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This thesis entails an argument for the inclusion of games as a legitimate form in scholarly 

discourse. The thesis consists of four main parts: 

1. A demonstration of how games can make arguments using examples from well-known 

games including Snakes and Ladders, Chess, and Monopoly. This section demonstrates how 

these games teach different skills and lessons by means of differing combinations of aesthetic 

and mechanics. 

2. An attempt at establishing a framework for understanding just how the use of games as a 

form of scholarship can help scholars better understand games themselves. This is achieved 

by engaging with post-critical theory and the similar discourse that has taken place in comics 

studies. In particular, this section explores how attempts at understanding any given form by 

means of employing that form can be productive for scholars in ways traditional scholarship 

cannot. 

3. A survey and analysis of how games are defined in the current discourse that challenges the 

formalist and essentialist arguments that have been proposed so far. This section concludes by 

employing an institutional definition of video games borrowing heavily from the institutional 

theory as it is employed in comics by Bart Beaty. 

4. An explanation of how the games made as a part of this thesis illuminate the problems 

inherent in the current discourse and employ their aesthetics and mechanics in such a way as 

to help the player/reader understand the nature of video games. 

The final goals of this thesis are to establish a definition of the video game that can 

accommodate the innovation of future developers and to establish a framework for using the 

video game as a medium by which scholarships might further their understanding in game 

studies. 

 

 

 

 

 

 



 

 

Preface 

 This thesis is a case for the video game as a legitimate form for scholarly work. It 

presents this case by providing examples of games that facilitate implicit learning or explicit 

arguments, providing a theoretical framework as a means of understanding such work, 

surveying and challenging the definitional debate of ‘what is a video game,’ and 

demonstrating how participating in the development actual games can benefit scholars’ 

understanding of that question. 

 I would like to take this opportunity to thank my supervisor, Barbara Bordalejo, for 

her help, guidance, and support in this thesis. 

 

 

 

 

 

 

 

 

 

 

 

 

 



 

 

Summary 

 

Here I present a case for the video game as a scholarly medium by laying out a 

framework for different theoretical approaches and then applying it. Chapter one presents an 

example of three well-known and relatively simple games that merge aesthetics and 

mechanics in different ways to convey either implicit learning or an explicit argument in 

combination with entertainment. Chapter two lays out the theoretical framework of post-

criticism, a perspective that helps us to understand the legitimacy of such an approach. 

Chapter three is a survey of the definitional debate in games studies and a brief outline of 

some of the problems therein that this thesis hopes to address. Finally, chapter four is a primer 

for the games themselves, explaining their function games and the problems that each seek to 

explore. 

 Whether or not these games achieve their specific aims with the effect I want, my 

greater hope is that the framework established in this thesis sets a precedent for the game as a 

legitimate form in scholarship, particularly in game studies. 

 

 

 

 

 

 

 

 

 

 



 

 

Table of Contents 

Introduction 

1 

I. Games in Learning, Games as Scholarship 

A. Game Literacy 

1-2 

B. The Legacy of Chess 

2-5 

C. Moksha Patamu 

5-6 

D. Prosperity, Elizabeth Magie, and Henry George 

7-10 

E. Games Can Teach, so Scholars Can Use Them 

10-11 

 

 

II. New Media, Print Bias, and Intervention 

A. The Concept of Intervention 

11-14 

B. Post-Criticism: Applications and Benefits 

14-17 



 

 

III. The State of Definitions in Game Studies  

A. The Purpose of this Survey 

17-18 

B. Winning and Losing 

18-19 

C. Tavinor’s Disjunctive Definition 

19-21 

D. Valued States 

21-22 

E. Artifacts that Evaluate Performance 

22-24 

F. But what do We Study? Beaty and Institutionalism 

24-26 

 

 

 

IV. Implementation and Games as a Form 

A. Introduction 

26-27 

B. A Note on Copyright and Fair Use 

27-28 

C. Procedurality 



 

 

28-29 

D. High Score? and Unending Dead (Scavengers Modification) 

29-30 

E. Aesthetics and Mechanics in Unending Dead 

30-32 

F. The Garden 

32-33 

G. Conclusion 

33-34 

V. Bibliography and Appendices 

A. Bibliography 

35-38 

B. Appendix 1: The Garden Playthroughs 

39-40 

C. Appendix 2: The Garden Source Code 

41-43 

D. Appendix 3: High Score? Scripts 

44-46 

E. Appendix 4: Unending Dead Scripts 

47-53 

F. Appendix 5: Unity Development Software Images 

54 



Dase 1 
 

Introduction 

Video games have become fertile ground for cultural commentary on topics ranging from 

politics to games themselves. There are academics who simultaneously research games as 

scholars and implement that research into their work as designers. Ian Bogost and Mary 

Flanagan, for example, have even designed games that touch on university and academic life. 

However, up to this point, no scholar has explicitly developed a video game as a means to further 

the study of games. This thesis proposes that there is value in deploying video games as a form 

of scholarly critique, particularly in the field of game studies. 

 Here I present a case for the video game as a scholarly medium by laying out a 

framework for different theoretical approaches and then applying it. Chapter one presents an 

example of three well-known and relatively simple games that merge aesthetics and mechanics 

in different ways to convey either implicit learning or an explicit argument in combination with 

entertainment. Chapter two lays out the theoretical framework of post-criticism, a perspective 

that helps us to understand the legitimacy of such an approach. Chapter three is a survey of the 

definitional debate in games studies and a brief outline of some of the problems therein that this 

thesis hopes to address. Finally, chapter four is a primer for the games themselves, explaining 

their function games and the problems that each seek to explore. 

 Whether or not these games achieve their specific aims with the effect I want, my greater 

hope is that the framework established in this thesis sets a precedent for the game as a legitimate 

form in scholarship, particularly in game studies. 

Chapter I: Games in Learning, Games as Scholarship 

Game Literacy 

Before discussing the strengths of ‘game’ as a form of argument and the value of the 

video game in particular, it is important to demonstrate that most people already have a degree, 

although relatively limited compared to the written word, of literacy in the rhetoric of games. 

The following examples, three of the most popular ‘board’ games in the world, are used to 

express how games can function as learning tools of various degrees of complexity in different 

ways and even be used in scholarship to demonstrate points at least as effectively as traditional 

scholarship. Chess teaches its lessons as a core part of the play regardless of its aesthetics or 
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specific mechanics, much of the moral philosophy which Moksha Patamu can convey is lost 

when the game’s aesthetics are adapted to different world views, and Prosperity is an example of 

a modern game which acts as an argument for a certain economic system, of which Monopoly 

and Anti-Monopoly serve as possible alternatives and counterarguments: a sort of interactive 

discourse concerning economic models. 

Each of these games uses mechanics and aesthetics in unique ways in relation to the core 

concepts which they convey. The common strain among all of them is that they introduce skills 

or concepts in a way that can be thought of as equally effective as a traditional scholarly 

argument or, at the very least, propose that the mechanisms by which these ideas are delivered 

could deliver a scholarly argument as effectively as traditional means if only scholars were 

willing or capable of argument’s reception. 

The Legacy of Chess 

Few board games can claim the iconic status and global recognition of chess. The chess 

recognized by the Western world, sometimes called international or world chess, is but one 

among numerous other variations played such as Shogi (Japan), Chatarunga (India), or 

Raumschach (a kind of 3D-Chess invented in Germany), and all are descendants of but a few 

prototypes.1 

 Most likely originating from India sometime before the 7th century, the earliest recorded 

mention of a chess-like game occurs in the Vasavadatta, an Indian romance.2 Its first recorded 

iteration is called Chatarunga, meaning army. Many scholars of the nineteenth century believed 

the Chinese version of chess, Xiang-qi, as the possible progenitor of all other versions, but the 

diligent work of H. J. R. Murray, along with a slew of scholarly work following his landmark A 

History of Chess, supported the reverse.3 In any case, the game was passed along various routes 

and adapted by many cultures: from China to Japan, India to Persia, Persia to Arabia, and Arabia 

to Europe.4  

                                                           
1 David Parlett. Oxford History of Board Games (Oxford: Oxford University Press, 1999), 276-77. 
2 Parlett 278-9 
3 H. J. R. Murray. A History of Chess (Oxford: Oxford University Press, 1913), 118-120; Parlett 282-3. 
4 Murray, A History of Chess, 26-29; Parlett 276-8. 
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 Rules for the game changed over time and were adapted by different cultures, but the 

core of the game remains the same as outlined by Parlett: 

 A game of movement and capture, rarely of placement. 

 Bilateral symmetry and equality of material. 

 Functionally differentiated pieces. 

Capture by replacement. 

Win by capturing a definitive singleton (commander, king, etc.).5  

Whether one encounters ‘chess’ in medieval China where the pieces moved along lines rather 

than squares, or modern day New York City, where the pieces which were once ‘chariots’ are 

now ‘castles’ or ‘rooks,’ it is at its core the same game.6 This may be because, far from operating 

as an actual representation, chess’s aesthetics and mechanics are a broad abstraction of the battle 

they are meant to represent, with military aesthetics only being added later and skills 

communicated through the game being irrelevant to the aesthetic content of specific pieces or 

mechanics.7 That is, whether pieces are ‘castles’ or ‘chariots,’ ‘queens’ or ‘viziers,’ the game 

remains the same. 

Moreover, whatever variation of the game one may play, as a learning tool chess conveys 

core concepts of logical thinking, spatial reasoning, and attention to detail. No version of the 

game which is still ‘chess’ will change that, though one might argue that certain versions 

communicate these lessons more or less effectively than others. Chess’s adaptability may be one 

reason for its popularity across many cultures, time periods, and demographics, losing nothing of 

the game as aesthetics and mechanics are adapted by the culture that takes it up. 

Chess and Computers 

As previously stated, Chess’s strength as a game is the way its problem-solving and 

logical elements are at the core of the game, regardless of the aesthetic or mechanical variant on 

is playing. These core elements of the game are a large part of what Murray Campbell, co-creator 

                                                           
5 Parlett 277. 
6 Murray, A History of Chess, 124. 
7 Parlett 283-4. 
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of chess-playing AI Deep Blue, suggests makes chess such a worthy pursuit for those studying 

artificial intelligence: 

… things that drew the early AI researchers to chess in the first place. That is, chess is a 

well defined problem… has a well defined set of rules and goals… a rating scale so you 

can easily measure your progress, and… a huge pool of human experts… to… help you 

evaluate what you are doing and of course chess is far too difficult to actually solve in 

any reasonable way.8 

The ‘problem’ that chess provides has created an ideal environment for the exploration of 

machine learning and artificial intelligence. In fact, one anecdote suggests that chess and 

machine learning could be related as early as the work of Charles Babbage. 

 In 1821, Charles Babbage supposedly played and lost several games of chess to the Turk, 

an automaton chess-playing machine introduced to noble courts at the time. Though Babbage 

knew that the machine had to be a hoax (as it turns out it was, the ‘machine’ was operated by a 

little person inside the supposed automaton who was especially skilled at the game). 

