring to their
new community. A further indication of this influence is the growing ubiquity of Esports
(competitive gaming at a professional level). During 2020, broadcasters such as ESPN held
Esports days due to the coronavirus pandemic limiting the live broadcasting of many
professional sports (Adgate, 2020). Esports includes several different games such as
multiplayer online battle arena (MOBA), first-person shooter (FPS), fighting, sporting and
real-time strategy (RTS) games (Dewley, 2021). Esports in Australia are becoming more

familiar with the establishment of the Australian Esports League, with many universities,



clubs and high school leagues established across Australia (Critical Hit Entertainment Pty
Ltd, 2020). The emerging interest in Esports gameplay is also an indication that videogames
are a commonly used form of entertainment amongst Australian families. Another indication
of the influence of videogames on the socio-political tapestry is their ubiquity in many
Australian families. A report by the Australian Interactive Games and Entertainment
Association indicated that 97 per cent of Australian homes with children have videogames
(Brand, 2018). Also, 67 per cent of Australians play videogames (Brand, 2018), and 47 per
cent of these Australians identify as female (Brand et al., 2019). Furthermore, 59 per cent of
parents will play games with their children in the same room, and 43 per cent will play with
their children online (Brand et al., 2019). Additionally, 52 per cent of parents advise schools
use videogames for education, and 60 per cent advised that games promote student creativity
(Brand et al., 2019). In summary, videogames are now a part of the socio-cultural
entertainment for many Australian families. It is important to understand the values
communicated in the digital socio-cultural worlds occupied by children and equip them with
knowledge and methods that can be used to critically explore these worlds.

1.3 Defining values

This realisation led me to think about values. Martin (1985) explained that values are
often noticeable during a crisis of ideologies, such as Batman realising he valued justice but
did not believe in the capacity of law enforcement agencies to bring criminals to justice.
Similarly, Maton (2014) simply described values as being a contrast between ideologies that
are perceived as being attractive or not so attractive. Whereas Sinde et al. (2015) were more
specific in their definition of values as being:

“criteria used by people to select and justify their actions and assess people (including oneself)

and different events” (Kluckhohn, 1951; Rockeach, 1973; Williams, 1968). Thus, we could

say that values are the qualities people develop, initially, to respond to biological needs and,
later, according to their social context; based on which people shape their representations of

reality and acts. (p. 233)

Furthermore, Flanagan and Nissenbaum (2014) defined values as being:

... properties of things and states of affairs that we care about and strive to attain. They are

similar to goals, purposes, and ends, but usually they possess a higher degree of gravitas and

permanence, and they tend to be more abstract and general. Thus, while you might set a goal
to exercise and lose three pounds, it would be odd to cite this as a value. Instead, the relevant
value might be good health. ...Values may take a variety of forms — qualities of the

environment (such as species diversity), personal traits (such as honesty), and political states

(such as justice and democracy). Values may be specific to individuals or shared by groups,



and they may bind communities, cultures, religions, or nations. We acknowledge these

differences by speaking of personal values, cultural values, religious values, human values,

and so forth. We may further differentiate among types of values by talking of ethical,
political, and aesthetic values and more. Finally, values are often ideals: we promote them
even as we accept that we may never achieve them. World peace, tolerance, kindness, and

justice are instances of such ideals (p. 5)

These definitions categorise values according to behaviours and assessments within
individuals and between individuals (Flanagan & Nissenbaum, 2014; Sinde et al., 2015).
Values can be classified into subcategories. One being values of morality, which guide an
individual’s behaviour and assessments of oneself (Flanagan & Nissenbaum, 2014, p. 6).

99 ¢¢ 99 <¢

Examples of moral values included “kindness”, “honesty”, “respect”, “peace”, “friendship”,

“collaboration”, “autonomy” and “happiness”. Values that describe the difference between
individuals can be described as social and political values (Flanagan & Nissenbaum, 2014, p.

29 ¢¢ 29 <¢ 99 ¢¢

6). Examples include “justice”, “equality”, “cooperation”, “accountability”, “democracy”,
“liberty”, “equal opportunity” and “government transparency”. Further examples of social and
political values can be found within significant documents such as the United States of
America’s Declaration of Independence and the United Nations Declaration of Human Rights.
In addition, at a national level, Australian values are described by the Australian Government
Department of Home Affairs (Commonwealth of Australia, 2020, p. 4) as including:

e Respect for the freedom and dignity of the individual,

e Freedom of religion (including the freedom not to follow a particular religion),
freedom of speech, and freedom of association,

e Commitment to the rule of law, which means that all people are subject to the law and
should obey it,

e Parliamentary democracy, whereby our laws are determined by parliaments elected by
the people, those laws being paramount and overriding any other inconsistent religious
or secular “laws”,

e Equality of opportunity for all people, regardless of their gender, sexual orientation,
age, disability, race, or national or ethnic origin,

e A ‘fair go’ for all that embraces

o Mutual respect,

o Tolerance,

o Compassion for those in need

o Equality of opportunity for all; and



e The English language as the national language, and as an important unifying element
of Australian society

In regard to these definitions of values, | considered how the characters’ dialogue in
the Arkham Asylum game could infer a character’s values and how the visual positioning of
players as game characters affiliated gamers with a character and the character’s established
values. I wondered how the character’s communication implied their moral values, such as
“kindness”, “friendship” and “collaboration” or their social and political values, such as
“justice” and “accountability” (Flanagan & Nissenbaum, 2014, p. 6). Also, how did the
character's communication imply the above listed Australian values? Were the values
represented in the Batman game or similar games problematic for educators due to their
representation of violence, race and gender depiction as described by popular press and
research literature? Moreover, were videogames such as Arkham Asylum problematic due to
how they naturalised and provoked empathy with characters such as Batman despite his
ambiguous value position? Furthermore, how did players’ personal values align or conflict
with a character’s represented values? | wondered about the implications for learning about
character values through such an analysis of dialogue, images and the afforded game and
player initiated actions in the videogame. Also, what implications would an analysis of
dialogue, images and afforded game and player initiated actions in games offer students who
played these games and educators for examining videogames in their classrooms? |
considered such an approach could form the basis for a critical interpretive appreciation of
values communicated in videogames. A first step in answering these questions involved
understanding the conflict between a game character’s represented values and a player’s

personal values.
1.4 ldentity and gaming

How the values of players may conflict with a game character’s represented values
was examined by Gee (2003), who explained three separate identities that players engaged
with when gaming: The real-world identity, the virtual identity and the projective identity.
These identities are significant as they influence players’ values and prior experience, which
they bring to the text when playing a game. The real-world identity refers to the identity of
the gamer playing the game (Gee, 2003). Attributes comprising my real-world identity would
consist of my name: Nathan Lowien, gender: Male, age: 40 years old, nationality: Australian
etc. The virtual identity refers to the protagonist’s identity used by the player in the simulated
world of the videogame. For example, a player may take on the role of Batman and control an



avatar identified as Batman throughout the game. The projective identity refers to the gamer’s
values and desires for what they hope and envision their virtual avatar’s identity will become
while playing the game (Gee, 2003).

Furthermore, in making this projection, players may also desire the avatar to reflect
their personal values, history and persona. For example, players taking on the role of Batman
may project a strong personal value for investigating and bringing criminals to justice.
However, when beginning to play the game, players discover the videogame has interpreted
justice as Batman violently knocking out criminals. This conflict between the different
interpretations of justice concerning the projective identity and the virtual identity is important
to consider when investigating values at stake in action-adventure videogames because
players’ real-world values and the values required by a game’s virtual or projective identities
may conflict (Gee, 2003). This conflict can create situations where gamers have to decide and
sanction ethical or unethical actions to complete required tasks to progress the game’s
narrative storyline to proceed to new game levels. The next step, in understanding my
questions about how values were conveyed in action-adventure games involved investigating
the academic field of Games Studies.

1.5 The study of videogames

Games Studies emerged as an academic discipline during the first decade of the 21°
century. Games Studies as an academic field was established by a divisive debate between
narratology (the study of narratives) and ludology (the study of games) (Frasca, 1999, 2003;
Kapell, 2016). Narratology perceived videogames as a new form of cybertexts in which
traditional narrative theories could be applied (Murray, 1997; Ryan, 2001, 2006). For
example, the game Batman Arkham Asylum (Rocksteady, 2016) followed a narrative genre
involving an orientation, which created the setting of the game and introduced the game
characters such as Batman and the Joker; a complication, which introduced a problem into the
narrative, such as the Joker escaping; and a resolution in which the complication was
resolved, such as the Joker being apprehended. Ludology (the study of games) perceived
games as coded cybertexts (Aarseth, 1997, 2003) that are governed by Mechanics, Dynamics
and Aesthetics (Hunicke et al., 2004; Juul, 2001). The Mechanics refer to the codes and
algorithms which realise the rules of a game, such as what characters are playable or not
playable when playing the game, but also the player initiated and game initiated actions of the
game (Walk et al., 2017). The Dynamics refer to how players can harness the actions of a
playable game avatar to play the game. The actions of playable characters are made possible



by the coded algorithms of a game. The Aesthetics can be described as the emotional
responses invoked in players when gaming.

Eventually, a consensus was reached to understand videogames as being
ludonarratives (Kapell, 2016). Ludonarratives united narratology and ludology perspectives,
which considered videogames such as Arkham Asylum as containing narrative storylines
(Jenkins, 2004; Murray, 1997; Ryan, 2006) such as an orientation, complication and
resolution. The complications of these narratives often introduced a problem in which players
were required to instruct playable characters to perform actions to resolve the problem. For
example, in Arkham Asylum, when the Joker escapes, Batman is required to fight asylum
inmates released by the Joker. During Batman’s fight with the inmates, players must use the
Mechanics and Dynamics of the videogames to control the playable character of Batman and
instruct him to fight the inmates. Also, the inmates fighting Batman are programmed using
coded algorithms activated by the game system to chase after and fight Batman. The playable
game segments incorporate ludology perspectives (Aarseth, 1997, 2003; Bogost, 2006, 2007;
Juul, 2011). It has been further acknowledged that the relationship between narrative and
gameplay segments in videogames helps players draw on their prior knowledge of games to
support their understanding of a game’s context and how the game can be played (Juul, 2011).
Also, a game’s ludic capabilities are progressively becoming integrated into the narratives of
videogames (Menon, 2015). Therefore, a ludonarrative perspective seeks an understanding of
how a game’s narrative can be integrated into the composition of a game’s ludic interactive
segments (Burden & Gouglas, 2012; Frasca, 1999, 2003; Kapell, 2016; Koenitz et al., 2015;
Toh, 2015). Developing an understanding of the academic field of Games Studies helped me
realise there were many different types of videogames; however, | was interested in action-
adventure games that utilised ludonarratives such as Batman Arkham Asylum. | wondered
about the concerns raised in the popular press, research journals and game classification
ratings about these games. What did these concerns have to say about the communicated

values in ludonarrative action-adventure games?
1.6 Social concerns and game classifications

Concerns about mature themes, gender, race and violent representations in
videogames have been a controversial and a much-explored subject within the field of Games
Studies. A particular interest is the differences in the types of games played by male and
female gamers. Research literature in this area describes FPS, sports, roleplay and action-
adventure games as being traditionally played by more males and digital versions of
traditional or casual games such as card games, board games, quizzes, dance games or



simulations being played by more females (Greenberg et al., 2010; Phan et al., 2012;
Vermeulen et al., 2011). Studies that focus on female engagement with games propose that
gaming communities are becoming more diverse as females now comprise almost half of the
gaming community and call for further consideration of inclusive values and socially just
representations of violence, gender and races by game designers, specifically in FPS,
roleplaying and action-adventure games that have been traditionally more popular with male
audiences (Alexander, 2014; Behm-Morawitz, 2017; Blackburn & Scharrer, 2019; Kowert et
al., 2015; Todd, 2015; Tomkinson & Harper, 2015).

1.6.1 Gender

Despite videogames traditionally attracting male audiences, a content analysis of the
female characters represented in videogames between 1983 and 2014 revealed changes in the
representation of female characters had occurred (Lynch et al., 2016). The results indicated a
diminishing sexualised representation of female characters during that period. Also, there was
an increase in playable female characters; however, games often placed these characters in
secondary roles and sexualised them compared with the lead male character. There was also a
positive relationship between a female’s physical capacity and her sexualised depiction. Also,
traditional male-oriented games such as fighting genres represented more sexualised
characters compared with roleplaying games. The sexualisation of female characters occurs
through the use of women as rewards, which represent female characters as in need of saving
and after being saved offer their body and affection as a reward, such as in the roleplaying
game The Witcher 2 (Feminist Frequency, 2020). Female characters are also sexualised by the
use of camera angles and clothing, such as in action-adventure videogames like Batman
Arkham City (Rocksteady, 2011). In this game, designers use third person camera
perspectives, which often zoom or pan across a female character to enable gamers to look
upon the backsides of the characters, who are clothed in short or tight-fitting outfits (Mulvey,
1975). For example, the character of Cat Woman in the action-adventure videogame Arkham
City wears a tight black bodysuit, and the camera angle focuses on her backside, which is
further emphasised by her body language and swaying hips as she moves. In contrast, male
characters are often dressed in clothes that hide their backsides through the use of a coat or a
cape, for example in the videogame Arkham City Batman is represented as having a cape
covering the full length of his back. Also, the game camera often focuses on his back from
waist up or is positioned to look over his shoulder (Feminist Frequency, 2020). In summary,
the literature concerning the depiction of gender in videogames traditionally designed for
male audiences did not address the moral, social or political values represented in these
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games. Nor, did the literature address how character dialogue communicated evaluative
meanings about characters or how the game initiated or player initiated actions of games
inferred moral, social or political values.

1.6.2 Race

Studies concerning race in videogames focused on the stereotypical depiction of
characters in games that were traditionally favoured by male audiences, such as FPS, fighting,
roleplaying and action-adventure videogames. The game franchise Grand Theft Auto is often
used as an example of how non-white game characters are depicted through racial stereotypes
in derogatory and unfavourable ways (Buckmaster, 2014; Dickerman et al., 2008; Flanagan &
Nissenbaum, 2007; Flanagan et al., 2007; Kent, 2014; Leonard, 2006). For example, Grand
Theft Auto: San Andreas (Rockstar Games, 2004) is set in Los Angeles during the 1990s, in
which gangs rule. The game represents stereotypical African American and Latino characters
and allows players to form gangs to rob, perform drive-by shootings and rape victims, these
representations in the game have been critiqued by game scholars and popular press for their
depiction of characters’ gender and sexuality, Leonard (2006) argued more attention needs to
be given to racial character stereotypes in the game (Flanagan et al., 2007). The racial
stereotypes of characters have also been critiqued in the action-adventure videogame Watch
Dogs (Ubisoft, 2014), as the African American characters contribute to the game’s narrative
by being either victims or criminal gang members (Gies, 2014). In summary, the literature
concerning the depiction of race did not address how videogames traditionally designed for
male audiences conveyed moral, social or political values. Furthermore, the literature did not
address how characters’ dialogue communicated evaluative meanings about game characters
or how the visual positioning of players as characters and the game initiated and player
initiated actions could infer moral, social or political values.

1.6.3 Violence

Studies concerning violence in videogames traditionally designed for male audiences,
such as FPS and action role-playing games, have examined the psychological factors involved
when playing these games. The psychological process of moral disengagement when playing
violent videogames such as Doom revealed gamers enjoy playing violent games when the
graphic shooting of game characters is justified (Hartmann & Vorderer, 2010). The
examination of moral decisions made in relation to loyalty, adherence to authority, purity and
aggression during FPS segments of the action role-playing game Fallout 3 revealed players
used moral reasoning to inform their in-game decisions during gameplay segments (Krcmar
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& Cingel, 2016). In summary, the literature concerning the depiction of violence did not
address how videogames traditionally designed for male audiences conveyed moral, social
and political values. The literature also did not discuss how characters’ dialogue
communicated evaluative meanings about characters or how the visual positioning of gamers
as or along with characters and the game initiated and player initiated actions could infer
moral, social or political values. Overall, it can be concluded that popular press and research
literature concerning videogames traditionally designed for male audiences have focused on
concerns about the representation of gender, race and violence; however, the literature has not
addressed how these games convey moral, social and political values. Values permeate the
decisions by game designers when writing a character’s dialogue, deciding how to position
players to look upon or see along with a game character or deciding the game initiated or
player initiated actions of videogames. The game designers’ decisions about characters’
dialogue, the use of camera angles to position players as a character or to see along with a
character when playing a game and the game initiated or player initiated actions and how
these language, image and action decisions of game designers are incorporated into the
narrative and gameplay segments of ludonarratives are considered when games are classified
in Australia.

1.6.4 Videogame classification

Similar to other popular forms of entertainment, videogames in Australia have
classification ratings to support parents and guardians in deciding on the suitability of a game
for their children. A matrix (represented in Figure 1.1) is used to classify the games according
to their content’s impact level across the elements of themes, e.g., mature, horror etc,
violence, language, drug use, nudity and sex (Australian Government Department of
Communication and the Arts, 2012). Games with a higher impact rating have mature themes
of horror, violence, language, drug use, nudity and sex, which are directly communicated
through verbal and visual representations and included in a game’s ludonarrative through
detailed, prolonged, realistic and interactive segments (Australian Government Department of
Infrastructure, Transport, Regional Development, Communications and the Arts, 2021).
Games with a lower impact rating contain content that is verbal and not visual and incidental
and not direct (Australian Government Department of Infrastructure, Transport, Regional
Development, Communications and the Arts, 2021).
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Very mild Mild Moderate  Strong High

None impact impact impact impact impact
Themes v
Violence v
Language v
Drug use v
Nudity v
Sex v

Figure 1.1: Videogame classification matrix (Australian Government Department of
Communication and the Arts, 2012, para 4)

The classification categories are divided into two sections. The first section involves
an advisory classification starting with “G” rated games that contain content with very mild
impact; progressing to “PG” rated games which contain content with mild impact, and “M”
rated games which contain content with moderate impact (Australian Government
Department of Communication and the Arts, 2012). Games with an “M” rating are
recommended for people aged 15 years old and above. The second section involves age-
restricted classifications starting with “MA15+” games that contain content strong in impact.
These games cannot be shown in public, and children under the age of 15 must be
accompanied by a parent or adult to purchase the game. Next is “R” rated games that are
restricted to people 18 years and over. “R” rated games contain content that is high in impact
(Australian Government Department of Communication and the Arts, 2012). Mature themes
of horror, violence, language, drug use, nudity and sex are often contextualised in game
narratives with higher classification ratings such as M, MA15+ and R18+. Games with these
classifications are allocated higher ratings as the representation are communicated through the
use of language and visual depictions (Australian Government Department of Infrastructure,
Transport, Regional Development, Communications and the Arts, 2021). Similar to the
concerns raised by popular press and research articles, the classification ratings of games are
indicative of the social concerns about the content represented in videogames. Classification
ratings highlight the importance of language, visual and interactive gameplay decisions made
by game designers when developing games. | then investigated how these design decisions
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influence the representation of moral, social and political values in action-adventure
videogames traditionally designed for male audiences.

1.7 Values at play

An examination of the literature concerning values in the design of videogames
reveals many of the game elements that need to be considered for the intended or unintended
representation of values during the creation of a game. The Values at Play heuristic, described
by Flanagan and Nissenbaum (2014), is a theoretical and practical framework for
understanding how moral, social and political values can be considered by game designers
when creating games. It is argued that studying values in games is important as games enrich

...our understanding of how deep-seated sociocultural patterns are reflected in norms of

participation, play, and communication. Second, the growth in digital media and expanding

cultural significance of games constitutes both an opportunity and responsibility for the design
community to reflect on the values that are expressed in games. Third, games have emerged as
the media paradigm of the twenty-first century, surpassing film and television in popularity;

they have the power to shape work, learning, health care, and more. (Flanagan & Nissenbaum,

2014, p. 3)

The Values at Play heuristic argues moral, social and political values are embedded
either consciously or unconsciously by designers in the narrative and gameplay segments of
games (Flanagan et al., 2005, 2007). Values can be embedded in a game’s narrative through a
character’s origin story. For example, Batman’s origin story involved him witnessing the
murder of his parents and the failure of the legal and criminal systems to bring the criminal to
justice. This failure in the social value of justice drove Batman to become a vigilante to bring
criminals to justice. Values can be realised in a gameplay segment by only enabling players to
instruct a character using violent fighting actions such as punching, kicking and knocking out
other characters. For example, the game Arkham Asylum (Rocksteady, 2016) represents
mentally ill patients as being criminally insane. The game is designed for the patients to jump
onto Batman’s shoulders and attack him if he walks too close to them. The patients attack
weakens Batman’s health points in the game. Batman can stop the attack by knocking the
patients unconscious. This gameplay element of Arkham Asylum represents mentally ill
patients as being dangerous instead of people in need of medical treatment. It is unclear if this
representation of mental illness was intended or unintended by the game designers, but it does
exemplify why a further examination of the values depicted in the gameplay segments of
videogames is required. Analysing games for how they convey values through their
communication of evaluative meanings about game characters in relation to character
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dialogue, the visual positioning of players as characters and game initiated and player initiated
actions would further illuminate how values can be consciously or unconsciously depicted in
games. This led me to investigate educational studies that had been completed on action-
adventure videogames traditional designed for male audiences for represented moral, social
and political values.

1.8 Educational studies: Videogames and values

Educational research about videogames was interested in how young people’s out-of-
school world engagement with games could inform students in school literacy learning.
Beavis et al. (2012, 2017) investigated ways that could bridge the in-and out-of-school worlds
of students and argued

...that for schools to fully benefit from digital games in the classroom, it is necessary both to

recognise the influence of context on how games are understood and played and to understand

the ways in which gameplay is linked to issues of identity, performance and sense of self.

...educators must have an awareness of the role of context in gameplay and of the links

between digital culture, gameplay and identity in young people lives (Beavis et al., 2017,

preface para 3).

Beavis et al. (2012, 2017) took an interest in the changing nature of literacy due to
advances in communication technologies, culturally and linguistically diverse societies and
the implications for the teaching of literacy using digital multimodal texts such as videogames
(Coiro et al., 2008; Cope & Kalantzis, 2009; Kalantzis et al., 2016; New London Group,
1996). Emerging from Beavis et al.’s (2012, 2017) research was an understanding of the
literacy practices engaged in when gaming, referred to as the 2.4 Games as Action-Games as
Text Framework (Apperley & Beavis, 2011, 2013; Beavis, 2014). Findings from this research
noted that students were more agentive with their learning when engaged with games.
Teachers also noticed students demonstrated a critical literacy edge in relation to games and
gaming, which was often not acknowledged in popular press and opinions regarding
videogames (Beavis et al., 2012, 2017). Many of the classroom literacy examples described
by Beavis et al. (2012) critically explored the representations presented in action-adventure
videogame such as violence and gender (Beavis, 1998, 1999; Byrne, 2012; Cann, 2012;
Cuddon, 2012; McNeice et al., 2012; O’Mara & Richards, 2012). Similarly, another study by
Sanford and Madill (2007) examined the literacy skills and understanding utilised by male
adolescents when playing, creating and composing games during their outside-of-school time.
The findings suggest significant literacy learning occurs during these times. However, many
of the games played “promoted hegemonic Western masculine traits of competition, strength,
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speed, aggression and domination” (Sanford & Madill, 2007, p. 449). The ideologies
described in para-texts, such as news articles about videogames were investigated by Bacalja
(2018). The investigation did not uncover moral, social or political values represented in para-
texts or games and concluded that further inspection and explicit discussions were required
for students to assess the gaps and silences in games (e.g. who is missing or has been left out
of the game?), or the unpacking of the world views and perspectives presented in games (e.g.
what is the world view presented in the game?). Nevertheless, these studies did not address
how action-adventure games conveyed moral, social or political values through the
communication of evaluative meanings about characters’ dialogue or how the games visually
positioned players as characters and afforded game initiated and player initiated actions,
which infer moral, social or political values.

Another noteworthy study conducted by Dezuanni and Zagami (2017) investigated the
teaching of morals in a Religious Education course. Students explored the text-based
adventure game Secret Agent: Mission One, which presents gamers with a range of ethical
dilemmas involving lying, theft and murder. Players consider the ethical and moral
implications before inputting their decision into the game. Students also created their own
videogame that involved game characters in an ethical dilemma. It was observed that students
found it challenging to design games with a moral framework because they were not familiar
with how games could be designed to represent positive moral frameworks (Dezuanni &
Zagami, 2017). Dezuanni and Zagami's (2017) study reveals the importance of understanding
how the design principles used to create videogames and how these design principles
permeate values in a game’s narrative and gameplay segments (Flanagan & Nissenbaum,
2014). Therefore, understanding the design principles of videogames would be beneficial for
developing a critical interpretive appreciation of values communicated in games. The design
principles in videogames were described by Gee (2003), who argued that through interaction
and engagement with videogames, gamers develop an appreciation for the design principles
and how these principles are deployed in simulated game worlds. Furthermore, these design
principles require knowledge of the operation of multiple sign modalities such as language
and image and also an appreciation of how these modalities connect with each other (Gee,
2003, p. 207). Gee (2003) argues that the manner in which the modalities such as language
and image connect with each other builds up the meaning and knowledge instantiated in the
simulated world of videogames. In this way, Gee (2003) argues the relevance of a design
grammar that can describe the multiple modalities such as language, image, sound, gesture etc
utilised in the design of simulated game environments.
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Educational studies have also described a need for a design grammar to discuss the
multimodal composition of videogames as an essential component of game literacy which
explored an approach to literacy education based on game design (Buckingham & Burn,
2007; Salen, 2007; Walsh, 2010; Zimmerman, 2009). Further, educational studies that
investigated the design modalities of action-adventure videogames include Burn (2003, 2005,
2006), who examined the different representations of Harry Potter across similar scenes in
different media platforms including books, films and videogames. It was revealed the design
modalities, specifically the semiotic choices concerning the affiliations between characters
and viewers made in each media platform influenced the interpersonal meanings between
characters and viewers. For example, the film and game portrayals of Harry Potter used visual
camera angles to create an affiliation between viewers and characters by focalising viewers to
see along with the characters and the use of different interactive camera angles to create
solidarity and involvement between viewers and characters. The character’s perspectives were
created differently in the book depictions. Similarly, how action-adventure videogames were
designed to visually position players as game characters through the use of camera angles was
investigated by Bradford (2010) to deepen students’ critical interpretation of how games
create solidarity between players and game characters by enabling players to see along with a
character. Systemic Functional Semiotic design grammars using evaluative language
resources of attitude (Martin & White, 2005) and visual camera angles to create player-game
character solidarity were drawn on by Lowien (2016) to investigate the evaluative stance and
visual perspectives of characters in the action-adventure videogame Watch Dogs (Ubisoft,
2014). It was argued an understanding of SFS design grammar would support students’
critical appreciation of action-adventure videogames. Finally, Pérez-Latorre et al. (2017)
investigated the ludic gameplay design of action-adventure games and argued that a games
setting, its playable and non-playable characters and the game initiated and player initiated
actions of games were social semiotic design principles used by game designers when
creating videogames. Overall, these studies have revealed how videogames utilised modalities
such as language and image to convey meaning in games. However, these studies have not
investigated how action-adventure videogames traditionally designed for male audiences
convey moral, social or political values through language, image and gameplay action.
Understanding how the modalities such as language, image and gameplay actions co-pattern
to form evaluative meanings about game characters would inform a critical interpretive
appreciation of values communicated in games.

In summary, the investigation of how values were conveyed in action-adventure

videogames had educational significance for the following reasons. One, educational games

17



research has demonstrated how young people’s out-of-school world engagement with
videogames can be used as a bridge to inform their in-school literacy learning (Beavis et al.,
2012, 2017). Two, there is educational interest in multimodal forms of communication and
how multimodality can be used to examine how a text conveys values (Coiro et al., 2008;
Cope & Kalantzis, 2009; Kalantzis et al., 2016; New London Group, 1996). Three,
understanding how the modalities of language, image and gameplay actions form patterns of
evaluative meanings across a game would inform a critical interpretative appreciation of the
moral, social and political values represented in action-adventure videogames traditionally
designed for male audiences. A further step in establishing the significance of how values are
conveyed in videogames required an examination of how videogames, multimodality and
values were included in the Australian Curriculum documents of the Australian Curriculum:
English (ACE), the Australian Curriculum the Arts: Media Arts (ACAMA) and the Australian
Curriculum Technologies: Digital Technologies (ACTDT).

1.9 Curriculum documents

The ACE, ACAMA and the ACTDT documents explain learning requirements for
studying values. An examination of the curriculum documents will enable an understanding
of how the curriculum could support a critical interpretative appreciation of values in action-
adventure videogames and provides further reason for the investigation into how action-
adventure videogames convey values through their communication of evaluative meaning
about game characters. The curriculum will be reviewed for how SFS multimodal design
grammar resources mentioned in previous educational research (Burn, 2003, 2005, 2006;
Lowien, 2016) will be conducted. An SFS approach using multimodal design grammar
resources of evaluative meaning (Martin & White, 2005; Unsworth, 2014; White, 2014) and
interactive meaning and focalisation (Kress & van Leeuwen, 2006; Painter et al., 2013) would
enable the values conveyed by videogames through their communication of evaluative
meanings about game characters to be investigated. These semiotic resources have been
recontextualised in the sub-strands of evaluative language, visual language (Exley, 2016) and
as point of view (Unsworth, 2013a) in the Literature and Literacy strands in the ACE.

1.9.1 The Australian Curriculum: English

The Australian Curriculum describes the required learning content for the Australian
primary (foundation to year six) and high school (year seven to 10) educational contexts. The
educational significance for the investigation of values is underpinned by the rationale, key
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ideas and structure of the Australian Curriculum: English (ACE). The rationale and key idea
statements of the curriculum do not list videogames as a text, perhaps because of their
problematic nature. However, children’s out-of-school world engagement with digital
technologies is acknowledged as the curriculum advocates that digital multimodal texts can be
used to teach the language and image content descriptions embedded throughout the ACE
(Australian Curriculum Assessment and Reporting Authority, 2020). Therefore, action-
adventure videogames can be used as multimodal texts when utilising the ACE and examined
for how they convey values through the communication of visual and verbal evaluative
meanings about characters and player-game character affiliation.

The Australian Curriculum: English (ACE) is structured by the three interrelated
strands of Language, Literature and Literacy (Australian Curriculum Assessment and
Reporting Authority, 2020). The Language strand focuses on the grammatical knowledge of
the English language and the design of images. The strand describes sub-strands for learning
descriptions concerning grammar resources required for the Interaction with Others;
Expressing and Developing Ideas and how Texts are Organised and Structured. The
Literature strand explores the engagement with different types of literature. The Literacy
strand focuses on students interpreting and creating texts for particular social purposes. The
Language stand contains a sub-strand concerned with the Interaction with Others. This sub-
strand contains the sub-thread of evaluative language, which is described as learning about
“how language is used to express opinions, and make evaluative judgments about people,
places, things and texts” (Australian Curriculum Assessment and Reporting Authority, 2015,
p. 2). The curriculum’s description is similar to evaluative language resources described by
Martin and White (2005). In addition, how these evaluative language resources have been
recontextualised in the ACE has been described by Exley (2016). The curriculum also
contains a sub-thread of visual language, which is described as learning about “How images
work in texts to communicate meanings, especially in conjunction with other elements such
as print and sound” (Australian Curriculum Assessment and Reporting Authority, 2015, p. 5).

The inclusion of the sub-thread of visual language further indicates how the
curriculum supports the teaching of multimodal texts. The sub-stand of visual language
describes how images work to create relationships with viewers through the use of camera
angles and is similar to resources of interactive meaning described by Kress and van Leeuwen
(2006). Also, how camera angles can be used to position viewers of images to take on a
character’s visual perspective referred to as focalisation has been described by Macken-
Horarik et al., (2018); Painter (2009) and Painter et al. (2013). In addition, how focalisation
resources have been recontextualised as point of view in the ACE Strands of Literature and
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Literacy has been described by Unsworth (2013a). Therefore, action-adventure videogames
can be used as multimodal texts when utilising the ACE to examine how the games convey
values through the communication of evaluative meaning, interactive meaning and
focalisation as recontextualised in the evaluative language and visual language sub-threads
and point of view descriptions in the Literature and Literacy stands.

The ACE also describes the creation of multimodal texts. While videogames are once
again not explicitly stated, the Literature and Literacy strands of the curriculum contain sub-
strands that describe the creation of multimodal texts. The Literature strand of the curriculum
contains a sub-strand of Creating Literature, which is described as

Students learn how to use personal knowledge and literary texts as starting points to create

imaginative writing in different forms and genres and for particular audiences. Using print,

digital and online media, students develop skills that allow them to convey meaning, address
significant issues and heighten engagement and impact (Australian Curriculum Assessment

and Reporting Authority, 2020, para 17).

While the Literacy strand of the curriculum contains a sub-strand of Creating Text,
which is described as:

Students apply knowledge they have developed in other strands and sub-strands to create with

clarity, authority and novelty a range of spoken, written and multimodal texts that entertain,

inform and persuade audiences. They do so by strategically selecting key aspects of a topic as
well as language, visual and audio features (Australian Curriculum Assessment and Reporting

Authority, 2020, para 22).

The Literature and Literacy sub-strands encourage students to draw on learnings from
other English strands, such as the evaluative language and visual language sub-threads from
the Language strand, to support their critical appreciation of multimodal texts and to inform
their creation of multimodal texts. Therefore, the ACE’s understanding of multimodal text
creation is similar to Gee's (2003), argument that an appreciation of the design principles in
videogames is developed through players’ interaction and engagement with games.
Furthermore, an appreciation of the design principles involves understanding the multiple
modalities in videogames and the semiotic meaning these principles convey in games. A
critical interpretive appreciation of how action-adventure videogames convey values through
their communication of evaluative meanings about characters would be consistent with the
learning requirements represented in the ACE Language, Literature and Literacy strands.
Additionally, a critical interpretive appreciation would need to include the analysis of the
language and visual modalities. The characters’ dialogue could be used to analyse the patterns
of evaluative meaning in the language modality. Also, the accompanying visual modality

could be analysed for patterns of evaluative meaning and visual camera angles used to create
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player-game character affiliation. This multimodal analytical approach would enable students
to infer how values are conveyed in action-adventure videogames but also respond to the
creative multimodal design of videogames as required by the Creating Literature and Creating
texts sub-strands of the ACE. Given the emphasis on creating literature and texts in the ACE,
it is also helpful to consider how critical media literacy practices concerning videogames are
represented in the Australian Curriculum Arts: Media Arts.

1.9.2 The Australian Curriculum Arts: Media Arts

The educational significance for the investigation of values conveyed in videogames is
further supported by the Australian Curriculum Arts: Media Arts (ACAMA) acknowledgment
of videogames as a text and describes the need for students to create games as texts
(Australian Curriculum Assessment and Reporting Authority, 2017a). Given game literacies
have been influenced by previous research into the media representation of gender, race and
violence, it is important to consider the ACAMA requirements about values and critical
representations in media texts such as videogames. Consistent with Buckingham and Burn's
(2007) description of game literacies involving critical literacies understandings, the ACAMA
states that students will learn about the values represented in media when creating, exploring
and critically interpreting diverse, dynamic cultural, social, historical factors that influence
communications (Australian Curriculum Assessment and Reporting Authority, 2017a). The
learning requirements of the ACAMA for students to critically examine the representations
communicated in multimodal texts such as videogames indicates the educational significance
for the investigation into how values are conveyed in videogames. The ACAMA and ACE
both acknowledge the creative dimension and critical literacy aspects of game literacies
(Buckingham & Burn, 2007), but these curriculum documents do not acknowledge how the
game initiated and player initiated actions during gameplay segments in action-adventure
videogames convey values (Flanagan & Nissenbaum, 2014). For an understanding of how the
playable actions of games are represented in learning requirements for students, the

Australian Curriculum Technologies: Digital Technologies (ACTDT) will now be examined.
1.9.3 The Australian Curriculum Technologies: Digital Technologies

The educational significance for the investigation of videogames is supported by the
Australian Curriculum Technologies: Digital Technologies (ACTDT) descriptions of digital
solutions that require users to make choices to interact with a digital program such as a
videogame. The curriculum explicitly acknowledges games in the year three and four band
description, which states:
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By the end of Year 4, students will have had opportunities to create a range of digital
solutions, such as interactive adventures that involve user choice, modelling simplified real
world systems and simple guessing games (Australian Curriculum Assessment and Reporting
Authority, 2015, para. 2).

While the year five and six band description extends further:

By the end of Year 6, students will have had opportunities to create a range of digital

solutions, such as games or quizzes and interactive stories and animations (Australian

Curriculum Assessment and Reporting Authority, 2015, para. 2).

The descriptions of interactivity required for digital solutions in the ACTDT increases
across the year seven and eight, and year nine and ten descriptions of the ACTDT. This
requirement of interactivity is consistent with game literacy understandings (Zimmerman,
2009), which requires system literacy knowledge to understand how gameplay segments may
require players to press buttons on a game controller to instruct a game character within the
simulated game environment. The ACTDT requires students to learn about coded algorithms
and conduct design tests of algorithms that necessitate an input and have an output
(Australian Curriculum Assessment and Reporting Authority, 2015). This learning
requirement of the ACTDT relates to how players can input information into videogames by
pressing buttons on a controller, which have an output effect of instructing a character to
complete an action on the screen being watched by the player. Walsh (2010) argues this
algorithmic system-based literacy is essential to game literacies and is not traditionally
covered in English curriculums. Ultimately, it can be inferred that the ACE and ACAMA
describe the audiovisual depictions in multimodal forms of communication and the ACTDT
describes the interactivity required for the text to function. Therefore, action-adventure
videogames are useful multimodal resources for the ACE and ACAMA, in which the
narratives can be examined, whereas the ACTDT focuses on describing the interactive
opportunities of videogames, such as players pressing a button that instructs a game character
to kick, which in turn is represented in the audiovisual narrative aspects of games. It is
essential to consider the interactivity involved in videogames as Flanagan and Nissenbaum
(2014) explain that the algorithmic coding used to design a character’s playable actions can
also represent a value such as not respecting the rule of law if only fighting actions are made
available to players to complete game tasks. Therefore, it is important to consider how the

study of values is contextualised in the Australian Curriculum documents.
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1.9.4 The general capability of ethical understanding

The Australian Curriculum incorporates the study of values through the general
capability of ethical understanding with the intended purpose of students interpreting,
analysing and evaluating a range of texts which include social, moral and ethical dilemmas
(Australian Curriculum Assessment and Reporting Authority, 2017b). In the ACE, students
are required to explore imagined characters critically, consider the behaviour of characters
and make judgements about the character (Australian Curriculum Assessment and Reporting
Authority, 2017b). In the Australian Curriculum: The Arts, students are required to cultivate
an ethical understanding when observing or designing artworks (Australian Curriculum
Assessment and Reporting Authority, 2017b). Students are required to learn about how
ethical principles influence behaviour and judgements of artistic issues and events and
develop understandings of values and ethical positions when interpreting and evaluating
artworks. In the Australian Curriculum Technology, students are required to explore complex
issues involving technologies and consider the ethical implications for legal, environmental,
economic, health, social and emotional contexts (Australian Curriculum Assessment and
Reporting Authority, 2017b).

In summary, ACE, ACAMA and the ACTDT documents describe learning
requirements that would enable students to investigate how action-adventure videogames
convey values through their communication of evaluative meanings about characters. The
curriculum documents represent the learning requirements for students to explore interactive
multimodal texts such as action-adventure videogames that convey values. SFS multimodal
resources of evaluative meaning (Martin & White, 2005; Unsworth, 2014; White, 2014) and
interactive meaning and focalisation (Kress & van Leeuwen, 2006; Painter et al., 2013) would
support students to learn about how the values are conveyed by videogames through their
communication of evaluative meanings about game characters. Furthermore, these semiotic
resources have been recontextualised in the Language Stand’s sub-threads of evaluative
language, visual language (Exley, 2016) and as point of view (Unsworth, 2013a) in the
strands of Literature and Literacy in the ACE. This examination of the curriculum documents
enables an understanding of how the curriculum supports a critical interpretative appreciation
of values in action-adventure videogames and support the investigation into how action-
adventure videogames convey values through their communication of evaluative meaning
about game characters.
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1.10 Research problem

This thesis is concerned with how action-adventure videogames convey values
through their communication of evaluative meanings about game characters. Previous
research analysing evaluative language and the attitudinal meanings conveyed by images have
informed discussions about the values portrayed in texts, such as newspaper articles and
animated films (Economou, 2009, 2012; Macken-Horarik, 2003a, 2003c; Unsworth, 2014;
White, 2014). This research literature found intermodal connections between evaluative
meaning in language and image meaning systems contributed to a text’s overall evaluative
meaning and conveyed values. This literature will be further discussed in Chapter Two to
demonstrate that this research approach has not previously been undertaken with videogames.
Therefore, the evaluative meaning resources and intermodal connections between language
and image meaning systems offer available semiotic tools for the analysis of communicated
evaluative meanings about game characters in the narratives of action-adventure videogames.
However, action-adventure videogames are substantially different from newspaper articles
and animated films in which evaluative meaning resources have been previously applied
because the actions included in videogames convey values as do the narrative storylines of
games (Flanagan & Nissenbaum, 2014). Therefore, further investigation is required into how
the ludic gameplay operations of action-adventure videogames shape the conveyed values
through their communication of evaluative meaning about game characters. It will be argued
that the co-patterning between the playable ludic operations and evaluative meaning resources
about game characters form an axiological pattern that conveys values in action-adventure
videogames traditionally designed for male audiences.

1.11 Research questions

In order to address how the narrative storylines and playability of action-adventure
videogames utilise evaluative meaning resources to convey values through their

communication about game characters, this thesis is asking the overarching research question:

How do action-adventure videogames convey values through their communication of
evaluative meanings about game characters?

In answering the overarching research question, the following sub-questions will be
investigated:

1. How does the frequency of the different types of evaluative meanings about characters
vary within and between characters in action-adventure videogames?
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2. To what extent do videogames construct player affiliation with different characters in
action-adventure videogames?
3. How do the ludic operations of action-adventure videogames communicate evaluative

meaning about characters?
1.12 Research approach

This thesis is situated in an interpretivist paradigm and employs a qualitative
methodology of multimodal critical discourse analysis (Basit, 2010; Ledin & Machin, 2018;
Walter, 2010) to investigate the conveyed values in action-adventure videogames through
their communication of evaluative meanings about game characters. The approach involves a
separate analysis of the language, images and ludic gameplay operations for communicating
evaluative meanings about the characters represented in the action-adventure games. A
corroborative counting method (Hannah & Lautsch, 2011) utilising both a qualitative and
quantitative method was used to corroborate the analysed multimodal data. The
communication of evaluative meanings about characters in the narrative representation of
action-adventure videogames was analysed using English linguistic descriptions for the
communication of evaluative language (Martin & White, 2005) represented in character
dialogue. First, the character’s dialogue was analysed to demonstrate patterns of evaluative
meaning concerning feelings (e.g., un/happiness, in/security and dis/satisfaction), judgements
of esteem (e.g., physical, cognitive, social), judgements of social sanction (e.g., ethics and
truth) and appreciative assessment of events and objects (e.g., reactions, significant or
composition of phenomena). Examples of these types of evaluations were given at the
beginning of this chapter and involved the Joker’s dialogue inferring his immorality, which
was engaging for players as it presented the Joker as clever and as having a dark sense of
humour, while Batman’s dialogue was inferring a moral, earnest, concerned and physically
capable value position, which focused on his ability and determination to fight and capture the
supervillains. The analysed language evaluative meaning data was then quantified using a
pivot table in Excel, which counted the frequency of identified evaluative meanings about
characters. The pivot table was then used to sort the language evaluative meanings about each
character and these evaluative meanings were then summarised. Next, the pivot table was also
used to identified coupled simultaneous evaluative meanings within the expressed attitudinal
language resources of a character and any similar evaluative meanings expressed between
characters. These data were used to address Research Sub-Question One.

Second, the visual attitudinal meanings about characters involving their visual

expression and depicted behaviours were analysed. The visual attitude analysis was achieved
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by taking a screen capture of each camera shot within the game scene. A camera shot was
defined as an uninterrupted segment filmed by one camera (ledema, 2001). Each camera shot
was numbered. For example, the Joker’s and Batman’s evaluative positions were enhanced by
visual depictions of evaluative meaning, such as the Joker being depicted as being happy
through his facial expression and body language. Visually Batman was depicted as being able
to smash through glass windows when pursuing the Joker. The analysed visual evaluative
meaning data was then quantified through the use of a pivot table, which counted the
frequency of identified visual evaluative meanings about characters. The pivot tables were
then used to sort the visual evaluative meanings about each character and these evaluative
meanings were summarised. Then, the pivot table was used to identify the coupled
simultaneous evaluative meanings within the depicted attitudinal resources of a character and
any similar evaluative meanings depicted between characters. These data were used to
address Research Sub-Question One.

Third, the semiotic resources of interactive meanings (Kress & van Leeuwen, 2006)
and focalisation resources (Painter et al., 2013) were utilised to explicate the camera angles
illustrating a character’s point of view and player-character affiliation in the simulated game
world. Camera angles were used to create affiliation between the characters and the players,
for example, a medium camera distance was used to create a social connection between
players and Batman. At times, the camera was placed to look over Batman’s shoulder to
enable players to see along with him and perceive the world along with his perspective. These
camera angles created an affiliation between the games’ characters and players. The
numbered camera shots from the visual evaluative meaning analysis were used for the
analysis. The analysed interactive meanings and focalisation data were then quantified using a
pivot table, which calculated the frequency of identified player-character affiliation resources.
A pivot table was then used to sort the affiliation resources to identify the frequency in which
players were affiliated along with or as a character. The pivot table was then used to identify
the coupled and similar affiliations about and between characters. These data were used to
address the second research sub-question.

Fourth, the ludic gameplay operations of the games’ design were investigated by
identifying the playable and non-playable characters, the playable actions of the characters
and the interactive narrative and gameplay segments of the game scenes. For example, the
game scene from Arkham Asylum involves the playable character Batman, who is afforded
playable actions such as punching, kicking and ducking when fighting inmates during the
gameplay segment. Players are not able to control Batman during the narrative segments of
the game. The numbered camera shots from the visual evaluative meaning analysis were used
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for the ludic operation analysis. The ludic operations analysis data was then quantified using a
pivot table, which counted the frequency of identified ludic operation resources. A pivot table
was then used to sort the ludic operation resources and to identify the frequency of their
occurrence. The pivot table was then used to identify the coupled and similar ludic operation
resources about and between characters. Also, how the ludic operation resources co-patterned
with the visual evaluative meanings about characters was examined. These data were used to
address the third research sub-question.

The language and image evaluative meanings, player-game character affiliation and
ludic operations of characters were then used to explicate axiological patterns that convey
values in action-adventure videogames. For example, Batman’s dialogue may infer a moral,
concerned and physically capable evaluative position, which infers a value of justice but not
the lawfulness. This evaluative position is further enhanced by depictions of Batman
smashing through glass windows to pursue the Joker. Also, players are aligned with Batman
during playable game segments enabling them to see along with him in the simulated game
world. During these playable game segments, players are afforded actions that involve them
pressing buttons on the controller to instruct Batman to fight asylum inmates and the super-
criminals. Therefore, the multimodal critical discourse analysis (Ledin & Machin, 2018) of
the evaluative meaning resources, player-game character affiliation and ludic gameplay
operations enable the conveyed values of action-adventure videogames to be investigated.
These data were used to address the overarching research question.

