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Abstrakt 

Tato bakalářská práce se zabývá problematikou narativu v počítačových hrách. V úvodu 

se věnuje vymezení obecných herních specifik, jako herní pravidla a herní žánry. Blíže 

se potom soustředí na lineární a interaktivní formu narativu a na prostředky, kterými se 

obě tyto formy nejčastěji vyjadřují. V praktické části se práce věnuje analýze dvou 

vybraných her se zaměřením na použité narativní prostředky a na způsob jakým 

ovlivňují linearitu a interaktivitu příběhu. Pro každou hru je také vytvořeno herní 

schéma, na jehož základě je poté odvozena narativní struktura hry.  

 

 

Abstract 

This Bachelor’s thesis deals with an issue of a narrative in computer games. In the 

introductory chapters, general games specifications, such as rules and genres of the 

games, are formulated. The main focus is then on linear and interactive forms of the 

narrative and on the means they are most frequently represented by. The practical part 

of the thesis is devoted to the analysis of two selected games, focusing on the narrative 

means used and on the way they influence the game’s linearity and interactivity. For 

each game, a storyline scheme is created on whose basis a narrative structure of the 

game is determined.  

 

 

 

Klíčová slova 

počítačové hry, vyprávění příběhů, vyprávěcí jádra, vyprávěcí satelity, lineární narativ, 

interaktivní narativ, herní analýza, Diablo III, Life Is Strange 
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computer games, storytelling, kernels, satellites, linear narrative, interactive narrative, 

game analysis, Diablo III, Life Is Strange 
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1 INTRODUCTION 

 

We live in a century where computer games play a crucial part in our everyday 

lives. Whether it is us alone, our close friends, parents or children, we are always 

somehow involved in the process of playing them. They are so appealing that one might 

even become addicted to them. But, what is it that makes them so interesting? This 

Bachelor’s thesis will concentrate on those aspects of games that influence the players’ 

immersion. Since computer games are an interactive medium that in most cases tells 

stories, the aim of this thesis is to introduce the theory of computer games’ narrative and 

use it further as a theoretical framework for the practical part, which will focus on an 

analysis of selected computer games.  

 First, the nature of the rules of computer games will be described, the main 

questions considering whether computer games have any rules or not and if so, then 

what kinds and how they differ from some general rules. In order to make the use of 

several abbreviations clear, to provide an overall idea of the range, and to define a 

further terminology for the practical part of the Bachelor’s thesis, brief descriptions of 

the most common genres of computer games will be given. These descriptions should 

demonstrate the basic idea of what different genres look like, what their characteristic 

features are, and whether they have a narrative, simulation, strategic or any other nature.  

 The explanation of the narrative itself and the determination of its components 

will be the most crucial aspects of the theoretical part of this thesis. Apart from these 

components, the thesis introduces several approaches to how computer game stories (as 

it is expected that one part of the game narrative should be a story) can be expressed or 

told. To deal with this topic in a greater detail, terms like linear and interactive narrative 

will be used to explain why computer games are called an interactive medium. Then, 

the forms of linearity and interactivity that occur in games will be defined and the way 

they can be distinguished from each other will be explored. Finally, a classification of 

four different narrative structures that appear in computer games will be provided, 

which serves (along with the rest of the previously mentioned terms) as a starting point 

for the analysis of particular computer games.   

 Based on the terminology derived from the literary sources, the analysis of two 

selected games, namely Diablo III (and its data disk Reaper of Souls) and Life Is 

Strange, will be done. For each game’s analysis, there will be a brief introduction 
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accompanied by the main storyline to provide a better insight into the game itself. Time 

and space division of the individual games will be given, too. The most important part 

of the analysis will be the determination of the storytelling means used in the game as 

well as the creation of the game’s storyline scheme on the basis of which a degree of 

linearity or interactivity and the narrative structure will be determined.  
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2 RULES OF COMPUTER GAMES 

 

A game is a pastime with formal and predefined set of rules for the progression 

of a game session, with built-in and quantitative definitions of success and failure. 

Jesper Juul 

 

 

Juul’s definition of a game might indicate that in order to play any computer 

game players have to study their rules in advance as they would do in case of any board 

games. The truth is, however, the opposite as it is not required of the players to know 

the rules. 

In computer games, there are two sets of rules implied. Physical rules and 

several general rules connected especially with moral attitudes. According to Gamkedo 

(www.youtube.com, 2016), there are five general rules that players usually follow: 

 

1 Using only standard input devices. 

2 No altering of the hardware. 

3 Player credited is the person playing. 

4 If more than two players are playing, no disruption of others should occur. 

5 Only the official release state of the software should be used. 

 

Nevertheless, it is difficult to say whether these five moral rules are supposed to 

be called the rules or not. The reason for saying this is the fact that only the player is 

responsible for the decision of breaking the rules and there is actually no agency 

holding responsibility for whether one will be punished or not in case of breaking them. 

The only exception might be when implementing these statements for playing 

multiplayer online games. In these games, breaking the rules by using cheat codes, 

modifying software/hardware, and other things might cause players to be banned from 

playing for several days, months, or even years. Sometimes when players use 

inappropriate language on the game chat, there is a possibility of losing the ability to 

write their co-players via the chat for several hours or days, which influences the 

difficulty of the game a lot.  

On the other hand, physical rules are more interesting, especially when 
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comparing them with the physical rules known from the real life. To begin, it seems 

appropriate to start with a basic definition of a rule as it will influence the whole 

concept of how physical computer games rules are perceived. Merriam-Webster 

dictionary (n.d.) defines the rule as a “statement that tells you what is or is not allowed 

in a particular game, situation, etc.” Knowing this, one might think it will be clear with 

computer games rules as well as with laws and official rules, for example. However, the 

opposite is true as the whole idea, concept, perception, and understanding of rules used 

in computer games differs from the rules applied to people living their everyday lives. 

The most misleading part plays the meaning of the word allow. As it is known, there are 

only rules for those things or actions one is capable of doing. Assume there is somebody 

staying at the edge of a cliff and takes a step forward. A very simple rule caused by the 

gravity makes the person fall. Similarly, it is possible to jump on objects (if their height 

is adapted to one’s abilities) or to surmount an obstacle (a box or a rock, for example). 