Nevertheless, it was this machine that inspired Babbage’s Analytical Engine and coincidentally 

played a role in the founding of Computer Science.9 From this event Babbage even supposed that 

“a suitably powerful machine engine would be able to play games of skill.”10 And, sure enough, 

more than any other game, chess became a litmus test for progress in artificial intelligence, as 

Edward Feigenbaum notes: “The idea of applying knowledge to the chess problem space was not 

a new idea and it became the standard idea in artificial intelligence…”11 Research has 

demonstrated that the form of chess as a ‘game’ is perfect for scientific experimentation in 

artificial intelligence and logic, and far more valuable than text as subject matter. Moreover, 

while chess continues to assist programmers in making better artificial intelligences, computer 

chess is being used in turn to better train and prepare master players for chess tournaments 

around the world.12 Chess’s core qualities as a complex puzzle of logic and spatial reasoning 

                                                           
8 “The History of Chess Computers,” YouTube video, 2:05:57, posted by “ChessLibrary,” September 2012.  42:33-
43:15. 
9 Tom Standage, “Monster in a Box,” Wired, March 1, 2002. http://www.wired.com/2002/03/turk/.  
10 Standage. 
11 “The History of Chess Computers,” 31:40-32:03 
12 Deb Shinder. “The Role of Computers in Planning Chess Strategy,” Tech Republic, February 4, 2010. 
http://www.techrepublic.com/blog/geekend/the-role-of-computers-in-planning-chess-strategy/.  

http://www.wired.com/2002/03/turk/
http://www.techrepublic.com/blog/geekend/the-role-of-computers-in-planning-chess-strategy/
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make it one of the most popular games in the world and a productive subject of study for 

computer intelligence. 

Moksha Patamu 

The intersection of teaching and games has existed far longer than the ‘edutainment’ 

found in the modern classroom. Moreover, even the simplest of games can employ mechanics 

that reinforce more complicated lessons than simple arithmetic. While mechanics, strategy, and 

skill behind Pachisi may make it the ‘game of emperors,’ the argument and lesson of the Indian 

game Moksha Patamu is built around the very lack of such mechanics.13 Moksha Patamu, is a 

game created in ancient India where players cast cowrie shells each turn to determine the number 

of spaces to move their piece as it races from the bottom right corner of the board to the top 

left.14 As they travel along the board, players may land on squares that act as a shortcut, jumping 

their character ahead multiple squares. Alternatively, the players may encounter a setback by 

landing on squares that send the player backwards. A player wins the game by reaching the 

square in the top left corner. 

The aesthetics of the game are the ‘skin’ that gives it context. The ‘shortcut’ squares 

feature ladders that are traditionally assigned a virtue. The ‘setback’ squares feature snakes 

which are traditionally assigned some kind of vice.15 The virtues and vices vary according to the 

cultural adaptation of the game: early versions of Moksha Patamu featured more vices than 

virtues and valued traits such as ‘self-denial’ while despising vices like ‘anger.’16 When Moksha 

Patamu was adapted into Snakes and Ladders for a Victorian English audience the adaptors 

rebalanced the game with an equal number of snakes and ladders and Christian sins and virtues 

took the place of East Indian values.17 In the modern Western iteration made by Milton Bradley, 

                                                           
13 Edward Falkener. Games Ancient and Oriental and How to Play Them (New York: Longmans Green and Co. 1892), 
257-8. 
14 H. J. R. Murray. A History of Board Games other than Chess (Oxford: Clarendon Press, 1952), 143. 
15 Parlett 91-93. 
16 Sally Wilkins. Sports and Games of Medieval Cultures (London: Greenwood Press, 2002), 60. 
17 Parlett. 93-94; Daniel Floyd and James Portnow. “Extra Credits – Snakes and Ladders – How the meaning of an 
Ancient Children’s Game Adapted over Time,” YouTube video, 5:28, posted by “Extra Credits,” December 2014. 
3:03-3:45. 
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the labels were removed completely and the snakes were transformed into chutes to seem less 

dangerous.18  

Still, as important as the aesthetics are, the mechanics are what really make the game a 

demonstration of its original values. As Floyd and Portnow explain, the way the game is played 

reinforces the religious philosophy behind the game and its original aesthetics: 

… Snakes and ladders basically plays itself. The player actually has no agency at all: 

there are no choices you make, there is no skill involved, no way for you to improve. It’s 

just roll the dice and embrace your fate. And that’s exactly it…. actually one of the things 

it’s intended to teach…embrace the concept of fate…19  

The game represents the karmic cycle, the final square stands in place of moksha, the release 

from the cosmic cycle of rebirth, samsara. The virtues and vices affect the player’s journey 

along their path to enlightenment and release.20  

Interestingly enough, the meaning intrinsic to the mechanics of Moksha Patamu is 

somewhat dissonant when adapted to Judaeo-Christian contexts and values: one can easily 

change the names of vices and virtues to match sins and saintly qualities, or even remove the 

labels in their entirety, but the lack of control and cyclic nature intrinsic to the game’s mechanics 

translate poorly into Western ideas of accountability and sin. The determinism present in the 

game does not map well onto the ideas of individualism and accountability present in the 

Christian, capitalist culture of the West, especially at the time of its introduction in the 19th-

century.21 Perhaps this is why Milton Bradley’s modern version of the game has been stripped of 

its moral lessons. 

Regardless of the popularity of Moksha Patamu and its adaptations into Jain, Muslim, or 

Christian cultures, the Hindi version’s moral lessons benefit not only from the aesthetics of the 

game but the very core of the game as well, and the mechanics of Moksha Patamu contribute to 

educating its players in moksha and samsara. 

                                                           
18 Chutes and Ladders. Milton Bradley Company. 1978. 
19 Floyd and Portnow, “Snakes and Ladders,” 1:03-1:49. 
20 Floyd and Portnow, “Snakes and Ladders,” 1:49 – 1:57. 
21 Parlett 93. 
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Prosperity, Elizabeth Magie, and Henry George 

 While the previous examples have demonstrated how games can be integral educative 

tools, help develop important skills, and operate as respectable cultural symbols. There is clearly 

a need to demonstrate how games can supplement and engage with scholarship. 

 Henry George was a prominent American economist, journalist, and philosopher of the 

19th century. The economic philosophy which bears his name, Georgism, revolves around the 

concept that people have a right to things they create but land and natural resources are rightfully 

commonly owned. His philosophy is sometimes called the single-tax method, referring to 

George’s proposed single tax on the ownership of land.  

Within his book, Progress and Poverty, a treatise on how to better distribute wealth, 

George extols the virtues of a single tax on land: 

The effect of substituting for the manifold taxes now imposed a single tax on the value of 

land would hardly lessen the number of conscious taxpayers, for the division of land now 

held on speculation would much increase the number of land holders. But it would so 

equalize the distribution of wealth as to raise even the poorest above that condition of 

abject poverty in which public considerations have no weight; while it would at the same 

time cut down those overgrown fortunes which raise their possessors above concern in 

government. 22  

George’s ideas are more complicated and extensive than this simple excerpt. After all, there is a 

reason that this is but a single paragraph in a book that is over five hundred pages long. Much of 

the book is dedicated towards identifying ‘the problem’ of the uneven distribution of wealth, 

proposing the single-tax ‘remedy,’ contrasting it against other remedies already proposed by 

others, and exploring how to carry out such a measure as a single tax as well as the effects it 

would have on production, class structure, and society.23  The philosophy of human nature and 

                                                           
22 Henry George. Progress and Poverty (New York: Robert Schalkenbach Foundation, 1935), 427. 
23 See George Books IV – IX. 
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society that George proposes in Progress and Poverty are the support structure around which his 

advocated single-tax reform is built.  

 George’s ideas gained traction even within his own lifetime and among the ardent 

supporters of Georgism was one Elizabeth Magie, stenographer, writer, actress, inventor, and, 

most importantly for our purposes, game designer.24 Magie was an anomaly of her time: born in 

1866, she was the daughter of James Magie, a Georgist newspaper publisher who followed 

Lincoln on tour in the 1850s. Magie, unlike most women of the time, supported herself 

unmarried until the age of forty four, at which point she was wed to Albert Phillips.25 Magie 

managed to incorporate Georgist activism and game design into a single project, Prosperity.  

 Also known as The Land Renter's Game at the time, the game Prosperity demonstrated 

two different economic systems. The first version, the rules of which modern players would be 

completely unfamiliar with today, resulted in ‘prosperity’ as players would practice the core 

tenet of Georgism: every player would benefit from the value of land as rent was paid. In other 

words, under the prosperity model all players would gain money as each player progressed 

because rent was redistributed among the group rather than being awarded to the land holder. 

The game was 'won' when the player with the least money had twice as much as he or she started 

with at the beginning of the game, the result being relative prosperity for all players involved. 

The alternative 'monopoly' set of rules is much closer to the game we know today by the same 

name, where each player attempts to acquire monopolies on properties, railroads, and utilities in 

order to force his or her fellow magnates into bankruptcy.26 Magie had designed a game 

demonstrating not only the merits of George’s single-tax method, but also presenting the 

competitive nature of the contemporary method practiced in America. Her board game in its 

original form argues for single-tax theory in a concise and effective manner. The simplicity of 

the argument could be seen as a fault, but it also made the game more accessible: the grass roots 

nature of Prosperity lent itself to many adapted, presumably more complex versions of the game 

played in university campuses such as Wharton business school, Harvard, and Columbia.27 

                                                           
24 Mary Pilon. “Monopoly’s Inventor: The Progressive Who Didn’t Pass ‘Go,’” The New York Times, February 13, 
2015. http://www.nytimes.com/2015/02/15/business/behind-monopoly-an-inventor-who-didnt-pass-go.html.  
25 Pilon. 
26 Pilon. 
27 Pilon. 

http://www.nytimes.com/2015/02/15/business/behind-monopoly-an-inventor-who-didnt-pass-go.html
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 It was a grass-roots version of the game that Charles Darrow eventually played, one 

popular among Pennsylvania Quakers. Darrow replicated this version and its Atlantic City 

theme, and sold Monopoly by the thousands until he licensed it to Parker Bros.28 The company 

still perpetuates the game's creation as a rags-to-riches story: they claimed Darrow dreamed up 

the game during the depression era and it saved him and Parker Bros. financially.29  

Perhaps the most troubling part of this whole tale is what happened after Monopoly came 

firmly into the hands of Parker Bros. Not only was the Georgist argument removed from the 

game and capitalist monopoly made the main objective, adaptations of the game created to 

counter the monopolist ideas perpetuated in Monopoly were quashed on the grounds of 

copyright. In 1974, Ralph Anspach, a professor of economics at San Francisco State University, 

created Anti-Monopoly, unknowingly participating in the spirit of the original game as a 

commentary on economic systems.30 The game follows similar rules to Monopoly, save that at 

the beginning of the game the players are evenly divided into monopolists and competitors. 