1.13 Research data

The research data examined to address the research questions consisted of two action-
adventure videogames. As discussed earlier, action-adventure videogames are often designed
to include FPS and fighting game formats. They also contain storylines that contextualise the
social concerns of violence, gender depictions, racial stereotyping and sexualised violence,
however, further research into how these games convey values through their communication
of evaluative meanings about characters is required. The two games selected for analyses are
considered typical samples (Merriam, 2009; Patton, 1990) of games in the action-adventure
format. The popularity of the games was considered as well as the classification ratings of the
games. A brief introduction to the games will be given, which will be expanded in Chapter
Four. The first game selected was Batman Arkham Asylum (Rocksteady, 2016). The game has
a classification rating of M for its violent content. The game has many fighting episodes in
which Batman uses physical violence to defeat inmates and supervillains in the asylum.

Arkham Asylum is the first game in a Batman game franchise. It was first released in 2009 and
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re-released in 2016 for the PS4 and Xbox One platforms. The narrative of the game involves
Batman pursuing the Joker, who has escaped within Arkham Asylum. The second game
selected was Watch Dogs (Ubisoft, 2014). The game has a classification rating of R18+ for its
references to sexual violence and sex scenes. The game contains many FPS gameplay
episodes in which players are positioned as the game’s protagonist and are required to shoot
other characters using a range of guns. Watch Dogs is the first game in a franchise developed
by the Ubisoft company. The game’s narrative involves a hacker Aiden Pearce taking on the
role of a vigilante to take down a Chicago gang due to his niece’s death caused by the gang.
From the two identified action-adventure videogames, two scenes from each game were
identified as typical (Merriam, 2009; Patton, 1990) of the types of game scenes common to
the action-adventure game format. These game scenes will be elaborated further in Chapter
Four. It should also be noted that the games have been selected due to what they will reveal
about how values are conveyed in action-adventure videogames traditionally designed for
male audiences. Watch Dogs (Ubisoft, 2014) would not be a game selected by teachers for
use in their classrooms due to its R18+ classification. Alternatively, Batman Arkham Asylum
(Rocksteady, 2016) is a commercial off-the-shelf videogame that is readily available to
educators (Van Eck, 2006, 2015). Batman Arkham Asylum could be used by teachers in
Australian senior classes (year 10-12) due to its M classification rating. An M classification is
recommended with parent guidance or for mature audiences of 15 years. Therefore, the game
could be used by educators with sufficient ethical considerations being made, such as parental
permission and students being 15 years of age.

1.14 Chapters

Chapter One first defined action-adventure videogames traditionally designed for male
audiences and examined the ubiquity and popularity of videogames. Second, the definition of
moral, social and political values was described. Third, the identities that players utilise when
gaming were described as well as the study of videogames as an academic discipline. Fourth,
the moral concerns and problematic nature of videogames for education settings and
curriculum considerations were examined. Fifth, the research problem, questions, approach
and data for the thesis were discussed. Finally, an overview of the chapters in the thesis was
provided.

Chapter Two examines the extent to which conceptual models used to analyse
videogames address how the evaluative meanings and ludic operations about characters of
action-adventure videogames convey values. The models that will be reviewed include the

Values at Play heuristic (Flanagan & Nissenbaum, 2014), Games as Action-Games as Text
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Framework (Apperley & Beavis, 2011), the Ludic Framework (Seraphine, 2016b) and a
social semiotic approach to analysing videogames (Pérez-Latorre et al., 2017). From this
review, it will be argued the social semiotic approach to analysing videogames (Pérez-Latorre
et al., 2017) is the most apt for orientating the study and addressing the research questions in
the study. A social semiotic conceptual framework for the thesis will be described utilising a
range of SFS evaluative meaning, affiliation and ludic operation resources that were utilised
to answer the research questions of the thesis.

Chapter Three describes a social semiotic conceptual framework for the study. The
framework consists of the identified social semiotic resources for the explication of how
action-adventure videogames convey values through their communication of evaluative
meanings about game characters. The overarching philosophical and theoretical
underpinnings of the conceptual framework will be discussed for its relevance in answering
how action-adventure videogames convey values through their communication of evaluative
meanings about game characters. The framework includes the interpersonal evaluative
meaning resources (Martin & White, 2005), interactive meaning (Kress & van Leeuwen,
2006) and focalisation (Painter et al., 2013). The ludic gameplay operations concerning the
representation of playable and non-playable characters and the playable actions of characters
and the interactive narrative and gameplay (Sylvester, 2013) composition of videogames.

Chapter Four describes the multimodal critical discourse analysis (Basit, 2010; Ledin
& Machin, 2018; Walter, 2010) research design and methodological approach using the
proposed social semiotic conceptual framework will be described. The sampling process of
the game scenes selected for the thesis are described. The systematic qualitative and
quantitative methodological process for the analysis of the game scenes and how this data will
be used to address the research questions will be described.

Chapter Five reports the results of the qualitative and quantitative analyses from
Batman Arkham Asylum (Rocksteady, 2016). First, the results of the frequency of the
different types of language and image evaluative meanings within and between characters in
the game scene will be reported. Second, the results concerning the extent the game scene
constructs player affiliation with characters will be examined. Third, the results of how the
ludic operations of the game scene communicates evaluative meaning about characters in
Arkham Asylum will be reported.

Chapter Six reports the results of the qualitative and quantitative analyses from Watch
Dogs (Ubisoft, 2014). First, the results of the frequency of the different types of language and
visual evaluative meanings within and between characters in the game scene will be

discussed. Second, the results concerning the extent the game scene constructs player-game

29



character affiliation will be reported. Third, the results of how the ludic operations of the
game scene communicates evaluative meaning about characters in Watch Dogs will be
reported.

Chapter Seven will revisit the research problem of the thesis. Then, each research sub-
question will be answered through a cross-analysis of the results of both game scenes as
reported in Chapters Five and Six. The findings of the research sub-questions will then be
synthesised in relation to their position within the field of research reviewed in Chapter Two.
Finally, the overarching research questions will be answered to identify the values conveyed
in the selected action-adventure videogames. The findings of the overarching question will be
synthesised in relation to their position within the field of previous research.

Chapter Eight discusses the contributions to intermodal accounts of how evaluative
language and attitudinal meanings conveyed by images portray values in videogames. The
contributions to intermodal knowledge, theory, conceptual understandings and methodology
will be described concerning how the ludic operation and evaluative meaning resources about
game characters formed axiological patterns that convey values in action-adventure
videogames traditionally designed for male audiences. Finally, implications for classroom
teaching practice concerning a pedagogy for the critical interpretive appreciation of

videogames will be explored and opportunities for further research will be discussed.
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CHAPTER 2: LITERATURE REVIEW - THE GAME ARENA

2.1 Introduction

This chapter reviews literature concerned with the extent to which conceptual models
used in analysing videogames address how the ludic game operations and communicated
evaluative meanings about game characters convey values in action-adventure videogames.
These conceptual models include the Values at Play heuristic (Flanagan & Hissenbaum,
2014), the Ludic Framework (Seraphine, 2016b), the Games as Action-Games as Text
Framework (Apperley & Beavis, 2011) and a social semiotic approach to analysing
videogames (Pérez-Latorre et al., 2017). From the models examined, apposite SFS theoretical
tools are identified and incorporated into a derived conceptual framework for addressing the
research questions in this study. The derived conceptual framework is elaborated in further
detail during Chapter Three of the thesis.

This chapter first reviews the Values at Play heuristics in Section 2.2. Second, the
Ludic Framework is examined in Section 2.3. Third, the Games as Action-Games as Text
Framework is investigated in Section 2.4. Fourth, the social semiotic approach to analysing
videogames is inspected in Section 2.5. Fifth, SFS literature is reviewed to identify apposite
theoretical tools that can be used to explicate the conveyed values in action-adventure
videogames in Section 2.6. Finally, Section 2.7 describes a conceptual framework for the
explication of values in action-adventure videogames traditionally designed for male
audiences.

2.2 The Values at Play heuristic

The Values at Play heuristic (Flanagan & Hissenbaum, 2014) is intended for use by
game designers. The heuristic represented in Figure 2.1 offers understandings concerned with
the ludic design of games, which can be used to answer how action-adventure videogames
convey values through their communication of evaluative meanings about characters. The
importance of consciously considering values in the design of videogames through three
iterative stages of discovery, implementation and verification is articulated in the Values at
Play heuristic (Flanagan & Hissenbaum, 2014). The discovery stage involves identifying the
desirable values and defining the values concerning the context of the game. Four sources are
described as assisting in identifying and defining such values. These sources include the
various life experiences of the group of people involved in designing the game, the explicit
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descriptions of the game, input from social and cultural contexts, and the technical constraints
of the game software (Flanagan & Hissenbaum, 2014). The implementation stage involves
translating the identified and desirable values into the narrative and ludic gameplay segments.
This stage requires thinking about and designing the specifications, graphics, camera angles,
and procedural coding and algorithms of the ludic operations required for the game. The
heuristic does not specify a step-by-step method or analysis process for thinking about
implementing the design specifications, but it acknowledges that these components can
contribute to the portrayal of values in videogames (Flanagan & Hissenbaum, 2014). The
verification stage involves validating how designers have implemented the values during the
second stage. This stage may involve test playing the game with different audiences and
receiving feedback as to how the identified and desirable values have been realised in the
game’s design. The heuristic is depicted as a cyclical process representing the iterative

practice in which games are designed using these stages.

EVIEY
requirements,
and set values
requirements

Plan and
discover values

Implementation
that embeds
values

Verification and
evaluation

Figure 2.1: The Values at Play development cycle (Flanagan & Hissenbaum, 2014, p. 78)

Progressing through the model’s stages requires game designers to think consciously
about how videogames communicate values. Essentially, this design process acknowledges
that values can be represented through a game’s narrative and ludic dimensions. For example,

values can be represented in a game’s narrative, such as Batman’s origin story in which he
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witnessed the death of his parents and the failure of the law enforcement and legal systems to
bring the criminal to justice. This failure led Batman to become a vigilante and to operate
outside the law to bring criminals to justice. Additionally, values can be represented through a
game’s ludic design. The game Batman Arkham Asylum (Rocksteady, 2016) depicts mentally
ill patients as being criminally insane. The game is programmed for the patients to leap onto
Batman’s shoulders and attack him if he walks too closely to them. This act by the patients
reduces Batman’s health points, leaving him weaker. Batman is required to subdue the
patients by knocking them unconscious. The ludic game design depicts the patients as
dangerous criminals and not as people who are ill and require medical treatment. It is unclear
if this depiction of mental illness were intended or unintended by the game designers, but it
does indicate that further examination of the values represented in the ludic design of games
is required.

In summary, the Values at Play research (Flanagan & Hissenbaum, 2014) does offer
insights into how action-adventure videogames display values in their narrative and ludic
gameplay segments. However, the approach does not provide theoretical or methodological
insights into how language and image resources communicate evaluative meaning about
characters, nor how camera angles construct relationships between players and game
characters. Also, the approach does not theorise how the actions of playable characters align
with the different types of evaluative meanings and player-game character affiliations
communicated in videogames. Therefore, the Values at Play heuristic (Flanagan &
Hissenbaum, 2014) did not facilitate addressing the overarching aim of this study to
investigate how the ludic operations and communicated evaluative meanings about characters

convey values in action-adventure videogames.
2.3 The Ludic Framework

Similarly to the Values at Play research (Flanagan & Hissenbaum, 2014), the Ludic
Framework (Seraphine, 2016b) is intended for use by game designers, and considers how the
ludic design in videogames influences the values portrayed in the narrative or gameplay
segments of action-adventure videogames. The Ludic Framework offers a deeper
understanding of the initiated ludic actions in interactive game segments than that afforded by
the Values at Play approach. A game’s Ludics can be sub-divided into three categories
depending on whether a player initiates an interaction or the game has been programmed to
initiate the interaction (Seraphine, 2016Db), as represented in Figure 2.2. An interaction
initiated by a player’s input, such as pressing a button on a controller, is described as an

actum; for example, players may press the square button on a controller to instruct the Batman
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avatar to strike an inmate. An interaction triggered by the game’s programming is referred to
as being a factum. A factum interaction would involve a game’s programming initiating a
conversation between Batman and the Police Commissioner as they walk down a corridor.
This interaction between the characters has no input from players or other game objects. An
interaction between two game objects, even if a player has triggered the interaction with one
object or between both objects, is referred to as a tactum. A tactum interaction would involve
the asylum inmates initiating a fight with Batman by punching, kicking or chasing him, or
players may initiate this fighting interaction with the inmates by instructing Batman to fight.
Therefore, it is important to consider a game’s ludic actions and how these actions convey
values. For example, Arkham Asylum requires Batman to use physical violence to subdue the
super criminals and asylum inmates, implying justice through the use of brute force.

Game programming initiating an interaction.

Player triggered interaction h game object ﬁ game object

Audiovisual game representation.

@ initiating an interaD

Figure 2.2: Different ludics operating in the game context (adapted from Aristov, 2017,
p. 12)

The Values at Play research (Flanagan & Hissenbaum, 2014) has described that it is
difficult to predict how adding actions to a game will influence the values represented in that
game. Seraphine (2016a) argued that videogames need to find a harmony between the values
represented in their narrative and gameplay segments to avoid players experiencing a
disconnect from the immersive game world. An example of harmony between the values
represented in the narrative and gameplay segments of Arkham Asylum would involve players
drawing on their prior knowledge of Batman’s origin story, in which Bruce Wayne witnessed
his parents” murder and the failure of the police to bring the criminal to justice; as a result,
Bruce decided to become Batman, a vigilante crime fighter, to bring criminals to justice. The
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understanding of Batman bringing criminals to justice is represented through Batman’s actum
fighting actions when fighting the inmates. The use of brute force by players to instruct
Batman to fight the inmates implies his vigilante role, as the police or guards in the game
have not been afforded the same abilities, therefore implying that Batman is different from the
legal authorities.

The ludic initiated actions of factum, tactum and actum offer insights into how actions
in videogames can convey values; however, these actions can occur during different narrative
and gameplay interactive segments. Sylvester (2013) described the different interactivity that
game designers use during the narrative and gameplay segments of action-adventure
videogames. The narrative storylines in action-adventure games can be delivered through the
use of scripted game segments similar to a film like cut scene and afford no interactivity to
players. By contrast, soft-scripted segments would enable a narrative storyline to be delivered
but also afford players some interactivity, while emergent narrative segments would afford
players full interactivity within the simulated game world (Sylvester, 2013). Understandings
of scripted, soft-scripted and emergent narrative interactivity, combined with knowledge of
the ludic initiated actions of factum, tactum and actum about characters, provide useful
theoretical tools for further investigating how ludic actions and interactive segments combine
to convey evaluative meaning about characters during the narrative and gameplay segments of
action-adventure videogames.

In summary, the Ludic Framework (Seraphine, 2016a) does offer theoretical tools for
investigating how ludic actions and interactivity combine to communicate ludic evaluative
meanings about characters in action-adventure videogames. These ludic theoretical tools have
been incorporated into the conceptual framework, research design and methodology adopted
for this study. However, the Ludic Framework does not describe any theoretical tools or
methodological processes to explain how language and image resources communicate
evaluative meanings about characters, nor how camera angles can construct relationships
between players and game characters. Therefore, the Ludic Framework did not facilitate
addressing the overarching aim of the thesis to investigate how the ludic operations and
communicated evaluative meaning resources about characters convey vales in action-

adventure videogames.
2.4 The Games as Action-Games as Text Framework

The Games as Action: Games as Text Framework is intended for educators. The
model comprises two layers, Games as Action and Games as Text (Apperley & Beavis, 2013;
Beavis, 2014), as represented in Figure 2.3. The Games as Action layer focuses on the
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processes involved in the design and playing of games (Beavis, 2014). The Games as Texts
layer focuses on the textual literacy practices and learning opportunities involved when
engaging with games (Apperley & Beavis, 2013). Ideologies and values are addressed in the
Knowledge about games and “Me” as game player dimensions from the Games as Texts
layer. The Design dimension from the Games as Action layer addresses the ludic operations
involved when playing games. Literature concerning these dimensions of the model was
reviewed for possible theoretical tools and methodological processes that could be used to
investigate how communicated evaluative meanings about game characters convey values in
action-adventure videogames.

1x3) sy saWv®

Figure 2.3: The Games as Action-Games as Text Framework (Apperley & Beavis, 2013, p.
9)

Educators can use the Knowledge about games dimension to plan literacy learning
experiences in which students respond to videogames as they would to other forms of
literature. The dimension involves examining narrative and game events, ideologies,
intertextuality, and the knowledge and participation structures of games (Apperley & Beavis,
2013). Beavis et al. (2012) described several classroom examples using the Knowledge about
games dimension, which engaged students in critical literacy activities requiring them to
respond to videogames through activities such as peer discussion, drama activities, game
reviews and game design. On the whole, the learning activities focused on students
responding to and creating texts or games rather than the textual compositions of the
language, images and gameplay features of ludonarratives such as action-adventure
videogames. Therefore, further research into the textual composition of ludonarratives is
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warranted to reveal wider literacy learning opportunities for students. Given that the
Knowledge about games dimension focuses on supporting students to respond to texts and to
create texts, no theoretical tools and methodological processes were found that could support
the textual investigation of how action-adventure videogames convey values through their
communication of evaluative meanings about game characters. For understanding how the
Games as Text layer can offer further insights into the evaluative meanings represented in
action-adventure games, the “Me” as game player dimension was examined.

The player-game character connection and affiliation in action-adventure videogames
were investigated using the ‘Me’ as game player dimension. The dimension considers how
players are positioned during gameplay, and the outside game knowledge and the prior
experiences and values on which players draw to imply meaning when playing games
(Apperley & Beavis, 2013). Bradford (2010) described how player-game character affiliations
are created in games through the use of camera angles that enable players to take on the visual
perspective of their game characters. This is achieved by the game camera being placed
behind a game avatar, thereby enabling players to look at the back of the avatar as it is
navigated through the simulated game world. This understanding of camera placement to
affiliate players and game characters described by Bradford (2010) offers a useful theoretical
tool for understanding the extent to which videogames construct player affiliation with
different characters, and was incorporated into the research conceptual framework and
methodology for this thesis.

Another aspect of the player-game character positioning was the interactivity of the
character and the types of ludic actions required by players to instruct a game character
through the use of a controller (Bradford, 2010). Similarly to the Ludic Framework
(Seraphine, 2016a), the playability and ludic actions of characters were addressed by the
Design dimension from the Games as Action layer (Apperley & Beavis, 2013). The Design
dimension addressed whether a game character is playable or non-playable in a videogame
and the possible actions of playable characters; for example, on the game controller, players
would have to press the square button to instruct Batman to strike an inmate, or to navigate
Batman through the game world players would need to use the left gear stick on the game
controller. The understanding of character playability and ludic actions was used by Bradford
(2010) to examine the player-game character positions in the action-adventure game Bully,
which was discussed briefly in Chapter One. It was found that players were still required to
draw on their prior game world knowledge and prior experiences and values to comprehend
the narrative and gameplay representations, ideologies and cultural values within the fictive
game world of Bully (Bradford, 2010), despite players being positioned to view the game
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world along with a character through the use of camera positions and through having the
ability to instruct the characters in the simulated world. Bradford (2010, p. 63) acknowledged
that further research is required to examine how videogames position players in simulations
similarly to authentic real-world exchanges, and how players negotiate or are subjugated by
conveyed values and ideological meanings in videogames. A broader range of narratology
and game study concepts and methodologies would be useful to explore how videogames
position players using language and visual resources and narrative strategies such as
focalising a character’s point of view. Overall, the theoretical tools of camera positioning to
enable players to be aligned with game characters, the distinction between playable and non-
playable characters, and the theorisation of the possible actions of playable characters offer
useful tools for examining how action-adventure videogames construct player affiliation with
characters and how the ludic operations of action-adventure videogames communicate
evaluative meanings about characters. These tools were used in the conceptual framework,
research design and methodology of this thesis.

2.5 A social semiotic approach to videogame design

Similarly to the Values at Play and the Ludic Framework research, the social
semiotics approach to understanding videogames is used by game designers. This approach
considers how playable and non-playable characters and their ludic actions can influence the
conveyed values communicated by the characters in action-adventure videogames. Pérez-
Latorre et al. (2017) analysed the videogame The Last of Us (Naughty Dog, 2014) from this
perspective. The Last of Us is an action-adventure videogame that tells the story of Joel, a
smuggler, and Ellie, a teenage girl, who journey across the post-apocalyptic United States.
During their journey, they have to avoid unwanted attention from antagonistic humans and
zombies. Pérez-Latorre et al.’s (2017) analysis focused on how the ludonarrative and ludic
operations of the characters and collectable game equipment implied values. For example,
during the game, Joel is the playable character and has been programmed with actum ludic
actions in which players press buttons to instruct Joel to complete tasks such as fighting
zombies. Ellie is a non-playable character. Ellie has been programmed to use tactum ludic
actions to support Joel in completing tasks such as fighting the zombies. Pérez-Latorre et al.
(2017) argued that the ludic design of the game supports values such as collaboration and
solidarity between the two characters. During Joel and Ellie’s journey through the post-
apocalyptic world, they can collect items such as duct tape, bottles of alcohol, sticks and
scissors, which can be used to create objects such as tools and weapons or used as medical
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supplies. These items can be used up, leaving their collection empty, which suggests that the
game design implies values such as austerity (Pérez-Latorre et al., 2017).

Pérez-Latorre et al. (2017) also found that, at times during the gameplay segments,
players felt a disconnect from the immersive game world. This was also described in
Seraphine's (2016a) research from the Ludic Framework. The disconnect was due to Ellie’s
programming, which involved her supporting Joel in fighting zombies; however, if she were
defeated, the game was programmed to end and players would be prompted to re-play. This
forced players controlling Joel to look out for Ellie and to protect her if required. Despite this
ludic action aligning with the values of collaboration and solidarity, it was in contrast to
Ellie’s strong personality and fierce independence represented in the narrative storyline of the
game. Pérez-Latorre et al. (2017) argued that this contrast in values between Ellie’s strong
personality in the game’s narrative and her need for protection in the gameplay segments
created a feeling of burden for players. Game studies describe this experience as
ludonarrative dissonance, which interrupts a player’s immersive flow with a game owing to
incoherent values being represented in the narrative and gameplay segments (Hawking, 2007;
Seraphine, 2016a). Games studies seek to maximise a player’s immersion in game worlds to
prolong their engagement with the game platform (McGonigal, 2011). Similarly, game
designers attempt to design games that limit the ludonarrative dissonance experienced by
players. Therefore, examining how action-adventure videogames represent evaluative
meanings about characters during narrative and gameplay segments is crucial to answering
how these videogames convey values that naturalise character value positions or represent
divergent character value positions. The theoretical tools of scripted, soft-scripted and
emergent narrative game segments (Sylvester, 2013) discussed in the Ludic Framework are
useful tools for identifying the narrative and gameplay segments. The narrative segments
would be realised by scripted segments, while the gameplay segments would be realised by
the soft-scripted and emergent narrative segments. These theoretical tools were used in the
conceptual framework, research design and methodology of the thesis.

Up to this point, the reviewed literature has identified theoretical tools that can be used
to investigate how the ludic operations of action-adventure videogames communicate
evaluative meanings about characters. The Values at Play heuristic (Flanagan & Hissenbaum,
2014) and the Ludic Framework (Seraphine, 2016b) identified that action-adventure
videogames represent values in their narrative and ludic gameplay segments. The Ludic
Framework (Seraphine, 2016b) offered apposite tools for identifying the ludic actions of
factum, tactum and actum that occurred in games and the varying degree of scripted, soft-

scripted and emergent narrative interactivity (Sylvester, 2013) that can be used to identify
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narrative and gameplay segments. The Ludic Framework (Seraphine, 2016b) and the social
semiotic approach to videogame design (Pérez-Latorre et al., 2017) offered an understanding
of the concept of ludonarrative dissonance in which players may experience a disconnect
from the simulated game environment owing to the incoherence in values represented in the
narrative and gameplay segments of ludonarratives (Hawking, 2007; Seraphine, 2016a).

The Design dimension from the Games as Action: Games as Text Framework
(Apperley & Beavis, 2013) and the social semiotic approach to videogame design (Pérez-
Latorre et al., 2017) presented theoretical understanding for identifying the playable and non-
playable characters and the ludic actions of playable characters in videogames. The “Me” as
game player dimension from the Games as Action: Games as Text Framework (Apperley &
Beavis, 2013) offered theoretical understandings of the types of camera angles used to align
players with game characters in action-adventure videogames, and how players are required
to draw on their prior knowledge of a game’s ludonarrative to infer a game’s ideologies and
values. The reviewed literature from the Values at Play heuristic (Flanagan & Hissenbaum,
2014), the Ludic Framework (Seraphine, 2016b), the Games as Action: Games as Text
Framework (Apperley & Beavis, 2013) and the social semiotic approach to videogame design
(Pérez-Latorre et al., 2017) has identified theoretical tools that can be used to investigate how
the ludic operations of action-adventure videogames communicated evaluative meanings
about characters. Next, relevant SFS literature is reviewed to identify appropriate language
and image semiotic resources that can address the research aim of investigating how action-
adventure videogames convey values through their communication of evaluative meanings
about game characters and the extent to which videogames construct player affiliation with
different characters through the co-patterning of language and image meaning resources.

2.6 SFS approaches to explicating values

Relevant SFS literature is now reviewed to identify appropriate language and image
semiotic resources that were utilised to address the research aims of the thesis. First, SFS
literature concerned with expressing language and image evaluative meanings that can be
used to infer values is reviewed. Second, literature concerned with player-game characters’
affiliation is examined to identity semiotic resources that can be used to observe the extent to
which videogames construct player-game character affiliations. Third, SFS research into
intermodality is reviewed to identify theoretical understandings of how different modalities

commitment meaning and couple to create patterns of meaning across a text.
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2.6.1 Expressing evaluative meanings in language

Over the past decade, SFS research has reflected a growing interest in identifying the
values represented in a text through linguistic research methodologies. Social semiotic
research has used the metaphor of a cosmology to describe values as being a constellation of
hot and not so hot ideologies (Maton, 2014). Ideologies that are viewed as being popular by a
community are represented as constellations of hot ideologies, and ideologies that are
unpopular are considered not so hot constellations. These ideologies are communicated
through semiotic meanings representing a community’s values. Therefore, SFS research
considers ideology and values as permeating the whole ensemble of semiotic meaning and
culture (Martin & Rose, 2007, p. 16). Central to this research into values is the SFS
description of the evaluative language resources of attitude (Martin & Rose, 2007; Martin &
White, 2005). Within the Martin and White (2005) framework, attitude is concerned with
evaluating feelings, judgements and assessments of events and objects. Feelings can be
realised through the use of words to indicate affective expressions of un/happiness (e.g.,
laughed, cried), security and its lack (e.g., asserted, anxious), and satisfaction and its lack
(e.g., attentive, yawned). Positive or negative judgements can be realised through words
describing a character’s normality (e.g., charmed, peculiar), capacity (e.g., clever, insane) and
tenacity (e.g., heroic, cowardly). Positive and negative judgements can also be realised
through words indicating a social sanction by describing a character’s propriety (e.g., moral,
corrupt) and veracity (e.g., truthful, dishonest). Positive and negative assessments of events
and objects can be realised by words of appreciation, which describe a reaction (e.g.,
captivating, dull), composition (e.g., harmonious, discordant) and valuation (e.g., profound,
insignificant). Examples of these evaluative attitudes in the game Arkham Asylum were
described at the beginning of Chapter One. The evaluative resources of attitude have been
used in SFS research to indicate patterns of evaluation that are communicated in texts more
generally; however, there has been limited research conducted on evaluative meaning use in
action-adventure videogames.

Relevant SFS research that has utilised the evaluative resources of attitude has been
conducted with texts such as hortatory and analytical expositions, historical recounts and
factual explanations, conversations between friends, newspaper articles and narratives (Doran,
2019; Knight, 2010; Macken-Horarik, 2003b; Martin, 1985, 1995). The use of the evaluative
resources of attitude in hortatory and analytical expositions was examined by Martin (1985)
to profile the interaction amongst different ideological and value perspectives in social and
political debates. It was concluded that hortatory expositions expressed more evaluative
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meanings than analytical expositions. The higher frequency of evaluative expressions in
hortatory texts was attributed to their social purpose being to persuade people to do something
or that a socially just change was needed. The lower frequency of evaluative expressions in
analytical expositions was attributed to their social purpose being to persuade people that the
status quo was acceptable and was therefore more orientated to communicating facts. Martin's
(1995) research emphasised understanding the social purpose of expositions and how
evaluative meaning resources could be used in the texts to persuade audiences to align with a
value and ideological perspective.

The alignment of an audience member with the value and ideological perspective of a
text was explored by Martin (1995) when examining the use of evaluative meanings in
historical recounts and factual explanations used in classroom settings. The article focused on
how evaluative meanings concerning ideologies and values were represented and implied a
compliant reading position for the text. However, it was concluded that students might not
have a compliant reading position if their inferred prior experiences and personal values
conflicted with the compliant reading position. In these cases, students may draw on their
prior experiences to establish a critical tactical reading of a text, or disengage from the text
with a resistant reading position. Martin's (1995) research was significant in understanding
how readers can draw on their prior experiences to infer values that may align with or diverge
from a text’s naturalised evaluative meaning position.

SFS research has also examined how friendship groups are affiliated through the
expression of shared social values. Knight (2010) used the evaluative resources of attitude to
infer shared values during conversations by highlighting the evaluative patterns of the
positive and negative feelings, judgements and assessments about discussed topics during a
conversation between friends. It examined how similar evaluative patterns between the
friends implied similar evaluative meanings about a topic. Knight (2010) reasoned that the
friends drew on their prior knowledge of values and ideologies influenced by their age,
ethnicity, social class, abilities and gender experiences to express shared values when
conversing. Therefore, similar negative evaluations about a character’s propriety by the
friends indicated a shared value of the character’s immorality as the friends were drawing on
similar prior knowledge to align with the evaluation and to imply the shared value. Knight
(2010) used an evaluative meaning analysis to describe a theory of affiliation in which
participants create a shared identity through the negotiation of shared values.

SFS research has also investigated how divergent values are expressed between social
groups. Doran (2019) used the attitude resources to identify the evaluative patterns present in
a newspaper article and a university handbook about the Australian social debate of invasion
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versus settlement regarding the European arrival in Australia. The attitude meaning-making
resources were utilised to identify evaluation patterns regarding terminology such as
“invasion” and “settlement”. The positive and negative evaluative patterns regarding the
terminology in the texts were used to identify how the two texts represented different
naturalised reading positions despite the use of similar terminology. It was concluded that the
evaluative meanings in the university handbook represented a naturalised reading position
that viewed the European settlement of Australia as an invasion, while the newspaper article
represented a resistant reading position towards the view that the settlement was an invasion.
Doran (2019) reasoned that, despite the similar terminology used by both texts, readers were
able to use the evaluative meaning patterns about the terminology and their prior knowledge
to infer their value position in relation to, and their alignment with, a text’s naturalised
reading position. It was explained that readers make this inference using the same process
described by Knight (2010). Doran (2019) used the analytical process of his research to
describe a linguistic methodology for revealing naturalised value positions in non-fiction
texts.

Divergent value positions between characters in narrative texts have also been
explored by SFS research. Macken-Horarik (2003b) investigated how narrative texts are
constructed to communicate an ideal reading position. The ideal reading position is defined as
being:

positions from which characters and events become intelligible, values shareable and the

narrative itself coherent. ... the “ideal reader” cannot be identified with any of the individual

voices articulated within the text nor with the vagaries of real readers as they interact with the
text. ... It is the narrative text that mediates the significance of different evaluative voices
contained within and creates an identifiable space from which the reader can appraise these.

(Macken-Horarik, 2003b, p. 287)

The identified space created in the ideal reading position of narratives goes some way
to explaining the conflict between players’ virtual and projective identities when playing
games (Gee, 2003). As discussed in Chapter One, players may desire their game character to
reflect their real-world personal values, such as justice; however, when playing Arkham
Asylum, players discover that the game has interpreted justice as Batman knocking asylum
inmates unconscious. This discovery can cause conflict between different interpretations of
justice concerning the real world and the virtual and projective identity of gamers and require
them to sanction ethical or unethical actions to complete game tasks to progress the game’s
narrative and to proceed to new game levels. Furthermore, Macken-Horarik (2003b)

demonstrated how the ideal reading position invited by narratives and the evaluative meaning
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patterns confirm or disconfirm the value position of particular characters within the
narrative’s fictive story world. For example, players of Arkham Asylum may be entertained by
the narrative complications introduced by the Joker’s humorous and immoral behaviour, but
view it as divergent owing to the game being designed to naturalise Batman as the superhero
and protagonist of the narrative.

The evaluative meaning patterns of in-game narratives were investigated from an SFS
perspective. Lowien (2016) analysed the action-adventure videogame Watch Dogs (Ubisoft,
2014) using the evaluative meaning resources of attitude to identify patterns of evaluation in
character dialogue to infer a character’s evaluative stance. The patterns of character
evaluative meanings and prior knowledge of the game’s narrative and characters were used to
infer the protagonist character’s evaluative stance represented in the game. However, further
research is required using character dialogue to investigate how action-adventure videogames
convey values through their communication of evaluative meaning about characters. The
reviewed SFS literature has identified useful theoretical understanding and tools that can be
used to investigate how action-adventure videogames convey values. Central to SFS research
is the understanding that values permeate the whole ensemble of semiotic meaning and
culture (Martin & Rose, 2007, p. 16). SFS theoretical tools that can be used to investigate
values include the possibility of ideal or divergent reading positions of narrative texts, and the
evaluative meaning resources of attitude that can be used to identify evaluative patterns in
texts and combined with a reader’s prior knowledge to infer alignment with a value position.
These theoretical understandings and tools were incorporated into the conceptual framework,
research design and methodology. However, videogames also comprise images that
communicate evaluative meanings about characters. SFS research that has investigated visual
evaluative meaning is now reviewed for theoretical tools that can be used to address the
research questions of the thesis.

2.6.2 Image evaluative meaning

SFS research has also investigated the visual representation of character attitudes in
multimodal texts, although the research in this area has not been conclusive. Painter et al.
(2013) suggested that visual affective attitude can be realised through an illustrated
character’s expression. However, Martin (2008a) argued that visual meaning cannot represent
attitudes such as judgements. This work was broadened by Economou (2009) in a doctoral
thesis concerning the verbal-visual intersemiosis in newspaper articles and their images.
Economou (2009) applied the appraisal framework to news images, concluding that images
could not inscribe judgements. This conclusion contrasted with Unsworth's (2014) work,
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which suggested that picturebooks and animated movies could inscribe judgements through
visual metaphors and symbols. Also, White (2014) examined images taken by
photojournalists that accompanied news articles and investigated how these images could
invoke attitudinal responses and position readers to take on negative and positive attitudes
towards the portrayed news events. The article did not elaborate whether images could
represent attitudes of judgement but implied that viewers of images need to draw on their
prior knowledge of a context to infer visual evaluative meanings. While the SFS literature is
still inconclusive as to which types of attitudes can be represented visually, there is a
consensus that the visual modality does represent attitudes, and that the varying degrees of
these attitudes can be analysed. The visual meaning system is similar to the language system
in that patterns of evaluative meanings and a viewer’s prior knowledge of a context can be
used to infer alignment with a value position. Therefore, the evaluative meaning resources of
attitude were a useful tool to include in the thesis’s conceptual framework, research design
and methodology to explicate how action-adventure videogames convey values through their
communication of evaluative meanings about characters.

2.6.3 Player-game character affiliation: Interactive meaning and focalisation resources

Videogames use camera angles to create affiliations between game characters and
players. For example, at times players may be visually positioned as a character, or at other
times the game camera can be placed to look over the character’s shoulder, enabling players
to see along with the character, while at other times players may be watching characters from
an outside perspective. The interactive meaning between players and game characters was
described by Kress and van Leeuwen (2006) as consisting of three variables: contact, distance
and camera placement. The contact variable examines if a character is making eye contact
with the gamer or looking away from the gamer. The distance variable examines whether a
close, medium or long-distance camera frame has been used to capture an image. A close
frame creates an intimate connection, a medium frame creates a social connection and a long-
distance frame creates an impersonal connection between the represented game characters and
players. The vertical and horizontal camera placement can also be considered. For example,
images using a low camera angle would represent a game character as being powerful; if an
eye-level angle is used, it would represent an equal power relationship between the game
character and the player; and, if a high angle is used, it would represent the game character as
being powerless. Also, if a frontal camera placement is used, a sense of involvement is
created between the game character and players; however, if an oblique angle is used, a sense
of detachment is created between the game character and players.

45



Building on these camera angle descriptions, Painter et al. (2013) described how
camera angles could represent a character’s focalised point of view within images. Two0
variables dealing with contact and mediation were defined. Contact images in which
characters were not making positive eye contact with the viewer were described as observed
images, while images in which characters were making direct eye contact were described as
direct if a frontal gaze were used and invited if the character’s head or eyes were turned to the
side. Images were described as unmediated if viewers looked upon the characters from an
outside perspective. Images were described as mediated if viewers were positioned as the
character or if the camera were placed over a character’s shoulder to enable her or him to see
along with the character. Examples of the affiliation resources of focalisation and interactive
meaning from the game Arkham Asylum have been represented in Table 2.1. Image 1
represents unmediated focalisation, in which players look upon Batman and the
Commissioner from an outside perspective. The image utilises a medium, frontal, eye-level
camera frame to create an involved, social and equal affiliation with players. Image 2
represents how players have been focalised to see along with Batman, as the camera angle has
been placed behind his shoulder. A social, involved and equal camera framing has been used
to create an involved, social and equal affiliation with players. Image 3 represents players
being focalised as the character Harley Quinn. Players are positioned to be looking down at
the screen with her right arm coming in from the side of the image. A medium, frontal, eye-
level camera framing has been used to create an involved, social and equal affiliation with
players. SFS research has used these resources to demonstrate viewer and character affiliation
in multimodal picturebooks and films.

Table 2.1: Examples of affiliation resources — Arkham Asylum

Focalisation Interactive Meaning
Image Eye contact Mediation Contact Social Horizontal Vertical
distance angle angle

1 Direct Unmediated Demand Social Involvement Equality

2 Observe Along with  Offer Social Involvement Equality
character

3 Observe As Offer Social Involvement Equality
character
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Seminal SFS research examining the interactive use of camera angles to create
solidarity and involvement between the participants represented in images and the viewers of
images was conducted by Kress and van Leeuwen (2006) on a large variety of images
spanning children’s drawings, textbook illustrations, photographs, art and sculptures. Building
on this research were studies that examined picturebooks (Painter, 2009; Painter et al., 2013)
and animation films (Barton & Unsworth, 2014; Unsworth, 2013a, 2013b; Unsworth &
Thomas, 2014). Similar research involving interactive meaning and focalisation was
completed by Burn (2003, 2005, 2006), who examined different media such as books, films
and videogames of Harry Potter and found differences in the emphasised interpersonal
meanings represented across these media platforms. The affiliations meaning resources of
interactive meaning and focalisation are apposite theoretical tools for examining how action-
adventure videogames create affiliation between game characters and players. Accordingly,
these resources were incorporated into the conceptual framework, research design and
methodology for the thesis.

2.6.4 Intermodality: Instantiation, commitment and coupling

SFS research has also investigated how multimodal texts present unified meaning.
SFS research has explored the connections between different modalities in multimodal texts
by making comparisons with language meaning resources (Painter & Martin, 2011). For
example, the cohesive ties between image and language were examined by Royce (1998);
logico-semantic expansion and project were used by Martinec and Salway (2005) to explore
how image-text relations elaborate, extend or enhance represented meaning in multimodal
texts; rhetorical structure theory and conjunctive relations were used to explore the gap
between narrative structure and finely grained technical details in the film Memento
(Bateman, 2008; Tseng & Bateman, 2012); information structure was used by Kress and van
Leeuwen (2006) to describe a visual design grammar; and relational transitivity was used by
Unsworth and Cleirigh (2008) to explore the image-text relations in a standardised
assessment. Moreover, Painter et al. (2013) described a novel approach to theorising
intermodality by drawing on the SFS dimension of instantiation.

The SFS notion of instantiation can be used to explicate the possible meaning
potential of the semiotic systems down to the afforded meaning realised in each semiotic
system (Painter & Martin, 2011; Painter et al., 2013). Instantiation is concerned with tracing
the meaning potential of all semiotic resources to the afforded meaning of a particular
instance of text (Martin, 2010). Instantiation involves two perspectives: a close inspection of a
semiotic resource and the meaning potential that has been realised in an instance of text; or a
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distance perspective in which we can describe the general operation of a system and the
meaning potential of that system (Martin & White, 2005). These two perspectives of the one
concept or object have been compared with the weather and climate (Halliday, 1992; Halliday
& Matthiessen, 2014). The weather is the close perspective, such as the actual temperature of
the day, and the climate is the distant perspective, such as the possible range of temperature
within a particular climate (Halliday, 1992; Halliday & Matthiessen, 2014). Painter and
Martin (2011) argued that the complexity of multimodal texts requires mapping the meanings
afforded in each mode and tracking how each meaning is instantiated in a text. Comparisons
can then be made in relation to how each meaning system contributes to the overall meaning
of a multimodal text by using the concepts of commitment and coupling.

Commitment is concerned with the amount of meaning potential enlisted from any
semiotic meaning system (Martin, 2008b; Painter & Martin, 2011). The amount of meaning
committed in this process depends on whether a meaning system is enacted and to what extent
the enacted system has been deployed (Painter et al., 2013). For example, the Joker may not
be committing meaning verbally when not talking, but his face and body language express an
attitude of happiness. Coupling is concerned with the recurrent co-patterning of realised
meaning in a text (Martin, 2008b; Painter & Martin, 2011). This patterning may occur within
the different dimensions of semiotic resources, and across different semiotic meaning
resources, metafunctions and modalities (Painter et al., 2013). The intermodal coupling can be
called convergent (Painter & Martin, 2011; Painter et al., 2013) when similar attitudes are
expressed in the language and visual meaning systems — for example, the Joker pronouncing a
positive evaluative meaning of happiness to state that he is happy to be back at the asylum,
while he is visually represented as being happy through a cheerful simile. Alternatively,
divergent coupling occurs when two modalities differ in their realised meaning, such as the
Joker appraising Batman with a negative judgement concerning his physical weakness while
Batman is using his physical strength to knock inmates unconscious. The intermodal concepts
of commitment and coupling can be used to examine the repeated co-patterning of language
and image evaluative meaning, affiliation and ludic operation resources throughout the
unfolding of the action-adventure game scenes. This process is referred to formally as
“logogenetic synergy” (Painter & Martin, 2011, p. 152; Unsworth, 2013b, p. 21):
“logogenetic” as it refers to the SFS concept of logogenesis or the unfolding of meaning
throughout a text (Halliday & Matthiessen, 2014; Martin, 2010); and “synergy” to highlight
the coupling of complementary semiotic systems that combine to encompass the entire
meaning of the text. Painter et al.'s (2013) approach to understanding how modalities such as
language and image co-pattern to represent the unified meaning of multimodal texts through
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the concepts of commitment and coupling includes apposite theoretical tools that were
included in the conceptual framework, research design and methodology for the thesis.

2.7 A conceptual framework for the explication of values in action-adventure
videogames

From the examined models, apposite theoretical understandings and tools were
identified and synthesised into the following conceptual framework for addressing the
research questions in this study. Before the conceptual framework is described, the research
questions for this thesis are reviewed. The overarching research question for the study asked:

How do action-adventure videogames convey values through their communication of
evaluative meanings about game characters?

In order to answer this overarching research question, the following research sub-
questions were investigated:

1. How does the frequency of the different types of evaluative meanings about characters
vary within and between characters in action-adventure videogames?

2. To what extent do videogames construct player affiliation with different characters in
action-adventure videogames?

3. How do the ludic operations of action-adventure videogames communicate evaluative
meaning about characters?

The conceptual framework used to answer the research questions is represented in
Figure 2.4. First, how the conceptual framework and its comprised theoretical tools were used
to answer the research sub-questions is addressed. Second, how the conceptual framework is
used to answer the overarching research question is addressed. The investigation of how
values are conveyed in action-adventure videogames required the conceptual framework to
consider how values are represented in the narrative and ludic gameplay segments of action-
adventure videogames (Flanagan & Hissenbaum, 2014; Pérez-Latorre et al., 2017; Seraphine,
2016b). Therefore, the conceptual framework comprises the narrative and the ludic
dimensions. The narrative dimension represents the language and visual narrative of the
game, which includes the dialogue of the characters and the accompanying visual images of
the game. The narrative dimension encompasses the representational and compositional
meanings and the interpersonal meanings. Only the interpersonal meanings were investigated
because this is how communicated evaluative meanings about characters were identified in
the language and visual modalities using the evaluative meaning resources of attitude (Martin
& Rose, 2007; Martin & White, 2005). Also, the interpersonal meaning enacting the player-

49



game character affiliation were investigated through the coupling of the visual focalisation
(Painter et al., 2013) and interactive meaning resources (Kress & van Leeuwen, 2006). The
conceptual framework’s narrative dimension interpersonal evaluative meaning resources of
attitude and the player-game character affiliation resources of visual focalisation and
interactive meaning were used to address Research Sub-Questions One and Two.

The ludic dimension extends over the entire narrative and gameplay segments of the
game. The ludic dimension encompasses the representational, interpersonal and
compositional meanings. However, only the representational and compositional meanings
were investigated to identify how evaluative meanings are conveyed by the utilised ludic
operations of action-adventure videogames. The ludic-representational meaning was
investigated because this identified the playable and non-playable characters and the ludic
actions of the playable characters (Apperley & Beavis, 2013; Pérez-Latorre et al., 2017). The
ludic-compositional meaning was investigated to identify the narrative and gameplay
segments of the game through the use of the interactivity resources of scripted, soft-scripted
and emergent narrative (Sylvester, 2013). The coupling between the ludic-representational
and the ludic-compositional resources in the ludic dimension was used to investigate the ludic
operations in action-adventure videogames. Then, to answer Research Sub-Question Three,
how the ludic operations co-pattern with the interpersonal meaning resource of the narrative
dimension were considered to indicate how the ludic operations of action-adventure games
communicate evaluative meanings about characters.