As a player is placed in the same situations, it would be expected that the same rules 

apply. It is possible, but it only depends on how the game is written. If the code of the 

game says that one is incapable of falling from cliffs, trees, roofs or other things, it is 

simply impossible to happen. Another good example of this is when playing FPS games 

(see in the chapter “Genres of Computer Games”). In such games, the player usually has 

a team of co-players to play with. After a while, there is a chance one comes to a 

realisation that they do not cooperate well with one of their teammates. Among several 

things the player might decide to do, the one is to eliminate the other player by killing 

him. In a real world when someone shoots at somebody, it kills him or at least causes a 

serious injury. In a game world, however, either it is sometimes forbidden to shoot at 

one’s co-players or nothing will happen. The game is simply written so. Now the 

players probably start to think about how they are supposed to play the game 

successfully if such simple rules, like the rule of gravity and causing injuries, do not 

apply in the game world. This is a reasonable question as there are usually no rule books 

or listed set of rules included in the game package. In that case, players should follow 

the very simple phrase live and learn or rather a bit changed version of it: play and 

learn. 

As long as the players know the goal of the game and know how to reach it, they 

do not really have to know the rules. In other words, provided the players know how to 

react to the rules of the game, it is unimportant to know them. Here, in this conclusion, 

lies probably the most important answer to the question concerning the difference 
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between the rules implied in real life and the rules written for computer games. In the 

real life, one simply has to know the rules as they are capable of breaking them, 

whereas in computer games the code is written to control the gameplay and simply does 

not allow you to break the rules. 
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3 GENRES OF COMPUTER GAMES 

 

These days, computer games take many forms, have many kinds of special 

effects, and simulate different environments from the very real ones to those 

representing fantasy worlds, and thus appeal to the players more and more. To make it 

easier for the players to choose the most appropriate game to satisfy their desires, games 

are divided into several genres. Sometimes it is difficult to classify several games as a 

specific genre since they represent several genres at the same time. For example, a 

soccer game can be considered both a sports game and a simulation game (Hurst, 2015). 

According to Hurst (2015), there are twelve fundamental genres of computer 

games: 

 

1 Massive multiplayer online games (MMO) 

 Games like these are the most suitable ones to allow several players to interact 

with each other within one game world. As long as LAN (Local Area Network) or 

internet connection are provided, players are able to play.  

 

2 Simulations 

Whether players are interested in trying out what it feels like to fly an aircraft, 

ride a train or a truck, a simulation game enables experiencing such imaginations. 

Another type of simulation games is in form of city management (SimCity), football 

management, etc. One of the most popular simulations these days is The Sims where a 

player is able to create and control lives of computer characters.  

 

3 Adventure games 

 In order to progress in an adventure one is supposed to solve puzzles. Such a 

puzzle usually involves interacting with in-game objects, other characters, etc. Figuring 

out how to solve different puzzles leads players to successful completing of the mission. 

 

 

4 Real-Time strategy (RTS) 

 In RTS games, the player’s goal is to defeat its opponent (either another player 

or a computer) that has the same goals for the game as the player does. Such goals are 
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usually connected with resource collection, construction of bases and different types of 

units (workers, armies, etc.), and engagement with the opponent(s) in combat. An 

example of this type of a game is Age of Empires or World of Warcraft.  

 

5 Puzzle games 

 Whether the player is forced to memorise a difficult pattern, escape from a maze, 

solve an arduous problem, or simply uses logic all the time, they definitely play a puzzle 

game. These games have many levels, ranging from beginner to advanced levels as the 

player progresses.  

 

6 Action games 

 Fast-paced and requiring fast players with good reflexes is the best description 

of action games. At the beginning of the game players choose the character and then 

face different challenges by fighting their enemies. 

 

7 Stealth Shooter 

 Here the players need to play their games precisely and show a great focus on 

the ability of performing subterfuges and tricks. Such games are usually war or spy-

based. 

 

8 Combat 

 Combat games concentrate on one-on-one combat. As players and their 

characters evolve through the game, the players enhance their abilities to use several 

controls, thus improving their performance. 

 

9 First Person Shooters (FPS) 

 Seeing the game world from the player’s own eyes, the first-person perspective, 

is the most appealing aspect of FPS games. Most of these games are action oriented and 

are quite fast-paced as well, for example, DOOM. 

 

 

10 Sports games 

 These games allow players to experience all kinds of real-world sports like 

football, baseball, ice hockey, basketball, golf, etc. Games might be looked at from two 
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angles. The first that emphasizes the experience of playing sport and the second that 

allows players to see what they would do if they were managers of a soccer team, for 

example. The former, as long as described like this, might be considered more of a 

simulation game, whereas the latter is more sports or even strategy game. 

 

11 Role-playing (RPG) 

 RPG games are widely used for telling the best narratives as the player is the 

hero of the game and is really immersed into the story they play according to. The 

character is evolving (obtaining experience points, acquiring new capabilities, powers 

etc.) as the player progresses to higher levels. Such games are usually set into a fantasy 

world, so they might appeal most to those players who would like to experience 

something they would not be able to in a real world.  

 

12 Educational games 

 While many parents or teachers might not agree with them, educational games 

provide an interesting and interactive way of learning. They range from those very 

basic, teaching children colours, names of animals etc., to those enabling players 

(students) learning difficult mathematical equations and foreign languages.  

 

 Since brief descriptions of the most frequently played games are given, the 

genres will be now used not only for better description and understanding of the terms 

appearing in the following two chapters concerning a narrative and its linearity and 

interactivity, but also for a better structuring of the practical part of the Bachelor’s 

thesis.  
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4 NARRATIVE AND THE STORY 

  

In order to understand the whole concept of the games and the message they 

pass on their players, it is truly important to disengage oneself from the only playing 

and clicking part of them and see them as a true piece of art work. Juul (2000) supports 

this statement when he says that games “are not just about monsters, but carry the 

themes from stories. Love, ambition, intrigue and so on.” Such stories are then usually 

“told” using different tools, procedures etc., corresponding mostly to the type of the 

story or its topic/genre. On the other hand, games like Tetris (and puzzle games in 

general) do not even need a story to be successful.  