These divisions play slightly differently from one another: monopolists, for instance, can 

overcharge on properties after they obtain a monopoly.31 The game ends in one of two ways: 

either one bankrupts all others as in the original Monopoly or the winner is declared as the 

richest player of the team that has managed to bankrupt all players of an opposing team.32 After 

the game had achieved moderate success, Parker Brothers’ parent corporation, General Mills, 

sued Anspach for copyright infringement. After a long legal battle, the true history of Monopoly 

as a folk game and invention of an advocate for Georgism came out. The result was a win for 

Anspach and the continued production of Anti-Monopoly.33 The game now serves as a 

counterpoint to the original Prosperity, offering an alternative to both the single-tax method and 

total monopoly, in which a two tiered capitalist system operates to demonstrate a possible middle 

ground. As Anspach himself claims, “I’m a pro-capitalist economist, provided the economy is 

                                                           
28 Jason Johnson. “A Conversation with Ralph Anspach, The Man Behind Anti-Monopoly,” Kill Screen, December 14, 
2012. https://killscreen.com/articles/conversation-ralph-anspach-man-behind-anti-monopoly/. 
29 Monopoly. Parker Bros. 1935. http://www.hasbro.com/common/instruct/monins.pdf  
30 Johnson.  
31 Ralph Anspach.“Anti-Monopoly® Instructions,” Anti-Monopoly Inc., Retrieved February 21, 2016. 
http://www.antimonopoly.com/instructions.html.  
32 Anspach. 
33 Johnson. 

https://killscreen.com/articles/conversation-ralph-anspach-man-behind-anti-monopoly/
http://www.hasbro.com/common/instruct/monins.pdf
http://www.antimonopoly.com/instructions.html
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not controlled by monopolies.”34 His model of the game, after all, does not sit as far to the 

political left as Magie’s original. 

 Whether one agrees or disagrees with the tenets of Georgism or would argue that Magie’s 

game does a poor job of accounting for the variables in real life, it is important to note that 

Prosperity presents or, more aptly, is an argument for the single-tax theory just as poignant and 

concise as the excerpt of Henry George cited. earlier Perhaps more importantly, that same point 

was, arguably, more effectively communicated to many people all across America for decades 

before it became Parker Brothers’ modern day Monopoly. The game is not just an homage to an 

argument, the game is an argument in and of itself. It acted in the context of scholarship. 

Moreover, even without knowledge of the game’s roots as a simulation of Georgist economic 

theory and argument, Anspach created Anti-Monopoly, a game that engaged with Monopoly as a 

form of criticism. Unwittingly, the professor also critiqued the Georgist model created by Magie 

and produced what is perhaps the first instance of a network of games acting as scholarship. 

These games engage in what Ian Bogost has defined as procedural rhetoric, a form of rhetoric in 

which an individual carries out the processes of system in a simplified representation as a means 

of critique or commentary.35 This concept will be explored further in chapter four, but for now it 

is useful to simply understand it as an approach for better understanding how games make 

arguments. 

Games Can Teach, so Scholars Can Use Them 

 Each of these examples demonstrates how games can be adapted and used in different 

fields to effect. Chess, as a game highly dependent on logic and spatial reasoning, is valuable as 

a means of evaluating the effectiveness of artificial intelligence development. It’s place in 

science has interacted with and been inspired by its place in society as a highly accessible but 

extremely complex game. Moksha Patamu is a different kind of game: it communicates a 

religious and moral lesson in a uniquely effective way, but this is largely lost when the game is 

taken out of its original context and adapted to Judaeo-Christian cultures as the core of the 

gameplay conveys values dissonant from the values of that society. Finally, Prosperity is a game 

that simulates a certain economic model as an alternative to the functioning Monopoly system, 

                                                           
34 Johnson. 
35 Ian Bogost. Persuasive Games: The Expressive Power of Video Games (Cambridge: MIT Press, 2010), 28-29. 
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and engages in a discourse with games like Anti-Monopoly, each acting as a proposal for the core 

tenets of different economic systems and actually creating a discourse between games, arguably 

as a form of scholarship. Most people are literate in these games, if not in the world, certainly in 

Western culture. If the simple messages and lessons within these three examples can be 

communicated in an effective way, the possibility that a game is capable of expressing a 

scholarly argument must at least be considered and scholars must accept that there could be 

value in learning to receive arguments from such a medium. 

 

Chapter II: New Media, Print Bias, and Intervention 

The Concept of Intervention 

This essay has already established that games, whether analog or digital, are capable of 

communicating an argument. What remains unproven however, are the advantages that might 

make such an approach appealing for scholars. In the context of my research this connotes the 

advantages of criticizing or analysing a form by means of that same form, an endeavour that has 

been proven in comics theory more than anywhere else. This chapter outlines the post-critical 

approach of the ‘game’ scholarship in my thesis, borrowing from the post-critical methodology 

outlined by theorists such as Stuart Moulthrop and Greg Ulmer and utilized by comics scholars 

such as Jason Helms and Scott McCloud. 

This essay, along with its accompanying digital work, is founded on the basic notion that 

a work of scholarship is an intervention in an ongoing discourse. The term ‘intervention’ has 

been used with specific purpose by different New Media scholars and there are differences of 

opinion on just what the term should mean. ‘Intervention,’ in the view of Jason Helms, is a broad 

term that should apply to all forms of scholarship, New Media included: 

Even the most conservative scholarship cannot argue for a simple status quo unless it 

argues against those who are challenging the status quo, in which case it is arguing for a 

new return to an old thing… All scholarship is intervention.36  

                                                           
36 Jason Helms. “Is this Article a Comic?” Digital Humanities Quarterly 9.4 (2015): 1. 
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Such an understanding sidesteps any notions that ‘scholarship’ has a proper form, whether that 

be a printed essay, oral presentation, or a digital comic. Helms’s position is somewhat contrary to 

‘intervention’ as a concept in the context of New Media. ‘Intervention’ was first introduced by 

Stuart Moulthrop as “a new category of cybertextual scholarship…”37 Moulthrop outlined the 

term in order to enshrine a new kind of “practical contribution to a media system (some product, 

tool, or method) intended to challenge underlying assumptions or reveal new ways of 

proceeding.”38 Moulthrop then lays out five primary traits of ‘interventions’ in the article: 

1. It should belong somewhere in the domain of cybertext, constituted as an interface to a 

database and including a feedback structure and generative logic to accommodate active 

engagement. 

2. It should be a work of production crafted with commonly available media and tools. 

3. It should depart discernibly from previous practice and be informed by some overt 

critical stance, satirical impulse, or polemical commitment, possibly laid out in an 

argument or manifesto. 

4. It should have provocative, pedagogic, or exemplary value, and be freely or widely 

distributed through some channel that maximizes this value, such as the Creative 

Commons or open-source licensing. Ideally, the infrastructure of the work should either 

be available to the receiver or documented in sufficient detail to permit productive 

imitation. 

A fifth requirement is left implicit, namely that the value of the work will ultimately be 

established through robust, transparent peer review. Thus I assume both that interventions 

will be recognized as valid scholarly efforts and that some adequate community of 

reception will grow up around them.39 

Moulthrop’s outline, now over a decade old, was attempting to carve out a place in scholarship 

for the ‘unorthodox’ work taking place within the field of New Media at a time when academic 

                                                           
37 Stuart Moulthrop. “After the Last Generation: Rethinking Scholarship in the Days of Serious Play.” IT University of 
Copenhagen (2005):  5. 
38 Moulthrop 5.  
39 Moulthrop 5-6. 
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credit was less likely to be given for such creations. Moulthrop points to the works of Ian Bogost 

and other game-making academics for examples of intervention as well as his own cybertextual 

works.40 He even goes so far as to include less academic and conventional works such as the web 

video series Red vs. Blue and The Strangerhood.41  

It is important to understand Helms’s statement that “All scholarship is intervention” not 

as a slight towards Moulthrop’s definition, but an attempt to rectify it’s bias toward print as the 

traditional form of scholarship, reinforcing the legitimacy for alternative scholarship that 

Moulthrop is arguing for in 2005. Helms’s description and citation of Ball and Moeller is 

evidence of his support of Moulthrop “Ball and… Moeller conclude… New media work rejects 

the creative / scholarly binary, bridging the gap that has characterized English departments for 

generations!”42 Ball and Moeller maintain that “we [scholars] fall back on the assumption that 

writing does not also merge form and content. And it most certainly does.”43 They also support 

Moulthrop’s article by making an obvious statement that “readers use both form and content to 

make meaning” in a way that makes it clear print is not the exception to the rule.44 This 

sentiment is echoed in Helms’s article when he states that “It is the false dichotomy of form and 

content that results in the desire for a transparent form and non-creative scholarship.”45 He then 

furthers our understanding of just how this affects new media scholarship:  

But transparent is just another word for unmarked, and transparency needs to be 

questioned. Scholars bring with them a set of print-based assumptions when reading new 

media scholarship that no longer apply – if they ever did.46 

This discourse then, rather than identifying an issue, is about how to deal with an agreed upon 

problem. Moulthrop seek to resolve print bias by means of a specially defined kind of 

scholarship which, he hopes, will develop a form of peer review to give it legitimacy. Helms, 

Ball, and Moeller’s view is to address print bias via actively dissembling it in critical discourse 

                                                           
40 Moulthrop 6. 
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as merely the current dominant preference of form in academia. Given the earlier date of 

Moulthrop’s article and its specifically New Media application, it makes sense that he would 

focus on carving out a ground for legitimacy in unorthodox study rather than attempt to 

challenge the prevailing structure and form. In Helms’s view, the apparatus and legitimacy 

Moulthrop was looking for already exists, although it has not fully developed: 

Within my own field… there has been a large push towards this kind of blending of 

practice and theory. Alongside Ulmer’s influence, journals like Kairos and Enculturation 

have been publishing scholarly webtexts on rhetoric and composition for over a decade.47 

Writing at a time when established avenues by which academic work of an ‘unorthodox’ kind 

can be evaluated and credited, perhaps it makes sense that scholars such as Helms find it more 

fitting to challenge the status quo of print bias rather than focus on protecting the Moulthrop’s 

‘intervention’ concept. 

Still, these outlooks need not necessarily be mutually exclusive: one may benefit from 

Moulthrop’s foresight while exposing print bias. This work endeavours to follow Moulthrop’s 

criteria of ‘intervention’ as a practical guideline for how to create New Media scholarship by 

engaging form with content in a way that contributes to the intervention as a whole, but uses the 

actual term of ‘intervention’ in the same broad sense as Helms in an effort to combat the print 

bias that often blinds scholars to the fact that print is a technological means of combining content 

with form with its own strengths and limitations that privileges certain perspectives and modes of 

thinking.  