The overarching research question could be addressed after the committed evaluative
meanings in the narrative and ludic dimensions of the framework were investigated. In order
to address how action-adventure videogames convey values, the framework utilises Painter et
al.’s (2013) theoretical understanding of intermodal commitment and coupling to make
inferential links between the moral, social and political values described in Chapter One and
the evaluative meanings communicated about characters during the narrative and gameplay
segments of action-adventure videogames (Bradford, 2010; White, 2014). Therefore, inferred
prior knowledge encompasses the narrative and ludic dimensions of the conceptual
framework. The conceptual framework also utilised the SFS theoretical understanding that
values permeate each semiotic choice in the narrative and ludic dimensions of the framework,
and therefore values did not receive a separate stratum or dimension in the framework (Martin
& Rose, 2007).
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Figure 2.4: The ludonarrative and values conceptual framework

2.8 Summary

This chapter has examined the extent to which conceptual models used in analysing
videogames have addressed how the ludic operations and evaluative meanings about
characters in action-adventure videogames convey values through their communication of
evaluative meaning about game characters. The conceptual models reviewed included the
Values at Play heuristic (Flanagan & Hissenbaum, 2014), the Games as Action-Games as
Texts framework (Apperley & Beavis, 2011), the Ludic Framework (Seraphine, 2016b) and a
social semiotic approach to analysing videogames (Pérez-Latorre et al., 2017). Theoretical
understandings and tools from these models were synthesised to develop a conceptual
framework to investigate how action-adventure videogames convey values through the
communication of evaluative meanings about characters. Chapter Three describes this
conceptual frame and the semiotic resources needed to address the study’s research question

and research sub-questions.
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CHAPTER 3: CONCEPTUAL FRAMEWORK - GAME
EQUIPMENT

3.1 Introduction

This chapter examines the conceptual framework introduced at the end of Chapter
Two in Section 2.7. The semiotic tools in the narrative and ludic dimensions of the
framework are represented in Figure 3.1 and are described throughout this chapter. The
conceptual framework informed the research design for the investigation of how action-
adventure videogames convey values through the communication of evaluative meanings
about characters. First, the social semiotic philosophical understanding underpinning the
conceptual framework and research design is explored in Section 3.2. The SFS representation
of meaning through the use of system networks is described in Section 3.3. Second, the
interpersonal semiotic resources in the narrative dimension are examined in Section 3.4.
These resources include the language evaluative meaning resources of attitude introduced in
Section 3.5. The evaluative meaning of affect is described in Section 3.6, judgement in
Section 3.7 and appreciation in Section 3.8. Invoked attitudes are explained in Section 3.8.
Examples of language evaluative meaning from the games are described in Section 3.10. The
visual evaluative meaning resources of attitude are explored in Section 3.11 and examples of
visual evaluative meaning from the games are described in Section 3.12. Third, the player
affiliation resources of interactive meaning and focalisation are introduced in Section 3.13.
Section 3.14 examines Interactive meaning and Section 3.15 describes Interactive meaning
examples from the games. Section 3.16 examines Focalisation and Sections 3.17 describes
Focalisation examples from the games. Four, the representational and compositional
resources in the ludic dimension are introduced in Section 3.18. The representational
resources involved in identifying the playable and non-playable characters and the ludic
actions of characters are explored in Section 3.19. Section 3.20 describes examples of
playable and non-playable characters and the ludic actions from the games. The
compositional resources of interactivity used to identify the playable and non-playable
segments are explained in Section 3.21 and examples of interactivity are described in Section
3.22. Third, the framework is underpinned by the SFS theoretical understanding that values
permeate each semiotic choice in the narrative and ludic dimension, and therefore values are
not represented as a different stratum of the framework (Martin & Rose, 2007). The
framework addresses values through utilising Painter et al.’s (2013) theoretical understanding
of intermodal commitment and coupling to make inferential links between the narrative and
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ludic dimension semiotic tools and the moral, social and political values described in Chapter
One (Bradford, 2010; White, 2014) in Section 3.23. A summary of the chapter is described in
Section 3.24. Before the semiotic resources utilised in the conceptual framework can be
described, it is essential to understand the social semiotic philosophical understandings
underpinning the conceptual framework and research design.

Legend Inferred Prior Knowledge

Narrative dimension

Narrative dimension

Ludic dimension

Interpersonal

Evaluative Meaning
*  Attitude
+ Interactive

Ludic- Ludic -

representational meaning compositional
Characters * Focalisation Intera.ctivity
+ Playable . Scrlptcdl
* Non-playable » Soft-scripted
* Emergent

Actions

. . narrative
* Ludic actions

Figure 3.1: The ludonarrative and values conceptual framework

3.2 Social semiotic philosophical orientations

The conceptual framework represented in Figure 6 is situated within the field of social
semiotics and is orientated in relation to Halliday’s (1978) systemic functional theory of
language. Halliday’s theory does not perceive language as a collection of rules and
grammatical categories, but instead theorises language as being epistemologically and
ontologically orientated towards understanding how meaning is made within social contexts,
and therefore views language as a resource for meaning-making to help to interpret the world
(Derewianka, 2012). A central understanding of the systemic functional theory is that every
text realises three simultaneously occurring meanings referred to as “metafunctions”: the
ideational, the interpersonal and the textual (Martin, 2010; Martin & White, 2005). The
ideational metafunction is concerned with how people represent the world or experiences
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using grammar meaning-making resources that describe who is involved, what happened, any
circumstantial information about the participants involved in a situation and the logical
connections of these resources. The interpersonal metafunction is concerned with interacting
participants and the meaning-making resources that realise differences in social roles, status
and power. The textual metafunction is concerned with the composition, organisation and
presentation of information in meaningful ways. Since the late 20th century, there has been a
growing interest in adapting Halliday’s metafunctions to different semiotic modalities such as
visual images (Kress & van Leeuwen, 2006). Many researchers working in the domain of
Multimodal Discourse Analysis (Jewitt, 2014) from an SFS perspective during this time have
used slightly different terminology, as represented in Table 3.1 (Painter et al., 2013).

Table 3.1 Terminology for the three metafunctions adapted from Painter et al. (2013)

Author Analysed Data Set Metafunction
Halliday and
Matthiessen Language Ideational Interpersonal Textual
(2014)
. Interpersonal
Kress and van . Ideational . - Textual
All image types : (interaction and .
Leeuwen (2006) (representation) modality) (composition)
Lemke (1998) Website Presentational Orientational Organisational
, Fine art paintings . ..
O’Toole (2011) and sculptures Representational Modal Compositional
Painter et al. Children’s .
(2013) picturebooks Ideational Interpersonal Textual
:Ie r(ezzdll_;l;orre et Videogames Representational  Interpersonal Compositional

The conceptual framework for this thesis foregrounded Halliday’s (1978)
metafunctions across the narrative and ludic dimensions as represented in Figure 3.1.
However, this thesis investigated only the interpersonal meaning occurring in the narrative
dimension and the ideational and textual meaning occurring in the ludic dimension. Also, the
metafunctional terms representational, interpersonal and compositional were used in the
conceptual framework. The use of these terms aligned the conceptual framework with the
previous SFS research involving videogames (Buckingham & Burn, 2007; Pérez-Latorre et
al., 2017) and images (Kress & van Leeuwen, 2006) reviewed in Chapter Two. The term
representational referred to the ideational metafunction describing who was involved and
what happened, such as the playable and non-playable characters and the ludic actions of the
characters. The term compositional referred to the textual metafunction to describe the
interactive organisation of the game scenes into scripted non-playable segments and soft-
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scripted and emergent narrative playable segments. The term interpersonal was kept in line
with Halliday’s interpersonal metafunction to describe the evaluative meanings of characters
and their affiliations with players.

3.3 Systems

System networks can represent the type of semiotic meaning potential available in a
semiotic system, such as language or image. These system networks described resources of
meaning occurring in each of the metafunctions. Figure 3.2 exemplifies a basic network found
within the appraisal attitude system. The networks start with small capital letters written
above a lead in arrow — in this case, JUDGEMENT. Next, the system consists of square
brackets, which pose a choice between two poles of meaning — in this case, between social
sanction and social esteem. When selected, these choices present further meaning options as
in the case of Figure 3.2, where another subsystem is utilised, thereby giving the option of
veracity or propriety in the social sanction pole of Figure 3.2.

Veracity

social
sanction

— propricty
JUDGEMENT :
———— —— capacity
social > tenacity
estcem
— normality

Figure 3.2 Judgement appraisal system (adapted from Martin & White, 2005, p. 38)

Figure 3.3 represents a simultaneous network variable from the visual interactive
meaning system. Simultaneous networks are represented by the use of curved brackets. These
networks are used when two or more systems are occurring at the same time in a text. A
simultaneous network is exemplified in Figure 3.3, where a choice has to be made between
the involvement or the detachment system as well as the viewer power, equality or
representation power system. When a network has been followed to an endpoint, as is the
case with involvement in Figure 3.3, an arrow and text are located underneath to represent
which semiotic expression has been used to realise the meaning — in this case, the use of a
frontal angle.
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Figure 3.3 Simultaneous visual subjectivity system (adapted from Kress & van Leeuwen,
2006, p. 149)

System networks are used to describe the meaning resources occurring in the narrative
and ludic dimensions of the conceptual framework. First, in the interpersonal metafunction at
the narrative dimension, this chapter uses a system network to describe the evaluative
meaning resources of attitude, which are used to analyse the language and visual evaluative
meanings communicated about characters. Second, the resources for player-game character
affiliation are described through the focalisation system network and the interactive meaning
system network. Third, in the representational metafunction in the ludic dimension,
developed system networks for representing the playable and non-playable characters and the
ludic actions of characters are described. Also, in the compositional metafunction at the ludic
dimensions, the interactivity system network used to represent the scripted, soft-scripted and
emergent narrative segments of the game scenes are described. Each system network
represents the possible and actual meaning that can be committed during a game scene. The
networks represent the committed meaning realised in a text through their various pathways
and how these committed meanings couple within the branches of a system or across a
metafunction. The system networks enable the committed meaning of the game scenes to be
tracked to identify patterns of evaluative meaning communicated about characters in action-
adventure games.

3.4 The narrative dimension

The interpersonal semiotic resources of the narrative dimension of the conceptual
framework in Figure 3.4 are now described. These resources include the evaluative meaning
resources of attitude and the player affiliation resources of focalisation and interactive

meaning. These meaning resources explicate the communicated evaluative meaning about
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characters and the extent to which action-adventure videogames construct player affiliation
with different characters. The evaluative meaning resources of attitude in the narrative
dimension of the conceptual framework were used to address Research Sub-Question One:
1. How does the frequency of the different types of evaluative meanings about characters
vary within and between characters in action-adventure videogames?

The player affiliation resources of focalisation and interactive meanings in the
narrative dimension of the conceptual framework were used to address Research Sub-
Question Two:

2. To what extent do videogames construct player affiliation with different characters in
action-adventure videogames?

The conceptual framework is underpinned by the SFS understanding that values
permeate every semiotic choice in the narrative dimension (Martin & Rose, 2007). Painter et
al.’s (2013) theoretical understanding of intermodal commitment and coupling has been used
by the conceptual framework to make inferential links between the narrative dimension
semiotic tools and the moral, social and political values described in Chapter One (Bradford,
2010; White, 2014). The evaluative meaning resources of attitude (Martin & White, 2005) are
now described.

Inferred Prior Knowledge

Narrative dimension

Interpersonal

Evaluative Meaning

= Attitude

* Interactive
meaning

* TFocalisation

Figure 3.4 Conceptual framework: Narrative dimension
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3.5 Research Sub-Question One: The evaluative meaning resources of
attitude

The first research sub-question required using the evaluative meaning resources of
attitude. The evaluative resources enable the frequency of different types of evaluative
meaning about character and how the meanings vary within and between characters to be
examined. First, the attitude resources are explained. Attitude is concerned with expressing
positive and negative affect, judgements of social esteem and social sanction, and assessments
of appreciation (Martin, 2000; Martin & Rose, 2007; Martin & White, 2005). The attitude
system network is represented in Figure 3.5. Affect is concerned with the emotions
represented in a text. Judgement addresses character evaluations of social esteem and social
sanction. Appreciation is concerned with the assessment of phenomena. The evaluative
meaning resources of attitude were further refined by Folkeryd (2006), who examined the
evaluative language in texts written by Grades 5, 8 and 11 students in Sweden. The attitudinal
categories of affect, judgements of social esteem and social sanction, and assessments of
appreciation were retained; however, these categories were further sub-categorised into more
delicate classifications of evaluative meaning. The delicate classifications of Folkeryd’s
(2006) are discussed in further detail below. Attitude can be inscribed explicitly or can be
invoked implicitly in a text. Inscribed attitude is described first, and then invoked attitude.
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3.6 Affect

happiness

AFFECT
security

satisfaction

veracity
social
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esteem
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tenacity
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Figure 3.5 Attitude system network (adapted from Martin & White, 2005, p. 38)
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Affect refers to the positive or negative emotions represented in a text. These emotions

include the feelings of desire, fear, happiness, security and satisfaction (Martin, 2000; Martin
& Rose, 2007; Martin & White, 2005). These emotions can be further sub-divided for a more

delicate analysis, as represented in Figure 3.6 (Folkeryd, 2006). The affective emotions are

now explored in further detail.
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Figure 3.6 Sub-categories of affect (Folkeryd, 2006, p. 69)

3.6.1 Happiness

Happiness is concerned with the positive and negative expression of emotion. It can
be identified by the probe question: Am | happy or unhappy? (Humphrey et al., 2012).
Happiness can be realised through the inscription of words such as chuckle, cheerful, laugh,
rejoice, jubilant, shake hands, fond, loving, hug and adoring (Martin & Rose, 2007; Martin &
White, 2005). The category of happiness can be further divided into the sub-categories of Joy
(cheer) and Sympathy (affection). Examples of Joy include, “The family was happy together”,
“I felt the joy spreading in my body” and “Jeanette smiled” (Folkeryd, 2006, p. 64). Examples
of Sympathy (affection) include, “The king liked his food” and “I love dy[e]ing my hair”
(Folkeryd, 2006, p. 64).

Unhappiness can be realised by inscribing words such as whimper, down, cry, sad,
wail, miserable, dislike, abuse, hate, revile and abhor (Martin & Rose, 2007; Martin & White,
2005). The category of unhappiness can be further divided into the sub-categories of misery
and antipathy (Folkeryd, 2006). Examples of misery include, “The king was devastated” and
“Then Kalla started to cry” (Folkeryd, 2006, p. 64). Examples of antipathy include, “She
doesn’t like the place they moved to” and “Lisa hated Sofia” (Folkeryd, 2006, p. 64).
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3.6.2 Security

Security is concerned with a participant’s comfort and level of anxiety. It can be
identified by the probe question: Am I secure or insecure? (Humphrey et al., 2012). Security
can be realised through the inscription of words such as declare, confident, assert, assured,
proclaim, boastful, delegate, comfortable with, confident in, entrust and trusting (Martin &
Rose, 2007; Martin & White, 2005). The category of security can be further divided into the
sub-categories of calmness, confidence and trust (Folkeryd, 2006; Martin & White, 2005).
Examples of calmness include, “after a while, she calmed down” and “Karin felt calm”
(Folkeryd, 2006, p. 66). Example words that would inscribe confidence include assert,
assured and confident (Martin & White, 2005). Example words that would inscribe trust
include commit and comfortable with (Martin & White, 2005).

Insecurity can be realised through the inscription of words such as restless, uneasy,
twitching, anxious, shaking, freaked out, taken aback, cry out, surprised, faint and astonished
(Martin & Rose, 2007; Martin & White, 2005). The category of insecurity can be further
divided into the sub-categories of disquiet, fear and surprise (Folkeryd, 2006; Martin &
White, 2005). Examples of disquiet include, “This made the king very worried” and ““No, it’s
Solero’, Anna said despairingly” (Folkeryd, 2006, p. 66). Examples of fear include, “She was
frightened”, “Karin was scared” and “They wanted to go, but they didn’t dare” (Folkeryd,
2006, p. 66). An example of surprise would include, “She was completely shocked”
(Folkeryd, 2006, p. 66).

3.6.3 Satisfaction

Satisfaction refers to the emotion expressed in the achievement of an objective. It can
be identified by the probe question: Am | satisfied or dissatisfied? (Humphrey et al., 2012).
Satisfaction can be realised through the inscription of words such as attentive, curious, busy,
absorbed, flat out, engrossed, pat on the back, satisfied, compliment, impressed, reward and
proud (Martin & Rose, 2007; Martin & White, 2005). The category of satisfaction can be
further divided into pleasure and comfort (Folkeryd, 2006, p. 67). An example of pleasure
would include, “Ake was satisfied in the little village” (Folkeryd, 2006, p. 67). An example of
comfort would include, “Then she was full” (Folkeryd, 2006, p. 67).

Dissatisfaction can be realised by inscribing words such as fidget, bored, yawn, fed up,
tune out, exasperated, caution, cross, scold, angry, castigated and furious (Martin & Rose,
2007; Martin & White, 2005). The category of dissatisfaction can be sub-divided into
displeasure, discomfort and ennui (Folkeryd, 2006). Examples of displeasure include, “Dad
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was angry with me” and “Mother sighed” (Folkeryd, 2006, p. 67). Examples of discomfort
include, “He was in a lot of pain” and “Father who is starving” (Folkeryd, 2006, p. 67).
Examples of ennui include, “He thought it was boring” and “But in the middle of my
boredom” (Folkeryd, 2006, p. 67).

3.6.4 Inclination

Inclination and disinclination are irrealis evaluative meanings that indicate an affective
emotion for a situation to be different from the reality of the current situation. The inclination
of emotions can be inscribed in a text through words indicating a longing or desire such as
miss, long for and yearn for (Martin & White, 2005). An example of longing includes, “I
really long for Putte” (Folkeryd, 2006, p. 67). An example of desire includes, “He wished
there would be no recess” (Folkeryd, 2006, p. 67). Disinclination of emotions can be
inscribed through the use of words such as wary, fearful and terrorised (Martin & White,
2005).

3.7 Judgement

Judgement refers to the assessment of behaviour according to one’s principles (Martin
& Rose, 2007; Martin & White, 2005). Judgements can be positive or negative and are
categorised into social esteem or social sanction (Martin & White, 2005). Social esteem
judgements concern normality, capacity and tenacity, while social sanction judgements
concern veracity and propriety. Judgements of social esteem and social sanction can be
further sub-divided for a more delicate analysis, as represented in Figure 3.7 (Folkeryd,
2006). The judgements of social esteem are explored first, followed by judgements of social
sanction.
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Figure 3.7 Sub-categories of judgement (Folkeryd, 2006, p. 74)

3.7.1 Judgements of social esteem

Judgements of social esteem are concerned with a character’s normality, capacity and
tenacity. Judgements of social esteem can be identified through the probe question: Is the
character capable and socially competent? (Humphrey et al., 2012). These judgements can be
either positive or negative.

3.7.2 Normality

Normality refers to the usuality of a participant. Normality can be realised by
inscribing words such as lucky, fortunate, charmed, normal, average, everyday, fashionable
and avant-garde (Martin & Rose, 2007; Martin & White, 2005). Judgements of normality can
be further sub-divided into categories of luck and originality (Folkeryd, 2006). An example of
luck includes, “You are lucky” (Folkeryd, 2006, p. 72). Examples of originality include, “In
any case [the] internet rocks, just like me” and “People there were not so different, I thought”
(Folkeryd, 2006, p. 72). Negative normality can be realised by inscribing words such as
unfortunate, pitiful, tragic, odd, peculiar, eccentric, dated, daggy and retrograde (Martin &
Rose, 2007; Martin & White, 2005).
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3.7.3 Capacity

Capacity refers to judgements about the capability of a participant. Capacity can be
realised by inscribing words such as powerful, vigorous, robust, insightful, clever, gifted,
balanced, together and sane (Martin & Rose, 2007; Martin & White, 2005). Judgements of
capacity can be further sub-divided into categories of mental capacity and physical strength
(Folkeryd, 2006). Positive examples of mental capacity include, “They learned everything
about the skeleton and he became good” and “The world’s smartest blonde” (Folkeryd, 2006,
p. 72). A positive example of physical strength includes, “There I won in a superior way”
(Folkeryd, 2006, p. 72).

Negative capacity can be realised through the inscription of words such as mild, weak,
wimpy, slow, stupid, thick, flaky, neurotic and insane (Martin & Rose, 2007; Martin & White,
2005). Negative judgements of capacity can be further sub-divided into categories of mental
capacity and physical weakness (Folkeryd, 2006). A negative example of mental capacity
includes, “Now we are rid of our teacher for a while, said stupid Jonas” (Folkeryd, 2006, p.
72). Negative examples of physical weakness include, “We are too tired for that”, “He didn’t
have the strength to pull in the fish” and “They couldn 't play” (Folkeryd, 2006, p. 72).

3.7.4 Tenacity

Tenacity refers to judgements about the determination of a participant. Tenacity can
be realised by inscribing words such as brave, heroic, reliable, dependable, tireless,
persevering and resolute (Martin & Rose, 2007; Martin & White, 2005). Positive judgements
of tenacity can also be sub-categories to reflect the reliability of a participant (Folkeryd,
2006). Examples of positive reliability include, “Martin[,] you are a bloody good friend that a
guy can trust” and “Laura has always been there for me” (Folkeryd, 2006, p. 73).

Negative tenacity can be realised by inscribing words such as rash, cowardly,
despondent, unreliable, undependable, weak, distracted and dissolute (Martin & Rose, 2007;
Martin & White, 2005). Negative judgements of tenacity can also be sub-categorised to
reflect a participant’s reliability (Folkeryd, 2006). An example of negative reliability includes,
“He hadn’t done his job” (Folkeryd, 2006, p. 73).

3.7.5 Judgement of social sanction

Judgements of social sanction are concerned with the veracity of a claim and the

propriety of a participant’s character. Judgements of social sanction can be identified through

64



the probe questions: Is the character morally sound? or Is the character legally sound?
(Humphrey et al., 2012). These judgements can be either positive or negative.

3.7.6 Veracity

Veracity refers to judgements of social sanction concerning the truthfulness of a
participant or a claim. Veracity can be realised through the inscription of words such as
truthful, honest, credible, sincere, genuine, frank and direct (Martin & Rose, 2007; Martin &
White, 2005). Negative veracity can be realised by inscribing words such as dishonest,
deceitful, insincere, fake, deceptive and manipulative (Martin & Rose, 2007; Martin & White,
2005).

3.7.7 Propriety

Propriety refers to judgements of social sanction concerning ethical behaviour.
Propriety can be realised by inscribing words such as good, moral, ethical, law-abiding, fair,
just, sensitive, kind and caring (Martin & Rose, 2007; Martin & White, 2005). Positive
judgements of propriety can be sub-categorised as kindness and morality (Folkeryd, 2006).
Examples of kindness include, “John received her kindly” and “There was a good friend”
(Folkeryd, 2006, p. 73). Examples of morality include, “She was so understanding” and “She
proved herself worthy” (Folkeryd, 2006, p. 73).

Negative propriety can be realised by inscribing words such as bad, immoral, evil,
corrupt, unfair, unjust, insensitive, mean and cruel (Martin & Rose, 2007; Martin & White,
2005). Negative judgements of propriety can be sub-categorised as malice and immorality
(Folkeryd, 2006). Examples of malice include, “The cold and hard robbers” and “How mean
my parents are” (Folkeryd, 2006, p. 73). Examples of immorality include, “Some rowdy
boys”, “This evening the hooligans would learn” and “She had done something stupid”
(Folkeryd, 2006, p. 73).

3.8 Appreciation

Appreciation is concerned with the positive and negative assessment of phenomena.
Appreciation is divided into the three categories of reaction, composition and valuation
(Martin & White, 2005). Appreciation can also be considered through the semiotic
metafunctions. The interpersonal function would relate to reaction, the textual function would
align with composition and the ideational function would be associated with valuation
(Martin & White, 2005). Appreciation can be further sub-categorised for a more delicate

65



analysis, as represented in Figure 3.8 (Folkeryd, 2006). The appreciation categories and sub-
categories are now explored in further detail.

Reaction Quality
_—
Impact
APPRECIATION Composition Complexity
_—
S m
Balance
Valuation Danger
Importance

Figure 3.8 Sub-categories of appreciation (Folkeryd, 2006, p. 78)

3.8.1 Reaction

Reaction refers to whether the phenomenon captures the viewer’s attention, and to
whether it is liked or disliked (Martin & Rose, 2007; Martin & White, 2005). Reaction is
concerned with the phenomenon that produced the feeling and should not be confused with
affect, which is concerned with a participant’s emotional response (Derewianka, 2011;
Martin, 2000; Martin & White, 2005). It can be identified by using the probing question: Did
it grab me? or Does it indicate a particular standard? (Ngo, 2013, p. 32). Reaction can be
realised by inscribing words such as captivating, involving, engaging, absorbing, striking,
fascinating, exciting, compelling, lovely, beautiful, splendid, enchanting and delightful
(Martin & Rose, 2007; Martin & White, 2005). Reaction can be further sub-categorised into
quality and impact (Folkeryd, 2006). Examples of positive quality include, “A very pretty girl
had started in his class”, “a very nice view”, “He stayed in a luxury house”, “The best disco”
and “Internet rocks” (Folkeryd, 2006, p. 76). An example of positive impact includes, “It was
great fun” (Folkeryd, 2006, p. 76).

A negative reaction can be realised through the inscription of words such as dull,
boring, tedious, staid, dry, uninviting, unremarkable, predictable, plain, ugly, repulsive and
irritating (Martin & Rose, 2007; Martin & White, 2005). An example of negative quality
includes, “A crappy booze” (Folkeryd, 2006, p. 76). Examples of negative impact include, “It
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was a horrible dream”, “Moments in that small suffocating room” and “He heard Bengt’s
strong and cruel voice” (Folkeryd, 2006, p. 76).

3.8.2 Composition

Composition refers to the arrangement of different parts that comprise an object. It
correlates with the textual metafunction (Martin & White, 2005). It can be identified by using
the probing question: Was it well constructed? (Humphrey et al., 2012). Composition can be
realised by inscribing words such as balanced, harmonious, unified, simple, elegant, intricate,
detailed and precise (Martin & Rose, 2007; Martin & White, 2005). Composition can be sub-
categorised into complexity and balance (Folkeryd, 2006). An example of complexity
includes, “A funny, complex description” (Folkeryd, 2006, p. 77). An example of balance
includes, “It was an even game” (Folkeryd, 2006, p. 77).

A negative composition can be realised by inscribing words such as unbalanced,
discordant, incomplete, over-complicated, extravagant, puzzling and simplistic (Martin &
Rose, 2007; Martin & White, 2005). An example of negative complexity includes, “The road
was long and troublesome” (Folkeryd, 2006, p. 77). An example of negative balance includes,
“My incredibly messy room” (Folkeryd, 2006, p. 77).

3.8.3 Valuation

Valuation refers to the significance of a phenomenon. It aligns with the ideational
metafunction as it describes the world in an experiential manner (Martin & White, 2005). It
can be identified by using the probing questions: Was it worthwhile? Was it significant?
(Humphrey et al., 2012). Valuation is concerned with evaluating phenomena and should not
be confused with “judgements of capacity” (Derewianka, 2011; Martin, 2000; Martin &
White, 2005). Valuation can be realised through the inscription of words such as challenging,
significant, profound, provocative, innovative, unique, enduring and illuminating (Martin &
Rose, 2007; Martin & White, 2005). Valuation can be sub-categorised into importance
(Folkeryd, 2006). Examples of importance include, “But it was worth it!”, “The greatest
event” and “I have to make an important phone call” (Folkeryd, 2006, p. 78).

A negative valuation can be realised by inscribing words such as shallow,
insignificant, unsatisfying, sentimental, conservative, reactionary, unmemorable and
forgettable (Martin & Rose, 2007; Martin & White, 2005). Negative valuation can be sub-
categorised into danger and importance (Folkeryd, 2006). Examples of danger include,
“Something terrible would happen”, “There was still a problem”, “It is too dangerous” and
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“Have you seen anything suspicious?” (Folkeryd, 2006, p. 78). An example of importance
includes, “Maybe you don’t think it sounds remarkable?” (Folkeryd, 2006, p. 78).

3.9 Invoked attitude

Attitude can also be invoked in a text through inference. Invoked attitudes can be
realised in various ways that can be described using a system ranging from inscribed to
afforded attitude (Martin & White, 2005). The network for invoking attitude is presented in
Figure 3.9. The network commences with the inscribed attitude that is written into the text, as
described previously. Provoked attitude utilises literary language devices such as similes or
metaphors to provoke an attitudinal response. An example of provoked negative capacity was
realised in Batman Arkham Asylum (Rocksteady, 2016, Scarecrow Encounter 1), with the
Joker describing Batman as trapped in an elevator tenuously hanging at a great height. The
Joker describes Batman'’s situation by using figurative language to provoke a response
regarding Batman’s limited capacity — for example, “I’ve got you trapped in a little metal box,
hanging precariously over a deadly drop”. Flagged attitude requires less inferential work for a
reader and can include non-core vocabulary to intensify an event (Martin & White, 2005). An
example of flagged negative capacity from Arkham Asylum (Rocksteady, 2016, Scarecrow
Encounter 3) occurs when the super criminals have captured Batman, and Harley Quinn
describes Batman'’s lack of ability by stating, “He don’t look so big and scary now, does he,
Mr J?”. Afforded attitude occurs when the experiential meaning is announced with no explicit
or implicit connection to a view, and therefore requires more inferential work to be performed
by the reader to make connections with the intended attitude. An example of afforded
negative security occurs in Arkham Asylum (Rocksteady, 2016, Scarecrow Encounter 1) when
the Joker threatens to blow up an elevator in which Batman is trapped.
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Figure 3.9 Invoked attitude system network (adapted from Martin & White, 2005, p. 67)

3.10 Language evaluative meaning example

A further explanation of how the language attitude resources represent the evaluative
meaning choices of characters can be illustrated using the following line of dialogue by the
Joker in the videogame Batman Arkham Asylum, “Up until a few seconds ago, | was going to
kill everyone in the room” (Rocksteady, 2016, the Joker escape scene). In this line of
dialogue, the Joker inscribes a negative judgement of impropriety concerning the act of
killing. The inscribed words have been highlighted in bold in the above line of dialogue.
Figure 3.10 represents how the evaluative meaning resources in the judgement system
network were applied. The “morality/immorality” attitude was selected, indicated by the red
circle along with the negative and inscribed options. The arrow coming down from the
“morality/immorality” attitude points to the line of dialogue, with the words inscribing the

attitude highlighted in blue font.
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Figure 3.10 Example application of inscribed judgement

The judgement system network is a simultaneous system network in which the
different kinds of judgements can be deployed at the same time. In this case, the line of
dialogue also invokes a positive judgement of capacity concerning the Joker’s physical
strength to carry out his immoral acts. Figure 3.11 illustrates how the invoked evaluative

meaning resources in the judgement system network can be used. The “physical

strength/weakness” attitude was selected, along with the positive and afford options indicated

by the red circles. The arrow coming down from the “physical strength/weakness™ attitude
points to the line of dialogue, with the words affording the attitude highlighted in blue font.
The afforded judgement of weakness has been selected as players are required to draw on
their prior knowledge of the Joker being a super-villain to invoke this attitudinal response.
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Figure 3.11 Example application of invoked judgement

Players can use the identified patterns of evaluative meaning in the character’s
dialogue and combine this with their prior knowledge of social and political values to
synthesise an implied value in the game. For example, the Joker’s inscribed judgement of
immorality and afforded judgement of his physical capacity to carry out murder imply that he
does not have a commitment to the rule of law as described by the Australian Values in
Chapter One (Commonwealth of Australia, 2020).

3.11 Research Sub-Question One: Visual attitude

The first research sub-question also requires applying the evaluative meaning
resources of attitude to images from the games. The evaluative resources enable the frequency
of different types of visual evaluative meaning about characters and how the depicted
meanings vary within and between characters to be examined. First, the earlier described
categories of attitudes are used to analyse the visual depictions of character attitudes from the
game. Chapter Two reviewed literature involving the application of the categories of attitude
to images (Economou, 2012; Macken-Horarik, 2003a, 2003c; Unsworth, 2014; White, 2014).
Unsworth (2014) described how images could inscribe attitude through the use of visual
metaphors, and White (2014) charted images along a cline from inscribed to invoked
attitudes, including provoked, flagged and afforded viewer responses. An inscribed visual
attitude involves the author designing an attitudinal position in an image, which can be
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recognised in different contextual situations. An inscribed visual attitude requires no
inferencing from the viewer of the image. Also, an inscribed visual attitude uses a visual
metaphor such as the drawn horns and tail in Figure 3.12.

Figure 3.12 Inscribed attitude — use of visual metaphor (White, 2014, p. 38)

Images that invoke require a viewer to utilise their prior knowledge of a context to
infer an attitudinal response. Images that provoke an attitude require viewers to draw on some
of their prior knowledge, while the illustrator provides most of the contextual information as
represented in Figure 3.13. The contextual information can be explicated through visual
ideational meaning resources (Kress & van Leeuwen, 2006; Painter et al., 2013).

DAILY -

Irror

erwne w289

Figure 3.13 Provoked attitude (White, 2014, p. 38)

Images that flag an attitude require a shared responsibility between the viewer and the
illustrator, as represented in Figure 3.14.
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Figure 3.14 Flagged attitude (White, 2014, p. 39)

Images that afford attitudes require the viewer to draw on their prior knowledge for
attitudinal responses, as represented in Figure 3.15.

Figure 3.15 Afforded attitude (White, 2014, p. 39)

3.12 Visual evaluative meaning example

A further example of how the attitude resources represent visual evaluative meaning
can be illustrated using an image of the Joker strangling the asylum guard before escaping
(Rocksteady, 2016, the Joker escape scene). The image is represented in Figure 3.16. The
image portrays a judgement of capacity concerning the Joker’s physical strength when
choking the guard. The image has been classified as provoked owing to the game designer
representing the Joker’s capacity, while gamers are required to draw on their prior knowledge
of the Joker being a super-criminal to invoke the judgement. This portrayed meaning is
represented on the system network by selecting the “physical strength/weakness” option of
the capacity system, along with the positive and provoked options indicated by the red circle.

The arrow coming down from the “physical strength/weakness” attitude points to a
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description of the image. Gamers can use the identified patterns of evaluative meaning in the
attitude system network and combine this with their prior knowledge of social and political
values to synthesise an implied value in the game world. For example, the Joker’s portrayed
physical capacity to strangle the guard implies that he does not have a commitment to the rule
of law as described by the social and political Australian Values in Chapter One
(Commonwealth of Australia, 2020).
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Figure 3.16 Example application of visual judgement

3.13 Research Sub-Question Two: Player-game character affiliation

The second research sub-question required the use of visual affiliation resources. The
narrative dimension’s interpersonal metafunctional resources, interactive meaning and
focalisation were used to analyse the game scenes to derive data to answer Research Sub-
Question Two:

2. To what extent do videogames construct player affiliation with different characters in
videogames?

The affiliation resources include the interactive meaning resources (Kress & van
Leeuwen, 2006), which describe how camera angles used in images can create solidarity and
involvement with viewers. Also, focalisation resources (Painter et al., 2013) describe how
players are positioned to look upon or to see as or along with characters. The affiliation
resources allowed the extent to which the videogames construct player affiliation with
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different characters in the selected videogames to be analysed. First, the interactive meaning
resources are described. Second, the focalisation resources are explored.

3.14 Interactive meaning

The interactive meaning resources described camera angles used in images that create
solidarity and involvement with viewers. Figure 3.17 represents a system network of the
available interactive meaning choice described by Kress and van Leeuwen (2006). The
interactive meaning system consists of three variables. The first variable is concerned with the
type of eye-contact used by a character; for example, if a character is directly looking at a
viewer, it can be described as the character demanding the viewer’s attention. However, if the
character is looking away, it can be described as the character offering the viewer
information. The second variable is concerned with the distance between the character and the
viewer. A close frame of a character conveys a personal connection between a character and a
viewer, a medium frame conveys a social connection and a long frame conveys an impersonal
connection. The third variable considers the horizontal and vertical placement of a camera.
The horizontal placement of the camera involves using a frontal angle to involve the viewer in
the world of the represented characters. The use of an oblique angle indicates a degree of
detachment between the represented character and the viewer. The vertical placement of the
camera creates a sense of power between the viewer and the represented character; for
example, if the camera is placed low, the characters are represented as being powerful. The
camera placed at an eye-level angle represents that the character and the viewer have an equal
relationship. The camera placed at a high angle represents the character as small and places
the viewer in a position of power.
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Figure 3.17 Interactive meaning system network (Kress & van Leeuwen, 2006, p. 149)

3.15 Interactive meaning example

A further example of how the interactive meaning resources represent affiliation can
be illustrated using the image of the Joker strangling the asylum guard before escaping
(Rocksteady, 2016, the Joker escape scene). The image is represented in Figure 3.18. The
image portrays the guard making eye contact with the viewer as he is strangled. A close,
frontal and eye-level camera has been used to create an intimate, involved and equal
relationship between the characters and gamers. The portrayed meaning is represented on the
system network by selecting the contact “demand” option, “the intimate/personal” social
distance option, and the “involvement” and “equality” options indicated by the red circles.
The arrows coming down from each selected option describe the camera angles that have
been used to represent the realised meaning in the game image. A further understanding of
how the camera angles were used in the game images to create an affiliation between players
and game characters required the investigation of how characters’ perspectives and points of
view are created in the visual images.
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Figure 3.18 Example application of interactive meaning

3.16 Focalisation

The research concerning the interactive meaning between represented characters and a
viewer was extended to consider how a viewer was positioned either to look upon, or to see
along with, a character. Figure 3.19 represents the focalisation meaning system described by
Painter et al. (2013). Focalisation describes how a viewer can look upon or see along with a
character. The system consists of two variables. The first variable described demanding
images as being contact images, and images representing an offer as being observed images.
Contact images are further categorised according to the representation of a direct frontal gaze
or an invited gaze in which a character’s eyes or head is turned to the side. The second
variable describes how images can be unmediated and position a viewer to look upon a
character from an outside perspective, or can be mediated to see along with the character or as
the character. Mediated images can imply that a character is looking at another character
during a sequence of images. Analysing the game scene for focalisation can indicate how
players are aligned visually with a character.
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Figure 3.19 Focalisation system network (Painter et al., 2013, p. 21)

3.17 Focalisation example

A further example of how the focalisation resources represent affiliation can be
illustrated using an image depicting the protagonist Aiden shooting the Hitmen in the
videogame Watch Dogs (Ubisoft, 2014, Clara Lille’s Death), as represented in Figure 3.20.
The portrayed meaning is represented on the focalisation system network by selecting the
“observed” and the “along with character” options indicated by the red circles. The
“observed” option has been selected as the image depicts negative eye-contact between
himself and players. Also, the “along with character” option has been selected as the image
positions players to see along with Aiden within the simulated game world. This positioning
is achieved by the game camera being placed behind the right shoulder of Aiden, allowing
players to view the world along with him. The back of Aiden’s head and the upper section of
his right shoulder are represented in the foreground of the image, while Hitmen are
represented in the background of the image.
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Figure 3.20 Example application of focalisation meaning

The camera angles used in game scenes can be identified through the use of the
interactive meaning and focalisation system networks. The knowledge of the utilised camera
angles in the game images illustrate the extent to which videogames construct player
affiliations with different characters in the game scenes. For example, during the game scene,
if players are frequently positioned to see as or along with Aiden instead of other characters, it
can be inferred that Aiden’s perspective of the game world is privileged compared with that
of other characters. Next, attention is turned to the ludic operations and to how a game’s

dynamic action influences the conveyed values.
3.18 Research Sub-Question Three: The ludic dimension

The representational and compositional metafunctional semiotic resources of the ludic
dimension of the conceptual framework in Figure 3.21 are now described. First, the
representational metafunctional resources involving the identification of the playable and
non-playable characters and the ludic actions of characters are explained. Second, the
compositional metafunctional resources of interactivity concerning the playable and non-
playable segments are discussed. The representational and compositional metafunctional
resources of the conceptual framework explicate the ludic operations of actions-adventure
videogames. Moreover, the conceptual framework is underpinned by the SFS understanding
that values permeate every semiotic choice in the ludic dimension (Martin & Rose, 2007).
Painter et al.’s (2013) theoretical understanding of intermodal commitment and coupling was
used by the framework to make inferential links (Bradford, 2010; White, 2014) between the
ludic dimension tools and the moral, social and political values described in Chapter One. The
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ludic operation resources in the ludic dimension and their coupling with the evaluative
resources of attitude in the narrative dimension of the conceptual framework were used to
address Research Sub-Question Three:
1. How do the ludic operations of action-adventure videogames communicate evaluative
meaning about characters?
The representational and compositional resources of the conceptual framework are
now described.

Inferred Prior Knowledge

Ludic- Ludic -

representational compositional
Characters Interactivity
* Playable » Scripted

¢ Soft-scripted
* Emergent
narrative

* Non-playable

Actions
¢ Ludic actions

Figure 3.21 Conceptual framework: Ludic dimension

3.19 Ludic-representational meaning

The ludic-representational meanings in videogames are realised through the
identification of the playable and non-playable characters and the ludic actions of the
characters. First, the playable and non-playable characters from Arkham Asylum are examined
in Section 3.19.1. Second, the ludic actions of characters from Arkham Asylum are explained
in Section 3.19.2. Third, the playable and non-playable characters from Watch Dogs are
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discussed in Section 3.19.3. Fourth, the ludic actions of character from Watch Dogs are
described in Section 3.19.4.

3.19.1 The Arkham Asylum character system network

Game design literature reviewed in Chapter Two refers to characters as playable and
non-playable (Flanagan & Hissenbaum, 2014; Pérez-Latorre et al., 2017; Sylvester, 2013).
Figure 3.22 represents a system network for the playable and non-playable characters in
Arkham Asylum. The system network also indicates the depicted protagonist and antagonist
characters in the selected game scene. Playable characters can be controlled by gamers. The
two playable characters in Arkham Asylum are Batman and the Joker. The non-playable
characters are either supporting protagonist characters or supporting antagonist characters.
Supporting protagonist characters are Commissioner Gordon, the asylum guard and the
doctor. The supporting antagonist characters are Harley Quinn and the asylum inmates.

Batman
protagonist %[

The Joker
antagonist %[

—— playable character —>|

CHARACTERS R Commissioner Gordon
___ supporting _, Warden
protagonist
Arkham Staff Asylum Guard
—— non-playable character —> Asylum Doctor

) Harley Quinn
| SuppOl’tl{'l g
antagonist

Asylum inmates

Figure 3.22 The Arkham Asylum characters system network

3.19.2 The Arkham Asylum ludic character actions

After the playable and non-playable characters have been identified, the possible ludic
actions of the characters can be examined. A system network of the possible factum, tactum
and actum character actions is represented in Figure 3.23. The system begins with
simultaneous choices across the three variables of actum: player-initiated actions; tactum:
game object interactions; and factum: game initiated actions. The actum system begins with
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the choice of a character avatar taking action or not taking action. Instructing the avatar to
take action requires players to operate the avatar either to use gadgets such as detective vision,
allowing the avatar to scan the environment for clues, or to use the tools from Batman’s utility
belt such as a grapple to swing and climb up to high platforms. Players may have to instruct
the avatar to move by using the left stick on the controller while also instructing the avatar to
fight characters by pressing a combination of buttons and triggers. Players can use the right
stick on the controller to move the game camera from its default setting so they can better
investigate the game environment. Players can also instruct the avatar to investigate the game
environment through the use of several non-fighting actions such as grappling to a ceiling
vent, gliding down from a higher level of the asylum or running along a corridor. The tactum
system network represents the game objects, such as the asylum inmates who can punch/hit,
kick and chase Batman. The factum system network includes character actions generated by
the game system.
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Figure 3.23 The Arkham Asylum ludic character actions

3.19.3 The Watch Dogs characters system network

A system network of the playable and non-playable characters in the videogame
Watch Dogs (Ubisoft, 2014) is represented in Figure 3.24. The system network represents the
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depicted protagonist and antagonist characters in the selected game scene. The protagonist
Aiden Pearce is the playable character and is controlled by gamers. The non-playable
characters are not controlled by the gamer and can be broken into two groups. The supporting
protagonist characters consist of Aiden’s sister Nicky Pearce, her son Jackson Pearce and also
Aiden Pearce’s hacking allies, T-Bone and Clara Lille. The antagonist characters consist of a
crank caller, Damien Breaks (Aiden’s former hacking partner) and the South Chicago Club
Hitmen.
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Figure 3.24 The Watch Dogs characters system network

3.19.4 The Watch Dogs ludic character actions

Once the playable and non-playable characters have been identified, the possible ludic
actions of the characters can be examined. A system network of the possible factum, tactum
and actum character actions for the game Watch Dogs (Ubisoft, 2014) is represented in Figure
3.25. The system begins with a simultaneous choice concerning the three variables of actum:
player-initiated actions; tactum: game object interactions; and factum: game-initiated actions.
The actum system begins with players making a choice between the protagonist character
Aiden taking action and not taking action. Taking action would involve players pressing
buttons on the controller to instruct Aiden to operate his gadgets such as his smartphone, gun
and baton. Players could also instruct Aiden to move and investigate the simulated game
environment by using the left stick on the controller and pressing the circle button to vault or

climb over obstacles. Players can instruct Aiden to fight by pressing the trigger buttons on the
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controller to have him draw, aim or fire his guns. The right stick on the controller can be used

by gamers to move the game camera from its default position to enable them to investigate

better the game environment. The tactum system network represents the game objects, such as

the Hitmen, who can shoot or chase Aiden. The factum system network includes character

actions generated by the game system.
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Figure 3.25 The Watch Dogs ludic character actions

3.20 Character and ludic action example

A further example of how the character and ludic action resources can be illustrated

using the image depicting the protagonist Aiden shooting the Hitmen in Watch Dogs (Ubisoft,

2014, Clara Lille’s Death) is represented in Figure 3.26. Aiden Pearce is the playable

character and is therefore selected in the character system network indicated by the red circle.
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Figure 3.26 Example application of a playable character system network

The possible playable actions of Aiden are represented in the ludic action system
network. Similarly, Figure 3.27 represents Aiden shooting the Hitmen during the gunfight
scene in the videogame Watch Dogs (Ubisoft, 2014, Clara Lille’s Death). In the ludic action
system network, the “fighting trigger” actions have been circled in red, indicating that
Aiden’s actions are initiated by the player and can be considered actum ludic actions. Also,
the image depicts Aiden looking straight ahead, indicating that players have not utilised the
gear stick to navigate Aiden in the simulated game world. The image also represents the
Hitmen targeting Aiden.
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Figure 3.27 Example application of a ludic action system network
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Figure 3.28 represents the Hitmen targeting Aiden, and therefore the South Chicago
Club Hitmen in the character system network can be selected indicated by the red circle. The
Hitmen have been circled in red in the depicted image in Figure 3.28. Likewise, the actions of
the Hitmen in the simulated game world can be considered through the use of the ludic action

system network.

Aiden Pearce
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— playable character %[
r— Nicky Pearce
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L— non-playable character —>
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antagonists —> [~ Damien Breaks

Loouth Chicago Club Hitmen

Figure 3.28 Example application of a non-playable character system network

Figure 3.29 represents the ludic action of the Hitmen. The Hitmen are afforded the
actions of either shooting or chasing Aiden. Therefore, the Hitmen are an interaction between
the game system and players, and can be considered a tactum action. In the ludic action
system network, the shooting and chasing actions are circled in red in the tactum — game

object interaction system.
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Figure 3.29 Example application of a non-playable character action system network

The examples of the playable and non-playable characters and their actions offers an
understanding of how the ludic-representational meaning resources contribute to the ludic
operations of action-adventure videogames. Further, understanding of the ludic operations
involved in the conceptual framework requires the ludic-compositional meaning resources to
be examined.