 According to Chatman (1978) there are two fundamental elements of a game 

narrative: a story (content) and a discourse (expression) (see fig. 1). The story is simply 

the what is being told and is described as a set of actions (events) and includes also the 

so-called existents (characters, weapons, buildings etc.). Whereas the events occur in the 

time domain, the existents occur in the space domain. The discourse, on the other hand, 

is the how is the story told and represents all the narrative possibilities.  

 

 

 

Figure 1. Chatman’s narrative diagram. 
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4.1 STORY 

 

 As mentioned above, the story is a set of events. The events are with respect to 

their importance further divided into two groups (Chatman, 1978): 

 

1 Kernels 

Kernels are those parts (events) of a story that are essential from the logical point 

of view. Chatman (1978, p. 53) describes kernels as “nodes or hinges in the structure, 

branching points which force a movement into one of two (or more) possible paths.” 

Thus, it really does not matter whether the player is playing a game for the first, second 

or third time, those events have to always happen, otherwise the whole story would be 

destroyed.  

 

2 Satellites 

 As far as the narrative logic is concerned, satellites play such a minor part that 

they can be omitted. Their task is to fill in the gaps between kernels or to explain.  

 

 

4.1.1 DESIGNER’S VS. PLAYER’S STORY 

 

From the very basic point of view, there are only two types of stories 

implemented in computer games: player’s and designer’s story (Rouse, 2005).  

The designer’s story is the predetermined one, one where everything was set at 

the time of its creation. It is a series of events that tells players what they should do and 

what is the aim of a particular mission. In the designer’s story, it does not matter what 

playing techniques players use or how long they play, once they finish the task given, 

the game can proceed in only one way. Realising that, one concludes that there are 

actually only two possible outcomes for the designer’s story: success and failure.  

Players are usually choosing games they are going to play according to the 

predetermined story written by the director, however, the story they will create while 

actually playing the game is, in the end, the only thing they came for. It is the story 

created by the specific decisions they make through the game, the story they will share 

with others. It is the story about how they succeeded or failed. 
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 Olšan (2013) shares a similar idea, however, he does not differ between two 

kinds of stories. In his version, he introduces a story that comprises of two components. 

A narrative component that corresponds to the designer’s story and a simulation 

component corresponding to the player’s story. The narrative part is predetermined by 

the author and has a form that might further change only slightly as it has some 

limitations. Players mostly only watch those parts than actually playing them. For the 

simulation part, on the other hand, the author only predetermines some boundaries that 

are filled with action created by players while they are playing. Those two components 

then form the whole story which is perceived.  

 

 

4.2 WAYS OF TELLING A STORY 

 

 Computer game stories can be told using different ways that use their specific 

means. To simplify and make those ways more synoptic, Rouse (2005) introduces three 

storytelling approaches, such as out-of-game storytelling, in-game storytelling and 

external materials, which will be discussed in the following chapters.  

 

 

4.2.1 OUT-OF-GAME STORYTELLING 

 

Out-of-game storytelling is considered a non-interactive as it takes place in those 

parts of a gameplay where players are actually not playing. It is also very similar to the 

storytelling in other media like films and books. Means for implementing such 

storytelling are usually cut-scenes, text, images, and audio. Cut-scenes are simply short 

films appearing at the beginning or anytime through the game. Text usually describes 

the story or gives players goals for the current mission, images are mostly in form of a 

map of an area (sometimes they might be also mixed with text or even look like comic 

books) and audio is intended for dialogues among characters in cut-scenes, for example.  
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4.2.2 IN-GAME STORYTELLING 

 

 In-game storytelling, on the other hand, occurs exactly at the time when players are 

actually playing a game. One mean of this approach is again text. The text can appear 

anywhere around the gamer world and might take form of some pinned-up notes, signs 

explaining direction to specific locations, or books lying on the ground (players can 

collect them and read afterwards). The other means are level settings and dialogues with 

NPC1 or their behaviour. 

 

 

4.2.3 EXTERNAL MATERIALS 

 

External materials are these days almost anachronism. They were previously 

used mostly because there was not enough space for the story to fit on a floppy disc. 

Game designers would use manuals or books to clue players into the story. 

 

 Another interesting way of telling a story is described by Göbel, Malkewitz, and 

Iurgel (2006). Such a way, however, is only applicable for an interactive narrative (see 

in the chapter “Linear vs. Interactive Narrative”) and specifically for multiplayer games. 

The whole approach is based on socializing among players and was tested on a group of 

players who were supposed to play a game designed only for this purpose. In the 

beginning, they were given only the background story of their characters and their 

purposes through the game, the story of the game itself was created afterwards while 

players were chatting with each other.  

 

 

 

 

 
                                                             
1  NPC is a non-playing (not controlled by the player) character who has either a friendly or 

unfriendly nature. 
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5 LINEAR VS. INTERACTIVE NARRATIVE 

 

 Now when it is defined what the narrative is, what it comprises of, and how it 

can be expressed, it is crucial to differentiate between its linear and interactive versions. 

 In the very beginning it is also important to define what part of the narrative will 

be considered as there is a difference between an interactive story and interactive 

discourse. The interactivity of the discourse occurs practically in every single computer 

game, creating the most important feature of computer games: the need to interact in 

order to proceed (see more in the chapter “Interactive Narration”). The interactivity of 

the discourse does not affect the story itself, so the focus of this chapter will be placed 

mostly on the interactivity of the story since the goal is to describe the player’s ability to 

change the plot of the story in a game.  

 

 

5.1 LINEAR NARRATIVE 

 

 A linear narrative structure commonly used in computer games (especially 

action, role-playing, and strategy games) is very similar to the one of literature, drama 

or script writing, and is called the three-act restorative structure (Lindley, 2005). The 

three-act restorative structure comprises of three parts: 

 

1 The first act 

• the whole conflict of the story is established at the very beginning of the  

game itself, very often via using cut-scenes; 

• the main enemy (usually a demonic character) might be introduced; 

• players face a “dilemma of normative morality” (Lindley, 2005, p.16). 