 

Post-Criticism: Applications and Benefits 

 

 Print, in the sense of the written word used to convey an argument, has been established 

as merely one among a number of forms capable of communicating an intervention in 

scholarship. However, to state that it should not constantly be the preferred form is not enough. 

After all, print does have certain benefits: for instance, it is one of the easiest forms to circulate 
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physically and most scholars are trained to engage primarily with this form.48 Given these great 

advantages which, arguably, should eventually be corrected in modern teaching pedagogy, there 

needs to be a compelling reason to present an argument in the form of one of Moulthrop’s 

‘interventions.’ This reasoning can be encapsulated as a part of criterion three of Moulthrop’s 

guideline: “It [the intervention] should depart discernibly from previous practice and be informed 

by some overt critical stance, satirical impulse, or polemical commitment, possibly laid out in an 

argument or manifesto.”49 This intervention achieves this by means of a post-critical approach to 

the discourse in essentialist definitions of ‘video game,’ borrowing from the similar argument in 

the definition of comics as outlined by Helms. 

 Greg Ulmer lays out the core thrust of post-criticism in the introductory paragraph of his 

essay, “The Object of Post-Criticism.” Ulmer identifies the key concern of post-criticism as “the 

representation of the object of study in a critical text” and “a change in the relation of the critical 

text to its object.”50   

The most important concept of this outlook for the purposes of this intervention is “the 

application of the devices of modernist art to critical representations.”51 In other words, “Post-

criticism means employing the formal characteristics of the object in your critique…”52 Several 

fields have employed post-criticism, including Ulmer’s own studies of electric monumentality in 

New Media, however one area of study that has been engaged in post-criticism for decades is 

comics. 

 The study of video games can benefit from the study of comics in several ways: comics 

have occupied a comparable space in popular culture and had to combat negative reactions 

similar to those which video games have and are facing, and, until relatively recently, both media 

have been considered a form of entertainment outside of the mainstream. Apart from what might 

be described as institutional similarities however, video games can, and should, learn from the 
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post-critical approach comics scholarship, particularly scholarship on comics theory, has taken 

for decades. 

While there are earlier examples of comics studies using images of comics as examples to 

a point, the first post-critical use of comics as a medium is Will Eisner’s Comics and Sequential 

Art.53 This has been proceeded by many comics that follow in the same tradition including 

Understanding Comics and Reinventing Comics by Scott McCloud and The Art of the Comic 

Book by R.C. Harvey. These works changed the landscape of the discussion, not only discussing 

the form of comics with examples from it but encapsulating the discourse within the form itself. 

At least one of the features of the community that have allowed for such an approach to 

comics is the majority of influential comics critics are also comics creators: Legendary Will 

Eisner was known for his work on seminal comics such as The Spirit long before he engaged in 

criticism, McCloud was creating comics like Zot! well over a decade before he wrote 

Understanding Comics, and, though he might be better classified as a cartoonist, Harvey’s works 

are heavily situated within the medium. It is the relationship that critics have with the creation of 

comics that has fostered a post-critical framework within comics criticism. 

Fortunately for video games, there are many scholars in New Media who both create 

games as a form of critique and critically analyse video games and cybertext in interesting ways. 

Ian Bogost is one such scholar: author of Persuasive Games: The Expressive Power of 

Videogames as well as a video game developer in his own right, Bogost has actually released 

several games that critique both scholarship and games. A critique of the former is Bogost’s 

game Honorarium is “a game about the lecture circuit… it’s subtle, and autobiographical, and its 

themes include work, colleagues, family, distraction, longing, goals, and regret.”54 Honorarium 

exposes the harsh, competitive nature of academia. Cow Clicker, on the other hand, is a satire of 

the kind of games typically featured on social media outlets such as Facebook. A simple 

description of the game’s mechanics demonstrates its critique better than any summary or 

analysis: 
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You get a cow. You can click on it. In six hours, you can click it again. Clicking earns 

you clicks. You can buy custom “premium” cows through micropayments (the Cow 

Clicker currency is called “mooney”), and you can buy your way out of the time delay by 

spending it. You can publish feed stories about clicking your cow, and you can click 

friends’ cow clicks in their feed stories. Cow Clicker is Facebook games distilled to their 

essence.55 

These two games are a sample of how Bogost has used games as a medium to express concern 

about both games as a form and the academic climate. And Ian Bogost is not alone: other such as 

Nick Montfort (Book and Volume, Twisty Little Passages), Mary Flanagan ([xyz], Values at Play 

in Digital Games), and Jesper Juul (Half-Real: Videogames between Real Rules and Fictional 

Worlds , MMOPG [moderately multiplayer other players game])  are just some examples of 

critic-developers who have created games that could potentially be considered interventions. Yet, 

for whatever reason, these critics have yet to make a game explicitly about games, preferring 

more implicit models such as satire over the overt methods that early comics critics capitalized 

on. 

 Jason Helms suggests that “there is a need for creative interventions in scholarship. The 

way we compose our scholarship changes…our thinking, allows us new avenues for thought.”56 

It perhaps goes without saying that I am of the same mind, and this intervention endeavours to 

open for games that avenue which Will Eisner pioneered for comics over three decades ago.  

 

Chapter III: The State of Definitions in Game Studies 

The Purpose of this Survey 

This chapter serves three purposes. First, it acts as a summary of the definitional debate 

within games studies. Second, it familiarizes the reader with the content and criticisms that the 

mini-games of this thesis address. Finally, the chapter concludes by proposing an alternative to 

the formalist/essentialist approach: an institutional definition that borrows heavily from the 

definition that Meskin and Beaty employed in comics studies in response to a similar debate 
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taking place in games. The following chapter will elaborate on the purposes of the games 

themselves and how the problematic portions of these arguments can be better illuminated within 

a game. 

Rather than settling on an absolute truth, the value in essentialist/formalist definitions is 

that they are ‘productive’ in the sense that they promote analysing the defined object from a new 

perspective or somehow further our understanding of the defined object by means of its 

examination. This productivity is often facilitated by providing a definition in relation to other 

things, as in the case of Veli-Matti Karhulahti’s “Defining the Videogame,” where Karhulahti 

attempts to isolate what makes video games different from other games. In the abstract to his 

article Karhulahti proposes that his mission is not to provide the definitive description of what a 

video game is, but “but to participate in the process of defining it.”57 Likewise, the critical 

summary of past definitions provided in this chapter is not meant to tear down the important 

work others have done, but to expose problematic aspects of these essentialist/formalist 

definitions that might be explored for further productivity and understanding. Finally, I will 

provide an institutional definition of the video game, advocating that perspective as productive 

means of identifying what it is that games scholars study. 

A final introductory note: This written chapter focuses on the structural problems in 

definitions of games and video games proposed in previous essentialist/formalist arguments 

while the game portion of this ‘intervention’ will explore how the experience of a game changes 

when the essentialist/formalist components of these definitions are removed. 

Winning and Losing. 

Gonzalo Frasca builds upon Andre Lalande’s distinctions between ‘play’ and ‘game,’ and 

summarizes the key difference between the two in the following terms: “Games have a result: 

they define a winner and a loser; plays do not.”58  

Even were we to grant Frasca that a video game implicitly assigns the inverse of the player’s 

win/loss state to the computer, this separation still fails to account for many of the possible 

                                                           
57 Veli-Matti Karhulahti. “Defining the Videogame,” GameStudies.org 15.2 (2015). 
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alternatives within games. For instance, Space Invaders! has no true win state: the player merely 

defeats as many waves of oncoming aliens as they can until they lose. The only way one can 

consider themselves a winner is by evaluating their score upon encountering the lose state 

relative to that of other players. Frasca’s definition also fails to accommodate games and 

interactive fictions (IFs) that consist mainly of choices that produce various different end-states 

rather than what one might traditionally consider win or lose states. The nebulous role of IF in 

video game definitions has led scholars like Tavinor to accommodate them as a separate entity. 

This focus on winning and losing has been a point of contention in the quest video games for 

validation, and film critic Roger Ebert even made it the crux of what distinguishes video games 

from art:  

One obvious difference between art and games is that you can win a game. It has rules, 

points, objectives, and an outcome. Santiago might cite a immersive game without points 

or rules, but I would say then it ceases to be a game and becomes a representation of a 

story, a novel, a play, dance, a film. Those are things you cannot win; you can only 

experience them.59 

Although Ebert eventually retracts this position in a later blog post, his statement illuminates an 

important conflict for the gaming community, the implications of which are whether or not one 

should include IF and other non-traditional projects in games studies and, if not games scholars, 

then who? 

Tavinor’s Disjunctive Definition 

Grant Tavinor clearly engages the definitional debate with the intent of determining how 

scholars should approach games as a medium: “The field badly needs a definitional debate to be 

carried out in clear, unambiguous terms so that the range of theoretical options open to games 

scholars is made clear.”60 Tavinor proposes that narrotological, ludological, and interactive 

fiction (IF) approaches to a definition of videogames “if proposed as conditions that are 

necessary and sufficient for an item to be a videogame… fail as proper definitions.”61 He also 

contributes to the discourse by pointing out “[d]efinitions should stay silent on these normative 
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issues so that we can count games those which we do not happen to value as games.”62 Tavinor 

calls out Newman, among others, as conflating normative, value-based evaluations with 

definitional analysis.  

Tavinor compares the problematic attempts of identifying a clear definition of 

videogames to a similar problem that occurs in the definition of art and points to the disjunctive 

response to anti-essentialism (an anti-definition argument) as a viable alternative. A disjunctive 

definition of art “is… meant to capture the intuition that there may be more than one way to be 

art.”63 Tavinor incorporates previous attempts at definition into a disjunctive model, positing that 

“[m]ost central games do involve gaming, narratives, or fictions, but we cannot expect of any 

given game that it will contain any one of these things.”64 His definition is as follows: 

X is a videogame if it is an artefact in a digital visual medium, is intended primarily as an 

object of entertainment, and is intended to provide such entertainment through the 

employment of one or both of the following modes of engagement: rule-bound gameplay 

or interactive fiction.65 

Tavinor’s definition is an attempt at a sort of minimalism that describes everything that a video 

game must and can be, and it is a really good working definition. However, it is as ‘prone to 

examples of videogames that lack the purported characteristic feature…’ as the definitions it 

adapts, which perhaps says more about the essentialist approach than the efficiency of Tavinor’s 

definition.66 

 For instance, the definition takes for granted that “we would hardly think an artefact 

could be a videogame if it did not involve a computer and a visual display.”67 And yet, there are 

a number of video games which, in an effort of inclusivity, have forgone the visual aspect of 

video games altogether. Games such as A Blind Legend and Papa Sangre are just two examples 

of games designed without graphics in order to be accessible to the visually impaired.68 And 
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while one might be inclined to dismiss these works as not truly videogames, there is an inherent 

danger that to accommodate Tavinor’s definition in such a way would mean to intentionally 

leave out a subset of videogames developed with the visually impaired in mind from game 

studies. This visual component will be openly dismissed by later scholars, Karhulahti in 

particular.69  

 Unfortunately, the visual component is a kind of lynchpin in Tavinor’s argument, 

specifically in his contrast between ‘videogames’ and ‘electronic games’ such as the Furby.70 

However, even were some new disjunction added to deal with electronic games as we know 

them, this definition, like all essentialist/formalist definitions, is still unguarded against future 

innovations. It is not difficult to imagine that hardware such as the Amiibo, now little more than a 

glorified memory case, and innovations in augmented reality could incorporate electronic games 

into video games in a more meaningful way in the future that requires an accommodation not 

present in Tavinor’s definition. With each unforeseen innovation this disjunctive definition 

would need to be adapted, meaning it hardly functions better than the formal definitions it was 

seeking to improve upon. 