3.21 Ludic-compositional meaning

Answering the third research sub-question also involves identifying the non-playable
narrative and playable game-play segments of the videogames. These segments can be
identified through the kinds of interactivity utilised in videogames. Sylvester (2013) described
the kinds of interactivity utilised in action-adventure videogames as scripted, soft-scripted
and emergent narrative, as represented in Figure 3.30. Identifying the playable and non-
playable segments of the game enables the ludic actions and the characters performing these
actions during each segment to be examined. How these ludic operations combine with the
communicated evaluative meanings about characters realised in the interpersonal
metafunction of the narrative dimension can then be explored using the SFS intermodal
theoretical understandings of commitment and coupling (Painter et al., 2013), as identified in
Chapter Two. The kinds of communicated evaluative meanings occurring in each game
segment can then be explicated and compared for similar or different evaluative meanings
about characters. First, the system options of scripted, soft-scripted and emergent narrative
are discussed.
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Figure 3.30 Interactivity

3.21.1 Scripted

Scripted segments are similar to film cut scenes, in which players have no interactive
control over the simulated game environment (Sylvester, 2013). These segments are often a
micro-narrative similar to film cut scenes, which create emotional experiences within
narrative sequences of videogames (Jenkins, 2004). An example of a scripted segment occurs
in the opening of Batman Arkham Asylum, where players watch several film scenes in which
the Bat Car is racing through the streets of Gotham City. It is revealed that Batman is driving
and is accompanied by a restrained Joker. During this segment, narrative content is delivered
by suspending the interactivity of players.

3.21.2 Soft-scripted

Soft-scripted segments allow game designers to engineer players’ interactions within
the simulated game world by giving players some control over the environment’s interactive
capabilities while still allowing narrative storylines to be delivered (Sylvester, 2013). This
type of segment is exemplified once again in the opening of Arkham Asylum after Batman has
arrived at the asylum and is escorting the Joker back to the holding cells. During this segment,
significant characters are introduced, and the Joker is talking to Batman and the
accompanying guards. The scene commences with the Joker being escorted in a vertical
stretcher. However, Batman remains still until players use the gear stick on the controller to
move the avatar forwards. If Batman falls behind, the Joker’s speech is replayed in a loop

fashion until Batman rejoins the escort party. As players are in control of the Batman avatar,
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they can explore the simulated environment of the asylum. However, players do not have
control over Batman’s combat skills or his utility belt tools. These skills and abilities are

restricted during the soft-scripted segment.
3.21.3 Emergent narratives

Emergent narratives allow players complete control over the character’s skills and
abilities within the simulated environment (Sylvester, 2013). Emergent narratives often occur
in action-adventure games during fight scenes, or when the character is required to interact
with the simulated environment (Sylvester, 2013). For example, during the Joker’s escape,
Batman is required to fight the prisoners before being able to follow the Joker into the
asylum. During this fight episode, players have full control over Batman’s combat abilities
and utility tools. Players can choose the order in which Batman will fight the prisoners and in
which fight combinations will be enacted. Similarly, after Batman has defeated the prisoners,
players can instruct Batman to search the environment by pulling off the grates covering the
air conditioning vents and to crawl inside these vents to explore the environment. At times,
players may find game economies such as trophies or patient records. Players can instruct
Batman to pick these items up, which unlocks further details that about the game’s narrative.

3.22 Interactivity example

A further example of how the interactivity resources represent the playable and non-
playable game segments of the game sense can be illustrated by images from the videogame
Watch Dogs (Ubisoft, 2014, Clara Lille’s Death), as represented in Figure 3.31. The first
image occurs during a scripted, film like, cut scene after the gunfight. Aiden is mourning the
death of Clara and looking down at her lifeless body. A blue filter has been added to the
images in this segment, and the vibrancy of the images has been reduced. During this
segment, players are not afforded interactivity with the simulated game world. The second
image occurs during the soft-scripted playable segment of the game scene. This segment
occurs immediately after the scripted segment in which Aiden is mourning Clara. During the
soft-scripted segment, players have some afforded interactivity with the game environment,
which enables them to navigate Aiden around the environment, move the game camera and
access Aiden’s weapon wheel. During the soft-scripted segment, the game environment is
more vibrant and the blue filter has been removed. Clara’s body can still be seen lying on the
ground. Given the limited interactivity and the vibrant environment, players can largely

overlook Clara’s body, which suggests that Aiden did not have a close relationship with
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Clara. This depiction contradicts the game’s narrative storyline, which conveys Aiden and
Clara as friends and allies. Therefore, a feeling of ludonarrative descendants is produced
owing to the contradiction between the representation of Aiden’s relationship with Clara in
the narrative and the soft-scripted gameplay segments of the game scene. The third image
depicts Aiden engaging in the gunfight with the Hitmen and is representative of an emergent
narrative gameplay segment in which players are afforded full interactivity within the
simulated game environment. The illustration of the playable and non-playable segments
offers an understanding of how the ludic-compositional meaning resources contribute to the

ludic operations of action-adventure videogames.

scripted -
Image description
Aiden looking at Clara’s
non.playab]e lifeless body.
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> soft scnpted Players are able to move
the game camera while
listening to the voice
playable: limitea' message and can access the
weapon wheel.
emergent narrative Image description

instruct Aiden to aim
and shoot the hitmen.

playable: full

Figure 3.31 An example application of interactivity meaning resources

In summary, the ludic-representational and ludic-compositional metafunctional
resources of the conceptual framework explicate the ludic operations of actions-adventure
videogames. The conceptual framework of the thesis is underpinned by the SFS
understanding that values permeate every semiotic choice in the ludic dimension (Martin &
Rose, 2007). Painter et al.’s (2013) theoretical understanding of intermodal commitment and

coupling is now examined to illustrate how the committed meaning of each system network in

the ludic and narrative dimensions of the conceptual framework couple to create axiological
patterns between the ludic operations and evaluative meanings about game characters, on
which players can draw to make inferential links (Bradford, 2010; White, 2014) with moral,
social and political values as described in Chapter One.
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3.23 Overarching Research Question: Intermodality: Commitment and
coupling

SFS theorises meaning potential is about choice. The potential of a meaning system is
represented through a system network, which represents the meaning choices available to a
semiotic resource. Therefore, the system networks can track the selection of meaning choices
that occur throughout a network to the realised meaning committed in a text. Furthermore,
SFS understands that values permeate every semiotic choice committed in a text (Martin &
Rose, 2007). The conceptual framework of this thesis enabled the meaning choices in each of
the described system networks to be examined for their committed meaning represented in the
action-adventure videogames. The SFS intermodal theoretical understandings of commitment
and coupling (Painter & Martin, 2011) introduced in Chapter Two can be used to investigate
how action-adventure videogames convey values through the communication of evaluative
meanings about game characters. The use of the system networks enables the instantiated
meaning of the game scene to be mapped from the possible meaning potential of the semiotic
system through to the afforded meaning realised by each system network used in a text
(Martin, 2010; Painter et al., 2013). Therefore, each system network and metafunction of the
conceptual framework instantiates the realised meaning with the game scenes, as represented
in Figure 3.32. For example, the narrative dimension’s interpersonal metafunction is made up
of the attitude, interactive meaning and focalisation system networks. These interpersonal
system networks realise the committed evaluative meaning occurring in the game scenes. The
process of meaning travelling through the systems to the realised meaning in the texts is
represented in Figure 3.32 by the red arrow emanating from the narrative dimension’s
interpersonal metafunction of the conceptual framework. The conceptual framework also
represents a similar process occurring in the ludic dimension with the representational and
compositional metafunctions. The representational metafunction is made up of the character
and ludic action system networks. The representational system networks realise the
committed meaning of characters and their actions in the games scenes. The process of
meaning travelling through the networks to the realised meaning in the texts is represented in
Figure 3.32 by the red arrow emanating from the ludic-representation metafunction of the
conceptual framework. Furthermore, the compositional metafunction is made up of the
interactivity system network. The interactivity system networks realises the committed
compositional meaning in the game scenes. The process of the meaning travelling through the
network to the realised meaning in the text is represented in Figure 3.32 by the red arrow
emanating from the ludic-composition metafunction of the conceptual framework. An
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explanation of how the committed instantiated meaning couples within and across the system
networks and metafunctions of the conceptual framework to form patterns is now addressed.
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Figure 3.32 The conceptual framework’s instantiated system and metafunctional

meaning

3.23.1 Commitment

The meaning potential of each system network throughout the chapter has been
described with an accompanying example to explain the committed meaning made by each
system in the conceptual framework. The committed meanings in the narrative dimension of
the conceptual framework were illustrated in the following sections. Section 3.10 represented
the committed language evaluative meaning example. Section 3.15 represented the interactive
meaning example. Section 3.17 represented the focalisation meaning example. The committed
meanings in the ludic dimension of the conceptual framework were illustrated in the
following sections. Section 3.20 represented the character and ludic action example. Section
3.22 represented the interactivity example. The committed meaning in the examples of the
system networks were circled in red. It is now explained how the committed meanings form
patterns of meaning through the use of the SFS theoretical understanding of coupling (Martin,
2008b; Painter & Martin, 2011). The committed meanings of the system networks couple
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within and across networks and across metafunctions in the narrative and ludic dimensions of
the conceptual framework. Understanding how the committed meanings repeatedly couple
across the conceptual framework enables the overarching research questions to be addressed:

How do actions-adventure videogames convey values through their communication of
evaluative meanings about game characters?

3.23.2 Coupling within system networks

Coupling is concerned with the repeated co-patterning of realised meaning in a text
(Martin, 2008b; Painter & Martin, 2011). Therefore, coupling initially occurs within a system
network, as represented by the interactive meaning system network in Figure 3.33. The image
depicts Aiden Pearce shooting the Hitmen in the game Watch Dogs (Ubisoft, 2014, Clara
Lille’s Death). Negative eye contact has been used with a close, frontal, eye-level camera
angle to create an involved, intimate social connection with equal power relations between
Aiden and the players. The committed meaning in the system network has been circled. The
lines connecting the circles represent the coupling of this meaning within the system network.
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Figure 3.33 Coupling within a system network

3.23.3 Coupling between system networks

Coupling can also occur between system networks. Figure 3.34 represents the
coupling among the visual interpersonal meaning resources of focalisation, interactive
meaning and visual attitude for the image in which Aiden is shooting at the Hitmen. The
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image in Figure 3.34 depicts players mediated to see along with Aiden and a negative eye
gaze is used as Aiden is not making eye contact with players. Therefore, in the focalisation
system network, the committed realised meaning in the image is classified as “observed” and
“along with character”. The committed meanings have been circled in red and the coupling
between these meanings is represented using a line connecting the circles. The image in
Figure 3.34 also depicts a negative eye gaze between Aiden and players, a close camera frame
with a frontal and eye-level angle. In the interactive meaning system network, the committed
realised meaning in the image is classified as “offer”, “intimate/personal”, “involvement” and
“equality”. The committed meanings have been circled in red and the coupling between the
meanings is represented using a line connecting the circles. The image in Figure 3.34 also
depicts Aiden shooting the Hitmen portraying a provoked positive judgement of his physical
capacity. In the Judgement system network, the committed realised meaning in the image is
classified as “physical strength/weakness”, “positive” and “provoked”. The committed
meanings have been circled in red and the coupling between the meanings is represented
using a line connecting the circles.

In summary, the coupling between the visual interpersonal meaning resources
affiliates players with Aiden by enabling them to focalise the simulated game world along
with him and creates an involved intimate and equal power relationship between the players
and Aiden. Players are also affiliated with Aiden to enact his positive judgement of physical
capacity when targeting the Hitmen. The committed meaning in the interpersonal meaning
resources of focalisation, interactive meaning and visual attitude of the image depicting Aiden
shooting have been circled in red. The lines connecting the circles represent the coupling of
the meaning within the networks. The coupling of the committed meaning between the
system networks communicates a pattern of meaning occurring in the interpersonal
metafunction of the narrative dimension of the conceptual framework. These interpersonal
metafunctional patterns of meaning can be drawn on by players and combined with their prior
knowledge of moral, social and political values described in Chapter One to infer the values
conveyed in the narrative dimension of the conceptual framework (Bradford, 2010; White,
2014). For example, the players’ affiliation with Aiden and his positive judgement of physical
capacity in targeting the Hitmen implies a disobedience of the social and political Australian
value of having a commitment to the rule of law (Commonwealth of Australia, 2020).
However, action-adventure games also involve ludic operations that convey values (Flanagan
& Hissenbaum, 2014). Addressing the overarching research question also required an
understanding of the coupling of meaning across metafunctions and the ludic and narrative

dimensions of the conceptual framework.
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Image description
The player is able to instruct Aiden to aim and shoot the hitmen.
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Figure 3.34 A coupling pattern between interpersonal systems in the narrative dimension of the conceptual framework
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3.23.4 Coupling across metafunctions

Consideration of how the committed meaning couplings together across the ludic-
representational and ludic-compositional metafunctions is required to understand how ludic
operations are instantiated within action-adventure videogames. Focusing only on the
protagonist character Aiden, Figure 3.35 represents how the ludic-representational character
and ludic action system networks couple across metafunctions with the interactivity system
network in the ludic-compositional metafunction. The example depicts the image of Aiden
Pearce during the gunfight with the Hitmen. The image in Figure 3.35 depicts the playable
protagonist character Aiden Pearce. Therefore, in the character system network, Aiden has
been circled red to represent the committed meaning. Figure 3.35 also depicts Aiden’s actions
of reloading his gun, and targeting and shooting the Hitmen. In the ludic action system
network, the committed realised meaning is described as involving the fighting trigger buttons
and the gear stick on the controller not being used. These actions are actum ludic actions as
they require input from players pressing buttons on the controller. The committed meanings
in the ludic system network have been circled in red and the coupling between these meanings
is represented using a line connecting the circles. Figure 3.35 depicts Aiden’s actum actions
occurring during a gameplay segment that affords players with full interactivity within the
simulated environment. In the interactivity system network, the committed realised meaning
in the image is classified as “emergent narrative”. The committed meaning has been circled in
red.

In summary, the coupling between the visual ludic-representational meaning
resources represents the playable or non-playable character of the game scene and the ludic
actions afforded the character. The ludic-compositional meaning resources described the
interactive playable and non-playable game segments occurring during a game scene. The
committed meaning in the ludic-representational and ludic-compositional metafunctional
resources of the image depicting Aiden shooting have been circled in red. The lines
connecting the circles represent the coupling of the meaning within the networks. The
coupling of the committed meaning between the system networks communicates a pattern of
meaning that instantiates the ludic operations occurring in action-adventure videogames. The
ludic operation patterns of meaning can be drawn on by players and combined with their prior
knowledge of moral, social and political values described in Chapter One to infer the values
conveyed in the ludic dimension of the conceptual framework (Bradford, 2010; White, 2014).
For example, the ludic-representational and ludic-compositional meanings afforded to
players enable them to engage Aiden in combat during the emergent narrative segment of the
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game, therefore implying a disobedience to the commitment to the law as described by the
social and political Australian values described in Chapter One (Commonwealth of Australia,
2020). Addressing Research Sub-Question Three requires an understanding of how the ludic
operations in the ludic dimension of the framework couple with the interpersonal
metafunctional meanings in the narrative dimension of the framework.
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Image description

The player is able to instruct Aiden to aim and shoot the hitmen.
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Figure 3.35 Coupling across metafunctions




3.23.5 Coupling across dimensions

Consideration of how the committed meaning in the ludic dimension couples with the
committed meaning in the narrative dimension is required to understand how the ludic
operations of action-adventure videogames communicate evaluative meanings about
characters. Figure 3.35 represents the coupling of committed ludic-representational and ludic-
compositional resources in an image depicting Aiden Pearce engaging in a gunfight with the
Hitmen after Clara Lille’s murder. The coupling across the metafunctions signifies the ludic
operations occurring in the image. The conceptual framework also represents an
understanding of the coupling between the committed meaning in the ludic dimension and the
committed meaning in the narrative dimension. Figure 3.35 represents the coupling of the
committed meaning among the focalisation, interactive meaning and visual attitude resources
of the interpersonal metafunction in the narrative dimension of the conceptual framework.
The conceptual framework represents how the ludic operations commit meaning in the ludic
dimension, through describing how players can engage in combat with the Hitmen during the
emergent narrative segment of the game. The committed meaning in the ludic dimension
couples with the interpersonal meaning that affiliates players to perceive the game world
along with the protagonist character Aiden Pearce, who is represented through positive
judgements of his physical capacity when targeting the Hitmen. The coupling of committed
meaning in the ludic and narrative dimensions can be combined with prior knowledge of
social and political values to infer the conveyed values in the game scene (Bradford, 2010;
White, 2014). For example, using the committed semiotic meaning choices from the
conceptual framework, players can infer that the protagonist character Aiden and the
antagonist Hitmen have a disposition to disobey the commitment of law, as described by the
social and political Australian values examined in Chapter One (Commonwealth of Australia,
2020), as the characters are targeting to murder each other. Lastly, addressing the overarching
research question requires a consideration of how the language and visual meaning resources

converge with or diverge from their committed meaning in the selected game scenes.
3.23.6 Intermodal co-patterning: Converging and diverging

An understanding of the intermodal meaning committed by the language and visual
modalities in the narrative dimension is required to address the research questions. This
enables an understanding of how the language and image evaluative meaning resources of
attitude are arranged to contribute to the unified meaning of the game scenes. For example,

the characters’ dialogue can be examined for the committed evaluative meanings about
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characters and how these couple across the unfolding of the game scenes. Similarly, the
committed visual evaluative meanings about characters and how these couple across the
unfolding of the game scenes can be examined. Then the convergence or divergence in
meaning between the language and image modality can be considered. For example, the
language and image modality can be described as having converging meaning when similar
evaluative meanings are expressed at the same time during the unfolding of the game scenes.
Figure 3.36 represents converging meanings between the language and image modalities in
the Joker’s Escape scene from the videogame Batman Arkham Asylum (Rocksteady, 2016).
The image depicts the Joker standing over the asylum guard after choking him. The Joker
uses an afforded affective attitude of satisfaction concerning his pleasure at killing the guard

by stating, “The choke’s on you”. This afforded attitude has been underlined. The image also

depicts a provoked affective attitude of satisfaction concerning the Joker’s pleasure. The
image has been classified as provoked owing to the game designer representing the Joker’s
pleasure by portraying him with a wide red smile while he stands over the guard. Also,
players have to draw on their prior knowledge about the Joker to realise the evaluative
response.

Language
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— Converging co-patterning /

Figure 3.36 An example of converging co-patterning between language and image

A diverging meaning can occur between the language and visual meaning systems
when the two modalities differ in their committed meaning. For example, Figure 3.37
represents a diverging meaning when the Joker is choking the guard and calling out to the

doctor, “We’re losing him, Doc!”. The Joker affords a negative judgement of capacity

concerning the doctor’s physical weakness in not being able to save the guard. The afforded
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attitude has been underlined in the above example. Alternatively, the visual modality
provokes a judgement of the Joker’s physical strength in murdering the guard. A provoked
classification has been utilised owing to the illustrated depiction of the Joker choking the
guard provided by the game designer, while players are still required to draw on some of their
prior knowledge of the Joker and the game’s narrative to infer the evaluative meaning.
Consideration of how the language and visual modalities co-pattern to contribute to
converging or diverging meaning during the unfolding of the game scenes helps to address
how action-adventure videogames convey values through their communication of evaluative
meanings about game characters.
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Figure 3.37 An example of divergent co-patterning between language and image

3.24 Summary

This chapter has described the conceptual framework utilised to address the research
questions. The conceptual framework is underpinned by SFS philosophical understandings,
which are orientated towards describing how language and image are resources for meaning-
making that can be used to convey meaning within social contexts (Halliday & Matthiessen,
2014). The language and image meaning resources are represented through system networks,
which can be used to map the afforded meaning realised in action-adventure videogame
scenes. The relevant system networks required to address the research questions have been
described throughout the chapter with examples of how the networks illustrate the evaluative
meanings about characters, player-gamer affiliation and ludic operations realised in selected
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action-adventure game scenes. The arrangement of these system networks within the
narrative and ludic dimensions of the conceptual framework has been discussed to
demonstrate how the conceptual framework can be used to support the research design and
address the research questions.

First, in Section 3.1 this chapter examined the conceptual framework introduced in
Chapter Two. Second, Section 3.2 examined the social semiotic philosophical understanding
underpinning the conceptual framework and research design. Third, Section 3.3 described the
SFS representation of meaning using system networks. Fourth, Section 3.4 examined the
interpersonal semiotic resources in the narrative dimension. These resources included the
language evaluative meaning resource of attitude explained in Section 3.5 and the visual
attitudinal meaning described in Section 3.11. Fifth, Section 3.13 examined the player
affiliation resources of interactive meaning and focalisation. Sixth, Section 3.18 described the
representational and compositional resources in the ludic dimension of the conceptual
framework. Section 3.19 explored the representational resources involved in identifying the
playable and non-playable characters and the ludic actions of characters. Section 3.21
described the compositional resources of interactivity used to identify the playable and non-
playable segments. Finally, Section 3.23 explored how values could be addressed through
utilising Painter et al.’s (2013) theoretical understanding of intermodal commitment and
coupling to make inferential links between the narrative and ludic dimension semiotic tools
and the moral, social and political values described in Chapter One (Bradford, 2010; White,
2014). Chapter Four explains the research design and methodology involved in the study to
address how action-adventure videogames convey values through their communication of
evaluative meanings about game characters.
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CHAPTER 4: RESEARCH DESIGN AND METHODOLOGY -
INSTRUCTIONS AND HOW TO PLAY

4.1 Introduction

In the previous chapter, the conceptual framework and system networks utilised for
the study were described. This chapter explains the research design and methodological
approach used in the study to investigate how action-adventure videogames convey values
through their communication of evaluative meanings about game characters. First, an
overview of the research design and methodology is explained in Section 4.2. Second, the
sampling process used for the study is discussed in Section 4.2. Third, the systematic method
utilised to analyse the narrative dimension of the conceptual framework and to collate the data
used to address Research Sub-Questions One and Two is described in Section 4.4. Fourth, the
systematic method used to analyse the ludic dimension of the conceptual framework and to
gather the data utilised to address Research Sub-Question Three is explained in Section 4.5.
Fifth, Section 4.6 presents a summary of the methodological and analytical approaches
utilised by the thesis. Sixth, the validity and reliability of the study are explored in Section
4.7. Section 4.8 addresses the assumptions and limitations of the study, and Section 4.9
discusses the ethical and political considerations of the thesis. Before the research design and
methodology of the thesis are examined, the overarching research question and sub-questions
are revisited. The overarching research question of the thesis was:

How do action-adventure videogames convey values through their communication of
evaluative meanings about game characters?

In answering this overarching research question, the following sub-questions were
investigated:

1. How does the frequency of the different types of evaluative meanings about characters
vary within and between characters in action-adventure videogames?

Research Sub-Question One utilised the language and visual attitudinal evaluative
meaning resources situated in the narrative dimension of the conceptual framework.

2. To what extent do videogames construct player affiliation with different characters in
action-adventure videogames?

Research Sub-Question Two utilised the focalisation and interactive meaning
resources situated in the narrative dimension of the conceptual framework.

3. How do the ludic operations of action-adventure videogames communicate evaluative
meaning about characters?
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Research Sub-Question Three utilised the character and character actions
representational system networks and interactivity compositional system network situated in
the ludic dimension of the conceptual framework. The research design and methodology
utilised for the study are now discussed.

4.2 Research design and methodology

This study was situated in an interpretivist paradigm utilising a multimodal critical
discourse analysis methodology (Basit, 2010; Ledin & Machin, 2018; Walter, 2010) to
investigate the conveyed values in action-adventure videogames through their communication
of evaluative meanings about game characters. Both qualitative and quantitative methods
were used to analyse and corroborate the game scene data according to the described system
networks of the conceptual framework presented in Chapter Three. Hannah and Lautsch
(2011) described corroborative counting as:

typically associated with a conventional triangulation approach involving a combination of

qualitative and quantitative methods (Jick, 1979). In such an approach, counting is used to

verify the conclusions reached by a purely qualitative analysis of the data. The logic
underlying triangulation is that one can be more certain of a result if the same findings occur

in two separate processes. (p. 16)

The corroboration of the qualitative and quantitative methods thus supported the
rigour of the multimodal critical discourse analysis methodology. The qualitative method
involved analysing the identified game scenes for their realised SFS language, image and
ludic operation meaning resources described in Chapter Three. The quantitative method
involved calculating the frequency of the realised meaning resources in the selected game
scenes. A summary of the research process for collecting the qualitative and quantitative data
to address the research sub-questions is now described. Research Sub-Question One asked:

1. How does the frequency of the different types of evaluative meanings about characters
vary within and between characters in action-adventure videogames?

Addressing this research sub-question involved collecting qualitative data by using the
evaluative resources of language and image (Martin & White, 2005) to analyse the patterns of
evaluative meaning about characters. The inscribed and invoked evaluative meaning resources
of attitude were described in Chapter Three, and included evaluations of affect, judgement
and appreciation (Martin & Rose, 2007). The character dialogue from the game scenes was
used to analyse the language evaluative meanings about characters. The accompanying visual
images were used to analyse the character expressions of evaluative meaning portrayed in
images. The quantitative method corroborated the data by calculating the frequency of
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inscribed and invoked language and visual attitudes within and between characters during the
game scenes. The coupling between evaluative attitudes about characters and the similarities
of evaluative meaning between characters were described. The co-patterning between the
language and image meaning systems was examined. The analysed data were then used to
address Research Sub-Question One.

Research Sub-Question Two asked:

2. To what extent do videogames construct player affiliation with different characters in
action-adventure videogames?

Addressing the second research sub-question involved the collection of qualitative
data by analysing the accompanying visual images of the game scene for their use of camera
angles and player-game character affiliation through the use of the interactive meanings
(Kress & van Leeuwen, 2006) and focalisation resources (Painter et al., 2013). The
quantitative data included corroborating the data by calculating the frequency of “as
character” and “along with character” focalisation and accompanying interactive meaning
resources. The coupling between focalisation and interactive meaning resources and the
similarities between characters were described. The analysed data were then used to address
Research Sub-Question Two.

Research Sub-Question Three asked:

3. How do the ludic operations of action-adventure videogames communicate evaluative
meaning about characters?

Addressing the third research sub-question involved the collection of qualitative data
by analysing the accompanying ludic operations of the game scenes for their represented
playable and non-playable characters, the ludic actions of characters, and the interactive
scripted non-playable segments and soft-scripted and emergent narrative playable segments
(Aristov, 2017; Sylvester, 2013). The quantitative data involved corroborating the data by
calculating the frequency of interactivity and of ludic initiated actions of characters
represented in the accompanying images of the game scenes. The coupling between the ludic
operation meaning resources was examined. Also, the co-patterning between the ludic
operations and the visual evaluative meaning resources was discussed to explicate how the
ludic operations communicated evaluative meanings about characters. The similarities
between the characters’ ludic operation and evaluative meanings were described. The
analysed data were then used to address Research Sub-Question Three. The qualitative and
quantitative data from each research sub-question were used to answer the overarching
research question involving how action-adventure videogames convey values through their

communication of evaluative meanings about game characters. Before a detailed explanation
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of the methodological process undertaken to complete the multimodal critical discourse
analysis (Ledin & Machin, 2018) is described, the sampling process for selecting the action-
adventure games and scenes is examined.

4.3 The sampling of the games

An initial step in answering the research sub-questions involved identifying two
action-adventure videogames. First, the criteria for selecting the games involved a typical
sampling of action-adventure videogames. A typical sampling involves selecting games that
do not vary in any substantial or atypical way (Merriam, 1998; Patton, 1990) from the action-
adventure videogame genre. Prevalent action-adventure game franchises typical of the genre
include the Batman Arkham series (Rocksteady, 2011, 2015, 2016) and the Watch Dogs series
(Ubisoft, 2014, 2016, 2020). From these game franchises, the videogames Batman Arkham
Asylum (Rocksteady, 2016) and Watch Dogs (Ubisoft, 2014) were selected.

Second, the games’ narratives required characters to be in conflict. Ideological values
are easier to identify during moments of crisis (Martin, 1985); therefore, the conflicting
position between characters assisted in explicating value perspectives. Arkham Asylum was a
fitting choice as the game involved numerous skirmishes between the superhero Batman and
the super-villain the Joker throughout crucial narrative stages. Two of these crucial narrative
stages were selected and analysed because of Batman and the Joker’s conflict. Each of the
two scenes represented the typical narrative and gameplay design throughout the videogame
Arkham Asylum. Watch Dogs was a fitting choice as well because the game engages the
protagonist Aiden Pearce in several iniquitous activities, such as using hidden cameras to spy
on his family or using physical combat and guns to kill or pacify opponents. Furthermore, the
protagonists from both games did not have a moral code made explicit in the game worlds. In
fact, both Batman and Aiden Pearce were viewed as vigilantes and were required to break the
law to seek vengeance on past grievances.

Third, the games’ popularity and ubiquity were considered. Arkham Asylum is a
popular game that has been well regarded in the industry. Batman Arkham Asylum is the first
game in the popular Arkham series (Rocksteady, 2011, 2015, 2016), which was awarded over
70 Game Industry Awards throughout 2009 and 2010 (Rocksteady, 2014). Also, it was
awarded the 2009 Game of the Year by various organisations such as “Gamebrit”, “Xbox”
and “ING” (Rocksteady, 2014). Arkham Asylum was re-released in 2016 for the new
generation of gaming consoles. The game has a 9.2/10 rating on the entertainment site IMDb
(IMDb, 2009). Watch Dogs (Ubisoft, 2014) was the first game in a franchise developed by the
entertainment company Ubisoft. Watch Dogs was released in 2014 and has sold 11 million
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copies (Ubisoft Entertainment Inc, 2016). The game received a 7.4/10 rating on the
entertainment site IMDb (IMDb, 2014). Watch Dogs was awarded Game of the Year, Best
Console Game and Best Technology in 2014 (IMDb, 2014). Reviews of the game critiqued its
stereotypical racial depictions of characters (Gies, 2014). The subsequent popular sequel
games, Watch Dogs 2 (Ubisoft, 2016) and Watch Dogs: Legion (Ubisoft, 2020), were released
in 2016 and 2020 respectively. A brief overview of the videogames and selected scenes is

now provided.
4.3.1 Batman Arkham Asylum

Arkham Asylum (Rocksteady, 2016) explores the failure of governments and judicial
and law-enforcement systems to deal with crime effectively. Bruce Wayne is an orphan of a
wealthy Gotham family who as a child witnessed the murder of his parents and the failure of
the Gotham judicial and law enforcement systems to deal with the criminal responsible. Bruce
rationalises that it is better to deal with crime by working outside the law. In order to protect
Gotham, Bruce decides to take the law into his own hands and to become a vigilante to guard
Gotham City against the criminality of the super-villains such as the Joker. The orientation to
the game begins at night with the apprehension of the super-villain the Joker. Batman escorts
the Joker to Gotham City’s asylum located on Arkham Island.

Scene One: The Joker’s Escape

Upon returning to the asylum, Batman senses that the Joker has given up too easily.
Batman and a security team accompany the Joker on a vertical stretcher into the intensive
treatment centre. During this journey, a psychologist assesses the Joker at the end of a
corridor. Many characters are also introduced, such as the Police Commissioner, Jim Gordon,
who stops Batman to talk with him. Complications arise when the Joker escapes, killing the
asylum guard accompanying him and freeing other insane inmates and super-criminals such
as the Scarecrow. Batman is then compelled to pursue the super-criminals and to secure the
island.

4.3.2 Watch Dogs

In 2003, the Northeast of the United States of America experienced a power outage. A
power outage is commonly referred to as a power blackout. In the fictive world of Watch
Dogs, the 2003 Northeast American power blackout was caused by a hacker unleashing a
computer virus. After this incident, a company named Blum created a Central Operating
System (ctOS) to protect citizens. The ctOS is an overarching computer system that controls

the city’s technology, such as its banks, security cameras, traffic lights and the
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communications of the city’s citizens. The ctOS also collects a large amount of personal
information about Chicago residents, such as their locations, employment and leisure
activities. The orientation to the game involves the protagonist Aiden and his crime partner
Damien attempting to hack one of Lucky Quinn’s hotels. Lucky Quinn is the head of an
organised crime gang. This operation does not go to plan, and Aiden closes it down, upsetting
Damien. Lucky Quinn hires a hacker known as Badboy17 or Clara Lillie to track down Aiden
and Damien to send a message to future hackers. Consequently, Aiden flees with his sister
and her two children. While they are escaping, an assassination attempt is made on their lives
and Aiden’s niece subsequently dies. Finding out about the death of Aiden’s niece leaves
Clara Lillie disillusioned with her employment as a hacker for Lucky Quinn. Narrative
complications arise as Aiden begins a path of revenge that brings him in contact with his
former crime partner Damien, who coerces Aiden into again working with him.

Scene Two: Clara’s Death

During the events of the game, Clara Lillie decides to help Aiden to make up for her
part in his niece’s death. Clara does not tell Aiden of her involvement in his failed attempt at
hacking Lucky Quinn’s hotel. Eventually, Aiden discovers that Clara had a part in the death
of his niece and the two part ways. This narrative complication is resolved when Aiden finds
out that Clara has refused to work for Lucky Quinn and has been marked for assassination. He
rushes to her aid and engages in a shootout. However, he fails in his attempt to save Clara.

Next, the methodological steps followed to analyse and collate the data for the
research project are described. These steps are aligned with the narrative and ludic dimensions
of the conceptual framework and the SFS meaning resources as described in Chapter Three to
address the overarching research question of how action-adventure videogames convey values
through their communication of evaluative meanings about game characters.

4.4 Method for the narrative dimension

4.4.1 Language: Attitude analysis and coding

Answering Research Sub-Question One involved investigating how the different types
of evaluative meaning about characters vary within and between characters in action-
adventure videogames. Addressing this sub-question required the evaluative language
resources of attitude (Martin & White, 2005) to analyse the different types of evaluative
meaning about characters. The evaluative resources of attitude were introduced in Chapter
Three, and the different categories of affect, judgement and appreciation were used to code
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the data in a table in a Microsoft Word document. These codes were attributed to the
represented inscribed and invoked attitudes within the character dialogue, as represented in
Table 4.1. Initially, each line of dialogue was assigned a sequential number, starting at one.
Then the character dialogue was placed in the appraising item column. The appraiser column
referred to the character making the appraisal. The appraised column related to the character
to whom the appraisal was directed. The appropriate attitude codes that best described the
appraising item were placed in either the inscribed or the invoked attitude column. The
attitude codes were assigned a colour: red for affect, blue for judgement and green for
appreciation. The assigned colour was used to highlight the words that realised the inscribed
or invoked attitude in the appraised item column and the code entered into the inscribed or
invoked attitude columns. The inscribed attitude was [HiNGHICOMMIDIOER, \Vhile the
invoked attitude used highlighted font.

110



Table 4.1 Different evaluative meanings communicated about characters

Text Appraiser Appraised Inscribed Invoked
1 Long night, Jim? Batman The night -ve Reaction: Impact:
Afford
2 Joker invades City The The Joker +ve Capacity:
Hall Commissioner Physical strength
2 Joker invades City The The Joker -ve Propriety:
Hall Commissioner Immorality
3 and holds the Mayor The The Joker +ve Capacity:
hostage Commissioner Physical strength
3 and holds the Mayor The The Joker -Ve Propriety:
hostage Commissioner Immorality
4 leaving it to me The The +ve Capacity: Mental
Commissioner ~ Commissioner capacity: Afford
5 tojuggle SWAT The The +ve Capacity: Mental

teams, the media and
you.

5 tojuggle SWAT
teams, the media and
you.

Commissioner

The
Commissioner

Commissioner

Batman

capacity: Afford

-ve Normality:
Afford

4.4.2 Language: Attitude analysis and summary

After the attitude analysis was conducted, a summary was created describing the

evaluative meanings within and between the characters to answer the first research sub-

question. First, this summary was created by calculating the frequency of evaluative meanings

used by characters by copying the attitude analysis (Table 4.1) from the Microsoft Word

document and pasting it into Excel. Once it was in Excel, pivot tables were created to

represent character evaluative meanings, as exemplified in Figure 4.1. One table was for

inscribed character attitude, whilst a second table was for invoked character attitude. The row

label consisted of the inscribed or the invoked attitude. The column label consisted of the

appraiser. The blank category in the row label and the column label was not included. Excel

was used to count the identified inscribed or invoked evaluative meanings to indicate the

frequency of characters’ attitudes.
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Count of Appraising item
Row Labels
-ve Capacity: Physical weaknes
-ve Composition: Balance

-ve Composition: Complexity
-ve Happiness: Misery

-ve Normality

-ve Propriety: Immorality

-ve Reaction: Impact

-ve Reaction: Quality

-ve Security: Disquiet

-ve Valuation: Danger

+ve Capacity: Mental capacity
+ve Capacity: Physical strength
+ve Composition: Complexity
+ve Happiness: Joy

+ve Happiness: Sympathy

+ve Normality: Originality

+ve Reaction: Impact
+ve Reaction: Quality
+ve Valuation: Importance

Grand Total

1

Column Labeld-T|
Batman

Commissioner Guard
1
2
1
1
1
1
3
1
1
1
10 3

Joker Grand Total

—_

—_—— b =

—_— b =
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[
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Figure 4.1 Inscribed attitudes between characters — the Joker’s Escape

The pivot table was also used to identify how the frequency of the different types of

evaluative meanings about characters varied within characters in the game scenes. Figure 4.2

represents the inscribed evaluative meanings expressed by the Joker during his escape scene.

The frequency represents how the attitudes varied within the communicated evaluative

meanings of the Joker.

Count of Appraising item
Row Labels
-ve Capacity: Physical weaknes
-ve Composition: Balance

-ve Composition: Complexity
-ve Happiness: Misery

-ve Normality

-ve Propriety: Immorality

-ve Reaction: Impact

-ve Reaction: Quality

-ve Security: Disquiet

-ve Valuation: Danger

+ve Capacity: Mental capacity
+ve Capacity: Physical strength
+ve Composition: Complexity
+ve Happiness: Joy

+ve Happiness: Sympathy

+ve Normality: Originality
+ve Reaction: Impact

+ve Reaction: Quality

+ve Valuation: Importance
Grand Total

Column Labels-7|

Batman
1

Commissioner

1

10

Guard

Joker

—_— e N

—_— b =

Grand Total

L [ — e = —_— ——
3 | L3S [ w [ 5]

How attitudes vary within the

communicated evaluative
meanings of characters.

Figure 4.2 Example of how the frequency of attitudes varied within characters

Second, the pivot tables were then used to conduct another sort of the data by

operating the row label to list the appraiser, the inscribed or invoked attitude and the

appraised item. This sort provided a list of the characters in the game scenes, their expressed
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attitudes and the dialogue line containing the appraised item from the game scene, as
represented in Figure 4.3.

Row Labels -7
=/ Batman
=I-ve Capacity: Physical weakness
He surrendered almost without a fight.
=l Commissioner
=I-yve Composition: Balance
The system’s jammed!
=I-ve Propriety: Immorality
and holds the Mayor hostage
Joker invades City Hall
=l-ve Reaction: Quality
Yeah, it’s been a helluva night.
=I+ve Capacity: Mental capacity
I assure you
=I+ve Capacity: Physiecal strength
and holds the Mayor hostage
Joker invades City Hall
to juggle SWAT teams, the media and you.
=+ve Normality: Originality
if anyone’s qualified, it's...
=+ve Valuation: Importance
Joker’s in full control of the security gates.
= Guard
=I-ve Security: Disquiet
but he’ll unsettle the more violent inmates.
=l-ve Valuation: Danger
but he’ll unsettle the more violent inmates.
=I+ve Reaction: Impact
Listen, I appreciate the assistance,
=l Joker
=I-yve Composition: Complexity
Welcome to the mad house, Batman!
=I-ve Happiness: Misery
Ladies and maniacs, [ apologise
Sorry. Bats, gotta run.
=l-ve Normality
Don’t be a stranger.

Figure 4.3 Example of sub-sort: Character, inscribed attitudes and appraised items — the

Joker’s Escape

Third, the quantitative data about character evaluative meanings were corroborated
with the qualitative patterns of inscribed and invoked attitudes about characters to produce an
evaluative meaning summary of each character. Next, the coupling of inscribed and invoked
attitudes expressed by the characters was discussed. The coupled evaluative meanings within
the characters were identified by referring to the attitude analysis in the Microsoft Word
document as represented in Table 4.1. A coupling between the attitudes within the identified
evaluative meanings about the characters occurred when a line of dialogue was repeated by an

appraising character owing to the multiple coding of attitudes as represented in Figure 4.4.
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Text Appraiser | Appraised Inscribed Invoked
1 | Long night Jim? Batman The night -y Reaction: Impact:
Afford
2 | Joker invades City | Commissioner | Joker +yg, Capacity: Physical Coupling of inscribed judgements of

Hall strength . : .
2 | Joker invades City | Commissioner | Joker -yg Propriety: Immorality """ social esteem and social sanction.
Hall

Figure 4.4 Example of coupling of inscribed attitudes of judgement

Then the similar inscribed and invoked evaluative meanings between characters were
examined. Similar evaluative meanings between characters were identified using the pivot
table representing the count of evaluative meanings about characters as represented in Figure
4.5. Similar evaluative meanings between characters were identified by characters expressing
similar attitudes. Figure 4.5 represents similar attitudes expressed by the Commissioner and

the Joker. The data were then used to address the first research sub-question.

Similarities between characters

Count of Appraising item  Column Label@

Row Labels Batman Commissioner § Guard Joker Grand Total
-ve Capacity: Physical weaknes 1 1
-ve Composition: Balance 1

-ve Composition: Complexity

-ve Happiness: Misery

-ve Normality

-ve Propriety: Immorality 2
-ve Reaction: Impact

-ve Reaction: Quality 1
-ve Security: Disquiet 1
-ve Valuation: Danger 1
+ve Capacity: Mental capacity 1
+ve Capacity: Physical strength

+ve Composition: Complexity

+ve Happiness: Joy

+ve Happiness: Sympathy

F 3
v

—_ = N =

F
v

—_ = hD =

B = o N O e e e e = ) = R

+ve Normality: Originality 1

+ve Reaction: Impact |

+ve Reaction: Quality 1

+ve Valuation: Importance 1 < > 1

Grand Total 1 10 3 13 27

Figure 4.5 Example of similar evaluative meanings between characters

4.4.3 Multiple coding of attitudinal evaluative meanings

It is important to note that more than one attitude may have been assigned to each line

of character dialogue. This multiple coding is particularly relevant for invoked attitudes
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concerning affect and judgements of social esteem relating to a character’s tenacity
(determination) and capacity (capability). In these cases, a double or multiple coding was
needed to account for the represented attitude meaning within the character dialogue. In
instances where this occurred, the line of dialogue was repeated for subsequent coding to
occur. The multiple coding of attitude is represented in lines 2, 3 and 5 of Table 4.1.

4.4.4 Coding of attitudes of humour and sarcasm

The use of humour and sarcasm in dialogue presented a challenge when performing
the attitude analysis. For example, how do we know that a character intended to mean
something different from what she or he said This difference in intended meaning often
occurred when a character was being humorous or sarcastic. Martin (2000, pp. 163-164)
suggested that this occurs when the ideational meaning in a text expresses a different meaning
from the represented attitudes. In short, humour and sarcasm have a diverging coupling of
expressed ideas and intended interpersonal meaning. An example from Arkham Asylum
included the Joker using sarcasm and humour to make fun of Batman being at Arkham
Asylum with the super-criminals whom he has previously captured: “Don’t be a stranger.
You’re always welcome here”. In this example, the Joker was polite and expressed the idea
that Batman was welcome at the asylum with the criminally insane patients. An attitude
analysis suggests that this was not what was intended. The Joker’s utterance afforded a
negative judgement of normality owing to Batman being a stranger. The Joker’s use of the
word “stranger” to appraise Batman was a meaning choice because he was suggesting that
Batman was a stranger as he was not criminally insane, but in an asylum with insane
criminals. Moreover, the utterances also suggested that Batman could be admitted to the
asylum owing to him dressing like a bat to fight crime. Also, the Joker afforded Batman with
an attitude of security of trust, as the Joker knew that the asylum may not be the safest place
for Batman, given that he had apprehended several of the patients housed in the asylum. In
summary, the use of humour and sarcasm by the characters presented a challenge when
conducting the attitude analysis and were not marked differently in the analysis. However, in
addressing Research Sub-Question One, the humour and sarcasm of characters were discussed
when meaningful to the investigation of how the communicated evaluative meanings about
characters inferred a moral, social or political value about characters.

4.4.5 Image: Attitude analysis and coding

Answering Research Sub-Question One also involved analysing the image depictions
in the game scene for how the different types of evaluative meaning about characters were
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represented. First, the analysis involved collecting a video recording of the selected game
scenes. The recording involved a successful completion of the game scene’s task, in which
players were not defeated and not required to complete the task another time. From the
recording, a screen capture of each camera shot was captured. A camera shot was defined as
an uninterrupted segment filmed by one camera (ledema, 2001). Each shot was numbered.
Multiple images were captured when a shot involved ludic operations. These images retained
the shot number and an alphabetic letter was assigned to the image; for example, Shot 20 was
labelled as 20a, 20b or 20c, as represented in Table 4.2. The first column contained the
dialogue and line number from the attitude language analysis occurring during the camera
shot. The second column contained the captured camera shot. The third column represented a
verbal description of the camera shot. The fourth column listed the character expressing the
evaluative meaning. The fifth column listed the visual attitude analysis coding or was left
empty for images that did not depict an attitude. The images that depicted an attitude were
coded using the attitude codes previously discussed in Chapter Three. These attitude codes
were placed in the fifth column in line with the relevant image. Multiple coding was used to
analyse depicted visual attitudes. The row containing an image that required multiple coding
was copied as a subsequent row in the table, and the allocated image number and verbal
description were retained. The new code was then written in the visual attitude column. Row
20a of Table 4 represents how multiple coding was used to analyse an image as provoked

judgements of capacity and impropriety.

Table 4.2 Coding of visual attitude

. . L Visual
Dialogue Line Image Verbal Description ~ Character Attitude
20a The player is Aiden Judgement:
able to instruct +ve
Aiden to aim and Capacity:
shoot the Hitmen. Physical
strength:
Provoke
20a The player is Aiden Judgement:
able to instruct +ve
Aiden to aim and Capacity:
shoot the Hitmen. Mental
capacity:
Provoke
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Dialogue Line

Verbal Description

Character

Visual

Attitude
20a The player is The hit- Judgement:
able to instruct man/men +ve
Aiden to aim and Capacity:
shoot the Hitmen. Physical

strength:
Provoke
20b Players are able  Aiden Judgement:
to slow down time to +ve
help Aiden to shoot Capacity:
the Hitmen. The Physical
slowdown in time is strength:
represented by the Provoke
blurred screen.
20b Players are able  The hit- Judgement:
to slow down time to  man/men +ve
help Aiden to shoot Capacity:
the Hitmen. The Physical
slowdown in time is strength:
represented by the Provoke
blurred screen.
20b Players are able  Aiden Judgement:
to slow down time to +ve
help Aiden to shoot Capacity:
the Hitmen. The Mental
slowdown in time is capacity:
represented by the Provoke
blurred screen.
20c Aiden reloading  Aiden Judgement:
his gun. +ve
Capacity:
Physical
strength:
Provoke
20c Aidenreloading  The hit- Judgement:
his gun. man/men +ve
Capacity:
Physical
strength:
Provoke
20c Aidenreloading  Aiden Judgement:
his gun. +ve
Capacity:
Mental
capacity:
Provoke
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4.4.6 Image: Attitude analysis and summary

After the visual attitude analysis was conducted, a summary was created describing
the visual evaluative meanings within and between the characters to answer the first research
sub-question. First, this summary was created by calculating the frequency of evaluative
meanings expressed by the characters by copying the visual attitude analysis (Table 4.2) from
the Microsoft Word document and pasting it into Excel. Once it was in Excel, pivot tables
were created to present the character use of visual attitude, as exemplified in Figure 4.6. The
row label consisted of the visual attitude, and the column label consisted of the character. The
blank categories in the row and column labels were excluded. Then Excel was operated to
count the different attitudes of each verbal description.