 

2 The second act 

• the actual playing through the consequences of the conflict (playable 

game levels); 

• the whole act is driven by a false resolution of the dilemma at the 

beginning; 

• much longer than the first and third act. 
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3 The third act 

• introduces the final resolution; 

• defeating the final boss, for example   the end of the gameplay. 

  

These three parts of the gameplay are strictly non-interactive and might be even 

described as, or compared to, the designer’s story that has already been explained. 

Provided the designer’s story (a narrative component) is introduced, the player’s story 

(a simulation component) plays also its part in a linear narrative discussion. This lowest 

level, how Lindley (2005) calls the latter, is in the case of a linear narrative the only 

highly interactive part of the plot, however, and most importantly, it does not change the 

plot itself. It comprises of smaller challenges and tasks that appear while playing a 

particular level. Such a game then comprises of a linear narrative represented by the 

designer’s story and the use of the three-act restorative structure which lays above and 

remains the same, as well as the player’s story that brings the interactive part into the 

game, changing the game at its lowest level every single time. 

 

 

5.1.1 INTERACTIVE NARRATION 

 

As already mentioned in the introduction to this chapter, computer games are 

interactive from the discourse point of view. Such an interactivity might be also 

described using a new term interactive narration. Interactive narration then refers to 

every computer game where the narrative (either linear or interactive) is driven by the 

players’ interaction. Thus, even though a linear narrative is being considered, one might 

still talk about interactive narration at the same time. Probably the easiest way to realise 

the difference between an interactive and non-interactive narration is an example that 

compares narration in a film and in a computer game. When talking about the former, 

the only thing a spectator has to do in order to proceed in the story is to watch, thus the 

narration is completely non-interactive. Conversely, it does not really matter whether 

the narrative in a computer game is linear or not, the narration of it is always interactive, 

as the players have to perform some actions in order to proceed not only in the game 

itself but also in the story. In other words, there is no other way how to find out the next 

piece of the story than to complete the tasks given.  
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5.2 INTERACTIVE NARRATIVE 

 

 The easiest explanation of the basic interactivity features in computer games is 

to describe its similarities with hypertexts since they both “share the traits of 

interactivity” (Juul, 2001).  Juul (2001) also stresses that even though in both, games 

and hypertexts, the readers/players have some kind of relationship to the game, this 

relationship is different. Such a distinction is based on the opposite natures of 

hypertexts and games. Whereas the hypertext theory focuses on verbal texts, computer 

games have graphical representation.  

 The simplest graphical representation of a hypertext is continuously forking tree 

structure (see fig. 2). Such a model, however, does not apply for more complex 

hypertexts (see fig. 3) and definitely not for games since they are usually a 

“simultaneous combination of elements” (Juul, 2001), thus being even more complex. 

Juul (2001) for better understanding introduces two terms: location (for hypertexts) and 

state (for computer games). Whereas in hypertexts readers are at a single location, 

computer games, as they represent a whole complex system, are usually in a given state 

at any time. Nevertheless, both movement between locations and movement between 

states is always under specific rules and limitations.  

  

 

 

 

 

 

 

 

Figure 2. Forking tree structure.                    Figure 3. More complex structure. 

  

 If the game is to have an interactive narrative, the author of the game has to enter 

some spaces into the gameplay that will enable players to interact with, to act (Olšan, 

2013). Olšan (2013) also introduces two levels of interactivity: the level of interactive 

decisions and the level of interactive simulation. Since the level of interactive 

simulation is identical with the lowest level of the gameplay (see 5.1 Linear Narrative) 
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and thus appears in almost all games, the focus will be placed mainly on the level of 

interactive decision. Despite the fact that interactive decisions are still under the control 

of the author of the game as he had to design all the alternative paths players may 

choose while playing, they still influence the “interactivity” of the story most. 

Moreover, players are able to change not only the plot of the story but also its ending or 

resulting in a different story at each time.  

 

 

5.2.1 NON-LINEARITY OF THE COURSE OF EVENTS 

 

It does not really matter if the interactivity on the level of decisions or on the 

level of simulation is taken into account, whether the former or latter or a combination 

of both is used, non-linearity of the course of events appears (Olšan, 2013). This 

phenomenon is caused due to the fact that since players are given the opportunity to 

change the story line, the game (and its story, too) has to be prepared to present all 

possible options/combinations. According to Olšan (2013), the non-linearity of the 

game has two aspects: time non-linearity and non-linearity in the sense of alternative 

story lines. The non-linearity in the sense of alternative story lines is simply the 

consequence of interactive decisions and deals with the question: “What events will or 

will not happen?”. The time non-linearity, conversely, considers the order in which will 

the events happen. In such a sense, computer games differ from a classic narrative2 

where events are portrayed in a chronological order, that is, they are told in the order 

they occurred. In computer games, however, players might change the order of kernels 

(less likely to happen) as well as the order of satellites. Although satellites have the 

function of “side events” and are mostly accessible for players at any time, they might 

have time boundaries (some events are playable only on a specific level or during a 

specific act, for example).  

 

 

 

 

 

                                                             
2  A classic narrative is a linear narrative with the fundamentally linear concept. 
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5.3 NARRATIVE STRUCTURES 

 

 Based on Lindley (2005) and Slavík (2013), four different types of narrative 

structures will be introduced here. The following models, used for a better description 

of the narrative structures, might be understood either from the point of view of the 

whole game (the models then represent all the possible courses of events) or from the 

point of view of a concrete course of events, thus representing the structure of the 

kernels and satellites. There is a possibility of combining these structures, so they do not 

have to be used separately.  

 

 

5.3.1 OPEN STRUCTURE 

 

A typical feature of an open structure is a number of story elements connected 

with different, but specific physical places. Players are then able to move freely around 

as the links between the places are left open.  

 

 

 

 

 

 

 

 

 

Figure 4. Open structure. 