Valued States 

In his work Half-Real; Video Games between Real Rules and Fictional Worlds, Jesper 

Juul defines computer and video games as a subset of games. If one combines his straightforward 

definition of video games as “Generally speaking, a game played using computer power and a 

video display”71 with his definition of a game, we can see just how he defines video games: 

A [video] game is a rule-based system [“played using computer power and a video 

display”] with a variable and quantifiable outcome, where different outcomes are 

assigned different values, the player exerts effort in order to influence the outcome, the 
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player feels emotionally attached to the outcome, and the consequences of the activity are 

optional and negotiable."72 

Clearly, Juul values the video display in the same way Tavinor does, but there are also 

concerning the condition that “different outcomes are assigned different values.” This vague 

notion of ‘assigned values’ needs to be clarified: Juul never clearly states whether this means or 

includes a win/loss state as Frasca perscribes, a traditionally numbered ‘score,’ or accommodates 

the notion of multiple endings. Even if he allows for a more open interpretation than Frasca’s, 

there are still problems. For instance, a game such as Savoir-Faire or Heavy Rain can have 

multiple paths and endings and in Heavy Rain there is little indication that any one ending has 

more ‘value’ than another. The game’s storyline, even the actual perpetrator in the game’s 

murder mystery, changes depending on choices a player makes. When one considers games with 

multiple endings of arbitrary ‘value,’ Juul’s contingency becomes dubious without further 

clarification, especially since he believes his definition is “allowing for the huge variation and 

creativity that we are witnessing in games.”73 A loose understanding of the term ‘value’ as 

something closer to variance, though it might allow us to incorporate the games mentioned 

above, is not sufficient. Understanding what exactly it means to assign ‘value’ to an outcome is a 

productive endeavour for further scholarship and worthy of being explored from the perspective 

of the player, designer, and game. 

Artifacts That Evaluate Performance 

In his recent article, Karhulahti defines videogames as “Artifacts that evaluate 

performance…” in an effort to differentiate videogames from games.74 The article itself is 

written as a Socratic dialogue borrowing the characters and form from Bernard Suits’s 

Monograph, The Grasshopper and this evaluative notion is built upon Olli Leino’s work on how 

a game “evaluates, in relation to a pre-defined criteria…”75  In Karhulahti’s article, Grasshopper 
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and Skepticus attempt to carve out a definition for videogames in relation to games while 

exploring the value of pursuing definitions:  

S: While I agree that fighting over a definition—a rather multifaceted term in itself 

(Gupta 2014)—can easily turn into an unproductive dispute, it often results in valuable 

scientific insights concerning the identity of the defined phenomenon in relation to other 

phenomena.76 

Karhulahti challenges the decades old distinction between ‘rule-bound gameplay’ and 

‘interactive fiction’ that Tavinor maintains stating “…his use of the term “interactive fiction” 

disturbs me to great extent. Those two words have been used to refer to a specific text-based 

story genre for more than three decades now (Montfort, 2003). “77 Karhulahti observes that the 

dichotomy of games with and without story potential occurs as far back as Huizinga.78 For 

Karhulahti, the unique aspect of videogames that make it a distinct class of game is that the 

‘referees’ are built directly into the artifact. He adopts this idea from Sara Iverson’s dissertation: 

her work further elaborates on how, before the digital medium, game rules, including win/loss 

conditions, were either evaluated by a third party as referees do in sports or else by the players 

themselves.79 This is a productive distinction to make, and Karhulahti’s article explores certain 

important aspects of videogames including that they exist as ‘digital objects’ that “compel their 

users to perform[,]” a statement made to distance videogames from video, music, etc.80  

 As mentioned above, Karhulahti crafts his definition with the intent of making 

videogames a subset or distinct class of games, but never clarifies the purpose of his endeavour, 

making it difficult to evaluate. If Karhulahti seeks to outline those works which scholars in the 

field of game studies study, then the line that he draws is problematic: it suggests that a game 

such as SimCity should only be studied when the player considers their role within the binary of 

winning/losing and not when they engage with SimCity as a ‘computerized playground’: 
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S: … As long as the artifact itself does not set evaluation criteria, be they triumph or 

survival, it cannot be evaluative, and thus cannot be a videogame. These unwinnable and 

unloseable “paidia games” (Frasca, 1997)...are better seen as computerized 

playgrounds…  

G: Do you imply that all winning and losing in videogames depend on which of the 

countless potential criteria I, as a player, choose the videogame to evaluate? 

S: Almost, but not quite. I would say that, due to those countless potential criteria, you 

can never win or lose (in) a videogame, but you can always think you won or lost—and 

when that happens, it is the videogame artifact that you consider as the evaluating judge.  

G: So if I feel that I’m winning in SimCity, that’s a videogame because those wins are 

evaluated by it? 

S: Be my guest. 

Thus, as a definition, Karhulahti’s proposal draws the lines of the field directly through some 

works and splits them into portions of a game and modes of play worthy of study and those that 

are unworthy. Though such a definition can be considered a productive perspective, this is not a 

desirable outcome for designating a field of study. 

Conclusion: But what do We Study? Beaty and Institutionalism 

Each of these definitions have their faults when taken out of their pragmatic context: 

Karhulahti’s definition is primarily intended to differentiate videogames from other games just as 

Tavinor’s definition is really about separating games from other media. Many of these 

definitions are driving at the question “what, exactly, do we study?” as much as “who should 

study this?” or “how should we study it?” and that former question can benefit from the 

discourse on definitions that has taken place in comics. 

 While the essentialist/formalist debate carried on in comics, Aaron Meskin intervened to 

propose that the discourse had ceased to be productive: “We should get on with the business of 

thinking seriously about comics as art. Let’s get beyond the definitional project.”81 Prior to 

making his main point that the value in the pursuit of definition is relative to its productivity 
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however, Meskin proposes that there are other ways of defining comics, apart from 

essentialism/formalism, that could be valuable and further understanding about comics from a 

different perspective. One of these perspectives, the institutional approach, was taken up by Bart 

Beaty. 

 Beaty formulates an institutional theory of comics based in George Dickie’s institutional 

theory of art. Beaty postulates that “the failure of comics scholarship has not been its incapacity 

to establish a functional definition of the comics form, but its inability to conceptualize comics as 

a distinct art world.”82 Beaty proposes a ‘comics world’ similar to Dickie’s ‘art world’: “a work 

of art is an artifact presented to the art world public… the art world public is a set of individuals 

who are prepared in some degree to understand an object that is presented to them as art… 

Dickie … redirects our attention towards the social classification of art rather than its aesthetic 

quality.”83 Beaty’s counterpart, the ‘comics world,’ is both adaptable for the future of comics as 

well as more inclusive than other definitions by virtue of its social nature. Helms describes the 

genius of Beaty’s institutionalism as follows:  

In this simple, closed system of a comics world, anything that is being discussed 

by comics scholars as a comic is a comic. Indeed, we might point out that scripts 

exist within the world without in any sense being comics. However, the fact that 

they are part of the process of the comic would lead us to include them in the 

comics world without ever trying to define them as comics. Beaty has brilliantly 

side-stepped the question of defining comics by defining something else entirely: 

a comics world. 

So too can it be with video games:  

A video game is an artifact presented to the video game public… the video game 

public is a set of individuals who are prepared in some degree to understand an 

object that is presented to them as a video game. 

Despite the circular nature of what might be better understood as a concept rather than a 

definition, this notion has several advantages over the formalist and essentialist approaches of its 
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counterparts. Rather than drawing a line between traditional “videogames with significant story 

potential” and non-traditional “videogames with no significant story potential” as games scholars 

have been doing for decades, we can understand a ‘video game world’ that considers the medium 

as a whole.84 Experimental titles such as Stanley’s Parable, Dear Esther, and Dr. Langeskov, 

The Tiger, and The Terribly Cursed Emerald: A Whirlwind Heist can readily be accepted into the 

video game world and discussed for their merit as works rather than sparking outrage over titles 

that ‘aren’t really games.’85 This is also an especially valuable perspective for understanding 

more complex games that hybridize traditional gameplay and interactive fiction as well as 

accommodating whatever the innovations in the video game industry might produce in the 

future. This social/institutional context of games can also help us to better understand video 

games’ increase in popularity as well as intersectional issues such as Gamergate or the racism 

directed at professional gamers such as TerrenceM.86 In short, one can consider the institutional 

perspective of video games proposed here as a concept for just what it is that video game 

scholars study, while the formalist and essentialist definitions are valuable tools for investigating 

the unique aspects of games as a medium. 

 

Chapter 4: Implementation and Games as a Form 

Introduction 

Chapter one explored the ways in which three analog games facilitate learning and 

deliver arguments in various ways that depend on both aesthetics and mechanics. This chapter 

focuses on the mini-games developed for this thesis and how their content can provide clarity in 

an argument. Specifically, discourse is centred around how these games contribute to the 

                                                           
84 Karhulahti. 
85 These pieces of interactive fiction have received criticism, especially Dear Esther, the first to be released. See 
Keza MacDonald. “Dear Esther Review.” IGN. February 13, 2012. http://www.ign.com/articles/2012/02/13/dear-
esther-review and Duke Plunkett. “Dear Esther: The Kotaku Review.” Kotaku. February 13, 2012. 
http://kotaku.com/5884520/dear-esther-the-kotaku-review . One subtitle of Plunkett’s article reads “Not a Game” 
while MacDonald’s article concludes with a paragraph stating “Esther is a wonderful thing, but judged purely as a 
video game it has obvious failings.” 
86 For information on GamerGate see: Nick Wingfield. “Feminist Critics of Video Games Facing Threats in 
‘GamerGate’ Campaign.” The New York Times. October 15, 2014; Christopher Grant. “On GamerGate: A letter from 
the editor.” October 17, 2014. For the same on the recent controversy surrounding TerrenceM: Colin Campbell 
“Racism, Hearthstone and Twitch.” Polygon. May 12, 2016; Wes Fenlon. “How TerrenceM's amazing Dreamhack 
Hearthstone run was marred by Twitch chat racism.” PCGamer. May 12, 2016.  

http://www.ign.com/articles/2012/02/13/dear-esther-review
http://www.ign.com/articles/2012/02/13/dear-esther-review
http://kotaku.com/5884520/dear-esther-the-kotaku-review
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definitional debate. The final portion of the chapter examines how the game Necromancer’s 

Robots contributes to our understanding of the relationship between game mechanics and 

aesthetics. 