Count of Verbal Description Column Labe

Row Labels Asylum inmates Batman Guard Harley Quinn Joker Grand Total
Affect: -ve Security: Disquiet: Flags 1 1
Affect: +ve Happiness: Joy: Afforded 1 1
Affect: +ve Happiness: Joy: Provoke 3 3
Affect: +ve Satisfaction: Pleasure: Provoke 2
Affect: +ve Security: Confidence: Flag 1 1
Affect: +ve Security: Confidence: Provoke 1 1
Affect: +ve Security: Trust: Afford 2 2
Judgement: -ve Capacity: Physical weakness: Flag 1 1
Judgement: +ve Capacity: Mental capacity: Provoke 16 2 1 19
Judgement: +ve Capacity: Physical strength: Provoke 6 18 4 28
Grand Total 6 37 2 2 12 59

Figure 4.6 Example of the expressed visual attitude of the characters in the Joker’s

Escape

Second, the pivot table was then used to conduct another sort of the visual attitude
data by using the row label to list the appraiser, the visual attitude and the verbal description.
This sort provided a list of the characters in the game scene, their expressed attitudes, and the
sequential image number and verbal description from the game scene, as represented in
Figure 4.7. Then the quantitative data about character visual evaluative meanings were
corroborated with the qualitative patterns of visual attitudes about the characters to produce a
visual evaluative meaning summary for each character. The coupling between the visual
attitudes expressed by the characters was then discussed. Next the similar inscribed and
invoked evaluative meanings between characters were examined. The process for identifying
and analysing the coupled and similar evaluative meanings about and between characters was
outlined in Section 4.4.2 of this chapter. These data were then used to address the first
research sub-question.
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Row Labels [l
= Asylum inmates
=l Judgement: +ve Capacity: Physical strength: Provoke
35a Batman preparing to fight Blackgate prisoners.

35b Batman fighting Blackgate prisoners. The Joker is represented as watching the fight from a television screen.
35¢ Batman fighting Blackgate prisoners.
35d Batman fighting Blackgate prisoners.
35g Batman fighting Blackgate prisoners.
35h Batman fighting Blackgate prisoners.
=/ Batman
= Affect: -ve Security: Disquiet: Flags
35a Batman preparing to fight Blackgate prisoners.
= Affect: +ve Security: Confidence: Flag
2 Batman and the Arkham guards escorting Joker in the in the Intensive Treatment Facility. The Joker is restrained in a vertical stretcher.
= Affect: +ve Security: Confidence: Provoke
10 An Arkham security guard and doctor talking to Batman and the Commissioner.
=1 Judgement: +ve Capacity: Mental capacity: Provoke
20 Batman watching the Joker choke the security guard.
22 Batman punching the glass to pursue the Joker.
31 Batman landing after jumping through the window.
34 Batman preparing to fight Blackgate prisoners.
35f The Joker on the television screen announcing that it is round two of the fight and releasing more prisoners for Batman to fight.
35i Batman finishing the fight with the Blackgate prisoners.
35j Batman receiving experience points after the fight.
35k The Commissioner advising Batman the Joker is in control of the asylum and they are trapped.
351 Batman advising the Commissioner that he will find a way out of the holding cells room.
35m The Joker Counselling Batman for making promisous he may not be able to keep. The Joker advises Batman he will not be going anywhere in the Asylum the Joker does not want him to go.
35n Batman advising the Joker he won’t let him run away.
350 The Joker asking Batman to come and find him in the asylum.
37a The Commissioner advising Batman that the Joker’s invite is a trap.
37b Commissioner Gordan’s character biography being unlocked.
37¢ Batman setting out in pursuit of the Joker.
4 Commissioner talking to Batman.
=/ Judgement: +ve Capacity: Physical strength: Provoke
22 Batman punching the glass to pursue the Joker.
30 Batman breaking through the glass window to chase after the Joker.
35b Batman fighting Blackgate prisoners. The Joker is represented as watching the fight from a television screen.

Figure 4.7 Example of sub-sort: Character expressed attitudes and verbal description —

the Joker’s Escape

4.4.7 Player affiliation: Focalisation and interactive meaning analysis and coding

Answering the second research sub-question involved identifying the player-game
character affiliation by examining how players are visually positioned with game characters
through the use of camera angles. Determining how the visual resources were used to affiliate
players a character required a focalisation (Painter et al., 2013) and interactive meaning
(Kress & van Leeuwen, 2006) analysis of the selected game scenes. The process followed to
analyse and sort the data is now explained. First, the same process for capturing the images
outlined in Section 4.4.5 was followed. Each image retained its assigned number. The image
and the number were placed in a table, as represented in Table 4.3. The first column recorded
the dialogue and line number from the language evaluative meaning analysis. The second
column represented the image. The third column represented the same verbal description of
the image as utilised in the visual evaluative meaning analysis. The fourth column listed the
character being affiliated with players in the image. The fifth and sixth columns listed the
focalisation resources of eye contact and mediation utilised by the image. The seventh to tenth
columns represented the interactive meaning resources of contact, social distance, and
horizontal and vertical camera angles used in the image.
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Table 4.3 The qualitative interactive meaning analysis table

Focalisation

Interactive Meaning

Dialogue Line

Verbal
Description

Character’s

Eye

Contact Mediation

Contact

Social Horizontal
Distance Angle

Vertical
Angle

2 The Joker
invades City
Hall

3 and holds the
Mayor hostage

4 leaving it to
me

5 to juggle
SWAT teams,
the media and
you.

6 Yeah, it’s
been a helluva
night.

4 Commissioner
talking to
Batman.

Direct Along with
character

Demand

Social Involvement

Equality

7 Hopefully, the
last one we’ll
ever have with
him.

8 Yeah, right.

8 Harley Quinn
looking upon
Batman and the
Commissioner
as the Joker is
escorted.

Harley Quinn

Observe As character

Offer

Social Involvement

Equality
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4.4.8 Player affiliation: Analysis and summary

After conducting the focalisation and interactive meaning analysis, a summary was
created describing the extent to which videogames construct player affiliation with different
characters to answer the second research sub-question. First, this summary was created by
calculating the frequency of focalised “as character” or “along with characters” and
accompanying interactive meaning resources by copying the affiliation analysis (Table 4.3)
from the Microsoft Word document and pasting it into Excel. Once it was in Excel, pivot
tables were created to present the character affiliation, as exemplified in Figure 4.8. The row
label consisted of “as character” and “along with character” focalisation and accompanying
interactive meaning resources. The column label consisted of the characters. The blank
categories in the row and column labels were excluded. Then Excel was used to count the
different affiliations for each verbal description.

Count of Verbal Description Column Label

Row Labels Batman Harley Quinn Joker Grand Total

-l Along with character 16 1 17

=IDirect 1 1

=I/Demand 1 1

=ISocial 1 1

=/Involvement 1 1

Equality 1 1

= Observe 15 1 16

=l Offer 15 1 16

=ISocial 15 1 16

=IDetachment 8 8

Equality 2 2

Representation power 5 5

Viewer power 1 1

=/ Involvement 7 1 8

Equality 3 1 4

Representation power 4 4

=I As character 2 2

=IObserve 2 2

=l Offer 2 2

=ISocial 2 2

=/Involvement 2 2

Equality 2 2

Grand Total 16 2 1 19

Figure 4.8 Example of player-character affiliations in the Joker’s Escape

Second, the pivot table was used to conduct a sort of the different kinds of focalisation
“as character” and “along with character” and accompanying interactive meaning resources.
The row-column was used to sort the data into the following: contact, social distance,
horizontal and vertical angles, and verbal description, as represented in Figure 4.9. Then the
quantitative data about character and player affiliation were corroborated with the qualitative
patterns of the player-game character affiliation to produce a summary for each character. The
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coupling of the relevant focalisation and interactive meaning resources about characters was
discussed. Next similar relevant focalisation and interactive meaning resources about
characters were examined. A comparable process for identifying and analysing the coupled
and similar evaluative meanings about and between the characters was outlined in Section
4.4.4 of this chapter. These data were used to address the second research sub-question.

Row Labels
= Batman
=l Along with character
= Direct
= Demand
= Social
= Involvement
= Equality
4 Commissioner talking to Batman.

[4

= Observe
= Offer
= Social
=/ Detachment

= Equality
35f The Joker on the television screen announcing that it is round two of the fight and releasing more prisoners for Batman to fight.
35j Batman receiving experience points after the fight

= Representation power
351 Batman advising the Commissioner that he will find a way out of the holding cells room.
35n Batman advising the Joker he won't let him run away.
37a The Commissioner advising Batman that the Joker’s invite is a trap.
37b Commissioner Gordan’s character biography being unlocked.
37c Batman setting out in pursuit of the Joker.

= Viewer power
351 Batman finishing the fight with the Blackgate prisoners.

= Involvement

= Equality
20 Batman watching the Joker choke the security guard.
22 Batman punching the glass to pursue the Joker.
34 Batman preparing to fight Blackgate prisoners.

= Representation power
31 Batman landing after jumping through the window.
35k The Commissioner advising Batman the Joker is in control of the asylum and they are trapped.
35m The Joker Counselling Batman for making promisous he may not be able to keep. The Joker advises Batman he will not be going anywhere in the Asylum the Joker does not want him to go.
350 The Joker asking Batman to come and find him in the asylum.

Figure 4.9 Example of sub-sort: Focalisation and interactive meaning in the Joker’s

Escape

4.5 Method for the ludic dimension

Addressing the third research sub-question involved analysing and coding the game
scenes for their ludic operation. Section 4.5.1 examines how the game scenes were analysed
and coded for their ludic operations. Section 4.5.1 describes how the ludic operation analysis
was summarised.

4.5.1 Ludic operation analysis and coding

Answering the third research sub-question involved analysing the game scenes for
how their ludic operations communicated evaluative meanings about characters. Determining
how the ludic operations were used in the game scenes required identifying the playable and
non-playable characters, the possible ludic actions of characters, and the interactive playable
and non-playable segments (Sylvester, 2013). The process followed to analyse and sort the
data is now explained. First, the same process for capturing the images explained in Section
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4.4.5 was followed. Each image retained its assigned number. The images and numbers were
placed in a table, as represented in Table 4.4. The first column represented the dialogue and
line number from the language evaluative meaning analysis. The second column depicted the
image. The third column represented the same verbal description of the image as utilised in
the visual evaluative meanings analysis. The fourth column listed the relevant interactivity
resource of scripted, soft-scripted and emergent narrative. The fifth and sixth columns listed
the playable and non-playable characters. The seventh column represented the initiated
actions of factum, tactum and actum. The eighth column listed the input buttons required by
players to instruct the playable characters to operate gadgets. The ninth column listed the
input buttons required for players to instruct the playable characters to fight and the possible
non-playable character tactum actions. The 10th column listed the input buttons required for
players to instruct the playable characters to complete non-fighting actions. The 11th column
listed the trigger input buttons required for players to instruct playable characters to complete
non-fighting moves. The 12th column listed the afforded input for the left controller gear
stick. The 13th column listed the afforded input for the right controller gear stick.
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Table 4.4 Example of ludic operations analysis in the Joker’s Escape

Dialogue Image Verbal Inter- Playable Non- Initiated Operating Fighting Non- Non- Utilise  Utilise
Line Description activity Playable  Action Gadgets Fighting Fighting Left Right
Buttons Trigger  Stick Stick
Buttons
37 Up i 350 Emergent Batman Actum Fighting Cross — Left Right
until a " Batman Narrative . run/climb/ stick - stick —
few fighting Square — strike glide/use move  rotate
seconds Blackgate Triangle - - ment camera
ago, | was prisoners. counter/silent mg&gméﬁd
going to The Joker takedown buttons
kill Is Circle fighting
everyone represented
. . - cape stun
in the as watching
room the fight Cross and
froma square - throw
fﬁeﬁnd television [requires
watch screen. upgrade]
cartoons, Circle and
triangle -
fl? EUt takedown
wZIl. . [requires
you know upgrade]
Cross Cross -
gg F(;)\YC\EI ; redirect when
captive pressing
aulglience towards an
' enemy

R2 and triangle
- ground
takedown [next
to an enemy]
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Dialogue Verbal Inter- Playable Non- Initiated Operating Fighting Non- Non- Utilise  Utilise
Line Description activity Playable  Action Gadgets Fighting Fighting Left Right
Buttons Trigger  Stick Stick
Buttons
L2 tap combat
- quick
batarang
R2 R2 - quick
batclaw
[requires
upgrade]
37 Up oM 35D Emergent  Joker Factum
until a & | Batman Narrative
few fighting
seconds Blackgate
ago, I was prisoners.
going to The Joker
kill is
everyone represented
in the as watching
room the fight
38 and Igcl)er?/igion
then
watch screen.
cartoons,
39 but
then...
well...
you know
40 how |
do love a
captive
audience.
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Dialogue Image Verbal Inter- Playable Non- Initiated Operating Fighting Non- Non- Utilise  Utilise
Line Description activity Playable  Action Gadgets Fighting Fighting Left Right
Buttons Trigger  Stick Stick
Buttons
37 Up W 35b Emergent Asylum  Tactum Punch/hit
until a .| Batman Narrative inmate Kick
few fighting
seconds Blackgate Chase
ago, | was prisoners.
going to The Joker
kill is
everyone represented
in the as watching
room the fight
38 and Ierzcl)er?/izion
then
watch screen.
cartoons,
39 but
then...
well...
you know
40 how |
do love a
captive
audience.
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4.5.2 Ludic operation analysis and summary

After the ludic operation analysis was conducted, a summary was created describing
the interactivity and initiated actions about characters to answer the third research sub-
question. First, this summary was created by calculating the frequency of interactivity and
initiated actions about playable and non-playable characters by copying the ludic operation
analysis (Table 4.4) from the Microsoft Word document and pasting it into Excel. Once it was
in Excel, two pivot tables were created. The first pivot table presented the interactivity and
initiated actions about playable characters, as represented in Figure 4.10. A second pivot table
presented the interactivity and initiated actions about non-playable characters. The row label
consisted of the types of interactivity such as scripted, soft-scripted and emergent narrative.
The column label consisted of the characters. The blank categories and the row and column
labels were excluded. Then Excel was used to count the frequency of interactivity and
initiated action of the characters for each verbal description.

Count of Verbal Descriptio1 Column Labe

Row Labels Batman Joker Grand Total
- Emergent Narrative 18 5 23
Actum 18 18
Factum 5 5
=/ Scripted 19 21 40
Factum 19 21 40
Grand Total 37 26 63

Figure 4.10 Example of interactivity and initiated actions count in the Joker’s Escape

Second, the pivot tables were used to conduct a sub-sort of the different types of
interactivity and accompanying initiated actions about characters. One table was created for
the playable characters and another for the non-playable characters. The row-column function
was used to sort the data into the following arrangement, which listed the character,
interactivity, initiated action, operating gadgets, fighting buttons, non-fighting buttons, non-
fighting triggers, and utilised left and right gear stick with the aligned verbal description, as
represented in Figure 4.11. These data represented the ludic operations of each camera shot of
the game scene. The quantitative interactivity and initiated actions data about characters were
corroborated with the qualitative patterns of the interactivity and initiated actions to produce a
summary for each character. Next the accompanying verbal description of the sub-sorted ludic

operation data was co-patterned with the identified visual evaluative meaning data to ascertain
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how the ludic operations of action-adventure videogames communicate evaluative meaning
about characters. Then the similarities between the ludic operations of the characters were
examined. A comparable process for identifying and analysing the coupled and similar
evaluative meanings about and between characters was outlined in Section 4.4.4 of this
chapter. These data were used to address the third research sub-question.

Row Labels -7
= Batman
= Emergent Narrative
= Actum
=/L1 tap operating — toggle detective mode
= (blank)
=ICross — run/climb/glide/use
= (blank)
=/ Left stick - movement
= Right stick — rotate camera
35f The Joker on the television screen announcing that it is round two of the fight and releasing more prisoners for Batman to fight,
35i Batman finishing the fight with the Blackgate prisoners.
35j Batman receiving experience points after the fight.
35k The Commissioner advising Batman the Joker is in control of the asylum and they arc trapped.
351 Batman advising the Commissioner that he will find a way out of the holding cells room.
35m The Joker Counselling Batman for making promises he may not be able to keep. The Joker advises Batman he will not be going anywhere in the Asylum the Joker does not want him to go.
35n Batman advising the Joker he won’t let him run away.
350 The Joker asking Batman to come and find him in the asylum.
37a The Commissioner advising Batman that the Joker's invite is a trap.
37b Commissioner Gordan’s character biography being unlocked.
37¢ Batman setting out in pursuit of the Joker.

Figure 4.11 Example of sub-sort: Interactivity and initiated action in the Joker’s Escape

4.6 Summary of the methodological and analytical approaches

The research design and methodology for the thesis were orientated towards
addressing how action-adventure videogames convey values through communicating
evaluative meanings about characters. A summary of the research questions, the method and
the qualitative and quantitative data has been presented in Table 4.5. The research design
enabled the overarching research question to be addressed by investigating the committed
evaluative meaning in the narrative and ludic dimensions of the conceptual framework
introduced in Chapter Three. The described method explained how the qualitative and
quantitative data were collected and organised so that the intermodal commitment and
coupling between the interpersonal narrative dimension meaning resources and the
representational and compositional ludic dimension meaning resources could be examined
for their communicated evaluative meaning patterns that convey values in action-adventure

videogames.
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Table 4.5 Analytical approach table

Overarching Research Question

How do action-adventure videogames convey values through their communication of evaluative

meanings about game characters?

Research Sub-
Questions

Method

Qualitative data

Quantitative data

Narrative dimension

1. How does the
frequency of the
different types of
evaluative meaning
about characters vary
within and between
characters in action-
adventure videogames?

Analyse character
dialogue from the game
scenes using the
attitude system
network.

Create two Pivot tables
in Excel: One table for
inscribed attitude, and
the other table for
invoked attitude.

Use the pivot tables to
calculate the frequency
of inscribed and
invoked attitudes
within and between
characters.

Describe the frequency
of inscribed attitudes
within characters.

Describe the coupling
of inscribed attitudes
within characters.

Describe the similar
inscribed attitudes
between characters.

Repeat steps 4-6 for
invoked attitudes
within characters.

Attitude resources
Inscribed
Invoked

Frequency of inscribed
attitudes within and
between characters

Frequency of invoked
attitudes within and
between characters

Analyse images from
game scenes using the
attitude system
network.

Create a pivot table in
Excel.

Use the pivot tables to
calculate the frequency
of visual attitudes
within and between
characters.

Describe the frequency
of visual attitudes
within characters.

Describe the coupling
of visual attitudes
within characters.

Visual attitude
resources

Frequency of visual
attitude about
characters
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Overarching Research Question

How do action-adventure videogames convey values through their communication of evaluative
meanings about game characters?

Research Sub-
Questions

Method

Qualitative data

Quantitative data

Describe the similar
visual attitudes
between characters.

2. To what extent do
videogames construct
player affiliation with
different characters in
action-adventure
videogames?

Analyse the game
scene for the use of
focalisation and
interactive meaning
resources.

Create a pivot table in
Excel.

Use the pivot table to
calculate the frequency
of “as character” and
“along with character”
focalisation with the
interactive meaning
resources.

Describe the frequency
of the relevant
focalisation and
interactive meaning
resources about
characters.

Describe the coupling
of the relevant
focalisation and
interactive meaning
resources about
characters.

Describe the similar
relevant focalisation
and interactive
meaning resources
about characters.

Visual affiliation
resources

Focalisation: “as
character” and “along
with character”

Interactive meaning
resources

Coupling of
focalisation and
interactive meaning
resources

Frequency of focalised
“as character” or
“along with characters’
and interactive
meaning resources

il
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Overarching Research Question

How do action-adventure videogames convey values through their communication of evaluative
meanings about game characters?

Research Sub- Method Qualitative data Quantitative data
Questions
3. How do the ludic Analyse the game Interactivity system Frequency of
operations of action- scene for the network non/playable
adventure videogames | interactivity, characters, interactivity

Character system

communicate non/playable characters network and initiated actions
evaluative meaning and ludic actions. etwo about characters
5 . .
about characters? Create a pivot table in r%éjtdu(:)alftlon system
Excel to sort data. wor
Sort game scenes for Visual attitude
resources

playable and non-
playable characters
separately.

Calculate the frequency
of playable characters,
interactivity and
initiated actions about
characters.

Sort game scenes for
playable characters,
interactivity, initiated
actions, associated
actions and visual
evaluative meaning.

Ludic dimension

Describe the results.

Repeat steps 4 — 6 for
non-playable
characters.

Describe the coupling
of relevant ludic
operation resources and
visual evaluative
meaning resources
about playable and
non-playable
characters.

Describe the similar
ludic operations
resources about
characters.

4.7 The validity and reliability of the study

The validity and reliability of the thesis are concerned with the sampling of the games,
the qualitative and quantitative methods and the systematic methodological steps followed to
examine how action-adventure videogames convey values through their communication of
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evaluative meanings about characters. First, the selection of the action-adventure videogames
Batman Arkham Asylum (Rocksteady, 2016) and Watch Dogs (Ubisoft, 2014) for this thesis
employed a typical sampling method. The typical sampling involved the selection of games
that did not vary in any substantial or atypical way (Merriam, 1998; Patton, 1990) from the
action-adventure videogame format traditionally designed for male audiences. Furthermore,
one scene from each of the two selected action-adventure videogames was analysed and each
scene was identified as typical (Merriam, 1998; Patton, 1990) of the types of game scenes
common to the action-adventure format. Second, a corroborative counting method (Hannah &
Lautsch, 2011) involving the triangulation of the qualitative and quantitative data from each
game scene was utilised for the thesis. The methodological triangulation of the data further
supported the validity of how action-adventure videogames convey values through their
communication of evaluative meanings about characters (Basit, 2010; Walter, 2010). The
qualitative and quantitative methods enabled the results from each game scene to be cross
analysed to check the validity of the results from the investigation. Third, the reliability of the
study has been increased through the descriptions of the systematic methodological steps
taken to analyse the game data (Basit, 2010; Walter, 2010). The systematic method can be
replicated across other action-adventure videogames traditionally designed for male audiences
to investigate how they convey values through their communication of evaluative meanings
about characters. The assumptions and limitations of the thesis’s research design and

methodology are now discussed.
4.8 Assumptions and limitations

The conceptual and methodological design of this thesis was based on the following
assumptions and on acknowledging and ameliorating the limitations. Painter et al.’s (2013)
novel approach to theorising intermodality using the SFS understandings of commitment and
coupling assumes that the total meaning expressed by action-adventure videogames can be
understood by investigating the meaning committed by each meaning system such as
language and image or by each dimension such as the narrative and the ludic dimensions.
Therefore, logogenetic synergy was assumed in which the synergy of expressed multimodal
meaning in videogames can be explored by understanding how each meaning system
contributes to and complements the overall meaning represented in the game (Painter &
Martin, 2011, p. 152; Painter et al., 2013). The logogenetic synergy utilised in this thesis is
different from SFS research that has investigated intermodality through cohesive ties between
image and language (Royce, 1998); the logico-semantic expansion and project that explored

how image-text relations elaborate, extend or enhance represented meaning in multimodal
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texts (Martinec & Salway, 2005); rhetorical structure theory and conjunctive relations that
explored the gap between narrative structure and finely grained technical details in film
(Bateman, 2008; Tseng & Bateman, 2012); information structure that described a visual
design grammar (Kress & van Leeuwen, 2006); and relational transitivity that explored the
image-text relations in a standardised assessment (Unsworth & Cleirigh, 2008).

The research design had two limitations. The first was the investigation of only two
scenes from two action-adventure videogames, Batman Arkham Asylum (Rocksteady, 2016)
and Watch Dogs (Ubisoft, 2014). This limitation narrowed the generalisations that can be
made from the study to other action-adventure videogames and to different videogame genres.
Despite this limitation, the data yielded from the study provided a comprehensive analysis of
how action-adventure videogames convey values through their communication of evaluative
meanings about game characters. The second limitation involved restricting the analysis to the
language, visual and ludic operation meaning systems realised in the selected videogame
scenes. Research considering other modalities such as gesture, space, sound and computer
code may further enhance understanding of how values are conveyed in action-adventure
videogames through the communication of evaluative meanings about characters.

4.9 Ethical and political considerations

This thesis's ethical and political considerations involved the social concerns about
action-adventure videogames. Chapter One Section 1.6 discussed the concerns about mature
themes, gender, race and violent representation in action-adventure videogames traditionally
designed for male audiences (Alexander, 2014; Behm-Morawitz, 2017; Blackburn &
Scharrer, 2019; Kowert et al., 2015; Todd, 2015; Tomkinson & Harper, 2015). The literature
argued that gaming communities are becoming more diverse, with females now comprising
almost half of the gaming community. The literature also advocated inclusive values and
socially just representations of violence, gender and race by game designers of action-
adventure videogames traditionally designed for male audiences. Also recounted in Chapter
One were my experience playing Arkham Asylum and the questions with which | was left
about action-adventure videogames, such as: Were the values represented in these games
problematic for educators owing to their representation of violence, race and gender
depictions? Were these games problematic because they naturalised and provoked empathy
with characters like Batman despite his ambiguous value position? How did players’ values
align or conflict with a character’s represented values? | considered how educators could use
these games with their students to learn about character values by analysing dialogue, images

and ludic operations. | reasoned that such an analysis could form the basis of a critical
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interpretive appreciation of values communicated in videogames for students. Finally, the
study received Human Research Ethics approval (see Appendix A). The research study was
considered low risk as the videogame data were publicly available. All data collected and
analysed for the study were stored in password-protected devices in separate locations. The

data were accessible by my supervisors and myself.
4.10 Summary

This chapter has explained the research design and methodological approach involving
a multimodal critical discourse analysis (Basit, 2010; Ledin & Machin, 2018; Walter, 2010)
utilised by the study to investigate how action-adventure videogames convey values through
their communication of evaluative meanings about characters. First, Section 4.2 explained an
overview of the research design and methodology of the study. Second, Section 4.3 discussed
the sampling process used for the study. Third, Section 4.4 described the systematic method
utilised to analyse the narrative dimension of the conceptual framework and the collected data
that was used to address Research Sub-Questions One and Two. Fourth, Section 4.5 explained
the systematic method used to analyse the ludic dimension of the conceptual framework and
to gather data that was used to address Research Sub-Question Three. Fifth, Section 4.6
summarised the methodological and analytical approaches utilised by the thesis. Sixth,
Section 4.7 explored the validity and reliability of the study. Section 4.8 addressed the
assumptions and limitations of the study, and Section 4.9 explored the ethical and political
considerations of the thesis. Next, Chapters Five and Six report the results of the critical
multimodal discourse analysis of each game scene.
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CHAPTER 5: RESULTS — HERO VERSUS VILLAINS

5.1 Introduction

This chapter reports the findings from the data analysis of the Joker’s escape scene
from Arkham Asylum. The data from the game scene were investigated according to the
process described in Chapter Four to answer the overarching research question and the
research sub-questions. First, the results of the inscribed language evaluative meanings about
characters are reported in Section 5.3. The coupling of the inscribed evaluative meanings is
conveyed in Section 5.4 and the similarities between the inscribed evaluative meanings about
characters are described in Section 5.5. Second, the results of the invoked language evaluative
meanings about characters are reported in Section 5.6. The coupling of the invoked evaluative
meanings is conveyed in Section 5.7 and the similarities between the invoked evaluative
meanings about the characters are described in Section 5.8. The coupling between inscribed
and invoked evaluative meaning about the characters is reported in Section 5.9. A summary of
the language evaluative meaning about the characters is reported in Section 5.10. Third, the
analysis of the visual evaluative meanings about the characters is described in Section 5.11.
The coupling of the visual evaluative meanings is reported in Section 5.12 and the similarities
between the visual evaluative meaning about the characters are described in Section 5.13. A
summary of the visual evaluative meaning about the characters is reported in Section 5.14.
Fourth, the results of the player-game characters’ affiliation are presented in Section 5.15. The
similarities between the player-game characters’ affiliation are described in Section 5.16. A
summary of the player-game character affiliation is reported in Section 5.17. Fifth, the results
of the ludic operations are introduced in Section 5.18. The results of the playable characters’
interactivity and initiated actions are discussed in Section 5.19. The playable characters
scripted factum interactions are reported in Section 5.20. Sixth, the results of the non-playable
characters’ interactivity and initiated actions are presented in Section 5.21. The results of the
playable characters scripted factum interactions are described in Section 5.22 and the
emergent narrative tactum interactions of the non-playable characters are presented in Section
5.23. The coupling and similarities between the playable and non-playable characters are
reported in Section 5.24. A ludic operation summary is presented in Section 5.25. However,
before the results of the analysis of Batman Arkham Asylum (Rocksteady, 2016) are reported,
the research questions for the thesis are revisited. This thesis asked the overarching Research

Question:
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How do action-adventure videogames convey values through their communication of
evaluative meanings about game characters?
In answering the overarching research question, the following sub-questions were
investigated:
1. How does the frequency of the different types of evaluative meaning about characters
vary within and between characters in action-adventure videogames?
2. To what extent do videogames construct player affiliation with different characters in
action-adventure videogames?
3. How do the ludic operations of action-adventure videogames communicate evaluative
meanings about characters?

5.2 Narrative dimension

The results from the analysis of the evaluative meaning and player affiliation
resources of the narrative dimension of the conceptual framework are initially reported. First,
the results of the inscribed and invoked evaluative meanings about characters are presented.
The results of the inscribed evaluative meanings about characters are presented in Section 5.3
and of the invoked evaluative meanings about characters in Section 5.7. Second, the results of
the visual evaluative meanings are described in Section 5.11. Third, the results of the player-
game character affiliation are reported in Section 5.15.

5.3 Research Sub-Question One: Inscribed language evaluative meaning

The frequency of the different types of inscribed evaluative meaning about characters
from the Joker Escape scene in Arkham Asylum is represented in Table 5.1. How the
frequency of the different types of inscribed evaluative meaning about characters vary within
and between characters during the scene is now reported. A total of 27 inscribed evaluative
meanings about characters was identified in the game scene. Thirteen inscribed evaluative
meanings were communicated by the Joker, 10 by the Commissioner, three by the asylum
Guard and one by Batman.

Table 5.1 Quantitative inscribed evaluative meaning about characters — the Joker’s

Escape
Characters
. . The The The Grand
Inscribed Attitudes Batman Commissioner Guard Joker Total
Affect
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Characters

Inscribed Attitudes Batman Com;ir;iioner ngid J-(I)—Egr 9I'roe}cl"jl?
+ve Happiness: Joy 1 1
+ve Happiness: Sympathy 1 1
-ve Happiness: Misery 2 2
-ve Security: Disquiet 1 1
Judgement of Social Esteem
-ve Normality 1 1
+ve Normality: Originality 1 1
-ve Capacity: Physical 1 1
weakness
+ve Capacity: Physical strength 3 1 4
+ve Capacity: Mental capacity 1
Judgement of Social Sanction
-ve Propriety: Immorality 2 1 3
Appreciation
-ve Reaction: Impact 1 1
-ve Reaction: Quality 1 1
+ve Reaction: Impact 1 1
+ve Reaction: Quality 1 1
-ve Composition: Balance 1 1
-ve Composition: Complexity 1 1
+ve Composition: Complexity 2 2
-ve Valuation: Danger 1 1
+ve Valuation: Importance 1 1 2
Grand Total 1 10 3 13 27

5.3.1 The Commissioner

The qualitative inscribed evaluative meanings about characters from the scene are now
reported. The Commissioner communicated 10 inscribed attitudes as represented in Table 2 of
the language evaluative meaning supplementary material (refer to
https://tinyurl.com/5c2rmywp). The Commissioner inscribed two negative judgements of

social sanction and five judgements of social esteem. The Commissioner utilised inscribed
negative judgements of impropriety to describe the Joker’s immorality in invading City Hall
and capturing the mayor — for example, “Joker invades City Hall and holds the Mayor

Hostage”. The Commissioner also coupled these negative judgements of the Joker’s
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immorality with an inscribed positive judgement of the Joker’s physical strength as the Joker
was able to invade City Hall and hold the mayor captive. Also, inscribed positive judgements
of social esteem were made by the Commissioner regarding Batman and himself. The
Commissioner inscribed a positive judgement of Batman’s normality to describe Batman’s
originality in being able to deal with Gotham’s criminals — for example, “if anyone’s
qualified, it’s...”. The Commissioner inscribed positive judgements of his mental capacity
when reassuring the Guard of Batman’s abilities — for example, “l assure you”. Inscribed
positive judgements of capacity were communicated by the Commissioner regarding
Batman’s strength in dealing with the pressure of juggling multiple tasks — for example, ...
to juggle SWAT teams, the media and you”.

The Commissioner communicated three inscribed negative assessments of
appreciation during the Joker’s escape scene. The Commissioner utilised a negative reaction
to the night’s events involving the Joker: “Yeah, it’s been a helluva night”. After the Joker
had escaped, the Commissioner inscribed a positive valuation to emphasise the importance of
the Joker’s control over the asylum’s security system, such as “Joker’s in full control of the
security gates”. An attitude of inscribed negative appreciation regarding the composition of
the asylum’s security system was made by the Commissioner after the Joker had taken control
— for example, “The system’s jammed!” The inscribed evaluative meaning about the
Commissioner was indicative of how he considered the Joker a capable super-criminal who
carried out immoral acts. The Commissioner also revealed that he was capable of managing
the SWAT teams and media but implied Batman’s originality in being able to apprehend the
Joker and other criminals. From the inscribed evaluative meanings about the Commissioner, it
could be inferred that he has a moral value of collaboration (Flanagan & Hissenbaum, 2014)
regarding his alliance with Batman. Also, the Commissioner’s inscribed evaluative meanings
implied his social and political value of justice (Flanagan & Hissenbaum, 2014) and a
commitment to the rule of law as described by the Australian values (Commonwealth of
Australia, 2020).

5.3.2 The Guard

The asylum Guard communicated three inscribed attitudes comprising one attitude of
affect and two attitudes of appreciation, as represented in Table 3 of the language evaluative
meaning supplementary material (refer to https://tinyurl.com/5c2rmywp). The asylum Guard

utilised attitudes of affect and appreciation regarding Batman’s presence at the asylum and the
dangerous nature of the asylum inmates. An inscribed attitude of positive appreciation was
utilised by the Guard to describe the impact of his reaction to the assistance provided by
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Batman and the Commissioner in dealing with the Joker — for example, “Listen, I appreciate
the assistance”. However, the Guard also inscribed an affective attitude of insecurity to
express his disquiet regarding Batman’s presence at the asylum — for example, “but he’ll
unsettle the more violent inmates”. Also, a negative inscribed attitude of appreciation was
used by the Guard to describe the dangerous violent nature of the asylum inmates, such as
“but he’ll unsettle the more violent inmates”. The inscribed evaluative meaning about the
Guard acknowledged Batman’s support in resolving the issues created by the antagonist
characters, but implied that the Guard was anxious about the dangerous inmates within the
asylum. It can be inferred that the Guard’s inscribed evaluative meanings were underpinned
by the social and political value of justice (Flanagan & Hissenbaum, 2014) owing to his

security role within the asylum.
5.3.3 Batman

The inscribed attitudes of Batman have been represented in Table 1 of the
supplementary materials (refer to https://tinyurl.com/5¢c2rmywp). The one inscribed

evaluative meaning communicated by Batman during the scene involved his appraisal of the
Joker through the use of an inscribed judgement of social esteem. Batman communicated a
negative judgement of capacity regarding the Joker’s physical weakness in surrendering easily
— for example, “He surrendered almost without a fight”. This inscribed evaluative meaning
was indicative of how Batman contested the behaviour of the super-criminals and attempted
to resolve issues created by the antagonist characters. From the inscribed evaluative meanings
about Batman, it can be inferred that he emphasised the social and political values of justice
(Flanagan & Hissenbaum, 2014), but did not commit to the rule of law as described by the
Australian values (Commonwealth of Australia, 2020) defined in Chapter One. The inscribed
evaluative meanings of the Commissioner and the Guard legitimised Batman’s contest with
the super-criminals and indicated this as a naturalised position for Batman within the game.

5.3.4 The Joker

The Joker communicated 13 inscribed evaluative meanings during the scene, as
represented in Table 4 of the supplementary materials (refer to

https://tinyurl.com/5c2rmywp). Four attitudes of affect were spoken. The Joker expressed

affective attitudes of unhappiness through inscribed misery — for example, “Ladies and
maniac, | apologise...” and “Sorry, Bats, gotta run”. Also, inscribed attitudes of happiness
were used by the Joker to express joy, “Gotta say it’s good to be back” and sympathy, “How |
do love a captive audience”. The Joker used sarcasm in his expressions of affective happiness
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as there was discord between the misery, joy and sympathy that he was expressing and his
behaviour. In actuality, the Joker was not apologising or showing sympathy to his audience.
He was also not sorry for escaping and running away from Batman, nor was he happy to be
back at the asylum. The use of humorous sarcasm by the Joker indicated how he manipulated
situations to distract attention from his actual behaviour.

Six inscribed attitudes of appreciation were also used by the Joker to describe the
complex composition of the asylum. A negative appreciation of composition was used by the
Joker to describe the asylum as a madhouse: “Welcome to the madhouse, Batman!” The
Joker also used positive appreciations of composition to appraise people in the asylum. For
example, “Fresh from Blackgate Correctional Facility” was used to introduce the inmates
whom Batman was required to fight in the scene, while the Joker also described the people in
the asylum as a captive audience: “How | do love a captive audience”. The Joker used
negative attitudes of appreciation to react to the impact and quality of events during the game
scene. An attitude of inscribed negative reaction was used by the Joker to describe the impact
of him watching Batman try to escape his trap, “I’m getting bored of watching you”, while a
positive attitude of inscribed reaction was used by the Joker to describe the quality of the
inmates from the Blackgate facility, “Fresh from Blackgate Correctional Facility”. The Joker
used an expression of positive valuation to emphasise the importance of Batman being a hero,
“Blah, Blah, Blah. Always with the hero speak”.

Two judgements of social esteem and social sanction were used by the Joker. The
Joker inscribed a negative judgement of normality to describe Batman as a stranger: “Don’t
be a stranger”, but negated this evaluation by using the contraction “Don’t”, as Batman was
not a stranger to the criminals whom he had locked away in the asylum. Inscribed judgements
of positive capacity were used by the Joker to describe his physical strength in being able to
control the asylum: “I’m in control of the asylum”. One judgement of social sanction was
used by the Joker to describe his impropriety regarding the immoral act of killing — for
example, “Up until a few seconds ago, I was going to kill everyone in the room”. The
evaluative meanings about the Joker indicated a divergent positioning compared with Batman.
The Joker created issues such as escaping and contested the legitimacy of the protagonist
characters through the use of sarcastic humour, negative and positive appreciations, and
judgements of social esteem and sanction. It can be inferred from the Joker’s inscribed
evaluative meanings that he did not emphasise the social and political value of justice
(Flanagan & Hissenbaum, 2014), and did not hold a commitment to the rule of law as
described by the Australian values (Commonwealth of Australia, 2020) defined in Chapter

One. A deeper understanding of the communicated evaluative meanings about characters
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requires the examination of how inscribed evaluative meanings were coupled together during
the scene.

5.4 Inscribed evaluative meaning coupling

During the scene, the Joker expressed the highest frequency of inscribed evaluative
meanings about the characters at 12, and Batman the least with one. However, a more
balanced assessment of the frequency of evaluative meanings communicated in the scene can
be captured by grouping the protagonist characters of Batman, the Commissioner and the
Guard, together contributing to a total of 14 expressed attitudes. This was one higher than the
13 evaluative meanings inscribed by the Joker. The close equivalence between the
communication of evaluative meanings between the protagonist and antagonist characters was
indicative of the contested nature of their evaluative meaning positions. The contested nature
of the evaluative meanings between the protagonist and antagonist characters can be
examined further by investigating the varying frequency within and between the characters in
the scene. For example, Table 5.2 represents how the Commissioner appraised the Joker by
coupling inscribed judgements of social esteem and social sanction. The Commissioner
coupled an inscribed judgement of capacity with a judgement of impropriety concerning the
Joker’s immorality — for example, “Joker invades City Hall” and “holds the Mayor
hostage”. The game scene can also be analysed for similar communicated evaluative

meanings between the characters.

Table 5.2 The Commissioner’s coupling of judgements of social esteem and social

sanction
Appraising item Appraiser Appraised Inscribed Invoked
2 Joker invades City Hall The The Joker +ve Capacity:
Commissioner Physical
strength
2 Joker invades City Hall The The Joker -ve Propriety:
Commissioner Immorality
3 and holds the Mayor hostage The The Joker +ve Capacity:
Commissioner Physical
strength
3 and holds the Mayor hostage The The Joker -ve Propriety:
Commissioner Immorality
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5.5 Inscribed evaluative meaning similarities

The game scene contained similar communicated inscribed evaluative meanings
between the Commissioner and the Joker, as represented in Table 5.1. Both characters
expressed judgements of capacity concerning physical strength, with the Commissioner

communicating three and the Joker one. Also, judgements of impropriety were expressed by

both characters, with the Commissioner communicating two and the Joker one. The

Commissioner and the Joker each expressed one attitude of valuation concerning importance.

A further nuanced understanding of the patterns of evaluative meanings occurring in the game

scene required the invoked evaluative meanings about characters to be investigated.

5.6 Research Sub-Question One: Invoked language evaluative meaning

The frequency of the different types of invoked evaluative meaning about characters

from the Joker Escape scene in Arkham Asylum is represented in Table 5.3. How the
frequency of the different types of invoked evaluative meaning about the characters varied
within and between characters during the scene is now reported. A total of 64 invoked
evaluative meanings about characters was identified in the game scene. 35 were
communicated by the Joker, 17 by Batman, seven by the Commissioner, four by the Guard
and one by Harley Quinn.

Table 5.3 Quantitative invoked evaluative meaning about characters — the Joker’s

Escape
Characters
Invoked Attitude Batman Comr-nr :;iioner G-Lgid gir.:?g JzEeer (';I'rcigij

Affect

+ve Happiness: Joy: Afford 1 1
+ve Happiness: Joy: Provoke 1 1
+ve Satisfaction: Pleasure: 4 4
Afford

-ve Satisfaction: Displeasure: 1 1 2
Afford

+ve Security: Confidence: 1 1
Afford

+ve Security: Trust: Afford 1 1
-ve Security: Disquiet: Afford 2 1 1 1 5
-ve Security: Surprise: Afford 1 1

Judgement of social esteem
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Characters

Invoked Attitude Batman Comn: ihsiioner G-Lgf’d gi:lrfg JZIQgr ('Br:ig?
-ve Capacity: Physical 1 5 6
weakness: Afford
ety sl 1 1 Y
+ve C_apacity: Mental 3 3 6
capacity: Afford
A/ff;(ejnacny. Reliability: 1 1 1 3
+ve Tenacity: Reliability: 2 2
Afford
-ve Normality: Afford 1 2 3
Judgement of social sanction
+ve Propriety: Morality: 1 1
Afford
A/:fgrré)prlety. Immorality: 1 5 6
Neg +ve Veracity: Afford 1 1
Appreciation
-ve Reaction: Impact: Afford 2 1 3
-ve Reaction: Quality: Afford 1 1 2
+ve Reaction: Quality: Afford 1 1
Grand Total 17 7 4 1 35 64

5.6.1 Batman

The qualitative invoked evaluative meanings about the characters from the scene are
now discussed. Batman communicated 17 invoked attitudes, as represented in Table 5 of the

language evaluative meaning supplementary material (refer to https://tinyurl.com/5c2rmywp).

Three evaluative meanings of affect were communicated by Batman. Two of these afforded
an attitude of insecurity indicating Batman’s disquiet at the Joker’s easy surrender, “I don’t
like it”, and the command to alert the Warden after the Joker had escaped, “Alert the
Warden”. An afforded attitude of insecurity was used to indicate Batman’s surprise at the
Joker’s escape, “Joker’s loose™.

Eleven judgements of social esteem were communicated by Batman. Five of these
afforded a positive judgement of capacity concerning physical strength. Batman appraised the

Commissioner’s physical strength to be able to contact the Warden: “Gordon try and contact

the Warden”. Judgements of capacity were afforded to Batman’s physical strength when
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finding a way out of the Joker’s trap: “I’ll be back™ and “I’ll find a way out!”. Batman also

used a positive judgement of capacity to describe the Joker’s physical ability to escape and
run — for example, “if you think I’1l let you run...” and “Joker’s loose!”. Three afforded
positive judgements of mental capacity were communicated by Batman. One was afforded to
the Commissioner: “Let him know what’s happened”. Another was afforded to the Joker: “If

you think I’11 let you run...”. Batman also afforded himself a positive judgement of mental
capacity: “If you think I’ll let you run...”. Two afforded positive judgements of tenacity were
afforded by Batman to indicate his reliability — for example, “I’ll be back™ and “I’1l find a
way out”. One negative judgement of tenacity was used by Batman to describe the Joker — for
example, “He surrendered almost without a fight”.

Three evaluative meanings of appreciation were communicated by Batman. One of
these afforded a positive reaction to this being the last time that Batman would have to
capture the Joker: “Hopefully, the last one we’ll ever have with him”. Two afforded negative

reactions were made by Batman when talking with the Commissioner. The first afforded a

negative reaction to the night’s event involving the Joker: “Long night Jim”. The second

afforded a negative reaction to the trap that the Joker had set for Batman at the end of the
scene — for example, “Of course it is”. Overall, Batman expressed less affective attitude and
more judgements of social esteem concerning physical strength and mental capacity.
Batman’s emphasis on judgements of social esteem was indictive of the conflict with the
antagonist characters such as the Joker and Harley Quinn and the struggle for legitimacy
amongst the different character evaluative meanings. From the invoked evaluative meanings
about Batman, it can be inferred that he held to the social and political values of justice
(Flanagan & Hissenbaum, 2014), but that he did not commit to the rule of law as described by
the Australian values (Commonwealth of Australia, 2020) outlined in Chapter One.