 

 

5.3.2 BRANCHING STRUCTURE 

 

In practice, a branching structure is usually combined with another structure, 

otherwise, if the model of this structure is strictly followed, it would lead to a countless 

number of possible outcomes.  
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Branching structure is also used in most of the games and represents the highest 

opportunity when it comes to influencing the game at the level of interactive decisions.  

 

 

 

 

 

 

 

 

 

Figure 5. Branching structure. 

 

 

5.3.3 NODE STRUCTURE 

 

A node structure represents the opposite of the branching structure. The node 

structure allows players to undertake some side events, find new information connected 

with the story, and explore the game world, thus representing a very high interactivity 

on the level of simulation. The main course of events, however, remains the same since 

every time players deviate from it, the alternative path always leads them back.  

 

 

 

 

 

  

 

 

  Figure 6. Node structure. 
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5.3.4 MODULATED/DYNAMIC LABYRINTH STRUCTURE 

 

Modulated structure “provides constellations of interactive choices” (Lindley, 

2005, p. 18). Such new sets of interactions are accessible to the player only after they 

experience specific parts of the story. 

 

 

 

 

 

 

 

Figure 7. Modulated/Dynamic labyrinth structure. 

 

In conclusion to this chapter, it is obvious that every game is an interactive 

narrative medium. Such a statement reflects the reality that games are interactive at least 

on the level of simulation and discourse. Players are then able to create their own 

“little” stories every time they play. Interactivity on the level of decisions, on the other 

hand, represents a kind of additional feature to the gameplay that players might highly 

appreciate since it gives them the possibility to immerse into the gameplay even more.  
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6 GAME ANALYSIS 

 

6.1 Diablo III: Reaper of Souls 

 

6.1.1 INTRODUCTION 

 

 Diablo III is the third instalment for the Diablo franchise, developed and 

published by Blizzard Entertainment, Inc. It is an action role-playing video game (RPG) 

released in 2012. In 2014, the first, and for now the only, expansion pack (data disk) 

Diablo III: Reaper of Souls was released as well. The data disk provides players with an 

extended story line and an additional character class (Wikipedia, 2017). There is more to 

the data disk, however, these two attributes are the most important ones.  

 

 

6.1.2 STORY 

 

 The story line of Diablo III follows the events of both, Diablo and Diablo II. It 

all begins with Deckard Cain and his niece Leah, who are investigating ancient texts in 

Tristram Cathedral. During that time, a star falling from the sky hits the cathedral. A 

crater is created and Deckard Cain disappears into it. Then the Nephalem, the player’s 

character, comes to Tristram to investigate the falling star. The Nephalem rescues Cain 

and also discovers that the fallen star is actually a person, a man who does not 

remember anything except his lost sword that broke into three pieces. Through a series 

of tasks, the Nephalem gathers all the lost pieces and it is then revealed that the person 

who fell from the sky is actually an angel, Tyrael, who decided to become a mortal in 

order to protect humanity from the forces of Hell and the arriving demon lords Belial 

and Azmodan.  

 The next journey of the Nephalem is to the city of Caldeum controlled by Belial. 

In the city, the Nephalem rescues Leah’s mother, Adria, who reveals the secret of 

stopping the demons by using the Black Soulstone, which can trap the souls of the 

seven Lords of Hell and destroy them. In order to obtain the Black Soulstone, the 

Nephalem has to resurrect Zoltun Kulle, the creator of it. Kulle reveals the place where 

the Black Soulstone is hidden but is then killed by the Nephalem because he wanted the 
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Soulstone for himself. The Nephalem then kills Belial and traps his soul into the stone. 

Leah, revealing what her true power is, has a vision about Azmodan and his army 

attacking humans. The whole group travels to the location of Azmodan where the 

Nephalem kills him and traps his soul into the Soulstone. Adria should then destroy the 

Soulstone, nevertheless, she is revealed to have betrayed all of them as a loyal servant to 

the Lord of Terror, Diablo. Leah is also discovered to be a daughter of a Dark Wanderer 

who was possessed by Diablo and conceived Adria. Adria then uses Leah’s body as a 

physical vessel for Diablo’s and all the other trapped souls in the Soulstone. Diablo is 

resurrected as the Prime Evil and begins his destruction upon High Heavens, the home 

of Angels.  

 In High Heavens Diablo tries to reach the Crystal Arch which is the source of 

power for all the Angels. In the Crystal Arch, the Nephalem kills Diablo and Tyrael 

then rejoins the High Heavens as a mortal in order to protect the connection between 

humans and angels.  

 

 

6.1.2.1 Extended story of Diablo III: Reaper of Souls 

 

  Even though Diablo was defeated, the Black Soulstone remained. To 

protect humans and angels from its dark power, Tyrael decides to hide it from the 

world. Malthael, the former archangel of Wisdom who became the angel of Death, has 

now a plan of bending the powers of the Soulstone to his will. He attacks Tyrael and 

claims the stone for himself. Task for the Nephalem is to find Malthael and kill him. 

The battle between Malthael and Nephalem is a tough one, so Malthael decides to 

consume the essence of Diablo from the Soulstone which gives him an enormous 

amount of power. Even though, he still loses the fight to the Nephalem and dies. After 

he dies, an enormous eruption of light and energy comes out of his body accompanied 

by all the souls trapped in the Soulstone. Thus, Diablo, once trapped, is free again.  

 

 

6.1.3 TIME AND SPACE DIVISION 

 

 According to Gamepedia (2012), the whole timeline of all Diablo series is a 

very scattered one. There are, however, some dates provided by Blizzard Entertainment 
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that ensure at least a small amount of time orientation. Thus, it has been deduced that 

Diablo III storyline takes place approximately in the year 1285, i.e. 20 years after the 

events of Diablo II. No further dates or signs describing the actual time in the game 

itself are given while playing it. The game is, however, divided into some type of “time 

blocks” called Acts (see fig. 9). Total number of acts in the game is five (four of them 

are in the part of the Diablo III and the last act is obtained after installing the data disk) 

and each act has its predetermined space locations. After completing all quests (tasks) in 

a current act, one has to travel to the next act in order to proceed in the story. On 

average, the game time of Diablo III is eighteen and a half hours (Howlogntobeat, 

2017) and to finish the story of the data disk Reaper of Souls takes approximately eight 

and a half hours (Howlongtobeat, 2017). Together it is around twenty-seven hours of 

playtime to defeat the game. 