A Note on Copyright and Fair Use 

 Before delving into these games, it is important to have a brief discussion about copyright 

and the notion of fair use in games. The games High Score? (HS) and Unending Dead (UD) are 

made using the Unity game engine. The core mechanics of HS have been created with help from 

a Unity tutorial for roll-a-ball style games, however, all the assets were created from the ground 

up using 3D game objects from the engine and the level design is entirely my own creation. I 

also added various features from the template including the cubes that appear to transition the 

player between levels, the time recording mechanism, and false walls. UD is a slightly more 

complex matter. Like HS, the core of the game was learned and implemented by means of a 

Unity tutorial. All the assets of the game come from a particular asset package and falls under 

Unity’s EULA for the asset store in the section “End-User’s Rights and Obligations:” 

2.2 

Licensor grants to the END-USER a non-exclusive, worldwide, and perpetual 

license to the Asset to integrate Assets only as incorporated and embedded 

components of electronic games and interactive media and distribute such 

electronic game and interactive media. Except for game services software 

development kits (“Services SDKs”), END-USERS may modify Assets. END-

USER may otherwise not reproduce, distribute, sublicense, rent, lease or lend the 

Assets. It is emphasized that the END-USERS shall not be entitled to distribute or 

transfer in any way (including, without, limitation by way of sublicense) the 

Assets in any other way than as integrated components of electronic games and 

interactive media. Without limitation of the foregoing it is emphasized that END-

USER shall not be entitled to share the costs related to purchasing an Asset and 

then let any third party that has contributed to such purchase use such Asset 

(forum pooling).87 

Likewise, the assets, mainly sprites, that were incorporated and adapted for the modification of 

UD, come from the asset store. In this way, I ensure that I am violating no copyright in my 

adaptation of these core games and want to take this opportunity to make it clear that, although I 

                                                           
87 “Asset Store Terms of Service and EULA.” Unity. September 4, 2013. http://unity3d.com/legal/as_terms.  
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have created portions of the code in these programs myself, much of it is adapted from the core 

that was conveyed by means of the Unity tutorials. This allowed me to focus on the aspects of 

creation central to my thesis. Matters are also further complicated by the nature of the Unity 

game engine. For instance, I have provided the larger scripts for examination in the form of an 

appendix, however this cannot convey the functions and components that are available for view 

only in Unity’s development software, that facilitates naming variables and arrays through the 

developer interface. I have provided images of this environment and the projects in their entirety 

are available upon request. As one might imagine, no such problems arose in the creation of my 

text-adventure, The Garden. 

 This does raise an interesting question about fair use in the game medium however, one 

that needs to be explored in its own article. If one wishes to demonstrate and implement 

mechanics from a certain game for teaching purposes or use sprites to demonstrate the core 

principles of procedural rhetoric, how will fair use interpret incorporating these components into 

article-games? The history of fair use shows an academia that tends to err on the side of caution, 

yet one cannot help but feel that to do so in this instance might deprive future academics of 

valuable tools in exploring games more efficiently.  

Procedurality 

 In his book Persuasive Games, Ian Bogost combines concepts of procedurality and 

rhetoric to coin the term ‘procedural rhetoric.’ Procedural rhetoric is “the practice of using 

processes persuasively…” where a process can be best understood as the execution of a series of 

rules.88 Bogost’s new term is meant to serve as a new paradigm for understanding the kind of 

rhetoric employed in video games and just how they differ from other forms of rhetoric found in 

the written word and purely visual media. In Bogost’s own words: 

A theory of procedural rhetoric is needed to make commensurate judgments about 

the software systems we encounter every day and to allow a more sophisticated 

procedural authorship with both persuasion and expression as its goal.89 

                                                           
88 Bogost, Persuasive Games,, 4, 28. 
89 Bogost, Persuasive Games, 29. 
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Procedural rhetoric involves having the player act out the processes involved in a subject, often 

in the form of a simplified or shortened representation, in order to critique or promote it. Burger 

Tycoon, (Formerly the McDonald’s Game) is one such example, as is Elizabeth Magie’s game, 

Prosperity, mentioned in Chapter 1.90 The former has the player participate in the cutthroat 

business and skullduggery of running a billion-dollar fast food chain, the latter simulates the 

effects of different land tax policies, namely the tenets of Georgism and the practice of 

monopolies.  

 The danger in games lies in their reception: like visual rhetoric there is a risk of 

manipulation rather than persuasion.91 By this I mean that a player might be compelled to 

perform actions without understanding or even noticing the argument behind it. The interaction 

inherent in games allows for a dialectic, something not possible in the visual medium. Bogost 

notes how images are comprehended instantly relative to video games, which are analytic in 

nature in a similar way to verbal texts.92 In order for the scholarly argument contained within the 

mini-games for be noticed, effective, and understood it is advantageous for the arguments to be 

explicit. However, lest any confusion arise from creating scholarly work in this unfamiliar form, 

the following explanation of just how these games function to serve as arguments provide clarity. 

High Score? And Unending Dead (Scavengers Modification) 

Much of the definitional debate revolves around the concepts of win/lose states and valued 

endings. High Score? Is a roll-a-ball style game developed in Unity 3D that swaps out the 

features other scholars have deemed essential to a video game. While these transitions take place 

over levels, one could easily think of these isolated scenes as their own games. Level one 

removes all explicit evaluators, namely time and score, so that the player has two tasks: collect 

the tokens and enter the exit cube. Level two records both score and time elapsed, with the 

caveat that all players achieve the same score in order to complete the level. Level three records 

only score, with an extra token hidden behind a simple puzzle. Finally, the final level can be 

completed after collecting just a single token, but the message “I’m afraid there’d only one way 

out!” appears. The collectible tokens form an arrow that points off a ledge, the only means of 

                                                           
90 For an in-depth discussion of Burger Tycoon’s rhetoric, see Bogost, Persuasive Games, 30-31. 
91 Blair in Bogost, Persuasive Games, 34. 
92 Bogost, Persuasive Games, 35. 
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finishing the game. Upon following these instructions, the game will automatically end the 

program. This is meant to leave the player in doubt as to whether there was any point in 

collecting the many tokens available in the level or even if that ending should be considered 

winning. These features challenge the player’s notion of whether assigning a value or presenting 

a message at the end of a play session is a determining factor in what constitutes a game. 

Unending Dead, a mod developed from Unity’s Scavengers assets and tutorials, there are 

two game types: a regular mode with no win state but a score in the form of the number of days 

the player can survive, and the Endless mode which has no win state and no score counter. The 

player should consider how traveling for numberless days (levels) might reinforce the game’s 

setting and theme despite excluding it from a certain definition. These modes switch out those 

features which Frasca considers essential to constitute a game. Rather than making a simple 

declarative statement, the game is meant to help the player understand what these components 

add to a game rather than making a definitive rule.  

 

Aesthetics and Mechanics in Unending Dead 

In addition to being a valuable asset in the definitional debate, game as a form can 

contribute to other discussions as well. However, contemplating the roles of aesthetics and 

mechanics in a game requires more context than the game alone. UD and its endless addition is 

an intervention in the discussion of the role aesthetics play in games, challenging the perception 

that the ‘skin’ one imposes on a game does not change the game itself; an assertion that defines a 

game by its mechanics alone. 

 There are scholars, both from the field of games studies and not, who like to point out 

that in most video games “the story is secondary to the gameplay.”93 This may have had some 

truth to it in past decades, but there have always been games, IF and others, that put particular 

emphasis on story. Espen Aarseth has voiced his view on the roles of mechanics and aesthetics 

often. As a leading voice of the ludological perspective he claims “mechanics trump meaning.”94 

                                                           
9393 Tison Pugh and Angela Jane Weisl. Medievalisms: Making the Past in the Present. (Abingdon: Routledge, 2013), 
102. 
94 Espen Aarseth cited in Playful Identities: The Ludification of Digital Media Cultures. Eds. Valerie Frissen, et al. 
(Amsterdam: Amsterdam University Press, 2015), 102. See also 
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He uses the example of chess to make his point that the aesthetics of games are interchangeable 

while the rules are not. And while this is true for chess, a more elastic concept is required when 

considering the modern video game. Jesper Juul is closer to the truth in his view of the role 

fiction and aesthetics play in games:  

Viewing games as rules… suggests that any set of rules can in principle be made 

to be about anything, but… rules and fiction are quite intertwined. From a rules 

perspective, the most crucial role of fiction is to cue the player into understanding 

the rules… this easily leads us to the assumption that games are themable… that 

the… fiction of any game can simply be replaced… but this does not mean that 

fiction is irrelevant for player experience or game quality.95 

Indeed, this ludological assumption takes for granted the role aesthetics play in how we play a 

game. Although more research is required, Portnow and Floyd have noted how recent studies 

demonstrate that players tend to play differently depending on the aesthetics of their character.96 

They cite a study on enclothed cognition, an experiment testing how the attire one wears affects 

the completion of problem-solving tasks.97 Floyd and Portnow extend the findings of this study 

to games and propose that, ‘since we project onto our in-game avatars’ it is a plausible notion 

that, for instance, those playing a game as a warrior will choose to confront their opponents 

directly whereas those playing as a thief tend to dispose of their enemies by subtler means, even 

if the mechanics of those characters are the same.98 A game’s fiction informs our play and can 

greatly impact our experience. The pirate in the regular UD is a simplified demonstration of how 

a character’s mechanics can be central to their personality as a character, even in a game where 

                                                           
95 Jesper Juul. Half Real: Video Games between Real Rules ad Fictional Worlds. (Cambridge: The MIT Press, 2005), 
189. Entire quotation: Viewing games as rules, there is a sense in which all games are created equal, the difference 
between different games being merely their rules and the challenges they present. This suggests that any set of 
rules can in principle be made to be about anything, but as we have seen, rues and fiction are quite intertwined. 
From a rules perspective, the most crucial role of fiction is to cue the player into understanding the rules, and this 
easily leads us to the assumption that games are themable (Juul 2001b), that the representation and fiction of any 
game can simply be replaced with something else. Since an attractive feature of games is the way they challenge 
their players, gams do not need an interesting fictional world or any fictional world to be considered interesting, 
but this does not mean that fiction is irrelevant for player experience or game quality. 
96 James Portnow and Daniel Floyd. “Enclothed Cognition – Do Character Outfits Affect Our Play?” Extra Credits. 
May 4, 2016. 
97 Adam Hajo and Adam D. Galinsky. “Enclothed Cognition.” Journal of Experimental Psychology 48.4 (2012) 918-
925. 
98 Portnow and Floyd. “Enclothed Cognition,” 1:39-1:43. 
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characters have little personality. The zombies of UD demonstrate the inverse relationship of 

aesthetics denoting function: most players, upon seeing a zombie, will know the game wants the 

player to stay away. Among these dark zombies, however, a pirate can appear. The pirate is a 

bright character sprite in a darkly themed game and does not appear to be an enemy. Yet, if the 

player encounters the pirate he will be attacked just the same. In this way, the mechanics of the 

game inform the player as to the character of the pirate, namely that it is not your friend. This 

kind of relationship is simple, yet important: ludologists are far more likely to study how 

aesthetics signify different mechanics than how mechanics inform character and aesthetics. In 

truth, the relationship is symbiotic: it is just as likely that a necromancer character can be 

understood as one by the player when he summons undead enemies in a game as when he wears 

black flowing robes and carries a glowing green staff.  This can be achieved in other games as 

well. By swapping out different characters in different settings in a game that follows a basic 

roleplaying game formula, one can understand how for instance, a barbarian would be expected 

to have a high attack power or a character with high defence might be noted by her armour. 