5.6.2 The Commissioner

The Commissioner communicated seven invoked evaluative meanings, as represented
in Table 6 of the language evaluative meaning supplementary material (refer to
https://tinyurl.com/5¢c2rmywp). Two were afforded attitudes of affect. A negative attitude of

afforded insecurity was utilised by the Commissioner when questioning Batman’s disquiet
about the Joker’s return to the asylum: “You okay?”. A positive attitude of afforded security
was used by the Commissioner to express his confidence about the Joker’s return to the

asylum: “At least he’s back where he belongs”. Four judgements of social esteem were

communicated by the Commissioner. One of these involved an afforded positive judgement

concerning the Commissioner’s physical capacity in being the person required to manage the
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Joker’s invasion: “leaving it to me...”. The Commissioner used an afforded negative

judgement of capacity regarding the Commissioner and Batman being trapped by the Joker:
“We’re stuck in here”. The Commissioner afforded Batman with a negative judgement of

normality, inferring his role as a vigilante “to juggle SWAT teams, the media and you”. Also,
an afforded negative attitude of tenacity was used by the Commissioner to describe the
unreliability of the asylum’s system after being shut out by the Joker: “The system’s
jammed!”. The Commissioner afforded one attitude of negative appreciation to evaluate his
reaction to the Joker’s trap: “You know it’s a trap”. Overall, the Commissioner’s invoked
evaluative meanings were indicative of how he perceived the Joker as being an immoral
capable criminal who belongs in an asylum. The Commissioner inferred a difference between
himself and Batman when inferring Batman’s negative normality. Perhaps this was because
Batman was a vigilante. However, the Commission also indicated that he had a closer
relationship with Batman as he could sense Batman’s disquiet about the Joker’s surrender.
From the invoked evaluative meanings about the Commissioner, it can be inferred that he
conveyed a moral value of collaboration (Flanagan & Hissenbaum, 2014) owing to his
friendship with Batman. Also, the evaluative meanings of the Commissioner inferred his
social and political value of justice (Flanagan & Hissenbaum, 2014), and a commitment to the
rule of law as described by the Australian values (Commonwealth of Australia, 2020)
discussed in Chapter One.

5.6.3 The Guard

The Guard communicated four invoked evaluative meanings, as represented in Table 7
of the language evaluative meaning supplementary material (refer to
https://tinyurl.com/5¢c2rmywp). Two were afforded attitudes of affect. An attitude of

insecurity was afforded by the Guard when asking Batman to stop escorting the Joker in the
asylum: “Sorry, Batman, Arkham Staff only!”. An attitude of negative afforded satisfaction

was utilised by the Guard to communicate his displeasure with the Joker falling over: “Get
up!”. One positive judgement of physical strength was made by the Guard to describe the
capability of the violent inmates: “but he’ll unsettle the more violent inmates”. One

judgement of social sanction was used by the Guard to afford an attitude of impropriety
regarding the immorality of the violent inmates: “but he’ll unsettle the more violent inmates”.

Overall, the Guard’s invoked evaluative meanings expressed an anxiety about the capability
of the asylum inmates and the Joker, and indicated his anxiety at having to ask Batman to stop

escorting the Joker. From the Guard’s invoked evaluative meanings, it can be inferred that he
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had a social and political value of justice (Flanagan & Hissenbaum, 2014) owing to his role as

a security guard.
5.6.4 Harley Quinn

Harley Quinn communicated one invoked attitude, as represented in Table 8 of the

language evaluative meaning supplementary material (refer to https://tinyurl.com/5c2rmywp).

A negative attitude of appreciation was utilised by Harley Quinn to react to Batman’s
statement that this would be the last night that he had to deal with the Joker — for example,
“Yeah, right”. The invoked evaluative meaning was indicative of how Harley Quinn contested
the legitimised evaluative meaning of the protagonist characters by assisting the Joker to
create issues that the protagonist characters had to resolve. The invoked evaluative meanings
about Harley Quinn inferred that she shared a moral value of collaboration with the Joker
(Flanagan & Hissenbaum, 2014). Furthermore, it can be inferred that Harley Quinn did not
hold to a social and political value of justice (Flanagan & Hissenbaum, 2014) or have a
commitment to the rule of law as described by the Australian values discussed in Chapter One
(Commonwealth of Australia, 2020) owing to her relationship with the Joker.

5.6.5 The Joker

The Joker communicated 35 invoked evaluative meanings during the game scene, as
represented in Table 9 of the language evaluative meaning supplementary material (refer to
https://tinyurl.com/5c2rmywp). The Joker invoked nine affective attitudes. Four of these

attitudes afforded a positive satisfaction of pleasure; some examples included “and you sprang

it gloriously!”, “The choke’s on you” and “how | do love a captive audience”. The Joker

afforded a positive affective attitude of happiness when calling out to Harley Quinn, “Honey,
I’'m home”, and provoked a positive affective attitude when releasing the inmates to fight

Batman, “Now let’s get this party started!”. An afforded attitude of dissatisfaction was used

by the Joker to describe his displeasure at Batman defeating the first round of inmates, “I’m

just warming you up, Bats”. An attitude of insecurity concerning disquiet was afforded by the
Joker when strangling the Guard and advising the Asylum Doctor to be quick to help to save
the Guard: “Hurry”. The Joker afforded an attitude of trusting security to advise Batman that
he was welcome at the asylum: “You’re always welcome here”. This afforded attitude of

trusting security was another example of how the Joker used sarcasm as there was a discord
between the attitude of security that the Joker utilised and the reality that the asylum may not
have been a welcoming place for Batman owing to his having apprehended several of the

super-criminals housed at the asylum.
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The Joker invoked 18 judgements of social esteem during the scene. Seven of these
were affordances of positive physical strength. The Joker afforded himself with six out of the
seven positive judgements of physical strength; some examples included “I set a trap”, ... I
was going to kill everyone in the room” and “I’ve got places to go, people to slay”. The Joker
afforded Batman with one positive judgement of physical strength when tempting Batman to
chase after him: “Why don’t you just come find me...”. The Joker afforded five judgements
of physical weakness. Three of the judgements of physical weakness were afforded to Batman
— for example, “and you sprang it gloriously!”, “Don’t make promises you can’t keep, Bats”
and “You’re not going anywhere”. The Joker afforded to the Asylum Doctor a judgement of
negative capacity regarding the doctor’s physical weakness in being able to stop him from
killing the Guard: “We’re losing him, Doc!”. Also, the Joker afforded the Guard with a
negative judgement of capacity as he could not stop the Joker from Killing him: “The choke’s
on you™.

The Joker afforded three judgements of mental capacity. The Joker afforded himself
with a positive judgement of mental capacity after escaping and trapping Batman: “You’re not
going anywhere I don’t want you to”. The Joker followed this with an afforded positive
judgement of mental capacity attributed to Batman: “Understand?”. During the scene, the
Joker also attributed the people in the asylum with a positive judgement of mental capacity:
“but then... well... you know...”.

The Joker afforded two negative judgements of normality. Batman was afforded a
negative judgement of normality by the Joker: “I think he’s talking about you, Bats”. This
evaluation of Batman by the Joker indicated that it was strange that Batman dressed as a Bat
and was a vigilante. The second negative judgement of normality was attributed to the
Blackgate prisoner inmates by the Joker, and indicated that it was not normal for inmates to
have a sentence of 752 years: “with a combined sentence of 752 years”. The Joker afforded

one negative judgement of tenacity relating to the change in routine at the asylum owing to
his escape: “for this interruption to your reqular entertainment”.

The Joker invoked seven judgements of social sanction. Five of these evaluations were
affordances of impropriety. The Joker was attributed two judgements concerning his
immorality at setting the trap for Batman, “I set a trap”, and murdering the guard, “The

choke’s on you”. Two more judgements of immorality were afforded to the Blackgate prison

inmates by the Joker — for example, “Fresh from Blackgate Correctional Facility” and ...

with a combined sentence of 752 years”. One judgement of immorality was afforded to
Arkham Asylum by the Joker, “Welcome to the madhouse, Batman!”. The Joker afforded one
positive judgement of propriety to Batman by describing him as a hero: “Blah, Blah, Blah.
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Always with the hero speak™. This judgement indicated Batman’s morality as a superhero.
The Joker afforded one positive judgement of veracity regarding Batman’s making promises
to escape his trap. The Joker negated the positive judgement of veracity with the word “don’t”

— for example, “Don’t make promises”. The Joker invoked one attitude of appreciation to

convey his negative reaction to Batman’s advising that he would chase after the Joker: “Blah,
Blah, Blah. Always with the hero speak”. Overall, the invoked evaluative meanings about the
Joker further indicated a divergent evaluative position compared with Batman. The Joker
created issues such as escaping and releasing inmates to fight Batman, and subverted the
legitimacy of the protagonist characters through the use of sarcastic humour, positive and
negative judgements of social esteem and sanction, and assessments of appreciation. From the
Joker’s invoked evaluative meanings, it can be inferred that he did not have a commitment to
the social and political value of justice (Flanagan & Hissenbaum, 2014), or have a
commitment to the rule of law as described by the Australian values discussed in Chapter One
(Commonwealth of Australia, 2020).

5.7 Invoked evaluative meaning coupling

A broader assessment of the frequency of evaluative meanings communicated in the
game scene can be understood by grouping the protagonist and antagonist characters. The
sum of the protagonist characters of Batman, the Commissioner and the Guard together equals
28 invoked evaluative meanings. The sum of the antagonist characters of Harley Quinn and
the Joker equals 36 invoked evaluative meanings. Therefore, the antagonist characters have
communicated eight more evaluative meanings than the protagonist characters. The higher
evaluative meanings attributed to the antagonist characters indicated a contested subversion of
the evaluative meaning positions of the protagonist characters.

5.7.1 Batman

A more nuanced understanding of the patterning of evaluative meanings about
characters and of the contested nature of the invoked evaluative meanings between the
protagonist and antagonist characters can be uncovered by examining the coupling of
evaluative meanings within each character during the scene. Table 5.4 represents how Batman
coupled an afforded judgement of physical capacity with an affective attitude of insecurity

when announcing the Joker’s escape, “Joker’s loose!”
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Table 5.4 Batman’s coupling of invoked judgements of capacity and insecurity

Appraising item Appraiser Appraised Inscribed Invoked
24 Joker’s loose! Batman The Joker +ve Capacity:
Physical

strength: Afford

24 Joker’s loose! Batman Batman -ve Security:
Surprise: Afford

During the scene, Batman coupled judgements of tenacity and physical and mental
capacity, which indicated how he attempted to resolve the problems created by the super-
villains, as represented in Table 5.5. Batman coupled invoked judgements of physical capacity
and tenacity to indicate his determination and strength to escape the Joker’s trap: “I’ll find a

way out” and “I’ll be back”. Batman also coupled judgements of mental capacity with

physical capacity to demonstrate his determination in capturing the Joker: “If you think I’11 let
you run...”.

Table 5.5 Batman’s coupling of invoked judgments of tenacity and physical and mental
capacity

Appraising item Appraiser  Appraised Inscribed Invoked

50 TI’ll find a way out! Batman Batman +ve Capacity:
Physical strength:
Afford

50 I’ll find a way out! Batman Batman +ve Tenacity:
Reliability:
Afford

53 TI'll be back. Batman Batman +ve Capacity:
Physical strength:
Afford

53 I'll be back. Batman Batman +ve Tenacity:
Reliability:
Afford

59 If you think I"11 let you run... Batman The Joker +ve Capacity:
Mental capacity:
Afford

59 If you think I'll let you run... Batman The Joker +ve Capacity:
Physical strength:
Afford

59 If you think "1l let you run... Batman Batman +ve Capacity:
Mental capacity:
Afford
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5.7.2 The Joker

During the scene, the Joker coupled judgements of social esteem, social sanction and
affect to subvert the legitimacy of protagonist characters’ evaluative position, as represented
in Table 5.6. The Joker coupled affective attitudes of satisfaction and judgements of physical
capacity and impropriety when standing over the Guard and stating, “the choke's on you”.

This statement by the Joker also afforded to the Guard a negative judgement of physical
weakness. The Joker afforded judgements of physical strength, impropriety and an affective
attitude of satisfaction concerning his successful planning and immoral behaviour to kill the
Guard to escape and set a trap for Batman: “I set a trap and you sprang it gloriously!”. The

Joker coupled a judgement of his physical capacity and dissatisfaction after Batman had

defeated the first round of inmates during the game scene: “I’m_just warming you up, Bats”.

Table 5.6 The Joker’s coupling of invoked judgements of social esteem, sanction and
affect

Appraising item Appraiser Appraised Inscribed Invoked

28  The choke’s on you. The Joker The Joker +ve Capacity:
Physical
strength: Afford

28  The choke’s on you. The Joker The Joker -ve Propriety:
Immorality:
Afford

28  The choke’s on you. The Joker The Joker +ve Satisfaction:
Pleasure: Afford

28  The choke’s on you. The Joker Guard -ve Capacity:
Physical
weakness: Afford

32 lsetatrap, The Joker The Joker +ve Capacity:
Physical
strength: Afford

32 Isetatrap, The Joker The Joker -ve Propriety:
Immorality:
Afford

33 and you sprang it gloriously! The Joker The Joker +ve Satisfaction:
Pleasure: Afford

33 and you sprang it gloriously! The Joker Batman -ve Capacity:
Physical
weakness: Afford

41 T’'m just warming you up, Bats. The Joker The Joker +ve Capacity:
Physical
strength: Afford

41 I’'m just warming you up, Bats. The Joker The Joker -ve Satisfaction:
Displeasure:
Afford
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The Joker coupled invoked judgements of social esteem and social sanction to contest
Batman’s evaluative position during the game scene, as represented in Table 5.7. The Joker
coupled a judgement of negative normality and impropriety concerning the combined jail
sentences of the inmates: “with a combined sentence of 752 years”. The Joker also coupled

afforded judgement of veracity and negative capacity concerning Batman’s keeping his

promises: “Don’t make promises you can’t keep, Bats”. The game scene can also be analysed

for similar communicated evaluative meanings between characters.

Table 5.7 The Joker’s coupling of invoked judgements of social esteem and sanction

Appraising item Appraiser Appraised Inscribed Invoked

43  with a combined sentence of The Joker Inmates -ve Normality:
752 years. Ding, Ding, Ding, Afford
Ding, Ding!

43  with a combined sentence of The Joker Inmates -ve Propriety:
752 years. Ding, Ding, Ding, Immorality:
Ding, Ding! Afford

54  Don’t make promises youcan’t  The Joker Batman Neg +ve
keep, Bats. Veracity: Afford

54  Don’t make promises you can’t ~ The Joker Batman -ve Capacity:
keep, Bats. Physical

weakness: Afford

5.8 Invoked evaluative meaning similarities

The game scene represented similar communicated evaluative meanings invoked
between characters, as displayed in Table 5.3. Similar affective meanings were communicated
by the Guard and the Joker, who both expressed affective attitudes of dissatisfaction affording
displeasure. Also, Batman, the Commissioner, the Guard and the Joker all communicated
affective attitudes of insecurity affording disquiet. The characters expressed similar
judgements of social esteem, with the Commissioner and the Joker both affording negative
judgements of capacity concerning physical weakness. This was in contrast to Batman and the
Joker, who both afforded positive judgements of mental capacity. The Joker and the
Commissioner also afforded negative judgements of normality regarding Batman and the
inmates. Batman, the Commissioner, the Guard and the Joker all afforded judgements of
physical strength. Additionally, the Joker, Batman and the Commissioner all afforded

negative judgements of tenacity concerning reliability during the scene. Judgements of social
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sanction concerning impropriety affording immorality were expressed by the Commissioner

and the Joker in the scene. Similar attitudes of appreciation concerning negative reactions

were expressed by the characters. Batman and Harley Quinn both afforded negative reactions

concerning impact, while the Commissioner and the Joker afforded negative reactions

concerning quality. A further nuanced understanding of the patterns of evaluative meanings

occurring in the game scene required the coupling of inscribed and invoked evaluative

meanings to be examined.

5.9 Inscribed and invoked evaluative meaning coupling

5.9.1 The Commissioner

The contested nature between the protagonist and antagonist characters was also

realised by the coupling of invoked and inscribed evaluative meanings within each character.

Table 5.8 represents how the Commissioner coupled an inscribed judgement of his capacity to

juggle multiple tasks with a negative judgement of Batman’s normality, “to juggle SWAT

teams, the media and you”. The invoked negative judgement of Batman’s normality inferred

that there was a difference between the Commissioner, who had legal authority, and Batman,

who was a vigilante. The Commissioner also coupled an inscribed attitude of negative

compositions and afforded negative tenacity to describe the asylum’s unreliable

communication and security system: “The system’s jammed!”.

Table 5.8 The Commissioner’s coupling of judgements of social esteem and appreciation

Appraising item Appraiser Appraised Inscribed Invoked
5  tojuggle SWAT teams, the The The +ve Capacity:
media and you. Commissioner ~ Commissioner Physical
strength
5  tojuggle SWAT teams, the The Batman -ve Normality:
media and you. Commissioner Afford
47  The system’s jammed! The The system -ve
Commissioner Composition:
Balance
47  The system’s jammed! The The system -ve Tenacity:
Commissioner Reliability:
Afford
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5.9.2 The Guard

The Guard coupled inscribed attitudes of affect and appreciation with judgements of
social esteem and social sanction. Table 5.9 represents the Guard’s coupling of inscribed
attitudes of insecurity and negative valuation with afforded judgements of physical strength
and impropriety concerning Batman and the asylum inmates — for example “but he’ll unsettle
the more violent inmates”. This evaluative coupling suggested that Batman being a vigilante

made the Guard feel anxious, but the Guard also perceived the criminals to be capable,
dangerous and immoral.

Table 5.9 The Guard’s coupling of affect, appreciation and judgements of social esteem
and sanction

Appraising item Appraiser Appraised Inscribed Invoked
14 but he’1l [IiSEHIE the more The Guard Batman
violent inmates.
14  but he’ll unsettle the more The Guard Inmates +ve Capacity:
violent inmates. Physical
strength: Afford
14 but he’ll unsettle the more The Guard Inmates -ve Valuation:
violent inmates. Danger
14  but he’ll unsettle the more The Guard Inmates -ve Propriety:
violent inmates. Immorality:
Afford
5.9.3 Batman

Batman coupled negative judgement of capacity and tenacity, which implied that he
felt that the Joker’s easy surrender at the Mayor’s office earlier in the evening was strange.
Table 5.10 represents Batman’s coupling of inscribed judgements of physical weakness with a

negative judgement of tenacity concerning the Joker’s surrender: “He surrendered almost
without a fight”.

Table 5.10 Batman’s coupling of judgements of social esteem

Appraising item Appraiser  Appraised Inscribed Invoked
20 He surrendered almost without Batman The Joker -ve Capacity:
a fight. Physical
weakness
20 He surrendered almost without Batman The Joker -ve Tenacity:
a fight. Reliability:
Afford
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5.9.4 The Joker

During the game scene, the Joker contested the evaluative position of the protagonist
characters through coupling inscribed attitudes of appreciation with afforded judgements of
impropriety. Table 5.11 represents the Joker’s coupling of an inscribed attitude of negative
appreciation concerning Arkham Asylum with an afforded judgement of impropriety
concerning the immorality of the asylum: “Welcome to the madhouse Batman!”

Table 5.11 The Joker’s coupling of attitudes of appreciation and judgements of

impropriety
Appraising item Appraiser Appraised Inscribed Invoked
31  Welcome to the madhouse, The Joker Arkham -ve Composition:
Batman! Asylum Complexity
31  Welcome to the madhouse, The Joker Arkham -ve Propriety:
Batman! Asylum Immorality:

Afford

The Joker also subverted the evaluative position of the protagonist characters by
coupling judgements of social esteem and sanction, as represented in Table 5.12. The Joker
coupled an inscribed judgement of impropriety with an afforded judgement of his physical
capacity: “Up until a few seconds ago, I was going to Kill everyone in the room”.

Table 5.12 The Joker’s coupling of judgements of social esteem and sanction

Appraising item Appraiser Appraised Inscribed Invoked
37  Up until a few seconds ago, | The Joker The Joker +ve Capacity:
was going to kill everyone in Physical
the room strength: Afford
37 Upuntil a few seconds ago, | The Joker The Joker -ve Propriety:
was going to kill everyone in Immorality
the room

Also, the Joker used sarcastic humour by coupling evaluative meanings of affect and
judgements of social esteem, as represented in Table 5.13. The Joker coupled an inscribed
attitude of unhappiness with an afforded judgement of his physical strength, which implied
that he was not sad, but capable of carrying out his plans — for example, “Sorry. Bats, gotta

mn.
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Table 5.13 The Joker’s coupling of affect and judgements of social esteem

Appraising item Appraiser Appraised Inscribed Invoked
45 [BBE. Bats, gotta run. The Joker The Joker '
45  Sorry. Bats, gotta run. The Joker The Joker +ve Capacity:
Physical

strength: Afford

Another example of how the Joker’s humour was realised by the coupling of inscribed
and invoked evaluative meanings of affect and appreciation is represented in Table 5.14.
During the Joker’s announcement on the asylum speaker system, he coupled an inscribed
appreciation of the audience’s composition with inscribed and afforded affective attitudes of

happiness and satisfaction: “how | do love a captive audience”.

Table 5.14 The Joker’s coupling of affect and appreciation

Appraising item Appraiser Appraised Inscribed Invoked

40 how I do love a captive The Joker The Joker +ve Satisfaction:

audience. Pleasure: Afford
40 howldo B8 - captive The Joker ~ The Joker +ve Happiness:

audience. Sympathy
40 how | do love a captive The Joker Audience +ve

audience. Composition:

Complexity

The Joker challenged the legitimacy of the protagonist characters’ evaluative position
by coupling attitudes of appreciation and judgements of social sanction, as represented in
Table 5.15. The Joker coupled inscribed attitudes of positive reaction and composition with
afforded judgements of impropriety concerning the inmates — for example, “Fresh from
Blackgate Correctional Facility”. Also, the Joker coupled an attitude of inscribed positive

valuation with an afforded judgement of propriety concerning Batman’s role as a hero — for
example, “Blah, Blah, Blah. Always with the hero speak”. Furthermore, this statement was

coupled with an attitude of negative reaction from the Joker.
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Table 5.15 The Joker’s coupling of attitudes of appreciation and judgements of social

sanction
Appraising item Appraiser Appraised Inscribed Invoked
42  Eresh from Blackgate The Joker Inmates +ve Reaction:
Correctional Facility, Quality
42  Fresh from Blackgate The Joker Blackgate +ve
Correctional Facility, Correctional Composition:
Facility Complexity
42  Fresh from Blackgate The Joker Blackgate -ve Propriety:
Correctional Facility, Correctional Immorality:
Facility Afford
60 Blah, Blah, Blah. Always with The Joker The hero +ve Valuation:
the hero speak. speak Importance
60 Blah, Blah, Blah. Always with The Joker Batman +ve Propriety:
the hero speak. Morality: Afford
60 Blah, Blah, Blah. Always with The Joker The Joker -ve Reaction:
the hero speak. Quality: Afford

5.10 Language evaluative meaning summary

In summary, Batman’s language evaluative meanings included one inscribed
judgement of social esteem, 17 invoked evaluative meanings comprising three affective
meanings, 11 judgements of social esteem and three attitudes of appreciation. Batman coupled
invoked judgements of capacity and insecurity, invoked judgements of tenacity, physical and
mental capacity, and inscribed and invoked judgements of social esteem. The Commissioner’s
language evaluative meanings included 10 inscribed language evaluative meanings, including
five judgements of social esteem, two judgements of social sanction and three attitudes of
appreciation; and seven invoked evaluative meanings, including two attitudes of affect, four
judgements of social esteem and one attitude of appreciation. The Commissioner coupled
inscribed and invoked attitudes of social esteem and appreciation. The Guard’s language
evaluative meanings included three inscribed evaluative meanings, one attitude of affect and
two attitudes of appreciation; and four invoked evaluative meanings, including two attitudes
of affect, one judgement of social esteem and one judgement of social sanction. The Guard
coupled inscribed and invoked attitudes of affect, appreciation and judgements of social
esteem and sanction. Overall, the protagonist characters communicated eight affective
inscribed and invoked evaluative meanings. Six of these meanings focused on insecurity
indicating the protagonist characters’ concern regarding the easy surrender of the Joker.
Twenty-two inscribed and invoked judgements of social esteem were communicated by the
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protagonist characters, indicating their struggle with the super villains. The protagonists
inscribed and invoked a total of three judgements of social sanction that appraised the
impropriety of the protagonist characters. Nine inscribed and invoked assessments of
appreciation were made by the protagonist characters. The evaluative meanings about the
protagonist characters inferred a social and political value of justice (Flanagan & Hissenbaum,
2014). The Commissioner and the Guard upheld a commitment to the rule of law as described
by the Australian values (Commonwealth of Australia, 2020) in Chapter One. It can be
inferred that Batman did not have a commitment to the rule of law as described by the
Australian values (Commonwealth of Australia, 2020) owing to his role as a vigilante. The
evaluative meanings about the Commissioner and Batman inferred a moral value of
collaboration (Flanagan & Hissenbaum, 2014) regarding their alliance in fighting the super-
criminals.

Harley Quinn’s language evaluative meanings included one invoked attitude of
appreciation. Harley Quinn did not couple any evaluative meanings during the scene. The
Joker’s language evaluative meanings included 13 inscribed attitudes, four attitudes of affect,
two judgements of social esteem, one judgement of social sanction and six attitudes of
appreciation. The Joker invoked 35 evaluative meanings, including nine affective attitudes, 18
judgements of social esteem, seven judgements of social sanction and one attitude of
appreciation. The Joker coupled invoked judgements of social esteem, sanction and affect,
and invoked judgements of social esteem and sanction. Also, the Joker coupled inscribed and
invoked attitudes of appreciation and judgements of impropriety; judgements of social esteem
and sanction; attitudes of affect and judgements of social esteem; attitudes of affect and
appreciation; and appreciation and judgements of social sanction. Overall, the antagonist
characters communicated a total of 13 inscribed and invoked affective evaluative meanings.
All the affective meanings were communicated by the Joker. Twenty judgements of social
esteem were communicated by the Joker, which was indicative of his struggle to subvert the
legitimacy of the protagonist characters. The Joker also expressed eight judgements of social
sanction. Six of these were inscribed and invoked judgements of impropriety communicated
by the Joker. Three assessments of appreciation were communicated by the Joker. The
language evaluative meanings of the protagonist and antagonist characters had diverging
patterns of meaning. The inscribed and invoked evaluative meanings about the Joker and
Harley Quinn inferred that the antagonist characters did not convey a social and political
value of justice (Flanagan & Hissenbaum, 2014) or hold a commitment to the rule of law as
described by the Australian values (Commonwealth of Australia, 2020) discussed in Chapter

One. Furthermore, it can be inferred that the Joker and Harley Quinn conveyed a moral value
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of collaboration (Flanagan & Hissenbaum, 2014) as antagonist characters who challenged the
legitimacy of the protagonist character. A deeper understanding of how videogames
communicate evaluative meanings about game characters requires the examination of how

characters visually represent evaluative meanings during the game scene.
5.11 Research Sub-Question One: Visual evaluative meaning

The frequency of the different types of visual evaluative meaning about the characters
from the Joker’s escape scene is represented in Table 5.16. How the frequency of the different
types of visual evaluative meaning about the characters varied within and between the
characters during the scene is now reported. A total of 40 visual evaluative meanings was
identified. Twenty-four related to Batman, 12 related to the Joker, two related to the Guard

and two related to Harley Quinn.
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Table 5.16 Visual evaluative meanings represented in the Joker’s Escape

Character
. . Asylum The Harley The Grand
Visual Attitude inmates Batman Guard Quinn Joker Total

Affect: +ve Happiness: Joy: 1 1
Afforded
Affect: +ve Happiness: Joy: 3 3
Provoke
Affect: +ve Satisfaction: 5 5
Pleasure: Provoke
Affect: -ve Security: Disquiet:

1 1
Flags
Affect: +ve Security: 1 1
Confidence: Flag
Affect: +ve Security: 1 1
Confidence: Provoke
Affect: +ve Security: Trust: 5 2
Afford
Judgements of social esteem
Judgement: +ve Capacity:
Mental capacity: Provoke 16 2 1 19
Judgement: -ve Capacity: 1 1
Physical weakness: Flag
Judgement: +ve Capacity:
Physical strength: Provoke 6 18 4 27
Grand Total 6 37 2 2 12 59

5.11.1 Batman

The qualitative visual evaluative meanings about characters from the game scene are
now reported. The represented visual evaluative meanings relating to each image description
involving Batman have been represented in Table 1 of visual evaluative meaning
supplementary material (refer to https://tinyurl.com/5c2rmywp). An affective attitude of

security flagging Batman’s confidence is denoted in Image 2 representing Batman and the
Arkham guards escorting the Joker into the Intensive Treatment Facility. The image was
coded as flagged as the attitude of confidence was created through the ideational
representation of security depicted by the guards and Batman. Therefore, the viewer and the
game designer had a shared responsibility to invoke this attitude. Another affective attitude of
security provoking Batman’s confidence is depicted in Image 10 where an Arkham security
Guard and a doctor talked with Batman and the Commissioner. A provoking coding was
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assigned as the context of confidence had already been established by the game designer and
therefore, players could draw on some of their prior knowledge. One affective attitude of
insecurity flagging Batman’s disquiet is depicted in Image 35a as he prepared to fight the
asylum inmates. A flagged coding was assigned as players were required to draw on their
prior knowledge to invoke the attitude of disquiet.

Thirty-four visual judgements of social esteem concerning Batman’s mental and
physical capacity were identified during the game scene. A full list of the visual judgements is
presented in Table 1 of the visual evaluative meaning supplementary material (refer to
https://tinyurl.com/5c2rmywp). Sixteen of these 34 judgements were coded as provoked

judgements of mental capacity. Some examples of the provoked judgements of mental
capacity included Image 20 depicting Batman watching the Joker choke the security guard,
Image 35i depicting Batman looking at the inmates after he has finished fighting and Image
351 depicted Batman looking towards a television screen and advising the Commissioner that
he would find a way out of the holding cells. A provoked code was assigned to all the visual
judgements of mental capacity as the images depicted Batman looking, which indicated his
visual mental perception of the events. Five of the 34 visual judgements of social esteem
identified in the game scene provoked a judgement of Batman’s physical strength. Some
examples of the provoked judgements of capacity concerning Batman’s physical strength
were Images 22 and 30, which depict Batman smashing and jumping through a glass window
in pursuit of the Joker, and Images 35b, 35¢ and 35d, which depicted Batman fighting the
inmates. A provoked code was been assigned to all the visual judgements of physical capacity
because the images represented Batman’s physical strength in fighting the super-criminals,
and players were required to draw on some of their prior knowledge of Batman. In summary,
the visual evaluative meanings about Batman represented security and positive judgements of
his perception of the game world and his physical capacity to deal with the super-criminals.
The visual evaluative meanings were indicative of Batman’s struggle to assert the legitimacy
of his evaluative position over the super-criminals. From the visual evaluative meanings about
Batman, it can be inferred that he conveyed a social and political value of justice (Flanagan &
Hissenbaum, 2014), but not a commitment to the rule of law as described by the Australian
values (Commonwealth of Australia, 2020) defined in Chapter One. The inscribed evaluative
meanings of the Commissioner and the Guard legitimised Batman’s contest with the super-
criminals, and indicated this as a naturalised position for Batman within the game.
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5.11.2 The Guard

The represented visual evaluative meanings relating to each image description
involving the Guard are represented in Table 2 of the visual evaluative meaning
supplementary material (refer to https://tinyurl.com/5c2rmywp). The Guard was depicted with

two afforded visual affective attitudes of security. Examples included Image 9, which depicts
the security Guard waiting with the Asylum Doctor as the Joker was escorted towards the
Intensive Treatment Facility, and Image 11, in which the Guard was talking to Batman and
the Commissioner. The visual attitude was represented through ideational means and required
players to draw on their prior game knowledge to make the attitudinal response. Therefore,
the visual evaluative meanings about the Guard represented security regarding the
management of the super-criminals. From the visual evaluative meanings about the Guard, it
can be inferred that he conveyed a social and political value of justice (Flanagan &
Hissenbaum, 2014) owing to his role involving security at the asylum.

5.11.3 Harley Quinn

The represented visual evaluative meanings relating to each image description
involving Harley Quinn are represented in Table 3 of the visual evaluative meaning

supplementary material (refer to https://tinyurl.com/5c2rmywp). Harley Quinn is depicted
with two provoked judgements of mental capacity during the game scene. For example, Image
8 depicts Harley Quinn looking upon Batman and the Commissioner, and Image 27 represents
Harley Quinn looking at the Joker to let him inside the Intensive Treatment Facility. A
provoked coding was assigned to all the visual judgements of mental capacity as the image
depicts Harley looking, which indicated her visual mental perception of the events and
required players to draw on some of their prior knowledge of the game to invoke the
attitudinal response. Harley Quinn’s visual evaluative meaning implied her capacity and
involvement in the Joker’s plan to challenge the evaluative position of the protagonist
characters of Batman and the Guard. From Harley Quinn’s visual evaluative meanings it can
be inferred that she conveyed a moral value of collaboration with the Joker (Flanagan &
Hissenbaum, 2014).

5.11.4 Asylum inmates

The represented visual evaluative meanings relating to each image description
involving the inmates were represented in Table 5 of the visual evaluative meaning
supplementary material (refer to https://tinyurl.com/5c2rmywp). Five visual judgements of
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capacity concerning the inmates’ capacity were provoked during the scene. Images 35b, 35¢,
35d, 35¢g and 35h depict the inmates fighting Batman. The images were classified as
provoking judgements of capacity concerning the Hitmen’s strength as the game designers
enabled the inmates to punch, kick and chase after Batman, while players have to draw on
some of their prior knowledge of the game’s storyline to realise the attitudinal response. In
summary, the visual evaluative meanings about the inmates implied their physical capacity to
implement the Joker’s plan’s for challenging the evaluative position of Batman. For the visual
evaluative meanings about the inmates, it can be inferred that they conveyed a moral value of
collaboration with the Joker (Flanagan & Hissenbaum, 2014).

5.11.5 The Joker

The represented visual evaluative meanings relating to each image description
involving the Joker were represented in Table 4 of the visual evaluative meaning
supplementary material (refer to https://tinyurl.com/5¢c2rmywp). Twelve evaluative meanings

about the Joker were identified during the game scene. Six of the 12 evaluative meanings
were coded as depictions of affect. Three visual evaluative meanings of provoking happiness
depicting the Joker’s joy were identified; for example, Image 14 depicts the Joker’s joy when
talking with Batman and being escorted into the holding cells of the Intensive Treatment
Facility. Also, Images 32 and 33 depict the Joker’s joy at pronouncing that Batman fell for his
trap after escaping. The images have been coded as provoked as the game designer drew
Joker with a large red smile on his face, and players were required to draw on some of their
prior knowledge about the Joker to infer the evaluative meaning. Another affective attitude of
afforded happiness was identified in Image 35b, which depicts Batman fighting inmates, and
the Joker was using exaggerated body language as he watched the fight. The image has been
described as afforded as players were required to draw on their prior knowledge of the Joker
to be able to invoke this attitudinal response. Two attitudes of provoked satisfaction about the
Joker were identified in the game scene; for example, Image 25 depicts the Joker with a large
smile leaning over a deceased Guard, and Image 29 depicts the Joker boasting after he had
escaped, and the asylum security door was unlocked. The images have been coded as
provoked as the game designer provided contextual information about the Joker through his
smile and boasting body language, and players were required to use some prior knowledge of
the Joker to make the attitudinal connection.

Seven of the 12 evaluative meanings were coded as depictions of judgements of social
esteem. Four judgements of capacity concerning the Joker’s physical strength were identified,;

examples included Image 19, which depicted the Joker head butting the Guard; Images 21 and
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23 depicted the Joker choking the security Guard; and Image 24 depicted the Joker kicking
the doctor. These images have been described as provoking as the game designer represented
the Joker’s capacity, and players were required to draw on some of their prior knowledge to
invoke this judgement. One judgement of provoked mental capacity concerning the Joker was
identified; for example, Image 26 depicted the Joker looking and pointing behind him as
Harley Quinn opened the security door to let him inside the Intensive Treatment Facility. The
image has been classified as provoking a visual judgement of mental capacity, with the Joker
depicted looking towards the security door, which indicated his visual mental perception and
required players to use some of their prior knowledge to make the evaluative response. One
negative judgement of the Joker’s capacity concerning his physical weakness was flagged in
Image 6, with the Joker depicted as being restrained in a vertical stretcher and being wheeled
into the Intensive Treatment Facility while the Commission is talking to Batman. The image
has been coded as flagged as a shared responsibility between the game designer and players
were required to make the judgement of physical weakness concerning the Joker. To
conclude, the visual evaluative meanings about the Joker further indicated a divergent
evaluative position that challenged the legitimacy of Batman and the other protagonist
characters through utilising affective attitudes of happiness and satisfaction and judgements of
social esteem concerning physical strength, physical weakness and mental capacity. From the
evaluative meanings about the Joker, it can be inferred that he did not convey a social and
political value of justice (Flanagan & Hissenbaum, 2014) or hold to a commitment to the rule
of law as described by the Australian values (Commonwealth of Australia, 2020) defined in
Chapter One.

5.12 Visual evaluative meaning coupling

A deeper assessment of the frequency of the evaluative meanings communicated in the
scene can be understood by examining the coupling of visual evaluative meanings about the
characters communicated in the game scene. There were two kinds of coupling of visual
evaluative meanings about the characters occurring during the game scene. First, there was a
coupling between judgement of Batman’s physical strength and his mental capacity during the
game scene, as represented in Table 5.17. For example, Image 22 depicted Batman punching
the glass window to pursue the Joker. There was a coupling between the visual judgement of
Batman’s physical strength and his mental capacity as he looked at the Joker through the
glass. Images 35f, 35i, 35j, 35k, 35I, 35m, 35n, 350, 37a, 37b and 37c also represented a
coupling between Batman’s physical capacity to explore the simulated environment of the
game and his perception of the simulated game world.

163



Table 5.17 Coupling of Batman’s visual judgements of capacity during the Joker’s

Dialogue Line

Image

Verbal Description

Character Visual

Attitude

26 Hurry!

27 We’re losing him,
Doc

22 Batman punching
the glass to pursue the
Joker.

Batman  Judgement:
+ve
Capacity:
Physical
strength:
Provoke

26 Hurry!

22 Batman punching

Batman  Judgement:

27 We’re losing him, the glass‘]écl)(g)rursue the Ca;;/;ty'

Doc. Mental
capacity:
Provoke

41 I’'m just warming you 35f The Joker on the Batman  Judgement:

up, Bats.

42 Fresh from Blackgate
Correctional Facility,

43 with a combined

television screen
announcing that it is
round two of the fight
and releasing more
prisoners for Batman

+ve
Capacity:
Mental
capacity:
Provoke

sentence of 752 years. to fight.

Ding, Ding, Ding, Ding,

Ding!

44 1t’s round 2!

41 I’m just warming you 35f The Joker on the Batman  Judgement:

up, Bats.

42 Fresh from Blackgate
Correctional Facility,

43 with a combined
sentence of 752 years.
Ding, Ding, Ding, Ding,
Ding!

44 1t’s round 2!

television screen
announcing that it is
round two of the fight
and releasing more
prisoners for Batman
to fight.

+ve
Capacity:
Physical
strength:
Provoke

45 Sorry. Bats, gotta run.

46 I've got places to go,
people to slay.

35i Batman finishing
the fight with the
Blackgate prisoners.

Batman  Judgement:
+ve
Capacity:
Mental
capacity:
Provoke

45 Sorry. Bats, gotta run.

46 I've got places to go,
people to slay.

35i Batman finishing
the fight with the
Blackgate prisoners.

Batman  Judgement:
+ve
Capacity:
Physical
strength:
Provoke

35j Batman receiving
experience points after
the fight.

Batman  Judgement:
+ve
Capacity:
Mental
capacity:
Provoke
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Dialogue Line Image Verbal Description ~ Character Visual
Attitude
35j Batman receiving Batman  Judgement:
experience points after +ve
the fight. Capacity:
Physical
strength:
Provoke
47 The system’s 35k The Batman  Judgement:

jammed!
48 We’re stuck in here.

49 Joker’s in full control
of the security gates.

Commissioner
advising Batman that
the Joker is in control
of the asylum and they

are trapped.

+ve
Capacity:
Mental
capacity:
Provoke

47 The system’s
jammed!

48 We’re stuck in here.

49 Joker’s in full control
of the security gates.

35k The
Commissioner
advising Batman that
the Joker is in control
of the asylum and they
are trapped.

Batman  Judgement:
+ve
Capacity:
Physical
strength:
Provoke

50 I’1l find a way out!

51 Gordon, try and
contact the Warden.

52 Let him know what’s
happened.

53 I’ll be back.

351 Batman advising
the Commissioner that
he is finding a way out

of the holding cells
room.

Batman  Judgement:
+ve
Capacity:
Mental
capacity:
Provoke

50 I’1l find a way out!

351 Batman advising

Batman  Judgement:

51 Gordon. trv and the Commissioner that +ve

tact th ,Wy q he is finding a way out Capacity:
contact the Yvarden. of the holding cells Physical
52 Let him know what’s room. strength:
happened. Provoke
53 I’ll be back.
54 Don’t make promises 35m The Joker Batman  Judgement:

you can’t keep, Bats.

counselling Batman
for making promises
that he may not be
able to keep. The
Joker advises Batman
that he is not be going
anywhere in the
asylum where the
Joker does not want
him to go.

+ve
Capacity:
Mental
capacity:
Provoke

54 Don’t make promises
you can’t keep, Bats.

35m The Joker
counselling Batman
for making promises
that he may not be
able to keep. The
Joker advises Batman
that he is not be going
anywhere in the
asylum where the

Batman  Judgement:
+ve
Capacity:
Physical
strength:
Provoke
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Dialogue Line Image Verbal Description ~ Character Visual
Attitude
Joker does not want
him to go.
55 I’m in control of the 35n Batman advising Batman  Judgement:
asylum. the Joker that he won’t +ve
56 You’re not going let him run away. Capacity:
h Mental
anywhere capacity:
57 I don’t want you to. Provoke
58 Understand?
55 I’m in control of the 35n Batman advising Batman  Judgement:
asylum. the Joker that he won’t +ve
56 You’re not going let him run away. Capacity:
anvwhere Physical
yw strength:
57 1 don’t want you to. Provoke
58 Understand?
59 If you think I’11 let 350 The Joker asking Batman  Judgement:
you run... Batman to come and +ve
60 Blah, Blah, Blah. find him in the Capacity:
. asylum. Mental
Always with the hero o
K capacity:
Spea. Provoke
61 I’'m getting bored of
watching you.
62 Why don’t you just
come find me...?
59 If you think I’ let 350 The Joker asking Batman  Judgement:
you run... Batman to come and +ve
60 Blah, Blah, Blah. find him in the Capacity:
. asylum. Physical
Always with the hero .
speak strength:
peax. Provoke
61 I’'m getting bored of
watching you.
62 Why don’t you just
come find me...?
63 You know it’s a trap. 37a The Batman  Judgement:
64 Of it Commissioner +ve
course Its. advising Batman that Capacity:
the Joker’s invitation Mental
is a trap. capacity:
Provoke
63 You know it’s a trap. 37aThe Batman  Judgement:
64 OFf it Commissioner +ve
COUTSE LS. advising Batman that Capacity:
the Joker’s invitation Physical
is a trap. strength:
Provoke
37b Commissioner Batman  Judgement:
Gordan’s character +ve
biography being Capacity:
unlocked. Mental
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Dialogue Line Image Verbal Description ~ Character Visual

Attitude
capacity:
Provoke
37b Commissioner Batman  Judgement:
Gordan’s character +ve
biography being Capacity:
unlocked. Physical
strength:
Provoke
37c¢ Batman setting Batman  Judgement:
out in pursuit of the +ve
Joker. Capacity:
Mental
capacity:
Provoke
37c Batman setting Batman  Judgement:
out in pursuit of the +ve
Joker. Capacity:
Physical
strength:
Provoke

Second, there was a coupling between two affective attitudes and judgements of
physical strength among Batman, the inmates and the Joker, as represented in Table 5.18.
Image 35a depicts Batman and the inmates at the beginning of the fight. There is a coupling
between a flagged visual affective attitude of insecurity concerning Batman with a judgement
of capacity concerning the physical strength of the inmates. Image 35b depicts Batman and
the inmates fighting. The image coupled visual judgements of Batman and the inmates’
physical capacity to fight each other with an affective attitude of happiness expressed by the
Joker’s body language while watching the fight. Images 35c, 35d, 35g and 35h depict the
coupling between judgements of Batman’s and the inmates’ physical capacity while they are
fighting. The game scene can also be analysed for similar depicted visual evaluative meanings

between the characters.

Table 5.18 Coupling of visual affect and judgements of physical strength during the

Joker’s Escape

Dialogue Line Image Verbal Character Visual
Description Attitude
35 Ladies and maniacs, | 35a Batman Batman Affect: -ve
apologise preparing to fight Security:
. . the Blackgate Disquiet:
36 for this interruption to prisoners. Flags

your regular
entertainment.
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Dialogue Line Image Verbal Character Visual
Description Attitude
35 Ladies and maniacs, | 35a Batman The Judgement:
apologise preparing to fight asylum +ve
.. . the Blackgate inmates Capacity:
36 for this interruption to prisoners. Physical
your regular )
ntertainment strength:
entertainment. Provoke
37 Up until a few seconds 35b Batman Batman  Judgement:
ago, | was going to kill fighting the +ve
everyone in the room Blackgate Capacity:
prisoners. The Physical
38r?nd then waich Joker is represented strength:
cartoons, as watching the Provoke

39 but then... well... you
know

40 how | do love a captive
audience.

fight from a
television screen.

37 Up until a few seconds
ago, | was going to kill
everyone in the room

38 and then watch
cartoons,

39 but then... well... you
know

40 how | do love a captive
audience.

35b Batman
fighting the
Blackgate
prisoners. The
Joker is represented
as watching the
fight from a
television screen.

The Judgement:

asylum +ve

inmates Capacity:
Physical
strength:
Provoke

37 Up until a few seconds
ago, | was going to kill
everyone in the room

38 and then watch
cartoons,

39 but then... well... you
know

40 how 1 do love a captive
audience.

35b Batman
fighting the
Blackgate
prisoners. The
Joker is represented
as watching the
fight from a
television screen.