 Diablo III is all set in the imaginary world called Sanctuary (see fig. 8) and 

enables players to explore many cities and their surroundings, such including forests, 

deserts, different caves, buildings, etc. As already mentioned, each act has its main 

location in which the player has to fulfil a series of quests in order to proceed. Act I 

occurs in New Tristram, a city located in an area called Khanduras. Act II is happening 

in the city of Caldeum and most of the time in the desert surrounding it. In Act III the 

action is moved to the Dreadlands and then, in the fourth Act, to the High Heavens. The 

last part of the story, Act V, takes place in Westmarch and Pandemonium. 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 8. Sanctuary. 
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6.1.4 MEANS USED FOR STORYTELLING 

   

6.1.4.1 Out-of-game storytelling 

 

 As already mentioned in chapter 4.2 “Ways of telling a story”, cut-scenes are the 

most often used tool to express a story in such a way, previously described as out-of-

game. Diablo III, with no doubt, is a game that mastered the cut-scenes part and took it 

to another level. Not only are the cut-scenes graphically designed more than well, but 

there is also a huge number of them. It might be said that there are three basic types of 

cut-scenes. The first, and most important one, appears usually at the beginning or at the 

end of each act. It introduces the story itself and gives the players suggestions of what is 

about to happen and what their next steps are. They are usually full of dialogues, so the 

audio accompanies the cinematic part, and very rich in visual effects as well. The 

second type of cut-scenes occurs only at the beginning of each act and is set in sepia 

colours. Its main purpose is to familiarize the player with their selected character as it 

might reveal who they truly are. There are no dialogues, only monologues in the first 

person, where the player’s character talks about what they are about to do, etc. The very 

last type of cut-scenes appears throughout the whole gameplay. It might be during 

particular events, before, during, or after killing a specific boss and other central 

characters. They seem to only stress and increase the importance of a given moment 

since they do not actually tell a story.  

 For each act, there is a map included in the top right corner of the screen. The 

map consists of three different maps: one displays the whole Sanctuary so that the 

player can see what is their location in the world; the second displays the city the player 

is currently in and also the surrounding locations they might travel or travelled to; and 

the last map shows a detailed position of the player in one of the surrounding locations 

in order to help them to orientate in space when they are searching for a certain place or 

person.  

 

 

6.1.4.2 In-game storytelling 

 

 The two most frequent types of in-game storytelling in Diablo III and also in its 

data disk Reaper of Souls are different types of texts and dialogues with NPCs. Types of 
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texts to be found in the game are books, scrolls, letters, journals, and ancient writings. 

The books and all the other types are audio ones, meaning that as soon as they are 

collected they are read out loud. The text sources are to be found on many different 

places like sacks and satchels lying on the ground, barrels, bookshelves, underneath 

rocks but they might also drop from different monsters or be acquired after completing 

certain events. A good thing about these sources is that they are saved to the memory so 

if the player did not hear what was said out loud, they are able to reach for the collected 

books, etc. and read them for themselves. 

 Dialogues with NPCs are crucial if the player wants to proceed in the story line 

because by means of dialogues, the player is usually required to complete a quest. 

During the dialogues, the words uttered are running on the screen at the same time so it 

is really easy to understand everything that is being said. In order to highlight the 

importance of talking to a specific NPC, there is an exclamation mark above the NPC’s 

head. Once the player clicks on the NPC the conversation begins. The players 

themselves, however, cannot influence the conversations, or the outcome of them, since 

all of them have already been set by the creators of the game.  

 

 

6.1.4.3 External materials 

 

 There are not so many external materials included in the game’s package that 

would be of a great importance. The only things mentioned are, firstly, a basic 

description of different characters players might choose from and, secondly, a short 

paragraph explaining what happened in the previous game, Diablo II. The same applies 

for the Diablo III: Reaper of Souls whose cover introduces the additional character and 

a short paragraph, again, introduces the story of the extended version.  

 

 

6.1.5 STORYLINE SCHEME 

 

 In this chapter, the main focus will be on a graphical representation of the 

Diablo III plus the data disk Diablo III: Reaper of Souls story line. According to the 

game’s time division, the scheme will bill divided into five blocks (see fig. 9), too. Each 

block represents an individual act players go through during the gameplay. The aim of 
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creating the scheme is to divide all the individual story parts into those that players have 

to experience or succeed in – kernels, and those optional ones – satellites.  

 In Diablo III, each act includes several objectives that consist of a larger number 

of quests that need to be completed in order to proceed in the main storyline of the 

game. Those objectives represent the kernels of the game’s story itself since it does not 

matter how many times players play the game, they always have to complete those 

tasks. Apart from the kernels, there are also three different types of satellites included. 

The first type, a dungeon, is typically some kind of a cave or a hidden cellar players 

might enter. Although these dungeons do not usually add any side stories, etc., one 

might find books or other types of in-game-storytelling objects, and, more importantly, 

there might be also events. Events represent the other two types of satellites in Diablo 

III storyline. The less influencing ones, called cursed chest events, also do not develop 

the story itself. When players open the cursed chest, they are given a task of killing a 

specific number of enemies in a given amount of time. If succeed, they receive a chest 

full of equipment and other objects as a reward. The last type of satellites, more 

influencing one, is a normal event (such event usually has a specific name after the task 

given) which also usually provides a little story that happened around the main one. 

Thus, if players decide to take part in those events, they usually help a particular person 

to rescue their relatives, who have been captured by enemies, and things like that. 

Players playing the game, however, might not encounter all the different satellites while 

playing because all the optional dungeons and events (those that are not the part of the 

main storyline) are generated randomly by Diablo’s game engine.  Nevertheless, for the 

game scheme, all the satellites are included. 