 

The Garden 

Karhulahti, as discussed in the previous chapter, offers a definition which produces an 

odd problem: a video game, as “an artifact that evaluates performance,” can stop being a video 

game if the player treats the artifact as a ‘computerized playground.’99 The Garden exposes the 

problems of this distinction by placing the player within a space where the black and white 

depiction of player motivation  is difficult to maintain and the notion that we should study one 

instant of play over another becomes a problematic notion. If the purpose of a definition is to 

help us understand what the field should study, this game highlights just how difficult Karhulahti 

makes that task for scholars with his definition. 

The gameplay of The Garden is simple: A sphinx guards the gate to a mystical garden, it 

will only open the way if the player can answer a riddle. Outside this entrance are many artifacts 

which have fantastical and pseudohistorical stories attached to them about those who have 

likewise ventured to this gate. However, none of these stories have anything to do with the 

                                                           
99 Karhulahti. 
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riddle, nor does anything in the world help the player defeat the sphinx and win the game. The 

game even tells the player as much at the start of the game. In short, what someone like 

Karhulahti might call the gameplay has been reduced to a single riddle while a much richer story 

exists apart from this small game. The effect is to demonstrate, in a simplified form, the reality of 

many other games, both other interactive fiction and graphics-based games: most games contain 

many assets, descriptions and features as well as capacities for different styles of play that do not 

contribute to the game in a ludological sense yet deserve to be studied nonetheless. Karluhahti’s 

definition of games would leave everything outside of the riddle unstudied. 

These games are an attempt at demonstrating productive avenues of investigation within 

the current debate by means of their procedural rhetoric. Rather than positing an argument in a 

declarative statement, the player will be acting out a live demonstration of just what the 

argument seeks to prove. The arguments provided in this chapter are meant to supplement the 

games themselves. In time one hopes that this will not be necessary, however the lack of games 

literacy in modern scholarship warrants these primers. 

 

Conclusion 

 This article has shown that games, analog and digital, can legitimately present an 

argument in a way different from what are considered traditional forms of scholarship. Chapter 

one demonstrates the different ways in which the mechanics and aesthetics of a game work 

together to form an argument. Chapter two establishes that the framework of post-criticism 

provides the perspective of what place the game medium might take in game studies and how 

this would emulate similar endeavours in other fields, namely comics studies. Chapter three 

examines definitions of video games and the problems they contain in order to show these 

problems can be productive upon further analysis and concludes with the institutional model for 

a definition of video games. Chapter four is a primer for the game portion of the thesis, 

describing the function and purpose of the mini-games I have developed. 

 Video games have gained massive popularity in a relatively short time period and it is 

imperative that scholars apply as many useful tools and modes of analysis to them as possible to 

expand our understanding of what games are and can be. I have created video games that present 
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scholarly arguments about the form itself. Now that a precedent has been established, this small 

project can encourage other scholars to explore this perspective in greater depth and to more 

productive ends. 
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Appendix 1: The Garden Playthroughs 

‘Karhulahti’ Playthrough 

After a long and arduous adventure, you stand at the gates of a mystical garden sought after by 

legendary adventurers for centuries. The area around the gate is littered with relics from previous 

expeditions. The only obstacle in your way is the sphinx, a terrible creature with the head of a 

human and the body of a lion. The sphinx blocks your entry and will only move if you solve its 

riddle. 

What do you do?: examine sphinx 

You approach the sphinx and the creature speaks in a booming voice, “None shall pass lest they 

answer my riddle. This thing all things devours: Birds, beasts, trees, flowers; Gnaws iron, bites 

steel; Grinds hard stones to meal; Slays king, ruins town, And beats high mountain down.” 

Your Answer: time 

The sphinx steps aside as the gates to the garden burst open and you walk into the paradise 

beyond! 

 

‘Complete’ Playthrough 

After a long and arduous adventure, you stand at the gates of a mystical garden sought after by 

legendary adventurers for centuries. The area around the gate is littered with relics from previous 

expeditions. The only obstacle in your way is the sphinx, a terrible creature with the head of a 

human and the body of a lion. The sphinx blocks your entry and will only move if you solve its 

riddle. 

 

What do you do?: help 

Your options are ‘examine sphinx’, ‘look around’, ‘examine trireme’, ‘examine spyglass’, and 

‘examine astrolabe 
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What do you do?: look around 

You see the sphinx at the gate. You can see a trireme nearby, a large spyglass lying in the grass, 

and an astrolabe. 

 

What do you do?: examine trireme 

You can see the prow of a massive Greek ship covered in vines and other undergrowth. Closer 

inspection reveals tattered sails with the emblem of a golden ram. Many have speculated just 

how the journey of the Argo ended, it seems that now you know. 

What do you do?: examine spyglass 

In the grass you find a golden spyglass with the initials FD engraved in a cursive hand engraved 

on the side. 

 

What do you do?: examine astrolabe 

Next to the trireme you discover a silver astrolabe with an Arabic inscription. It is unclear to you 

just what the inscription says, but you recognize the script of a name, Ibn Battuta. 

 

What do you do?: examine sphinx 

You approach the sphinx and the creature speaks in a booming voice, “None shall pass lest they 

answer my riddle. This thing all things devours: Birds, beasts, trees, flowers; Gnaws iron, bites 

steel; Grinds hard stones to meal; Slays king, ruins town, And beats high mountain down.” 

 Your Answer: time 

The sphinx steps aside as the gates to the garden burst open and you walk into the paradise 

beyond! 
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Appendix 2: The Garden Source Code 

from random import randint 

action = 0 

 

def play(): 

 print "After a long and arduous adventure, you stand at the gates of a mystical garden 

sought after by legendary adventurers for centuries. The area around the gate is littered with 

relics from previous expeditions. The only obstacle in your way is the sphinx, a terrible creature 

with the head of a human and the body of a lion. The sphinx blocks your entry and will only 

move if you solve its riddle." 

 garden() 

 

def sphinx(): 

  

 global action 

 print 'You approach the sphinx and the creature speaks in a booming voice, "None shall 

pass lest they answer my riddle. This thing all things devours: Birds, beasts, trees, flowers; 

Gnaws iron, bites steel; Grinds hard stones to meal; Slays king, ruins town, And beats high 

mountain down."\n' 

 action = raw_input("Your Answer: ") 

   

 if action == "time": 

  print "\n The sphinx steps aside as the gates to the garden burst open and you 

walk into the paradise beyond!\n" 

  exit(0) 
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 if action == "Time": 

  print "\n The sphinx steps aside as the gates to the garden burst open and you 

walk into the paradise beyond!\n" 

  exit(0) 

 else: 

  print "\n You answer incorrectly and the sphinx gobbles you up, its first meal in a 

long while. You were so close.\n" 

  exit(0)  

 

def garden():  

 global action  

 action = raw_input("What do you do? \n") 

 if action == "help": 

  print "\n Your options are 'examine sphinx', 'look around', 'examine trireme', 

'examine spyglass', and 'examine astrolabe'\n" 

  garden() 

 if action == "look around": 

  print "\n You see the sphinx at the gate. You can see a trireme nearby, a large 

spyglass lying in the grass, and an astrolabe.\n" 

  garden() 

 if action == "examine trireme": 
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  print "\n You can see the prow of a massive Greek ship covered in vines and other 

undergrowth. Closer inspection reveals tattered sails with the emblem of a golden ram. Many 

have speculated just how the journey of the Argo ended, it seems that now you know.\n" 

  garden() 

 if action == "examine spyglass": 

  print "\n In the grass you find a golden spyglass with the initials FD engraved in a 

cursive hand engraved on the side.\n" 

  garden() 

 if action == "examine astrolabe": 

  print "\n Next to the trireme you discover a silver astrolabe with an Arabic 

inscription. It is unclear to you just what the inscription says, but you recognize the script of a 

name, Ibn Battuta.\n" 

  garden() 

   

 if action == "examine sphinx": 

  sphinx() 

  

 else: 

  print "\noops! You can't do that!\n" 

  garden() 

    

play() 
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Appendix 3: High Score? Scripts 

Winpoint.cs 

 
using UnityEngine; 
using System.Collections; 
 
public class WinPoint : MonoBehaviour { 
 
 // Use this for initialization 
 void Start () { 
  
 } 
  
 // Update is called once per frame 
 void Update () { 
  
 } 
 
    void OnTriggerEnter(Collider Others) 
    { 
        if(Others.tag == "Win") 
        { 
            Application.LoadLevel("LevelTwo"); 
        } 
    } 
} 
 

PlayerController.cs 
 
using UnityEngine; 
using UnityEngine.UI; 
using System.Collections; 
 
public class PlayerController : MonoBehaviour { 
 
    public float speed; 
    public Text countText; 
    public Text timerText; 
    public Text winText; 
    private Rigidbody rb; 
    public int count; 
    float time = 0f; 
    public GameObject WinCube;  
 
    void Start () 
    { 
        rb = GetComponent<Rigidbody>(); 
        count = 0; 
        SetCountText (); 
        winText.text = ""; 
    } 
 
    void FixedUpdate() 
    { 
        float moveHorizontal = Input.GetAxis("Horizontal"); 
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        float moveVertical = Input.GetAxis("Vertical"); 
        Vector3 movement = new Vector3(moveHorizontal, 0, moveVertical); 
 
        rb.AddForce(movement * speed); 
         
    } 
 
    void OnTriggerEnter(Collider other) 
    { 
        if (other.gameObject.CompareTag("Pick Up")) 
        { 
            other.gameObject.SetActive(false); 
            count = count + 100; 
            SetCountText (); 
        } 
    } 
    void Update() 
    { 
        time += Time.deltaTime; 
        timerText.text = "Time: " + time.ToString(); 
    } 
    void SetCountText () 
    { 
       
        countText.text = "Score: " + count.ToString(); 
        if (count >= 1500) 
 
        { 
            winText.text = "You Win! " + time.ToString() ; 
            WinCube.gameObject.SetActive(true); 
        } 
 
    } 
     
} 
 
 

Invisible.cs 
 
using UnityEngine; 
using System.Collections; 
 
public class Invisible : MonoBehaviour { 
 
    public int count; 
 
 // Use this for initialization 
 void Start () { 
        gameObject.SetActive(false); 
     
        count = 0; 
 
 
    } 
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            // Update is called once per frame 
            void Update () { 
         
    } 
 
 
} 
 

Timer.cs 
 
using UnityEngine; 
using UnityEngine.UI; 
using System.Collections; 
 
 
public class Timer : MonoBehaviour { 
    public Text timerText; 
 
    float time = 0f; 
 
    void Update() 
    { 
        time += Time.deltaTime; 
        timerText.text = "Time: " + time.ToString(); 
    } 
} 
 

 

CameraController.cs 

 

using UnityEngine; 
using System.Collections; 
 
public class CameraController : MonoBehaviour { 
 
    public GameObject player; 
 
    private Vector3 offset; 
 
 
 // Use this for initialization 
 void Start () { 
        offset = transform.position - player.transform.position; 
 } 
  
 // Update is called once per frame 
 void LateUpdate () { 
        transform.position = player.transform.position + offset; 
 } 
} 
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Appendix 4: Unending Dead Scripts 

Note: As discussed in the essay, this script is largely unchanged from the original Scavengers 

game. 