The Joker  Affect: +ve
Happiness:
Joy:
Afforded

35c Batman Batman  Judgement:
fighting the +ve
Blackgate Capacity:
prisoners. Physical
strength:
Provoke
35c Batman The Judgement:
fighting the asylum +ve
Blackgate inmates Capacity:
prisoners. Physical
strength:
Provoke
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Dialogue Line Image Verbal Character Visual
Description Attitude
35d Batman Batman  Judgement:
fighting the +ve

Blackgate Capacity:
prisoners. Physical
strength:
Provoke
35d Batman The Judgement:
fighting the asylum +ve
Blackgate inmates Capacity:
prisoners. Physical
strength:
Provoke
35g Batman Batman  Judgement:
fighting the +ve
Blackgate Capacity:
prisoners. Physical
strength:
Provoke
35g Batman The Judgement:
fighting the asylum +ve
Blackgate inmates Capacity:
prisoners. Physical
strength:
Provoke
35h Batman Batman  Judgement:
fighting the +ve
Blackgate Capacity:
prisoners. Physical
strength:
Provoke
35h Batman The Judgement:
fighting the asylum +ve
Blackgate inmates Capacity:
prisoners. Physical
strength:
Provoke

5.13 Visual evaluative meaning similarities

The characters also depicted similar judgements of social esteem during the game
scene. Batman, the inmates and the Joker all depicted provoked judgements of physical
strength, with Batman representing 18, the inmates five and the Joker depicting four. Also,
Batman, Harley Quinn and the Joker all depicted judgements of mental capacity during the
scene, with Batman representing 16, Harley Quinn two and the Joker one. Batman represented
34 of the 47 visual judgements of social esteem during the scene. In comparison, the
antagonist characters represented 13 of the 47 visual judgements of social esteem. The higher
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frequency of Batman’s judgements of social esteem was indicative of how he was asserting

the legitimacy of this role as a superhero over the villains during the game scene.
5.14 Visual evaluative meaning summary

In summary, Batman represented visual evaluative meanings of security and positive
judgements of his capacity to fight the super-villains. Batman represented a coupling of
judgements of physical strength and mental capacity. The Joker represented visual evaluative
meanings of affect concerning happiness and satisfaction and judgements of social esteem
concerning physical strength, physical weakness and mental capacity. Harley Quinn depicted
visual evaluative meanings provoking judgements of mental capacity, indicating her
evaluative position of challenging the protagonist characters. The Guard represented visual
evaluative meanings of affective security. The inmates represented visual judgements of
capacity concerning their physical strength to chase, punch and kick Batman. The Joker
inmates and Batman depicted a coupling of physical strength and affective happiness
concerning joy during the scene. Batman represented a large frequency of judgements of
social esteem during the scene, which was indicative of him struggling to assert his legitimacy
over the antagonist characters. Also, the larger frequency of Batman’s judgements of mental
capacity was indicative of how players were positioned to perceive the simulated game world.
Therefore, further examination of between players and game character affiliations is required.
It can be inferred that the evaluative meanings of the protagonist characters, Batman and the
Guard, were underpinned by a social and political value of justice (Flanagan & Hissenbaum,
2014), although Batman differed from the Guard, as Batman did not commit to the rule of law
as described by the Australian values (Commonwealth of Australia, 2020).

5.15 Research Sub-Question Two: Player affiliation

How players weere positioned to perceive the simulated game world as or along with a
character by using camera angles is now examined. The data to investigate the perception of a
character through the use of focalisation and interactive meanings resources were produced by
the process described in Chapter Four. The extent to which Arkham Asylum constructed
player affiliation with different characters in the Joker’s escape scene is represented in Table
5.19. During the game scene, players were positioned as or along with the characters 19 times.
Players were positioned to perceive the game world along with Batman 16 times and the Joker
once. Players were positioned as Harley Quinn twice during the game scene.
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Table 5.19 Player affiliation with characters during the Joker’s Escape

Characters

Focalisation and Interactive Meaning

Batman

Harley Quinn

Joker

Grand Total

Along with character

1

17

Direct
Demand
Social
Involvement
Equality
Observe
Offer

Social
Detachment
Equality
Representation power
Viewer power
Involvement
Equality

Representation power

e

As character

Observe
Offer

Social
Involvement

Equality

N N NN DN D O, O N ©

Grand Total

16

NN DD N N NN

[y
©

5.15.1 Batman

Players were affiliated to perceive the game world along with Batman 16 times during

the game scene, as represented in Table 1 of the affiliation supplementary material (refer to
https://tinyurl.com/5c2rmywp). The affiliation was designed by coupling focalisation and

interactive meaning resources, which are now reported. Image 4 depicts the Commissioner

looking at Batman as the characters talked, as represented in Table 5.20. Players are affiliated

to see along with Batman by the game camera being placed over Batman’s right shoulder,

enabling players to perceive the game world with him. A medium camera angle was used to
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create a social connection between players and Batman. Also, a frontal and eye-level angle
was used to create an involved and equal relationship between players and Batman.
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Table 5.20 Batman’s coupling of affiliation resources Image 4

Image Verbal Description Character’s Eye Mediation Contact Social Horizontal Angle Vertical
Contact Distance Angle
4 Commissioner Direct Along with Demand Social Involvement Equality
talking to Batman. character

Images 35f and 35j of Table 5.21 affiliate players to see along with Batman by placing the game camera behind Batman, enabling players

to perceive the game world with him. Image 35f depicts the Joker watching Batman from a television screen and announcing that he would

release a second round of inmates to fight Batman. Image 35j represents Batman receiving experience points after fighting the second round of

inmates. These images utilise a medium camera frame to create a social connection between players and Batman. An oblique eye-level camera

angle has created a detached but equal relationship between players and Batman in the simulated game world. Table 5.21 represents Batman’s

coupling of affiliation resources Images 35f and 35j.

Table 5.21 Batman’s coupling of affiliation resources Images 35f and 35j

Image Verbal Character’s Eye Contact Social Horizontal Vertical
Description Perspective Contact Distance Angle Angle
35f The Joker Batman Observe Offer Social Detachment Equality

on the television
screen
announcing that
it is round two
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of the fight and
releasing more
prisoners for

Batman to fight.

35j Batman Batman Observe Along with Offer Social Detachment Equality

receiving character

experience

points after the

fight. The player is

still to move
the game
camera around
behind the
avatar.

Images 35I, 35n, 37a, 37b and 37c of Table 5.22 affiliate players to see along with Batman by placing the game camera behind Batman,
enabling players to perceive the game world with him. Image 35l represents Batman advising the Commissioner that he will find a way out of the
holding cells. Image 35n depicts Batman advising the Joker that he won’t let the Joker run away. Image 37a depicts the Commissioner advising
Batman that the Joker’s invitation to follow him is a trap. Image 37b represents the game reward of unlocking the Commissioner’s biography.
Image 37c depicts Batman setting out in pursuit of the Joker. These images utilise a medium camera frame to create a social connection between
players and Batman. Also, a low-level angle represents Batman in a position of power in the game world. However, using an oblique camera
angle creates a sense of detachment between Batman in the simulated world and the players. Table 5.22 represents Batman’s coupling of
affiliation resources Images 35I, 35n, 37a, 37b and 37c.

Table 5.22 Batman’s coupling of affiliation resources Images 35I, 35n, 37a, 37b and 37c

Image Verbal Description Character’s Eye Contact Mediation Contact Social Horizontal Vertical Angle
Perspective Distance Angle
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351 Batman advising the Batman Observe Along with Offer Social Detachment Representation
Commissioner that he character power
will find a way out of

the holding cells room.

35n Batman advising Batman Observe Along with Offer Social Detachment Representation
the Joker that he won’t character power

let him run away.

37a The Commissioner Batman Observe Along with Offer Social Detachment Representation
advising Batman that character power

the Joker’s invitation is

a trap.

37b Commissioner Batman Observe Along with Offer Social Detachment Representation
Gordan’s character character power
biography being

unlocked.

37c Batman setting out Batman Observe Along with Offer Social Detachment Representation
in pursuit of the Joker. character power

Image 35i of Table 5.23 affiliates players to see along with Batman, with the game camera placed behind him to enable players to
perceive the world with Batman. The image depicts Batman as he finishes fighting the inmates. The image uses a medium camera frame with a
high angle to create a social connection in which players have a position of power. Also, an oblique camera angle has been utilised to create a
detachment between Batman in the simulated world and players.

Table 5.23 Batman’s coupling of affiliation resources Images 35i

Image Verbal Character’s Eye Mediation Contact Social Horizontal Vertical Angle
Description Perspective Contact Distance Angle
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35i Batman
finishing the
fight with the
Blackgate
prisoners.

Batman

Observe

Along with
character

Offer Social

Detachment Viewer power

Images 20, 22 and 34 of Table 5.24 also affiliate players to see along with Batman by positioning the camera behind Batman to enable
players to perceive the world with Batman. Image 20 depicts Batman watching the Joker choke the Guard. Image 22 represents Batman punching

the glass window to pursue the Joker. Image 34 depicts Batman preparing to fight the inmates. The images use medium camera frames to create a

social connection between Batman and players. A frontal, eye-level camera angle has been used to create an involved and equal relationship

between players and Batman.

Table 5.24 Batman’s coupling of affiliation resources Images 20, 22 and 34

Image Verbal Description Character’s Eye Mediation Contact Social Horizontal Vertical
Perspective Contact Distance Angle Angle
20 Batman watching the Joker Batman Observe Along with Offer Social Involvement  Equality
choke the security guard. character
22 Batman punching the glass Batman Observe Along with Offer Social Involvement  Equality
to pursue the Joker. character
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34 Batman preparing to fight Batman Observe Along with Offer Social
the Blackgate prisoners. character

Involvement  Equality

Images 31, 35k, 35m and 350 affiliate the players to see along with Batman by placing the camera behind Batman, as represented in

Table 5.25. This camera placement enables players to perceive the game world along with Batman. Image 31 represents Batman landing after

jumping through the window to pursue the Joker. Image 35k depicts the Commissioner advising Batman that the Joker is in control of the asylum

and they are trapped. Image 35m portrays the Joker counselling Batman for making promises that he may not be able to keep. Image 350 depicts

the Joker asking Batman to come and find him in the asylum. All the images utilise a medium camera frame to create a social connection

between Batman and players. A frontal, low-level camera angle has been used to involve players in Batman’s world and to present Batman as

having a position of power in the simulated game world. The high frequency with which players are positioned as or along with Batman in the

simulated game world is indicative of how the game affiliates players with the communicated evaluative meanings about Batman. The ubiquitous

frequency of players’ alignment with Batman further establishes his naturalised and legitimate evaluative positions within the Arkham Asylum

videogame.
Table 5.25 Batman’s coupling of affiliation resources Images 31, 35k, 35m and 350
Image Verbal Character’s Eye Contact Mediation Contact Social Horizontal Vertical Angle
Description Perspective Distance Angle

31 Batman Batman Observe Along with Offer Social Involvement Representation
landing after character power
jumping
through the
window.
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Image Verbal Character’s Eye Contact Mediation Contact Social Horizontal Vertical Angle
Description Perspective Distance Angle

35k The Batman Observe Along with Offer Social Involvement Representation
Commissioner character power
advising

Batman that the

Jokeris in

control of the

asylum and

they are

trapped.

35m The Joker Batman Observe Along with Offer Social Involvement Representation
counselling character power
Batman for

making

promises that

he may not be

able to keep.

The Joker

advises Batman

that he will not

be going

anywhere in

the asylum

where the Joker

does not want

him to go.

350 The Joker Batman Observe Along with Offer Social Involvement Representation
asking Batman character power

to come and

find him in the

asylum.
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5.15.2 The Joker

Players are affiliated to perceive the game world along with the Joker once during the game scene, as represented in Table 3 of the

affiliation supplementary material (refer to https://tinyurl.com/5c2rmywp). The affiliation was designed by coupling focalisation and interactive

meaning resources, as represented in Table 5.26. Image 26 depicts the Joker calling out to Harley Quinn, indicating for her to open the security
door to let him inside the Intensive Treatment Facility. A medium camera frame was used to create a social connection between the player and
the Joker. Also, a frontal, eye-level angle was used to create an involved equal relationship between the players and the Joker. The other

antagonist characters with whom players were positioned was Harley Quinn.

Table 5.26 Joker’s coupling of affiliation resources Image 26

Image Verbal Description Character’s Eye Mediation  Contact Social Horizontal Vertical
Perspective Contact Distance Angle Angle
26 The Joker calling out to Harley Quinn, Joker Observe  Along with Offer Social Involvement  Equality
indicating for her to open the security door to character

let him inside the Intensive Treatment Facility.

5.15.3 Harley Quinn

Players were affiliated to perceive the game world along with Harley Quinn twice during the game scene, as represented in Table 2 of the
affiliation supplementary material (refer to https://tinyurl.com/5c2rmywp). The affiliation was designed by coupling focalisation and interactive

meaning resources, as represented in Table 5.27. Images 8 and 27 affiliate players as Harley Quinn. This affiliation was achieved in Image 8 by
depicting Harley Quinn’s legs being raised and stretched out on a desk. Her body, arms and face were left out of the frame. However, the camera
frame is positioned as if her eyes are looking down at a television on a desk. The television has security camera footage of Batman and the
Commissioner. Image 27 depicts Harley Quinn’s arm using the asylum’s controls to let the Joker into the Intensive Treatment Facility. The

Joker’s face is depicted on security footage beside the controls. Once again, her body and head are not depicted, and the camera is framed as if
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Harley is looking down at the controls. Both images use a medium camera frame to create a social connection between players and Harley. A
frontal, eye-level angle was used to create an involved equal relationship between players and Harley. The low frequency with which players are
positioned as or along with the antagonist characters of the Joker and Harley Quinn was indicative of how players were rarely affiliated with the
antagonist characters. Additionally, the rare frequency of players’ alignment with the Joker or Harley Quinn represented the antagonist characters
as divergent and illegitimate evaluative positions within the game Arkham Asylum. By contrast, the high frequency of language evaluative

meanings about the antagonist characters was indicative of the contested subversion of Batman’s legitimised evaluative position in the game.
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Table 5.27 Harley Quinn coupling of affiliation resources Images 8 and 27

Image Verbal Description Character’s Eye Mediation Contact Social Horizontal Vertical
Perspective Contact Distance Angle Angle
8 Harley Quinn looking upon Batman and the Harley Quinn Observe As Offer Social Involvement Equality
Commissioner as the Joker is escorted. character
27 Harley Quinn letting the Joker inside the Harley Quinn Observe As Offer Social Involvement Equality
Intensive Treatment Facility. character
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5.16 Player affiliation similarities

During the Joker’s escape, players were affiliated along with Batman 16 times and the
Joker once. Players were also affiliated with Harley Quinn twice. It can be concluded that
players were predominantly affiliated with Batman during the scene and not with the
antagonist characters of the Joker and Harley Quinn. Despite the prominent affiliation with
Batman, there were similarities between Batman and the Joker’s interactive meaning
depictions. Both characters were depicted with medium camera frames to create a social
connection with players. Batman is represented with 15 medium frames and the Joker one.
Batman and the Joker also similarly use frontal camera angles to involve players, with
Batman depicting seven and the Joker depicting one. Both characters also create an equal
power relationship with players through eye-level camera angles, with Batman portraying
three and the Joker one. Also, most images in which players are affiliated with Batman and

the Joker do not depict eye contact and are therefore described as observed images.
5.17 Player affiliation summary

In summary, players are affiliated as or along with both protagonist and antagonist
characters in the simulated game world. Players are positioned as or along with Batman 16
times, Harley Quinn twice and the Joker once during the game scene. The high frequency in
which players are affiliated with Batman further establishes evidence of how the game
naturalises and legitimatises the evaluative meanings communicated about Batman. The low
frequency with which players are affiliated as or along with the antagonist characters of the
Joker and Harley Quinn further establishes evidence of how the game represents antagonist
characters with divergent and illegitimate evaluative positions within the game world.
Alternatively, the higher frequency of communicated language evaluative meanings about the
antagonist characters is indicative of the contested subversion of Batman’s legitimised visual
evaluative position in the game world. A deeper understanding of how Arkham Asylum
communicates evaluative meanings about characters requires the ludic operations of the
protagonist and antagonist characters to be examined.

5.18 Research Sub-Question Three: Ludic operations

Next, the results from the analysis of the ludic operations of the ludic dimension of the

conceptual framework are reported. First, the results of the playable characters’ interactivity
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and initiated actions are reported in Section 5.19. Second, the results of the non-playable
characters’ interactivity and initiated actions are reported in Section 5.21.

5.19 Playable characters

The variation on the ludic operations within and between playable characters in the
Joker Escape scene is represented in Table 5.28. The data investigating the ludic operations
about characters utilised the interactivity, character, ludic action system networks and visual
evaluative meaning resources. The frequency of the interactivity and initiated actions of the
playable characters occurring in the scenes is now described. Arkham Asylum has two
playable characters, Batman and the Joker. Batman and the Joker cannot be played together
simultaneously. Batman is the only playable character during the Joker’s escape scene.
Batman has instantiated 37 interactive and initiated actions, while the Joker has represented
26.

Table 5.28 Playable characters’ interactivity and initiated actions — the Joker’s Escape

Playable Characters

Interactivity and initiated actions Batman The Joker Grand Total
Emergent Narrative 18 5 23
Actum 18 18
Factum 5 5
Scripted 19 21 40
Factum 19 21 40
Grand Total 37 26 63

5.20 Scripted factum interactions

The scripted factum interactions of Batman are reported in Section 5.20.1. The Joker’s
scripted factum interactions are described in Section 5.20.2. Batman’s emergent narrative and
actum interactions are examined in Section 5.20.3. Section 5.20.4 discusses Batman’s actum
fighting interactions, and Batman’s actum exploring interactions are reported in Section

5.20.5. The Joker’s emergent narrative factum interactions are discussed in Section 5.20.6.
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5.20.1 Batman

The scene can be divided into two interactive segments: the scripted game segment;

and the emergent narrative segment. The scripted segment is realised by a film like cut scene

coupled with factum interactions, which are actions triggered by the game’s programming.

During the scripted segments, the players are not afforded interactivity with the simulated

game environment. Batman is identified as having 19 factum interactions during the scripted

segment, as represented in Table 1 of the ludic operation supplementary materials (refer to

https://tinyurl.com/5c2rmywp). Table 5.29 represents some examples of factum interactions

involving Batman. Image 2 depicts Batman escorting the Joker into the Intensive Treatment

Facility, and flags an evaluative meaning of security concerning Batman’s confidence. Image

7 portrays Batman talking with the Commissioner. Image 14 represents the Joker talking to

Batman. Image 22 depicts Batman punching the glass window to pursue the Joker. Image 22

provokes a judgement of capacity concerning Batman’s physical strength and mental

capacity. All the actions represented by Batman during these images are factum interactions

initiated by the game’s programming during the scripted film-like segment of the game scene.

Table 5.29 Batman’s scripted factum interactions -the Joker’s Escape

o - Initiated Vlsua!
Image Verbal Description Interactivity  Playable Acti Evaluative
ction .
Meaning
2 Batman and the asylum Scripted Batman Factum Affect: +ve
Guards escorting the Joker Security:
into the Intensive Confidence:
Treatment Facility. The Flag
Joker is restrained in a
vertical stretcher.
7 The Commissioner Scripted Batman Factum
talking to Batman.
14 The Joker talking to Scripted Batman Factum
Batman as he is escorted
into the holding cells in the
Intensive Treatment
Facility.
22 Batman punching the Scripted Batman Factum Judgement:
glass to pursue the Joker. +ve
Capacity:
Physical
strength:
Provoke
22 Batman punching the Scripted Batman Factum Judgement:
glass to pursue the Joker. +ve
Capacity:
Mental
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Visual

Image Verbal Description Interactivity  Playable Imt'?ted Evaluative
Action .
Meaning
capacity:
Provoke

5.20.2 The Joker

During the scripted segment, the Joker is identified as having 21 factum interactions,
as represented Table 2 of the ludic operation supplementary materials (refer to
https://tinyurl.com/5c2rmywp). Table 5.30 represents some examples of factum interactions

involving the Joker. Image 6 depicts the Joker being escorted by guards as Batman talks with
the Commissioner. The image flags the Joker with a judgement of negative capacity
concerning physical weakness. Image 14 portrays the Joker talking with Batman as he is
escorted through the corridor before the Intensive Treatment Facility and provokes the Joker’s
happiness. Image 19 provokes a judgement of capacity concerning the Joker’s physical
strength as he head butts the security Guards before escaping. Image 23 also depicts a positive
judgement of the Joker’s physical strength when choking the Guard. Image 25 represents the
Joker standing over the Guard’s body, and provokes an affective attitude of satisfaction
concerning his pleasure. Images 29 and 33 represent the Joker boasting after he has escaped.
Image 29 provokes an affective attitude of satisfaction, while Image 33 depicts the Joker’s
happiness. The actions represented by the Joker during these images are a part of the scripted

film like segment, which is initiated by the game's programming.
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Table 5.30 The Joker’s scripted factum interactions — the Joker’s Escape

. - Initiated Visual
Image Verbal Description Interactivity  Playable Action Evaluative
Meaning
6 The Commissioner Scripted Joker Factum Judgement:
talking to Batman as -ve
the Joker is escorted Capacity:
down the corridor. Physical
weakness:
Flag
14 The Joker talking to Scripted Joker Factum Affect: +ve
Batman as he is Happiness:
escorted into the Joy:
holding cells in the Provoke
Intensive Treatment
Facility.
19 The Joker head Scripted Joker Factum Judgement:
butting the security +ve
Guard in the holding Capacity:
cells of the Intensive Physical
Treatment Facility. strength:
Provoke
23 The Joker choking Scripted Joker Factum Judgement:
the security Guard. +ve
Capacity:
Physical
strength:
Provoke
25 The Joker leaning Scripted Joker Factum Affect: +ve
over the Guard stating Satisfaction:
that the choke is on Pleasure:
him. Provoke
29 The Joker boasting Scripted Joker Factum Affect: +ve
as the security door is Satisfaction:
unlocked. Pleasure:
Provoke
33 The Joker Scripted Joker Factum Affect: +ve
welcoming Batman to Happiness:
the Madhouse, Joy:
implying the asylum. Provoke

5.20.3 Batman’s emergent narrative actum interactions

The emergent narrative segment is realised by players being afforded full interactivity

within the game environment. During the game scene, Batman is identified as having 18
actum interactions, as represented in Table 1 of the ludic operation supplementary materials
(refer to https://tinyurl.com/5¢c2rmywp). Table 5.31 represents some examples of actum
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interactions involving Batman. Image 35a depicts Batman preparing to fight the Blackgate

inmates. Image 35d represents Batman fighting the inmates. 35f portrays the Joker on a

television screen announcing that it is round two of the fight with Batman. The Joker then
releases more inmates for Batman to fight. Image 35h depicts Batman fighting the second

round of inmates. Image 35l represents Batman advising the Commissioner that he will find a

way out of the holding cells. Image 37 depicts Batman running in pursuit of the Joker. The

actions represented by Batman during these images are part of the actum gameplay within the

emergent narrative segment. Actum interactions are triggered by a player’s input, such as

pressing buttons on the controller. The different actum interactions triggered by players

during the emergent narrative segment are now examined.

Table 5.31 Batman’s emergent narrative actum interactions — the Joker’s Escape

- L Initiated

Image Verbal Description Interactivity Action

35a Batman preparing to fight the Emergent Narrative Actum

Blackgate prisoners.

35d Batman fighting the Blackgate Emergent Narrative Actum

prisoners.

35f The Joker on the television Emergent Narrative Actum

screen announcing that it is round

two of the fight and releasing more

prisoners for Batman to fight.

35h Batman fighting the Blackgate Emergent Narrative Actum

prisoners.

35l Batman advising the Emergent Narrative Actum

Commissioner that he will find a

way out of the holding cells room.

37c Batman setting out in pursuit of Emergent Narrative Actum

the Joker.

5.20.4 Batman’s actum fighting interactions

Batman represented 18 actum interactions triggered by the players during the

emergent narrative segment. The actum interactions involved Batman fighting the inmates or

exploring the simulated environment. Table 5.32 represents the actum interactions afforded to
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players while Batman is fighting the inmates. Players can press buttons on the control to
instruct Batman to carry out particular actions during the fight. Some examples of the buttons
that players can press include pressing the square button to strike and the triangle button to
counter or silently to take down inmates. The circle button enables Batman to stun inmates
with his cape. During the fight segment, players can also press the cross button to instruct
Batman to run, climb, glide or use an object. Batman can be moved around the simulated
environment by players pressing the left gear stick on the controller. The game camera can be
rotated around the Batman avatar by pressing the right gear stick on the controller. Image 35a
depicts Batman preparing to fight the inmates, and flags an affective attitude of insecurity
concerning Batman’s disquiet. Images 35d and 35h depict Batman fighting the inmates and
provoke a positive judgement of Batman’s physical strength. Batman’s actum fighting
interactions represent his use of brute force to deal with the antagonist characters. Further
actum interactions involve players instructing Batman to explore the simulated game

environment.
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Table 5.32 Batman’s emergent narrative — actum fighting interactions — the Joker’s Escape

Image Verbal Description Fighting Non-Fighting Utilise Left Utilise Right Visual Evaluative
Buttons Stick Stick Meaning
35a Batman preparing to Fighting Cross — Left stick - Right stick — rotate Affect: -ve
fight the Blackgate . run/climb/glide/use ~ movement camera Security: Disquiet:
: Square — strike
prisoners. _ _ Not utilised Flags
Triangle - counter/silent takedown movement buttons
Circle fighting - cape stun
Cross and square - throw [requires
upgrade]
Circle and triangle — takedown
[requires upgrade]
Cross - redirect when pressing
towards an enemy
R2 and triangle - ground takedown
[next to an enemy]
L2 tap combat - quick batarang
R2 R2 - quick batclaw
[requires upgrade]
35d Batman fighting the Fighting Cross — Left stick - Right stick — rotate Judgement: +ve
Blackgate prisoners. . run/climb/glide/use ~ movement camera Capacity: Physical
Square — strike strenath: P K
Not utilised gih- Frovoke

Triangle - counter/silent takedown
Circle fighting - cape stun

Cross and square - throw [requires
upgrade]

Circle and triangle — takedown
[requires upgrade]

Cross Cross - redirect when
pressing towards an enemy

movement buttons
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Image Verbal Description Fighting Non-Fighting Utilise Left Utilise Right Visual Evaluative

Buttons Stick Stick Meaning
R2 and triangle - ground takedown
[next to an enemy]
L2 tap combat - quick batarang
R2 R2 - quick batclaw
[requires upgrade]
35h Batman fighting the Fighting Cross — Left stick - Right stick — rotate Judgement: +ve
Blackgate prisoners. Square — strik run/climb/glide/use  movement camera Capacity: Physical
quare —strike Not utilised strength: Provoke

Triangle - counter/silent takedown movement buttons
Circle fighting - cape stun

Cross and square - throw [requires
upgrade]

Circle and triangle — takedown
[requires upgrade]

Cross Cross - redirect when
pressing towards an enemy

R2 and triangle - ground takedown
[next to an enemy]

L2 tap combat - quick batarang
R2 R2 - quick batclaw
[requires upgrade]
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5.20.5 Batman’s actum exploring interactions

Players are also afforded actum interactions to instruct Batman to explore the
simulated game environment. Table 5.33 represents a sample of the actum interactions
afforded to players while instructing Batman to explore the simulated environment. Images
35f, 351 and 37c represent Batman exploring the simulated game environment after fighting
the inmates and co-patterning with provoked positive judgements of physical strength and
mental capacity. Image 35f represents the Joker on the television screen announcing that he
will release a second round of inmates for Batman to fight. Images 35l and 37c¢ represent
Batman after fighting the second round of inmates. During all the images, players can instruct
Batman to explore the simulated environment by tapping the L1 button on the controller to
enable the detective mode, in which Batman can scan the environment for a possible way to
escape through an air conditioner vent to chase after the Joker. L1 can also be pressed by
players when Batman finds an Arkham symbol imprinted on a wall. Once the symbol is
scanned, an event from the life of Arkham Asylum’s founder is recounted. Players can also
press the direction pad up, down, left or right to select a gadget from Batman’s utility belt.
During the Joker’s escape scene, players have access only to baterangs (a throwing weapon
shaped as a bat). Players can press the touchpad on the controller to view a map to help them
to navigate the asylum. The actum interaction afforded to players enable them to explore the
simulated game environment to complete tasks relevant to the game’s narrative storyline. In
summary, Batman’s actum interactions during the emergent narrative segment enables
players to instruct him to fight inmates and to explore the simulated game environment.

191



Table 5.33 Batman’s emergent narrative — actum exploring interactions — the Joker’s Escape

Image Verbal Description Operating Gadgets Non-Fighting Buttons Utilise Left Stick Utilise Visual Evaluative
Right Stick Meaning
35f The Joker on the L1 tap operating—  Cross — run/climb/glide/use Left stick - Right stick —  Judgement: +ve
television screen toggle detective Not utilised movement movement rotate Capacity: Mental
announcing that it is mode buttons camera capacity: Provoke
round two of the fight L1 holdin
and releasing more aing
prisoners for Batman to Operating —
fight. environment scan —
only when Arkham
symbol is
represented
Direction pad — up,
down, left or right —
select gadget
Touch pad button —
map level up
35f The Joker on the L1 tap operating—  Cross — run/climb/glide/use Left stick - Right stick —  Judgement: +ve
television screen toggle detective Not utilised movement movement rotate Capacity: Physical
announcing that it is mode buttons camera strength: Provoke
round two of the fight L1 holdin
and releasing more aing
operating —

prisoners for Batman to
fight.

environment scan —
only when Arkham
symbol is
represented

Direction pad — up,
down, left or right —
select gadget

Touch pad button —
map level up
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Verbal Description

Operating Gadgets

Non-Fighting Buttons

Utilise Left Stick

Utilise
Right Stick

Visual Evaluative
Meaning

351 Batman advising
the Commissioner that
he will find a way out
of the holding cells
room.

L1 tap operating —
toggle detective
mode

L1 holding
operating —
environment scan —
only when Arkham
symbol is
represented

Direction pad — up,
down, left or right —
select gadget

Touch pad button —
map level up

Cross — run/climb/glide/use

Not utilised movement
buttons

Left stick -
movement

Right stick —
rotate
camera

Judgement: +ve
Capacity: Mental
capacity: Provoke

35l Batman advising
the Commissioner that
he will find a way out
of the holding cells
room.

L1 tap operating —
toggle detective
mode

L1 holding
operating —
environment scan —
only when Arkham
symbol is
represented
Direction pad — up,
down, left or right —
select gadget

Touch pad button —
map level up

Cross — run/climb/glide/use

Not utilised movement
buttons

Left stick -
movement

Right stick —
rotate
camera

Judgement: +ve
Capacity: Physical
strength: Provoke

37c Batman setting out
in pursuit of the Joker.

L1 tap operating —
toggle detective
mode

L1 holding
operating —

Cross — run/climb/glide/use

Not utilised movement
buttons

Left stick -
movement

Right stick —
rotate
camera

Judgement: +ve
Capacity: Mental
capacity: Provoke
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Image

Verbal Description

Operating Gadgets

Non-Fighting Buttons

Utilise Left Stick

Utilise Visual Evaluative
Right Stick Meaning

environment scan —
only when Arkham
symbol is
represented

Direction pad — up,
down, left or right —
select gadget

Touch pad button —
map level up

37c Batman setting out
in pursuit of the Joker.

L1 tap operating —
toggle detective
mode

L1 holding
operating —
environment scan —
only when Arkham

symbol is
represented

Direction pad — up,
down, left or right —
select gadget

Touch pad button —
map level up

Cross — run/climb/glide/use

Not utilised movement
buttons

Left stick -
movement

Right stick—  Judgement: +ve
rotate Capacity: Physical
camera strength: Provoke
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5.20.6 The Joker’s emergent narrative factum interactions

During the emergent narrative segment of the game scene, the Joker was identified as
having five factum interactions, as represented in Table 2 of the ludic operation
supplementary materials (refer to https://tinyurl.com/5¢c2rmywp). Table 5.34 represents some

examples of the Joker’s factum interactions during the segment. Image 35b depicts the Joker
watching Batman fight the inmates from a television screen. The image of the Joker affords
his happiness. Image 35m portrays the Joker counselling Batman for making promises from a
television screen. Image 350 represents the Joker inviting Batman to come and find him in the
asylum. The Joker is not playable during his escape scene and therefore his factum actions are

generated by the videogame’s programming.

Table 5.34 The Joker’s emergent narrative - actum fighting interactions — the Joker’s

Escape
I L Initiated Vlsua_l
Image Verbal Description Interactivity  Playable Acti Evaluative
ction .
Meaning

35b Batman fighting the Emergent The Factum Affect: +ve

Blackgate prisoners. The Narrative Joker Happiness:

Joker is represented as Joy:

watching the fight from a Afforded

television screen.

35m The Joker counselling Emergent The Factum

Batman for making promises Narrative Joker

that he may not be able to

keep. The Joker advises

Batman that he will not be

going anywhere in the

asylum that the Joker does

not want him to go.

350 The Joker asking Batman Emergent The Factum

to come and find him in the Narrative Joker

asylum.

5.21 Non-playable characters

The ludic operations about non-playable characters are now reported. Table 5.35
represents how the ludic operations about non-playable characters varied within and between
the characters. The frequency of the interactivity and initiated actions of the non-playable
characters occurring in the scenes is now reported. The Joker Escape scene has five non-
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playable characters: the inmates, the Asylum Doctor, the Guard, the Commissioner and
Harley Quinn. During the scene, the Commissioner represents 17 interactive and initiated
actions, the Guard 15, the doctor eight, the inmates seven and Harley Quinn two.

Table 5.35 Non-playable characters’ interactivity and initiated actions — the Joker’s
Escape

Non-Playable Characters

Interactivity and A;E/rI]Sm ASUI]Sm Asylum  Commissioner  Harley Grand

Initiated Actions Doctor Guard Inmates Gordon Quinn Total
Emergent Narrative 6 5 11
Factum 5 5
Tactum 6 6
Scripted 8 15 1 12 2 38
Factum 8 15 1 12 2 38
Grand Total 8 15 7 17 2 49

5.22 Scripted factum interactions

The scripted factum interactions of the Commissioner are described in Section 5.22.1.
Section 5.22.2 explains the scripted factum interactions of the Guard. Then, the Asylum
Doctor’s scripted factum interactions are reported in Section 5.22.3. Next, the antagonist

Harley Quinn’s scripted factum interactions are examined in Section 5.22.4.
5.22.1 The Commissioner

The Commissioner represented 17 interactive and initiated actions, as portrayed in
Table 6 of the ludic operation supplementary materials (refer to
https://tinyurl.com/5¢c2rmywp). Table 5.36 represents some examples of the scripted factum

interactions involving the Commissioner. Image 1 depicts the Commissioner waiting at the
entrance to the Intensive Treatment Facility. Image 7 portrays the Commissioner talking to
Batman. Image 16 represents the Commissioner asking if Batman is okay. Image 17
represents Batman and the Commissioner watching the Joker being escorted by the security
Guard and the doctor through the holding cells to the Intensive Treatment Facility. The
Commissioner has not depicted any visual evaluative meaning in the images. All actions
represented by the Commissioner in the images are initiated by the game’s programming and

occur during the scripted game segment.
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Table 5.36 The Commissioner’s scripted factum interactions — the Joker’s Escape

Image Verbal Description Interactivity  Non-Playable Initiated Visual
Character Action  Evaluative
Meaning
1 Commissioner Gordon Scripted Commissioner ~ Factum
waiting in the Intensive Gordon
Treatment Facility
7 The Commissioner Scripted Commissioner  Factum
talking to Batman. Gordon
16 The Commissioner Scripted Commissioner  Factum
asking Batman if he is Gordon
okay.
17 Batman and the Scripted Commissioner  Factum

Commissioner watching
the Joker escorted by the
security Guard and the
doctor through the holding
cells to the Intensive
Treatment Facility.

Gordon

5.22.2 The Guard

The Guard represents 15 interactive and initiated actions, as listed in Table 4 of the

ludic operation supplementary materials (refer to https://tinyurl.com/5c2rmywp). Table 5.37

represents some examples of the scripted factum interactions involving the asylum Guard.

Image 9 depicts the security Guard beginning to talk with the Commissioner and Batman. The

image affords an evaluative meaning of security concerning the trust of the Guard. Image 19

represents the Joker head butting the guards. Image 21 and 23 depicts the Guard being

strangled by the Joker. Image 25 portrays the Joker learning over the strangled Guard. All the

images depicting the Guard’s actions are initiated by the game’s programming during the

scripted game segment.
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Table 5.37 The asylum guard’s scripted factum interactions

Image Verbal Description Interactivity Non- Initiated Visual
Playable  Action Evaluative
Character Meaning
9 An Arkham Asylum Guard Scripted The Factum  Affect:
and doctor waiting for the Joker. Asylum +ve
The Security Guard begins Guard Security:
talking to Batman and the Trust:
Commissioner. Afford
19 The Joker head butting the Scripted The Factum
security Guard in the holding Asylum
cells of the Intensive Treatment Guard
Facility.
21 The Joker choking the Scripted The Factum
Asylum guard. Asylum
Guard
23 The Joker choking the Scripted The Factum
security guard. Asylum
Guard
25 The Joker leaning over the Scripted The Factum
Guard stating that the choke is Asylum
on him. Guard

5.22.3 The Asylum Doctor

The Asylum Doctor represents eight interactive and initiated actions, as listed in Table

3 of the ludic operation supplementary materials (refer to https://tinyurl.com/5¢c2rmywp).
Table 5.38 represents some examples of the scripted factum interactions involving the
Asylum Doctor. Image 11 depicts the Doctor waiting as the Guard talks with Batman and the
Commissioner. Image 23 represents the Doctor witnessing the Joker strangling the Guard.
Image 23 depicts the Joker kicking the doctor. The images of the Doctor did not depict any
evaluative meanings. All the discussed images are from the scripted game segment, and
portray the actions by the Doctor that are initiated by the game’s programming.

Table 5.38 The Asylum Doctor’s scripted factum interactions — the Joker’s Escape

Image Verbal Description Interactivity Non- Initiated Visual
Playable Action  Evaluative
Character Meaning
11 An Arkham security Guard Scripted The Factum
and doctor talking to Batman and Asylum
the Commissioner. Doctor
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23 The Joker choking the Scripted The Factum

security guard. Asylum
Doctor

24 The Joker kicking the Doctor. Scripted The Factum
Asylum
Doctor

5.22.4 Harley Quinn

Harley Quinn represents two interactive and initiated actions, as listed in Table 7 of
the ludic operation supplementary materials (refer to https://tinyurl.com/5c2rmywp). Table

5.39 represents some examples of the scripted factum interactions involving Harley Quinn.
Image 8 represents Harley looking at Batman and the Commissioner on a security screen.
Image 27 depicts Harley letting the Joker inside the Intensive Treatment Facility after he had
escaped. Images 8 and 27 provoke a positive judgement of Harley’s mental capacity. Both
images are from the scripted game segment and depict Harley’s actions initiated by the

game’s programming.

Table 5.39 Harley Quinn’s scripted factum interactions — the Joker’s Escape

Image Verbal Description Interactivity Non- Initiated Visual
Playable Action Evaluative
Character Meaning
© 8 Harley Quinn looking at Scripted Harley Factum Judgement:
Batman and the Quinn +ve
Commissioner as the Joker Capacity:
is escorted. Mental
capacity:
Provoke
27 Harley Quinn letting Scripted Harley Factum Judgement:
the Joker inside the Quinn +ve
Intensive Treatment Capacity:
Facility. Mental
capacity:
Provoke

The asylum inmates represent one scripted factum interactions during the scene. This
interaction occurs at the changeover from scripted to emergent narrative segments. The
asylum inmates appear in the background of Image 34 as Batman prepares to fight them as
represented in Table 5 of the ludic operation supplementary materials (refer to
https://tinyurl.com/5¢c2rmywp).
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5.23 Emergent narrative tactum interactions

The emergent narrative tactum interactions of the inmates are described in Section

5.23.1. Section 5.23.2 describes the Commissioner’s emergent narrative tactum interactions.
5.23.1 The inmates

The non-playable characters also represent action during the emergent narrative
segment of the Joker escape scene. Eleven instances of non-playable characters’ actions were
identified during the emergent narrative segment. The inmates required to fight Batman
accounted for six of the 11 identified actions, as represented in Table 5 of the ludic operation

supplementary material (refer to https://tinyurl.com/5¢c2rmywp). The inmates’ actions can be

described as a tactum, which involves interactions between two or more game objects in the
simulated game world. The tactum interactions afforded to the inmates included punching,
hitting, kicking and chasing Batman. These tactum interactions are represented in Images 35a,
35b, 35d and 35h of Table 5.40 and co-pattern with positive judgements of physical capacity.
The inmates’ tactum interactions represent their use of physical force to confront Batman.
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Table 5.40 The inmates’ emergent narrative tactum interactions — the Joker’s Escape

Image Verbal Interactivity Non- Initiated  Fighting Visual
Description Playable Action Evaluative
Character Meaning
35a Batman Emergent The Tactum Punch/hit  Judgement:
preparing to Narrative Asylum Kick +ve
fight the inmate Capacity:
Blackgate Chase Physical
prisoners. strength:
Provoke
35b Batman Emergent The Tactum  Punch/hit  Judgement:
fighting the Narrative Asylum Kick +ve
Blackgate inmate Ic Capacity:
prisoners. The Chase Physical
Joker is strength:
represented as Provoke
watching the
fight from a
television
screen.
35d Batman Emergent The Tactum  Punch/hit  Judgement:
fighting the Narrative Asylum Kick +ve
Blackgate inmate Ic Capacity:
prisoners. Chase Physical
strength:
Provoke
35h Batman Emergent The Tactum  Punch/hit  Judgement:
fighting the Narrative Asylum Kick +ve
Blackgate inmate Ic Capacity:
prisoners. Chase Physical
strength:
Provoke

5.23.2 The Commissioner

Five of the 11 instances of non-playable characters’ actions were depicted by
Commissioner Gordon, as represented in Table 6 of the ludic operation supplementary
material (refer to https://tinyurl.com/5c2rmywp). Table 5.41 represents some of the

Commissioner’s emergent narrative factum interactions. Image 35j depicts Commissioner

Gordan looking at Batman on a television screen. Image 35l portrays the Commissioner on a
television screen while Batman advises that he will find a way out after being trapped by the
Joker. Image 37a represents the Commissioner advising Batman that the Joker’s invitation to

come to find him in the asylum is a trap. The images of the Commissioner in Table 5.41 do
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not represent visual evaluative meaning. The Commissioner’s actions can be described as

factum interactions as the actions are triggered by the game’s programming.

Table 5.41 Commissioner Gordon’s emergent narrative factum interactions — the

Joker’s Escape

Image Verbal Description Interactivity =~ Non-Playable Initiated Visual
Character action evaluative
aracte meaning

35j Batman receiving Emergent Commissioner Factum

experience points after Narrative Gordon

the fight.

35j Batman receiving Emergent Commissioner Factum

experience points after Narrative Gordon

the fight.

351 Batman advising the Emergent Commissioner Factum

Commissioner that he Narrative Gordon

will find a way out of the
holding cells room.

37a The Commissioner Emergent Commissioner Factum
advising Batman that the Narrative Gordon

Joker’s invitation is a

trap.

5.24 Coupling and similarities

A deeper assessment of the ludic operations about the characters realised in the game
scene can be understood by examining the coupling amongst interactivity, character and ludic
action resources occurring during the scripted and emergent narrative segments. Coupling
occurs when two or more characters are represented in an image. Table 5.42 represents a
sample of the coupling amongst the playable and non-playable characters, the interactivity
and the initiated action during the scripted and emergent narrative segments. Image 6 depicts
the Commissioner talking to Batman as the Joker is restrained and escorted down the corridor
in a vertical stretcher. The image represents a coupling among the scripted interactivity, the
playable and non-playable characters, and factum initiated actions. The coupling co-patterns
with the visual depiction of negative judgement of the Joker’s capacity. Image 35a portrays
Batman preparing to fight the inmates. The image represents a coupling among the emergent
narrative interactivity, playable characters and actum initiated actions, and non-playable
characters and the tactum initiated actions. The coupling co-patterns with the visual

judgements of the inmates’ judgements of physical capacity and Batman’s affective
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evaluative meaning of insecurity. Image 35b represents Batman fighting the inmates during
the emergent narrative segment. The image portrays a coupling among the ludic operations of
emergent narrative interactivity, the playable and non-playable characters. and the actum
initiated actions of Batman, the tactum initiated actions of the inmates and the factum initiated
actions of the Joker. The coupling of the ludic operations co-pattern with the visual
judgements of Batman, the inmates’ physical strength and the Joker’s visual affective
happiness at watching Batman fight the inmates. The analysis reveals a strong converging
coupling between the scripted interactivity and game-initiated factum interactions. This
similarity in coupling can be found across playable and non-playable characters, as
represented in Tables 5.28 and 5.35 respectively. There is also a converging co-patterning
between emergent narrative interactivity and evaluative meanings concerning judgements of
capacity. The coupling and similarities between the playable and non-playable characters
during the scripted and emergent narrative segments of the escape scene realise the
interaction of each character’s evaluative position and their struggle for legitimacy within the

game’s fictive world.
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Table 5.42 Example of coupling of ludic operations during the scripted and emergent narrative segments — the Joker’s Escape

Image Verbal Description Interactivity Playable Non-Playable Initiated Visual Evaluative

Character Character Action Meaning

6 The Commissioner talking to Batman as the Joker is Scripted Batman Factum
escorted down the corridor.

6 The Commissioner talking to Batman as the Joker is Scripted Commissioner Factum

escorted down the corridor. Gordon

6 The Commissioner talking to Batman as the Joker is Scripted The Asylum Factum

escorted down the corridor. Guard

6 The Commissioner talking to Batman as the Joker is Scripted Joker Factum Judgement: -ve Capacity:
escorted down the corridor. Physical weakness: Flag
35a Batman preparing to fight the Blackgate Emergent Batman Actum Affect: -ve Security:
prisoners. Narrative Disquiet: Flags

35a Batman preparing to fight the Blackgate Emergent The Asylum Tactum Judgement: +ve Capacity:
prisoners. Narrative inmates Physical strength: Provoke
35b Batman fighting the Blackgate prisoners. The Emergent Batman Actum Judgement: +ve Capacity:
Joker is represented as watching the fight on a Narrative Physical strength: Provoke

television screen.
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Image Verbal Description Interactivity Playable Non-Playable Initiated Visual Evaluative
Character Action Meaning
Character

35b Batman fighting the Blackgate prisoners. The Emergent Joker Factum Affect: +ve Happiness: Joy:

Joker is represented as watching the fight on a Narrative Afforded

television screen.

35b Batman fighting the Blackgate prisoners. The Emergent The Asylum Tactum Judgement: +ve Capacity:

Joker is represented as watching the fight on a Narrative inmates Physical strength: Provoke

television screen.
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5.25 Ludic operation summary

In summary, the game scene can be divided into a scripted film-like segment and an
emergent narrative interactive gameplay segment. During the film-like scripted segments,
Batman and the Joker utilise factum interactions that are initiated by the game’s
programming. The scripted factum interaction concerning Batman co-pattern with visual
evaluative meanings of security concerning Batman’s confidence and positive judgements of
his physical capacity and mental capacity. The scripted factum interactions concerning the
Joker co-pattern with visual evaluative meanings concerning judgements of his physical
strength and weakness. Also, the Joker depicts affective evaluative meanings of happiness and
satisfaction.

During the emergent narrative segment, Batman is afforded actum interactions
triggered by a player’s input through pressing buttons on the game controller. Players can
engage Batman in fighting the inmates through pressing buttons that instruct Batman to use
actum fighting interactions such as punching, Kicking and stunning. Batman’s emergent
narrative actum fighting segment co-patterns with the visual evaluative meaning of insecurity
concerning his disquiet at the start of the fight and positive judgements of capacity concerning
his physical strength while fighting. Players are also able to instruct Batman to explore the
simulated game environment by pressing buttons that instruct Batman to investigate the game
world and to complete tasks relevant to the game’s storyline. The emergent narrative actum
segment co-patterns with visual evaluative meanings depicting Batman’s physical and mental
capacity, which helps players to perceive and explore the game world. The Joker uses factum
interactions, generated by the game’s programming during the emergent narrative segment of
the game, and co-patterns with visual evaluative meanings of happiness.