 For better orientation in the game scheme and for better imagination, two types 

of satellites are introduced. A small satellite that will include dungeons and cursed 

chest events, and a big satellite, including events with an additional side story.  

 The number of books and other text sources will also be included in the scheme 

to represent the part of the main storyline hidden in in-game-storytelling sources. 
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Figure 9. Diablo III – a storyline scheme. 

    

 

6.1.6 LINEARITY AND INTERACTIVITY 

 

 Diablo III is, with no doubt, a linear RPG game, at least when it comes to its 

main storyline and plot. The three-act restorative structure is clearly noticeable 

throughout the whole gameplay, beginning with the intro cut-scene, through the 

gameplay itself, and then up to the final defeat of the Prime Evil. The same applies also 

for the Diablo III: Reaper of Souls extension pack, which creates a little three-act 

restorative structure itself. The whole story is written in advance by the writers of the 
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game, therefore players cannot change or influence the course of events, the beginning, 

or even the end of the story.  

 Since a linear narrative is under discussion, it is clear that the level of interactive 

decisions does not occur. However, as it can be seen from the game’s scheme, Diablo 

III, as well as its data disk, offers a wide range of possibilities that enable very high 

interactivity at the simulation level. Knowing that Diablo III has a fixed main storyline 

players always have to get back to, enables players to take part in some side-events 

(playable only during a specific act) and to explore even more details about the story, it 

is easy to deduce that Diablo’s III narrative structure is a strict node structure.  
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6.2 Life Is Strange 

 

6.2.1 INTRODUCTION 

 

 Life Is Strange is a single-player adventure game developed by Dontnod 

Entertainment.  The game itself is divided into five episodes that were released 

throughout 2015 by Square Enix. Life Is Strange also won many awards during 2015 

and 2016. Based on the topic of this thesis, the most important awards are a winner at 

Develop Industry Excellence Awards in the category Use of Narrative; a winner at 

British Academy Games Awards in the category Story; a winner at Peabody-Facebook 

Futures of Media Awards in the category Excellence and Innovation in Digital 

Storytelling (Wikipedia, 2017). 

 

 

6.2.2 STORY 

 

 The plot of Life Is Strange begins with a vision of a young photography student 

Max Caulfield (the player’s character) in which a tornado is approaching a city. 

Suddenly, she wakes up in a photography class taught by Mark Jefferson who she 

admires a lot. Max then leaves for a restroom and is a witness to an accidental murder 

of a girl committed by her classmate Nathan Prescott. At that moment, she effortlessly 

discovers she has a power of rewinding the time and saves the girl who happens to be 

her childhood best friend, Chloe Price. Eventually, they become good friends again and 

Max reveals her abilities to Chloe as well as the vision of the tornado. However, Chloe 

is still not truly convinced of Max’s abilities and forces her to provide more evidence 

that she can actually rewind time. Kate Marsh, another classmate of Max’s, is being 

bullied since a video depicting her kissing several guys at a Vortex Club party leaked 

onto the Internet. Kate implies to Max that she was drugged and Max suspects Nathan 

did it. Despite helping Kate by talking to her multiple times, Kate commits suicide by 

jumping off the roof. Using her power, Max rewinds the time and is given the 

opportunity to convince Kate to come down. Also, there are several clues of what might 

have happened to Rachel Amber, a Chloe’s missing friend.  
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 Max and Chloe make several investigations in order to find more clues 

concerning Rachel’s disappearance. They break into the principal’s office and they also 

investigate the motorhome of Frank Bowers, a local drug dealer. In the motorhome, it is 

revealed that Rachel was Frank’s girlfriend. Max then returns to her dormitory and 

when she looks at old photos of her and Chloe, she transports back to the time at which 

the picture was taken. At that time line, Max manages to save Chloe’s father who 

tragically died in a car accident, thus, creating an alternative reality. Going back to the 

present of the new alternative reality, Max finds out that Chloe’s dad is still alive but 

also that Chloe is in a wheel chair because of a collision in a car her father bought her. 

Max is horrified and goes back in time to reverse her actions and bring Chloe’s health 

back.  

 As the girls dive deeper into the clues and investigation, they are lead to an 

abandoned Prescott’s family barn. Underneath the barn, there is a hidden bunker where 

they find photos of Rachel and Kate, tied up and drugged. Unfortunately, there is also a 

picture of Rachel buried at Chloe’s secret hideout, a junkyard. They hurry to the hideout 

and find Rachel’s grave. As a result, Max and Chloe go to a school party where they 

want to warn Victoria Chase, a next potential victim, as well as to confront Nathan. 

After they find out that Nathan is not at the party and after receiving a message from 

him saying that he is going to destroy the evidence of Rachel’s death, they hurry back to 

the junkyard. While searching for the evidence, the girls are attacked by Jefferson who 

sedates Max from behind and kills Chloe. 

 Max is then held in the bunker she discovered with Chloe underneath the barn, a 

place Jefferson used for photographing young girls. Fortunately, there is Max’s 

notebook in the bunker, so she uses one of her photos to escape. She manages to say 

everything about Jefferson to David, the head of security of the school. Max then wakes 

up into a reality where Jefferson is arrested and she is given the opportunity to go to San 

Francisco where she has one of her photos in an art gallery. At the exposition, she finds 

out having several missed calls from Chloe. She calls her back realising that she really 

did not help or change anything as the tornado is approaching the city. She decides to go 

back in time again using her photo in the art gallery. As she does so, several alternative 

realities emerge capturing her in a nightmare. At the end of it, Max and Chloe are 

standing at the beach looking at the approaching tornado. Talking to each other they 

conclude that saving Chloe at the very beginning and discovering the Max’s rewind 

power is the reason causing this tornado. Chloe steps forward and makes Max to make 
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the final decision: Sacrifice the city for Chloe or sacrifice Chloe to save the city.  

 

 

6.2.3 TIME AND SPACE DIVISION 

 

 Apart from the game being divided into five episodes, it is also known that the 

storyline of Life Is Strange begins on Monday, October 7th, 2013 (the first episode) and 

ends on Friday, October 11th, 2013 (the last episode). Each “game” day is then equal to 

one episode of the game. Such a fact is obtained mainly by means of the notes in Max’s 

journal and SMS messages received and sent while playing. Similar to Diablo III, the 

players are also able to move to the next episode only after completing the current one. 