BoardManager.cs 

using UnityEngine; 
using System; 
using System.Collections.Generic; 
using Random = UnityEngine.Random; 
 
public class BoardManager : MonoBehaviour { 
    [Serializable] 
    public class Count 
    { 
        public int minimum; 
        public int maximum; 
 
        public Count (int min, int max) 
            { 
                minimum = min; 
                maximum = max; 
            } 
    } 
 
    public int columns = 8; 
    public int rows = 8; 
    public Count wallCount = new Count(5, 9); 
    public Count foodCount = new Count(1, 5); 
    public GameObject exit; 
    public GameObject[] floorTiles; 
    public GameObject[] wallTiles; 
    public GameObject[] foodTiles; 
    public GameObject[] enemyTiles; 
    public GameObject[] outerWallTiles; 
 
    private Transform boardHolder; 
    private List<Vector3> gridPositions = new List<Vector3>(); 
 
    void InitialiseList() 
    { 
        gridPositions.Clear(); 
 
        for (int x = 1; x < columns - 1; x++) 
        { 
            for (int y = 1; y < rows - 1; y++) 
            { 
                gridPositions.Add(new Vector3(x, y, 0f)); 
            } 
        } 
    } 
     
    void BoardSetup() 
    { 
        boardHolder = new GameObject ("Board").transform; 
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        for (int x = -1; x < columns + 1; x++) 
        { 
            for (int y = -1; y < rows + 1; y++) 
            { 
                GameObject toInstantiate = floorTiles[Random.Range(0, 
floorTiles.Length)]; 
                if (x == -1 || x == columns || y == -1 || y == rows) 
                    toInstantiate = outerWallTiles[Random.Range(0, 
outerWallTiles.Length)]; 
 
                GameObject instance = Instantiate(toInstantiate, new Vector3(x, y, 0f), 
Quaternion.identity) as GameObject; 
 
                instance.transform.SetParent(boardHolder); 
            } 
        } 
    }   
     
    Vector3 RandomPosition() 
    { 
        int randomIndex = Random.Range(0, gridPositions.Count); 
        Vector3 randomPosition = gridPositions[randomIndex]; 
        gridPositions.RemoveAt(randomIndex); 
        return randomPosition; 
    } 
     
    void LayoutObjectAtRandom(GameObject[] tileArray, int minimum, int maximum) 
    { 
        int objectCount = Random.Range(minimum, maximum + 1); 
 
        for (int i = 0; i < objectCount; i++) 
        { 
            Vector3 randomPosition = RandomPosition(); 
            GameObject tileChoice = tileArray[Random.Range(0, tileArray.Length)]; 
            Instantiate(tileChoice, randomPosition, Quaternion.identity); 
        } 
    }    
 public void SetupScene (int level) 
    { 
        BoardSetup(); 
        InitialiseList(); 
        LayoutObjectAtRandom(wallTiles, wallCount.minimum, wallCount.maximum); 
        LayoutObjectAtRandom(foodTiles, foodCount.minimum, foodCount.maximum); 
        int enemyCount = (int)Mathf.Log(level, 2f); 
        LayoutObjectAtRandom(enemyTiles, enemyCount, enemyCount); 
        Instantiate(exit, new Vector3(columns - 1, rows - 1, 0F), Quaternion.identity); 
    } 
} 
 

 

GameManager.cs 

using UnityEngine; 
using System.Collections; 
using System.Collections.Generic; 
using UnityEngine.UI; 
public class GameManager : MonoBehaviour { 
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    public float levelStartDelay = 3f; 
    public float turnDelay = .1f; 
    public static GameManager instance = null; 
    public BoardManager boardScript; 
    public int playerFoodPoints = 100; 
    [HideInInspector] public bool playersTurn = true; 
 
    private Text levelText; 
    private GameObject levelImage; 
    private int level = 1; 
    private List<Enemy> enemies; 
    private bool enemiesMoving; 
    private bool doingSetup; 
 
 // Use this for initialization 
 void Awake () { 
        if (instance == null) 
            instance = this; 
        else if (instance != this) 
            Destroy(gameObject); 
 
        DontDestroyOnLoad(gameObject); 
        enemies = new List<Enemy>(); 
        boardScript = GetComponent<BoardManager>(); 
        InitGame(); 
 
 } 
 
    private void OnLevelWasLoaded (int index) 
    { 
        level++; 
 
        InitGame(); 
    } 
 
    void InitGame() 
    { 
        doingSetup = true; 
 
        levelImage = GameObject.Find("LevelImage"); 
        levelText = GameObject.Find("LevelText").GetComponent<Text>(); 
        levelText.text = "Just one more day..."; 
        levelImage.SetActive(true); 
        Invoke("HideLevelImage", levelStartDelay); 
        enemies.Clear(); 
        boardScript.SetupScene(level); 
    } 
 
    private void HideLevelImage() 
    { 
        levelImage.SetActive(false); 
        doingSetup = false; 
    } 
 
    public void GameOver() 
    { 
        levelText.text = "After countless days in the wasteland, you starved."; 
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        enemies.Clear(); 
        levelImage.SetActive(true); 
        enabled = false; 
         
 
    } 
  
 // Update is called once per frame 
 void Update () 
    { 
        if (playersTurn || enemiesMoving || doingSetup) 
            return; 
        StartCoroutine(MoveEnemies()); 
 } 
 
    public void AddEnemyToList(Enemy script) 
    { 
        enemies.Add(script); 
    } 
 
    IEnumerator MoveEnemies() 
    { 
        enemiesMoving = true; 
        yield return new WaitForSeconds(turnDelay); 
        if (enemies.Count == 0) 
        { 
            yield return new WaitForSeconds(turnDelay); 
        } 
 
        for (int i = 0; i < enemies.Count; i++) 
        { 
            enemies[i].MoveEnemy(); 
            yield return new WaitForSeconds(enemies[i].moveTime); 
        } 
 
        playersTurn = true; 
        enemiesMoving = false; 
    } 
 
     
} 
 
 

Player.cs 

 

using UnityEngine; 
using System.Collections; 
using UnityEngine.UI; 
 
public class Player : MovingObject { 
 
    public int wallDamage = 1; 
    public int pointsPerFood = 10; 
    public int pointsPerSoda = 20; 
    public float restartLevelDelay = 1f; 
    public Text foodText; 
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    public AudioClip moveSound1; 
    public AudioClip moveSound2; 
    public AudioClip eatSound1; 
    public AudioClip eatSound2; 
    public AudioClip drinkSound1; 
    public AudioClip drinkSound2; 
    public AudioClip gameOverSound; 
 
 
 
    private Animator animator; 
    private int food; 
 
 // Use this for initialization 
 protected override void Start () 
    { 
        animator = GetComponent<Animator>(); 
 
        food = GameManager.instance.playerFoodPoints; 
 
        foodText.text = "Food: " + food; 
        base.Start(); 
 } 
  
    private void OnDisable() 
    { 
        GameManager.instance.playerFoodPoints = food; 
    } 
 
 
 // Update is called once per frame 
 void Update () 
    { 
        if (!GameManager.instance.playersTurn) return; 
 
        int horizontal = 0; 
        int vertical = 0; 
 
        horizontal = (int)Input.GetAxisRaw("horizontal"); 
        vertical = (int)Input.GetAxisRaw("vertical"); 
 
        if (horizontal != 0) 
            vertical = 0; 
 
        if (horizontal != 0 || vertical !=0) 
            AttemptMove<Wall>(horizontal, vertical); 
 } 
 
    protected override void AttemptMove <T> (int xDir, int yDir) 
    { 
        food--; 
        foodText.text = "Food: " + food; 
 
 
        base.AttemptMove<T>(xDir, yDir); 
 
        RaycastHit2D hit; 
        if (Move (xDir, yDir, out hit)) 
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        { 
            SoundManager.instance.RandomizeSfx(moveSound1, moveSound2); 
        } 
 
        CheckIfGameOver(); 
 
        GameManager.instance.playersTurn = false; 
    } 
 
    private void OnTriggerEnter2D(Collider2D other) 
    { 
        if (other.tag == "Exit") 
        { 
            Invoke("Restart", restartLevelDelay); 
            enabled = false; 
        } 
 
        else if (other.tag == "Food") 
        { 
            food += pointsPerFood; 
            foodText.text = "+" + pointsPerFood + " Food: " + food; 
            SoundManager.instance.RandomizeSfx(eatSound1, eatSound2); 
            other.gameObject.SetActive(false); 
        } 
        else if (other.tag == "Soda") 
        { 
            food += pointsPerSoda; 
            foodText.text = "+" + pointsPerSoda + " Food: " + food; 
            SoundManager.instance.RandomizeSfx(drinkSound1, drinkSound2); 
            other.gameObject.SetActive(false); 
        } 
} 
 
 
    protected override void OnCantMove<T>(T component) 
    { 
        Wall hitWall = component as Wall; 
        hitWall.DamageWall(wallDamage); 
        animator.SetTrigger("playerChop"); 
    } 
 
    private void Restart() 
    { 
        Application.LoadLevel(Application.loadedLevel); 
    } 
 
    public void LoseFood (int loss) 
    { 
        animator.SetTrigger("playerHit"); 
        food -= loss; 
        foodText.text = "-" + loss + " Food: " + food; 
        CheckIfGameOver(); 
 
    } 
 
    private void CheckIfGameOver() 
    { 
        if (food <= 0) 



Dase 53 
 

        { 
            SoundManager.instance.PlaySingle(gameOverSound); 
            SoundManager.instance.musicSource.Stop(); 
            GameManager.instance.GameOver(); 
        } 
             
    } 
} 
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Appendix 5: Unity Developer Software Images 
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