During the scene, non-playable characters such as the Guard, the Doctor and Harley
Quinn are represented. The actions of these characters are represented during the scripted
film-like segment and utilise factum interactions that are generated by the game’s
programming. The representation of the Guard co-patterns with visual affective evaluative
meanings of security, while the depictions of Harley Quinn co-pattern with positive
judgements of mental capacity. The Commissioner is represented in both the scripted and the
emergent narrative segments of the game. The Commissioner utilises factum interactions that
are generated by the game’s programming during the scripted and emergent narrative
segments. The asylum inmates are represented during the emergent narrative segment of the
scene. The inmates use tactum interactions to initiate a physical fight with Batman. The

inmates use actions, such as punching, hitting, kicking and chasing Batman. The emergent
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narrative tactum segment involving the inmates co-pattern with visual judgements of capacity
concerning their actions when fighting Batman. There is a converging coupling amongst the
interactivity, character and ludic action resources occurring in the scripted factum interactions
of the game scene. The values conveyed in the game scene can then be inferred by examining
the synergetic copatterning among the ludic operations, player affiliation and communicated
evaluative meanings about characters.

5.26 Summary

This chapter reported the results from the data analysis of the Joker’s Escape scene
from Arkham Asylum. First, Section 5.3 reported the results of the inscribed language
evaluative meanings about the characters. Second, Section 5.6 discussed the results of the
invoked language evaluative meaning about the characters. Third, Section 5.11 presented the
results of the visual evaluative meanings about the characters. Fourth, Section 5.15 reported
the results of the player-game characters’ affiliation. Fifth, Section 5.19 presented the results
of the playable characters’ interactivity and initiated actions. Sixth, the results of the non-
playable characters’ interactivity and initiated actions were reported. The reported data from
the analysis of the Joker’s Escape scene in Arkham Asylum were utilised to address the
overarching Research Question and Research Sub-Questions in Chapter Seven. Next, Chapter
Six reports the results of the analysis of Clara Lillie’s death scene in the action-adventure

videogame Watch Dogs.
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CHAPTER 6: RESULTS — PROTAGONIST VERSUS
ANTAGONISTS

6.1 Introduction

This chapter reports the findings from the data analysis of the Watch Dogs scene in
which Clara Lille is murdered. The data from the game scene were investigated according to
the process described in Chapter Four to answer the research questions. First, the results of
the inscribed language evaluative meanings about characters are reported in Section 6.3.
Second, the results of the invoked language evaluative meanings about the characters are
examined in Section 6. 4. The coupling of the invoked evaluative meanings about the
characters are described in Section 6.5. The coupling of the inscribed and invoked evaluative
meanings about characters are reported in Section 6.6. The similarities of evaluative meanings
between characters are examined in Section 6.7. The language evaluative meanings are
summarised in Section 6.8. Third, the analysis of the visual evaluative meanings about the
characters are described in Section 6.9. The coupling of the visual evaluative meanings about
characters are reported in Section 6.10. The similar visual evaluative meanings about
characters are examined in Section 6.11. The visual evaluative meanings are summarised in
Section 6.12. Fourth, the results of the player-game characters’ affiliation are presented in
Section 6.13. The similarities between characters and player affiliation are summarised in
Section 6.14. Fifth, the results from the ludic dimension are reported in Section 6.15. The
results of the playable characters’ interactivity and initiated actions are discussed in Section
6.16. Sixth, the results of the non-playable characters’ interactivity and initiated actions are
presented in Section 6.17. The ludic operation coupling and similarities between characters
are discussed in Section 6.18. The ludic operations are summarised in Section 6.19. An initial
step before reporting the results of Watch Dogs (Ubisoft, 2014) involves revisiting the
research questions of the study. This thesis posed the overarching Research Question:

How do action-adventure videogames convey values through their communication of
evaluative meanings about game characters?

In answering the overarching research question, the following sub-questions were
investigated:

1. How does the frequency of the different types of evaluative meaning about characters
vary within and between characters in action-adventure videogames?
2. To what extent do videogames construct player affiliation with different characters in

action-adventure videogames?
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3. How do the ludic operations of action-adventure videogames communicate evaluative
meanings about characters?

6.2 Narrative dimension

The results from the analysis of the evaluative meaning and player affiliation
resources of the narrative dimension of the conceptual framework are initially reported. First,
the results of the inscribed and invoked evaluative meanings about characters are discussed.
Section 6.3 reports the results for the inscribed evaluative meanings about characters, and
Section 6.4 reports the results of the invoked evaluative meanings. Second, Section 6.9
presents the results of the visual evaluative meanings. Third, Section 6.13 reports the results
of the player-game character affiliation.

6.3 Research Sub-Question One: Inscribed language evaluative meaning

The frequency of the different types of inscribed evaluative meanings about characters
during the game scene in which Clara Lille is murdered is represented in Table 6.1. Clara
Lille was the only character to contribute inscribed evaluative meanings during the scene. It
was identified that Clara made 13 inscribed evaluative meanings. The frequency of the
different types of inscribed evaluative meanings made by Clara is now reported.

Table 6.1 Quantitative inscribed evaluative meanings about Clara Lille

Inscribed Attitudes

Attitude Clara Lille Grand Total
Affect
-ve Happiness: Misery 1 1
+ve Security: Trust 2 2

Judgements of Social Esteem

-ve Normality 2 2
+ve Capacity: Physical strength 4 4
-ve Capacity: Physical weakness 1 1
+ve Capacity: Mental capacity 1 1
+ve Tenacity: Reliability 1 1
Grand Total 12 12

Clara Lille inscribed attitudes of affect and judgements of social esteem. The inscribed
attitude was represented in Table 1 of the language evaluative meaning supplementary
material (refer to https://tinyurl.com/5c2rmywp). Clara inscribed three attitudes of affect. Two
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attitudes of security are inscribed by Clara. One was used to describe how Aiden made his
nephew, Jackson, feel safe: “I could see how you made him feel safe”. Another attitude of
security is used by Clara to describe how hackers feel safe only behind their computers:
“That’s the only place we feel safe”. Clara uses an attitude of unhappiness to describe Aiden
and Jackson’s misery after the funeral of Aiden's niece, Lana: “Both of you still very sad
from the funeral”.

Clara inscribes nine judgements of social esteem during the scene. Four judgements of
physical strength are used by Clara. Two of these judgements focus on her capacity to act to
help Aiden: for example, “I thought if I could help you”, and “Or if not at least I can
disappear”. One judgement of capacity has been used by Clara regarding Aiden’s ability to
play chess with Jackson: “You were playing chess with Jackson in the park”. Clara also
evaluates Aiden’s and her ability as hackers to hide: “In our world we hide in the dark”. Clara
utilises one judgement of physical weakness to express her realisation that she cannot help
Aiden: “But I can’t”. Two attitudes of negative normality are inscribed by Clara that describe
her and Aiden as needing to be healed: “I thought if I could help you heal”, and “- maybe |
could heal myself”. One attitude of mental capacity is used by Clara to express her wish to
talk to Aiden about what had happened: “I hope we can at least talk”. Also, one attitude of
tenacity has been inscribed by Clara to express her reliability at being about to disappear if
Aiden does not want to talk to her: “That’s something I’'m good at”.

During the scene, Clara does not couple any inscribed evaluative meanings. The
highest category of inscribed evaluative meaning expressed by Clara is concerned with
judgements of physical strength. The second highest categories of inscribed evaluative
meanings are attitudes of security: trust and negative normality. Clara describes Aiden as
being trusting and capable through the patterning of inscribed judgements of Aiden’s capacity
and affective attitudes of trust, as represented in Table 6.2. Aiden is inscribed as a capable and
trusting uncle by Clara when stating, “You were playing chess with Jackson in the park”, and
“I could see how you made him feel safe”. Clare uses a similar patterning to describe Aiden
and herself as capable hackers: “In our world we hide in the dark, behind monitors”, and
“That’s the only place we feel safe”. Overall, Clara uses affective evaluative meanings of
unhappiness and security and judgements of social sanction. It can be inferred from the
inscribed evaluative meanings about Clara that she conveys the social and political values of
justice and accountability (Flanagan & Hissenbaum, 2014) owing to her decision to help
Aiden to make amends for her involvement in the events that had led to the death of Aiden’s
niece. Also, Clara conveys values of morality such as friendship and collaboration owing to

her support for and work with Aiden during the game. It can be inferred that Clara does not
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hold a commitment to the rule of law as described by the Australian values discussed in
Chapter One (Commonwealth of Australia, 2020) because of her work as a hacker and her
involvement in the events that had led to Aiden’s niece’s murder. A further nuanced
understanding of the patterns of evaluative meanings occurring in the game scene requires the
invoked evaluative meanings about the characters to be investigated.

Table 6.2 Clara Lille’s pattern of inscribed judgements of capacity and trust

Appraising Item Appraiser  Appraised Inscribed Invoked
7  You were playing chess with Clara Aiden +ve Capacity:
Jackson in the park. Physical strength
9 Icould see how you made him Clara Jackson T
feel safe.
10  In our world we hide in the Clara Clara and +ve Capacity:
dark, behind monitors. Aiden Physical strength

11 T-hat’s the only place we [l Clara Aiden and T
. Clara

6.4 Research Sub-Question One: Invoked language evaluative meanings

The frequency of the different types of invoked meaning about characters from the
scene in which Clara Lille is murdered in Watch Dogs is represented in Table 6.3. How the
frequency of the different types of invoked evaluative meaning about characters varies within
and between the characters during the scene is now reported. A total of 21 invoked evaluative
meanings about characters was identified in the game scene. Sixteen were communicated by
Clara, three by T-Bone and two by Aiden.

Table 6.3 Quantitative invoked evaluative meanings about characters — Clara Lille’s
Death Scene

Invoked Attitude Characters
Attitude Aiden Clara Lille T-Bone Grand Total

Affect
-ve Security: Disquiet: Afford 1 1
Judgement of Social Esteem
+ve Capacity: Mental capacity: Afford 1 1
Neg +ve Capacity: Mental capacity: Afford 1
+ve Capacity: Physical strength: Afford 1 1 2 4

Judgement of Social Sanction
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-ve Propriety: Immorality: Afford 1
+ve Propriety: Kindness: Afford

+ve Propriety: Morality: Afford

Neg +ve Propriety: Morality: Afford

Neg +ve Veracity: Afford

S e L N
L e S

+ve Veracity: Afford

Appreciation

+ve Composition: Complexity: Afford 1 1
-ve Valuation: Danger: Afford

+ve Valuation: Importance: Afford 4 4

Grand Total 2 16 3 21

6.4.1 Clara Lille

The qualitative invoked evaluative meanings about characters from the scene are now
discussed. The invoked attitudes of Clara Lille were represented in Table 2 of the language

evaluative meaning supplementary material (refer to https://tinyurl.com/5c2rmywp). Clara

Lille communicated 16 invoked evaluative meanings during the game scene. Clara afforded
three judgements of social esteem. Two afforded judgements of mental capacity were made
by Clara regarding her thoughts while explaining her story to Aiden — for example, “I can’t
decide where to begin”, and “I thought if | could help you heal”. Clara affords one judgement

of physical strength regarding the assistance that she can provide to Aiden: “help you find
answers”. Seven judgements of social sanction were afforded by Clara during the scene. Two
judgements of propriety concerning kindness are afforded by Clara. The first represents her
kindness directed towards helping Aiden to heal: “I thought if | could help you heal”. The

second affordance is concerned with the hope that Aiden and she can talk: “I hope we can at

least talk”. One judgement of impropriety was afforded by Clara regarding the immorality of
her work hacking for the gangster Lucky Quinn and the South Chicago Gang: “That lives
would be lost or that it was only a job”. Clara also expresses a positive judgement of propriety

to describe a moral act of her disappearing if Aiden and her are not able to talk: “Or if not...
at least I can disappear”. Two attitudes of veracity were afforded by Clara concerning the

reality of her work and how it placed people in danger, such as Aiden’s niece: “It isn’t enough
to say that I didn’t know”, and “That lives would be lost or that it was only a job”. Clara

afforded six attitudes of appreciation. Four attitudes of valuation were afforded by Clara to

emphasise the importance of events; some examples include “The first time I saw you”, and

212


https://tinyurl.com/5c2rmywp

“In our world we hide in the dark, behind monitors”. An attitude of negative valuation is
utilised by Clara to afford the secluded nature of a hacker’s world: “In our world we hide in

the dark, behind monitors”. Also, Clara affords a positive appreciation of the composition of

the world of hackers: “In our world we hide in the dark, behind monitors”. In summary, Clara

expresses the highest frequency of invoked evaluative meanings about characters at 16. Clara
utilises judgements of social esteem to think that she can help Aiden after her actions resulted
in the death of his niece. Judgements of social sanction are used by Clara to reflect on her
previous work with the South Chicago Club. Also, attitudes of appreciation are used by Clara
to describe the secluded world of hackers. Clare’s evaluative meanings infer her reconsidering
her work as a hacker. It can be inferred from Clara’s invoked evaluative meanings that she
conveys the social and political values of justice and accountability (Flanagan & Hissenbaum,
2014) because of her decision to grant assistance to Aiden to make up for her involvement in
the lead up to the death of Aiden’s niece. Clara also conveys the moral values of friendship
and collaboration owing to her alliance with Aiden. It can be inferred that Clara does not have
a commitment to the rule of law as described by the Australian values (Commonwealth of
Australia, 2020) defined in Chapter One owing to her work as a hacker.

6.4.2 T-Bone

T-Bone is a hacker similar to Aiden and Clara. T-Bone affords attitudes of affect and
judgement of social esteem, as represented in Table 3 of the language evaluative meaning
supplementary material (refer to https://tinyurl.com/5c2rmywp). An afforded attitude of

insecurity is used by T-Bone to express his disquiet at the Club cars heading towards Aiden

and Clara: “Aiden, I’'m tracking a_number of Club cars heading your way”. This statement by

T-Bone also affords a judgement of the Club cars’ physical capacity. An afforded positive
judgement of capacity is used by T-Bone to describe his ability to track the club cars: “Aiden,
I’m tracking a number of Club cars heading your way”. From the invoked evaluative
meanings about T-Bone, it can be seen that he conveys the social and political value of justice
(Flanagan & Hissenbaum, 2014) because of his concern with the actions of the antagonist
characters. T-Bone also conveys a moral value of collaboration (Flanagan & Hissenbaum,
2014) owing to his alliance with Aiden during the game.

6.4.3 Aiden

Aiden affords a judgement of impropriety and capacity during the game scene, as
represented in Table 4 of the language evaluative meaning supplementary material (refer to
https://tinyurl.com/5c2rmywp). A judgement of impropriety is afforded to Aiden’s old
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hacking partner, Damien, who is now trying to manipulate Aiden into helping him — for

example, “Damien... what did you do?”. Aiden also affords a judgement of capacity to

Damien regarding his behaviour: “Damien... what did you do?”. On the whole, Aiden and T-
Bone communicated two evaluative meanings each. Table 6.3 expresses meanings of
insecurity about the Club cars and T-Bone’s capacity to track the cars, while Aiden questions
the impropriety and capacity of Damien by inferring that Damien has let the South Chicago
Club know Clara’s location. The conflict among Aiden, T-Bone, Damien and the South
Chicago Club infers a struggle for legitimacy concerning different evaluative positions
between the protagonist characters Aiden and T-Bone and the antagonist characters Damien
and the South Chicago Club. From Aiden’s invoked evaluative meanings, it can be inferred
that he conveys the social and political value of justice (Flanagan & Hissenbaum, 2014)

because of his concerns about Damien’s actions.
6.5 Invoked coupling

Reported below are the results of the invoked coupling analysis about the characters.
First, Section 6.5.1 discusses the coupled evaluative meaning about Aiden. Second, T-Bone’s
coupled evaluative meanings are described in Section 6.5.2. Third, Section 6.5.3 describes

Clara’s coupled evaluative meaning.
6.5.1 Aiden

During the scene, Aiden couples evaluative meanings concerning physical strength
and immorality regarding the antagonist Damien. The coupling of Aiden’s communicated
evaluative meanings is represented in Table 6.4. An example from the scene includes,
“Damien ... what did you do?”

Table 6.4 Aiden’s coupling between physical capacity and immorality

Appraising Item Appraiser Appraised Inscribed Invoked

2 Damien ... what did you do? Aiden Damien +ve Capacity:
Physical strength:
Afford

2 Damien ... what did you do? Aiden Damien -ve Propriety:
Immorality:
Afford
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6.5.2 T-Bone

Table 6.5 represents the evaluative meanings communicated by T-Bone, and indicates
a coupling between judgements of physical capacity regarding himself and affective attitudes
of insecurity concerning his disquiet for Aiden regarding the capability of the South Chicago
Club — for example, “Aiden, I’m tracking a number of Club cars heading your way”. Once
again, the coupling of the protagonist characters Aiden and T-Bone’s evaluative meanings of
physical capacity, immorality and disquiet is indicative of their struggle for legitimacy against
the antagonist characters during the game scene.

Table 6.5 T-Bone’s coupling between physical capacity and disquiet

Appraising Item Appraiser  Appraised Inscribed Invoked
1 Aiden, I'm tracking a number of ~ T-Bone T-Bone +ve Capacity:
Club cars heading your way. Physical strength:
Afford
1 Aiden, 'm tracking a number of ~ T-Bone  The Club Cars +ve Capacity:
Club cars heading your way. Physical strength:
Afford
1 Aiden, I'm tracking a number of ~ T-Bone Aiden -ve Security:
Club cars heading your way. Disquiet: Afford
6.5.3 Clara

Table 6.6 represents the evaluative meanings communicated by Clara, and indicates a
coupling between judgements of social sanction concerning the veracity and immorality of
her previous work. Examples from the scene include, “It isn’t enough to say that I didn’t

know”, and “That lives would be lost or that it was only a job”. In the first example, the word

“isn’t” has been used to negate the positive judgement of morality and veracity afforded by

Clara. Couplings between inscribed and invoked evaluative meanings are also expressed by

Clara.
Table 6.6 Clara’s coupling between judgements of veracity and propriety
Appraising Item Appraiser  Appraised Inscribed Invoked
12 Itisn’t enough to say that I Clara Clara Neg +ve
didn’t know. Veracity: Afford
12 Itisn’t enough to say that I Clara Clara Neg +ve
didn’t know. Propriety:
Morality: Afford
13  That lives would be lost or that Clara Clara +ve Veracity:
it was only a job. Afford
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13  That lives would be lost or that Clara Clara -ve Propriety:
it was only a job. Immorality:
Afford

6.6 Invoked and inscribed evaluative meaning coupling

6.6.1 Clara

Clara’s communicates evaluative meanings indicating a coupling amongst judgements
of social esteem and social sanction, as represented in Table 6.7. An invoked judgement of
mental capacity is afforded by Clara to represent her wish to help Aiden. The invoked
judgements of mental capacity are also coupled with an inscribed judgement of physical
strength by Clara and a judgement of propriety, which indicates her kindness towards Aiden —

for example, “I thought if | could help you heal”. A negative judgement of Aiden’s normality

is inscribed to indicate that he requires healing. Further interactions between Clara and Aiden
indicate a similar coupling. Examples from the scene include a positive judgement of mental

capacity coupling with a judgement of propriety concerning her hope to talk with Aiden, “I

hope we can at least talk”, and a positive judgement of physical capacity coupling with a
positive judgement of propriety regarding her decision to disappear if Aiden and she cannot

talk, “Or if not ... at least I can disappear”. The coupling amongst attitudes of veracity and

propriety is indicative of Clara coming to terms with the truth and immorality of her previous
tasks as a hacker. The coupling amongst attitudes of capacity and propriety is indicative of
how Clara is trying to help Aiden owing to her actions in the death of his niece. Therefore, in
the context of the game storyline, Clara is acknowledging the impropriety of her behaviour
and changing her behaviour to be more morally responsible; however, as a result of this
change in behaviour, Clara is murdered.

Table 6.7 Clara’s coupling between judgements of social esteem and propriety

Appraising Item Appraiser  Appraised Inscribed Invoked

14 | thought if I could help you Clara Clara +ve Capacity:
heal, Mental capacity:

Afford

14 | thought if I could help you Clara Clara +ve Capacity:
heal, Physical strength

14 | thought if I could help you Clara Clara +ve Propriety:
heal, Kindness: Afford
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14 1 thought if I could help you Clara Aiden -ve Normality

heal,
19 | hope we can at least talk. Clara Aiden and +ve Capacity:
Clara Mental capacity
19 | hope we can at least talk. Clara Aiden and +ve Propriety:
Clara Kindness: Afford
20 Orifnot... atleast I can Clara Clara +ve Capacity:
disappear. Physical strength
20 Orifnot... atleast I can Clara Aiden and +ve Propriety:
disappear. Clara Morality: Afford

6.7 Evaluative meaning similarities

The game scene represents similar communicated evaluative meanings invoked
between characters, as represented in Table 6.3. Aiden, T-Bone and Clara all afford
judgements of capacity concerning physical strength; however, Aiden and T-Bone focus on
the capacity of the antagonist characters. Also, T-Bone invokes his capacity to track the Club
cars. Clara focuses on Aiden’s capacity as a protagonist. Aiden and Clara also afford similar
judgements of impropriety concerning immorality. Once again, Aiden’s judgement of
impropriety focuses on the immorality of the antagonist character, Damien. Clara’s judgement
of impropriety focuses on her previous work as a hacker for the South Chicago Club. Despite
the similarly expressed evaluative meanings between the protagonist characters, Aiden and T-
Bone’s evaluations are focused on their struggle with the antagonists, while Clara’s

evaluations imply her reflection on her previous behaviour.
6.8 Language evaluative meaning summary

In summary, Aiden communicated two invoked evaluative meanings: one judgement
of physical strength and another judgement of impropriety. Aiden coupled together invoked
evaluative meanings of physical capacity and immorality regarding his former hacking
partner, Damien. Damien is now trying to manipulate Aiden into helping him. T-Bone
communicates three invoked evaluative meanings: one affective attitude of insecurity and two
judgements of capacity. These evaluative meanings are coupled by T-Bone regarding the Club
cars heading towards Aiden and Clara and his ability to track the Club cars. Aiden and T-
Bone’s evaluations imply a struggle to assert the legitimacy of different evaluative positions
between the protagonist and antagonist characters within the game’s narrative world. During

the scene, Clara communicates 12 inscribed evaluative meanings: three evaluative meanings
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of affect, and nine judgements of social esteem. Clara invokes 16 evaluative meanings: three
judgements of social esteem, seven judgements of social sanction and six appreciations. Clara
couples invoked evaluative meanings of veracity and propriety, and inscribed and invoked
evaluative meanings of social esteem and propriety. These evaluative meanings imply her
reflection about her previous work as a hacker for the South Chicago Club, and her actions
that had led to the death of Aiden’s niece. Clara reflects on the impropriety of her behaviour
and how she can change to be more ethically responsible within the game’s fictive narrative;
however, the change in Clara’s behaviour leads to her murder. From the evaluative meanings
about the protagonist characters, it can be inferred that they convey the social and political
value of justice (Flanagan & Hissenbaum, 2014) owing to their concern with the actions of
the antagonist characters. Aiden, Clara and T-Bone represent a moral value of collaboration
and friendship (Flanagan & Hissenbaum, 2014) owing to their alliance against the antagonist
characters. An understanding of how the game scene communicates evaluative meanings
about characters also requires an examination of how characters visually represent evaluative
meanings.

6.9 Research Sub-Question One: Visual evaluative meaning

The frequency of the different types of visual evaluative meaning about characters
from the game scene in which Clara Lille was murdered is represented in Table 6.8. How the
frequency of the different types of visual evaluative meanings about the characters varied
within and between the characters during the scene are now reported. A total of 73 visual
evaluative meanings were identified during the game scene. 45 evaluative meanings were
identified for Aiden, 11 for Clara and 17 for the Hitmen.

Table 6.8 Visual evaluative meanings represented in Clara Lille’s Death Scene

Characters
Visual Attitudes Aiden Clara  The Hit-man/men Grand
Total
Affect
Affect: -ve Happiness: Misery: Flag 1 1
Affect: -ve Happiness: Misery: Provoke 7 4 11
Affect: -ve Security: Disquiet: Flag 1 1
Affect: -ve Security: Disquiet: Provoke 3 5 8
Affect: -ve Security: Fear: Afford 3 3
Affect: -ve Security: Fear: Flag 1 1
Affect: -ve Security: Surprised: Afford 1 1
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Affect: -ve Security: Surprised: Flag 1 1

Judgement of Social Esteem

Judgement: -ve Capacity: Physical

weakness: Provoke 1 1
Judgement: +ve Capacity: Physical strength:
Provoke 18 11 29
Judgement: +ve Capacity: Mental capacity:

16 16
Provoke
Grand Total 45 11 17 73

6.9.1 Aiden

The qualitative visual evaluative meanings about characters from the game scene are
now reported. The represented visual evaluative meanings relating to each image description
involving Aiden have been represented in Table 1 of the visual evaluative meaning
supplementary material (refer to https://tinyurl.com/5¢c2rmywp). Seven affective attitudes of

unhappiness are depicted by Aiden provoking his misery at the death of Clara. The attitudes
of unhappiness occurred when Aiden approached and looked down at Clara’s body after the
gunfight - such as in Images 22 and 23. Images 24, 26, 28, 29 and 30 represent Aiden’s
misery as he looked upon Clara. These images were classified as provoking the evaluative
meaning of unhappiness as the game designer provided most of the contextual information
regarding Aiden and Clara’s relationship during the game’s narrative, and players are required
to draw on some of their prior knowledge of the story. Three evaluative meanings of
provoked insecurity concerning Aiden’s disquiet were represented in the scene. Examples
include Image 2b, which depicted how players selected a gun from Aiden’s weapons wheel to
protect Clara. Image 8 depicted Aiden running toward Clara, calling her name. Image 20e
depicted Aiden during the gunfight in which he was shot, and the screen turns red indicating
he is bleeding. All the evaluative meanings of insecurity were coded as provoked owing to the
contextual information provided by the game designer through Aiden rushing to protect Clara
and players having to draw on their prior knowledge of the narrative storyline to infer the
evaluative meaning.

Thirty-five judgements of social esteem were depicted during the scene. Eighteen of
these 35 evaluative meanings depicted provoked judgements of physical capacity. Images 1a,
1b and 1c depicted Aiden driving to Clara as the South Chicago Club had placed a bounty on
her. Images 1d, 2a, 2b and 2c depicted Aiden hopping out of the car and running towards
Clara, during this time players could select a weapon for Aiden to help save Clara. Image 16
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represented Aiden taking cover to get ready to confront the Hitmen. Images 20a, 20b, 20c and
20d depicted Aiden being controlled by players and shooting the Hitmen. Image 20b
represented how players could slow down time to help Aiden shoot the Hitmen. Image 20c
depicted how players could instruct Aiden to reload his guns during the confrontation. Image
20d depicted how players could instruct Aiden to move around and chase after the Hitmen to
target them better. Images 33a, 33b, 33c, 33d, 33e and 33f depict how players could move the
game camera and access the weapon wheel while listening to Clara’s voice message. All the
depictions of judgements of physical capacity were classified as provoked as the players were
required to draw on some of their prior knowledge of how the game world, while the game
designers had provided most of the contextual information through the player's instructions of
Aiden. One judgement of negative capacity concerning Aiden’s physical weakness was
provoked in Image 20e. Image 20e depicted Aiden in a gunfight with the Hitmen. In the
image, Aiden was shot by the Hitmen and the screen turned red. The image was classified as
provoked as the game designers had provided most of the contextual information through the
red tint when Aiden was shot, while players had to use some of their prior knowledge to make
this attitudinal response.

Sixteen of the 35 evaluative meanings were depictions of provoked judgements of
mental capacity. These 16 images indicated Aiden’s perception of the simulated game world.
Images 1a, 1b and 1c depicted Aiden driving to protect Clara. Images 2a, 2b and 2c depicted
Aiden running to protect Clara. These images indicated Aiden’s perception within the game
world as players were positioned behind Aiden and able to control his movement through the
simulated world. Similarly, Images 20a, 20b, 20c, 20d, 20e and 20f depicted Aiden’s
perception during the gun battle with the Hitmen. Also, Images 33a, 33d, 33e and 33f
portrayed Aiden’s perception of the game world after Clara’s murder. All the depictions of
judgements of mental capacity were classified as provoked as the images were indicative of
Aiden’s perception of the game world, while the game designers had provided most of the
contextual information through the game’s narrative. Aiden’s visual evaluative meanings
were indicative of his struggle to assert the legitimacy of his evaluative position. From the
visual evaluative meanings about Aiden, it was inferred he implied the social and political
value of justice (Flanagan & Hissenbaum, 2014). Furthermore, it was inferred that Aiden did
not have a commitment to the rule of law as described by the Australian values
(Commonwealth of Australia, 2020) as he behaved like a vigilante to protect Clara from the
Hitmen.
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6.9.2 Clara

The represented visual evaluative meanings relating to each image description
involving Clara are represented in Table 2 of the visual evaluative meaning supplementary
material (refer to https://tinyurl.com/5c2rmywp). Eleven affective visual evaluative meanings

were depicted by Clara during the game scene. Four provoked affective depictions of
unhappiness represented the misery of Clara’s murder. Images 25, 27, 31 and 32 depicted
Clara lying on the ground after the gunfight. A dark blue tint was used to darken the images
and expressed the unhappiness of the event. The images were categorised as provoking the
attitude of unhappiness because of the contextual information provided by the game designers
- such as the use of the blue tint, while players were required to draw on some of their
knowledge regarding Aiden and Clara’s friendship. One flagged affective attitude of
unhappiness concerning misery was depicted when Clara died while lying on the ground in
Image 19. The image was coded as flagged as there was a shared responsibility between the
players and the game designers to draw this attitudinal response. Three afforded affective
attitudes of insecurity concerned Clara’s fear were identified. Images 15, 17 and 18 depicted
Clara’s fear as she was shot by the Hitmen and fell to the ground. The images were coded as
afforded as players were required to draw on their knowledge of the game’s storyline for the
attitudinal response. One flagged attitude of insecurity was depicted when Clara was shot in
her shoulder by the Hitmen in Image 13. The image was categorised as flagged as there was a
shared responsibility between the players and the game designers to draw this attitudinal
response. Two visual affective attitudes of insecurity concerned Clara’s surprise when she
turned around to see Aiden running towards here in Image 9 and in Image 11 when she turned
to see the Hitmen aiming at her. Image 9 was classified with an evaluative meaning of
insecurity as it flagged a shared responsibility between the players and game designers to
invoke this attitudinal response. Image 11 was coded as afforded as players were required to
draw on their prior knowledge to invoke the evaluative response. Overall, the visual
evaluative meanings represented the insecurity of Clara when being shot by the Hitmen and
the unhappiness of her murder. From the visual evaluative meanings about Clara, it can be
inferred that Aiden and her had a close relationship, which inferred a moral value of
friendship (Flanagan & Hissenbaum, 2014).

6.9.3 The Hitmen

The represented visual evaluative meanings relating to the image descriptions
involving the Hitmen are represented in Table 3 of the visual evaluative meaning
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supplementary material (refer to https://tinyurl.com/5c2rmywp). Seventeen evaluative

meanings were depicted by the Hitmen during the game scene. Five provoked affective
depictions of insecurity occurred when the Hitmen hide with their guns as they approached
Clara, as represented in Images 4, 6, 7, 10 and 12. These images were classified as provoked
due to the contextual information provided by the game designer involving the men hiding
with guns, while players were required to draw on their prior knowledge of the game’s
narrative to realise the attitudinal response. One flagged affective depiction of insecurity was
represented when a hitman aimed toward Clara, as depicted in Image 14. The image were
coded as flagged as there was a shared responsibility between the game designer and players
to realise this attitudinal response. Eleven provoked judgements of physical strength were
depicted when the Hitmen approached Clara with guns and aimed at her, as depicted in
Images 4, 6, 7, 10, 12 and 14. Judgements of physical strength were also depicted by the
Hitmen during the gunfight as they were in the background of Images 20a, 20b, 20c, 20d and
20e aiming at Aiden. All images classified as physical strength were categorised as provoked
as the game designer provided the contextual information - such as the Hitmen with guns,
while players were required to draw on some of their prior knowledge of the game to infer the
evaluative meaning. Overall, the visual evaluative meanings about the Hitmen capitalised on
Clara’s decision to be more morally responsible by murdering her. The evaluative meanings
also inferred their resistance towards the legitimation of Aiden’s evaluative position. From the
visual evaluative meanings of the Hitmen, it was inferred they did not convey the social and
political value of justice (Flanagan & Hissenbaum, 2014) or have a commitment to the rule of
law as described by the Australian values (Commonwealth of Australia, 2020) defined in
Chapter One.

6.10 Visual evaluative meaning coupling

Below the visual evaluative meaning coupling about characters are reported. First,
section 6.10.1 exams the coupling of visual evaluative meaning about Aiden. Second, section
6.10.2 describes the coupling of the visual evaluative meaning about the Hitmen.

6.10.1 Aiden

During the scene, Aiden expressed the highest frequency of visual evaluative meaning
with 45 and the Hitmen the second highest with 12. A deeper assessment of the frequency of
the evaluative meanings communicated in the scene can be understood by examining the
coupling of the visual evaluative meanings about the characters represented in the scene. The

222


https://tinyurl.com/5c2rmywp

visual images concerning Aiden represented an evaluative meaning coupling between
judgements of social sanction and affect. The visual representations of Aiden couple
judgements of physical strength and mental capacity as represented in Table 6.9. Images 1a,
1b and 1c represented Aiden driving a car to rescue Clara. The images represented the
provoked coupling between Aiden's physical capacity to drive the car and his perception in
the simulated game world. These images were classified as provoked because the game
designers provide most of the contextual information as represented in the images and players
had to draw on some of their prior knowledge of the game's narrative storyline to realise the
attitudinal response. A similar coupling between judgements of physical strength and mental
capacity are represented in images 2a and 2c. The images represent the provoked coupling
between Aiden’s physical capacity to run and his prescription within the simulated game
world. The images were categorised as provoked due to the contextual information
represented in the images by the game designers and players had to draw on some of their
knowledge of the game’s story to make the attitudinal response. Also, coupling between
judgements of physical strength and mental capacity representing Aiden’s abilities in the
simulated game world are represented in Images 20a, 20b, 20c, 20d, 33a, 33e and 33d. Once
again, the images represented the provoked coupling between Aiden’s physical capacity to
shoot, slow down time to aim, reload and run during the gunfight. The images were coded as
provoked because of the contextual information of the gunfight provided by the game
designers and players had to draw on some of their prior knowledge of the game world to
make the attitudinal response.

Table 6.9 Aiden’s coupling between judgements of physical strength and mental

capacity
Dialogue Line Image Verbal Description Character Visual
Attitude
la Aiden is driving to Clara Aiden Judgement:
Lille as she the South +ve
Chicago Club has placed a Capacity:
bounty on her. A marker is Physical
placed in the map located in strength:
the bottom right corner, Provoke
indicating where Clara is
located.
la Aiden is driving to Clara Aiden Judgement:
Lille as she the South +ve
Chicago Club has placed a Capacity:
bounty on her. A marker is Mental
placed in the map located in capacity:
the bottom right corner, Provoke

indicating where Clara is
located.
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Dialogue Line Image Verbal Description Character Visual
Attitude
1 Aiden. I’'m tracking 1b Aiden is driving to Clara Aiden Judgement:
a number of Club cars Lille as she the South +ve
heading your way. Chicago Club has placed a Capacity:
bounty on her. A marker is Physical
placed in the map located in strength:
the bottom right corner, Provoke
indicating where Clara is
located.
1 Aiden. I’'m tracking 1b Aiden is driving to Clara Aiden Judgement:
a number of Club cars Lille as she the South +ve
heading your way. Chicago Club has placed a Capacity:
bounty on her. A marker is Mental
placed in the map located in capacity:
the bottom right corner, Provoke
indicating where Clara is
located.
2 Damien ... what did 1c Aiden is driving to Clara Aiden Judgement:
you do? Lille as she the South +ve
Chicago Club has placed a Capacity:
bounty on her. A marker is Physical
placed in the map located in strength:
the bottom right corner, Provoke
indicating where Clara is
located.
2 Damien ... what did 1c Aiden is driving to Clara Aiden Judgement:
you do? Lille as she the South +ve
Chicago Club has placed a Capacity:
bounty on her. A marker is Mental
placed in the map located in capacity:
the bottom right corner, Provoke
indicating where Clara is
located.
2a Aiden runs towards Aiden Judgement:
Clara. +ve
Capacity:
Physical
strength:
Provoke
Aiden is
running.
2a Aiden runs towards Aiden Judgement:
Clara. +ve
Capacity:
Mental
capacity:
Provoke
2c During this time players Aiden Judgement:
are able to select a weapon +ve
for Aiden to use to help save Capacity:
Clara. Physical
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Dialogue Line Image Verbal Description Character Visual
Attitude
strength:
Provoke
Aiden is
running.

2c During this time players Aiden Judgement:
are able to select a weapon +ve
for Aiden to use to help save Capacity:
Clara. Mental
capacity:
Provoke
20a The player is able to Aiden Judgement:
instruct Aiden to aim and +ve
shoot the Hitmen. Capacity:
Physical
strength:
Provoke
20a The player is able to Aiden Judgement:
instruct Aiden to aim and +ve
shoot the Hitmen. Capacity:
Mental
capacity:
Provoke
20b Players are able to slow Aiden Judgement:
down time to help Aiden +ve
shoot the Hitmen. The Capacity:
slowdown in time is Physical
represented by the blurred strength:
screen. Provoke
20b Players are able to slow Aiden Judgement:
down time to help Aiden +ve
shoot the Hitmen. The Capacity:
slowdown in time is Mental
represented by the blurred capacity:
screen. Provoke
i 20c Aiden reloading his gun. Aiden Judgement:
- +ve
Capacity:
Physical
strength:
Provoke
i 20c Aiden reloading his gun. Aiden Judgement:
1 +ve
Capacity:
Mental
capacity:
Provoke

225



Dialogue Line Image Verbal Description Character Visual
Attitude
20d The player is able to Aiden Judgement:
move Aiden around to chase +ve
after and better aim at the Capacity:
Hitmen. Physical
strength:
Provoke
20d The player is able to Aiden Judgement:
move Aiden around to chase +ve
after and better aim at the Capacity:
Hitmen. Mental
capacity:
Provoke
33a Aiden listens to a voice Aiden Judgement:
message to him by Clara. +ve
Capacity:
Mental
capacity:
Provoke
33a Aiden listens to a voice Aiden Judgement:
message to him by Clara. +ve
Capacity:
Physical
strength:
Provoke
10 In our world we 33d Players are able to move Aiden Judgement:
hide in the dark, the game camera while +ve
behind monitors. listening to the voice Capacity:
11 That’s the only Message. PhySICaI,
strength:
place we feel safe. Provoke
10 In our world we 33d Players are able to move Aiden Judgement:
hide in the dark, the game camera while +ve
behind monitors. listening to the voice Capacity:
11 That’s the only Message. I\/Ient_al .
capacity:
place we feel safe. Provoke
12 It isn’t enough to 33e Players are able to move Aiden Judgement:
say that I didn’t know. the game camera while +ve
13 That lives would listening to the voice Capat_:ity:
: message. Physical
be lost or that it was .

. strength:
only a job. Provoke
12 It isn’t enough to 33e Players are able to move Aiden Judgement:
say that I didn’t know. the game camera while +ve
13 That lives would listening to the voice Capacity:
be lost or that it was Message. Mental

. capacity:
only a job. Provoke
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Dialogue Line Image Verbal Description Character Visual

Attitude

14 | thought if I could 33f Players are able to move Aiden Judgement:
help you heal, the game camera while +ve

. listening to the voice Capacity:
15 help you find message. Physical
answers strength:
16 - maybe I could Provoke
heal myself.
17 But I can’t.
14 | thought if I could 33f Players are able to move Aiden Judgement:
help you heal, the game camera while +ve

. listening to the voice Capacity:
15 help you find message. Mental
answers capacity:
16 - maybe I could Provoke
heal myself.
17 But | can’t.

The visual images depicting Aiden also communicated an evaluative meaning
coupling between judgements of mental capacity, physical strength and affective attitudes of
insecurity as represented in Table 6.10. Image 2b represented Aiden’s perceptions of the game
world and him running from his car to Clara. During this time players were able to access his
weapons wheel to select a gun for him to use during the gunfight. Image 20e represented
Aiden’s perception of the simulated game world and his ability to use his weapons during the
gunfight. During the gun fight if Aiden was shot the screen was covered by a red tint, which
was interpreted as blood, creating a sense of insecurity. Images 2b and 20e were coded as
provoked because of the contextual information depicted in the images by the game designers
and players had drawn on some of their prior knowledge of the game’s story to make the
attitudinal response. The coupling of Aiden’s visual evaluative meanings was indicative of his
struggle to assert the legitimacy of his evaluative positions over the Hitmen who were

resisting.
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Table 6.10 Aiden’s coupling between judgements of mental capacity, physical strength

and insecurity

Dialogue Line Image Verbal Character Visual
Description Attitude
2b During this time Aiden Judgement:
players are able to +ve
select a weapon for Capacity:
Aiden to use to Mental
help save Clara. capacity:
Provoke
2b During this time Aiden Judgement:
players are able to +ve
select a weapon for Capacity:
Aiden to use to Physical
help save Clara. strength:
Provoke
2b During this time Aiden Affect: -ve
players are able to Security:
select a weapon for Disquiet:
Aiden to use to Provoke
help save Clara.
The need for
weapons.
20e When Aiden is Aiden Judgement: -
shot by the Hitmen ve Capacity:
the screen turns Physical
red. weakness:
Provoke
20e When Aiden is Aiden Judgement:
shot by the Hitmen +ve
the screen turns Capacity:
red. Mental
capacity:
Provoke
20e When Aiden is Aiden Affect: -ve
shot by the Hitmen Security:
the screen turns Disquiet:
red. Provoke
Because of

the red filter.
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6.10.2 The Hitmen

The visual images concerning the Hitmen communicated an evaluative meaning
coupling between physical capacity and insecurity as represented in Table 6.11. Images 4, 6,
7, 10, 12 and 14 represented the Hitmen bearing guns, hiding and aiming at Clara as they
approached. The images of the Hitmen bearing guns and aiming at Clara depicted a
judgement of physical strength and an affective attitude of insecurity. Images 4, 6, 7, 10 and
14 were classified as provoked judgements of physical strength and insecurity because of the
contextual information depicted in the images by the game designers and the players had to
draw on their knowledge of the game’s storyline to realise the attitudinal response. The only
exception to this is Image 14, which was classified as a flagged affective attitude of insecurity
as there was a shared responsibility between players and the game designers to realise the
attitude of insecurity as players had to infer the hitman was aiming at Clara. The coupling of
the evaluative meanings of the Hitmen represented their struggle to legitimise their evaluative
position over Clara by murdering her.

Table 6.11 The Hitmen’s coupling between judgements of physical strength and

insecurity
Dialogue Image Verbal Description Character Visual
Line attitude
; 4 A South Chicago Club The Hit- Judgement:
hitman runs towards Clara. man/men +ve Capacity:
Physical
strength:
Provoke
4 A South Chicago Club The Hit- Affect; -ve
hitman runs towards Clara. man/men Security:
Disquiet:
Provoke
6 More South Chicago Club The Hit- Judgement:
Hitmen runs towards Clara. man/men +ve Capacity:
Physical
strength:
Provoke
6 More South Chicago Club The Hit- Affect: -ve
Hitmen runs towards Clara. man/men Security:
Disquiet:
Provoke
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Dialogue Image Verbal Description Character Visual
Line attitude
7 A South Chicago Club The Hit- Judgement:
hitman runs towards Clara man/men +ve Capacity:
and hides. Physical
strength:
Provoke
7 A South Chicago Club The Hit- Affect: -ve
hitman runs towards Clara man/men Security:
and hides. Disquiet:
Provoke
10 A South Chicago Club The Hit- Judgement:
hitman loads his gun ready to  man/men +ve Capacity:
aim at Clara. Physical
strength:
Provoke
10 A South Chicago Club The Hit- Affect: -ve
hitman loads his gun ready to  man/men Security:
aim at Clara. Disquiet:
Provoke
12 A hitman aiming towards The Hit- Judgement:
Clara. man/men +ve Capacity:
Physical
strength:
Provoke
12 A hitman aiming towards The Hit- Affect: -ve
Clara. man/men Security:
Disquiet:
Provoke
14 A hitman aiming towards The Hit- Judgement:
Clara. man/men +ve Capacity:
Physical
strength:
Provoke
14 A hitman aiming towards The Hit- Affect: -ve
Clara. man/men Security:
Disquiet: Flag
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6.11 Visual evaluative meaning similarities

The characters also depicted similar evaluative meanings of affect and judgement
during the game scene. Aiden and Clara both depicted the evaluative meaning of unhappiness
provoking misery with a combined total of 11 representations. These evaluative meanings
occurred after the gunfight when Aiden approached Clara’s body and indicated their close
relationship. Aiden and the Hitmen depicted similar evaluative meanings of insecurity
concerning disquiet, with Aiden representing three and the Hitmen five. The great number of
represented attitudes of insecurity was indicative of the disquiet provoked by the Hitmen
during their approach to target Clara. Also, Aiden and the Hitmen depicted similar evaluative
meanings of judgements of physical strength, with Aiden representing 18 and the Hitmen six.

6.12 Visual evaluative meaning summary

In summary, Aiden represented 45 visual evaluative meanings, 10 affective meanings
and 35 judgments of social esteem. Aiden represented a coupling of physical strength, mental
capacity and insecurity. Aiden’s visual evaluative meanings are an indication of his struggle
to assert the legitimacy of his evaluative position over the antagonist characters. Clara
depicted 11 affective evaluative meanings during the game scene. Clara’s visual evaluative
meanings represented her insecurity when being attacked by the Hitmen and the unhappiness
of her murder. The Hitmen represented 17 visual evaluative meanings, six affective meanings
and 11 judgements of physical strength. They coupled evaluative meanings of physical
strength and insecurity to portray their struggle to legitimise their evaluative position over the
protagonist characters of Aiden and Clara. The higher representation of 45 visual evaluative
meanings concerning Aiden was indicative of how players could control his abilities by
pressing buttons on the game controller. From the visual evaluative meanings of the
protagonist characters, it can be inferred Aiden and Clara conveyed a moral value of
friendship (Flanagan & Hissenbaum, 2014) owning to their close relationship. Furthermore, it
can be inferred that Aiden conveyed a social and political value of justice (Flanagan &
Hissenbaum, 2014), but did not have a commitment to the rule of law as described by the
Australian values (Commonwealth of Australia, 2020) due to behaving as a vigilante to
protect Clara from the Hitmen. From the evaluative meanings of the antagonist characters, it
can be inferred the Hitmen did not convey a social and political value of justice (Flanagan &
Hissenbaum, 2014) or have a commitment to the rule of law as described by the Australian
values (Commonwealth of Australia, 2020). Therefore, further examination of how Aiden was

affiliat