On average, the game time of Life Is Strange is from around fourteen to around eighteen 

hours (Howlongtobeat, 2017). 

 The story of the game takes place in an imaginary city called Arcadia Bay, 

Oregon. Throughout the game players are given many opportunities to explore different 

places in the city, including the Blackwell Academy and different classrooms, the 

dormitories and rooms of many classmates, the Prescott barn, the Two Whales Diner, 

the bunker (“Dark Room”), Chloe’s house, and others. Similar rules for leaving a 

certain location as those in Diablo III are applied also in Life Is Strange. Thus, a player 

cannot, for example, leave the dormitories until they fulfil a given objective/task for this 

location.   

 

 

6.2.4 MEANS USED FOR STORYTELLING 

 

6.2.4.1 Out-of-game storytelling 

 

 Compared to Diablo III and its concept of cut-scenes, a completely different 

approach and description for cut-scenes has to be used in the case of Life Is Strange. It 

is also rather redundant to be focused on the occurrence and the number of cut-scenes as 

there are so many of them, which creates a feeling of an interactive movie. Moreover, if 

still compared to Diablo III, there is also a difference in the graphical processing of the 

cut-scenes. Whereas in Diablo III the cut-scenes are graphically distinct from the part 

where the players are actually playing, in Life Is Strange, there is no difference in 
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graphics of cut-scenes and the playing parts. This feature makes the whole process of 

telling a story more uniform, nevertheless, since the number of cut-scenes is higher and 

their length is greater, it might also negatively affect the players by making them feel 

they are watching something rather than playing.  

 Concerning a spatial orientation, there are no maps included on the screen for 

the players to help them. This fact, however, does not affect the fluency of the game as 

the player is to complete each task per relatively smaller area (room, house, junkyard, 

etc.) than in Diablo III, where the map plays an important role in the orientation and the 

game’s fluency.  

 

 

6.2.4.2 In-game storytelling 

 

 Similar to Diablo III, text sources and dialogues with NPCs are the most 

frequent types of in-game storytelling in Life Is Strange. The most important text source 

in the whole game is Max’s journal. In the journal, players can find different types of 

information connected with the story line, mainly a diary where Max describes current 

situations but also experiences from the past so that the players can read and know more 

about what is going on. Each entry in the diary also has its date (helps with a time 

orientation) and a sticker with a current objective (see fig. 10).  There are also Max’s 

descriptions of the main characters (see fig. 11) and, more importantly, players reach 

the SMS folder via the journal, where a lot of dialogues with NPCs happen, too.  

Nevertheless, it is not crucial for the players to read the whole diary whose 

primary purpose is only to provide an additional amount of information and some 

details. Apart from Max’s journal, text sources like notes, leaflets, letters, graffity, and 

many others are to be found in the game; their main purpose being the same as the one 

of the journal.  

 In Life Is Strange, there are both, optional and liable conversations with NPCs. 

The optional conversations provide players with additional information that might be of 

little or no importance and contribution, and the liable ones are needed if players want 

to proceed in the game. As well as in Diablo III, all the conversations have also their 

subtitles running on the screen, decreasing the possibility of missing any crucial 

information. The most important thing about the dialogues with NPCs is that unlike in 

Diablo III, the players are given an opportunity to decide and choose from different 
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answers given while playing the game. Using this feature, the whole principle of 

decision making and interactivity of this game is created.  

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 10. Max’s journal – the diary. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 11. Max’s journal – the characters’ descriptions.  
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6.2.4.3 External materials 

 

 Originally, Life Is Strange was released only for digital stores, thus no external 

materials were included. With the raising interest of players, however, the creators 

decided to release a limited edition of a boxed version of the game including a director’s 

commentary, a thirty-two-page artbook, plus the full Life Is Strange soundtrack (Blows, 

2015). 

 

 

6.2.5 STORYLINE SCHEME 

 

 

 Similar to Diablo III analysis, this chapter is also focused on a graphical 

representation of Life Is Strange and on the division between kernels and satellites of its 

storyline. As there are five episodes of the game, the scheme will be divided into five 

blocks, too (see fig. 13). 

In Life Is Strange, the players are given objectives to complete (see chapter 

6.2.4.2 In-game storytelling), however, if compared to those in Diablo III, they would 

be better described as quests. Those quests then lead the players to the kernels of the 

story, which are, in the case of Life Is Strange, in the form of important decisions. 

Again, no matter how many times players play the game, the decisions always have to 

be made. Depending on what decisions the players make, the story, based on its nature, 

alters in its future as well as past. Like kernels, also satellites are present in the form of 

decisions. Despite having the same form, satellites do not alter the main story line (only 

minor changes appear in the game) and are also optional depending on whether players 

encounter them or not. If players encounter a kernel or a satellite, a butterfly appears on 

the screen, letting them know that this action will have consequences. At the end of 

each episode, there is a list of choices (both concerning the kernels and satellites) the 

player made and also an overall percentage of all the worldwide players’ choices (see 

fig. 12). 
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Figure 12. Choices overview. 

  

The impact of all the mentioned decisions might have many forms, starting from 

the less influential ones (usually the satellites’ choices) like depending on whether the 

player decides to water Max’s plant, the plant will either live or not, up to those more 

influencing ones (the kernels’ choices) where one of the player’s choices in the first 

episode decides whether Victoria will be also taken into the Dark Room or not. 

Unfortunately, despite their impact throughout the game, none of these decisions 

changes or alters the final scene. No matter what choices the players made, they will 

always have to do the same final choice that has only two predetermined endings for all 

the players.  

 Based on the nature of the cut-scenes appearing in Life Is Strange, only the 

introductory and ending cut-scenes will be included in the scheme. Text sources will not 

be included in the scheme as they do not have such an impact on the story (apart from 

the journal that is, however, available for the player at all times) as those in Diablo III 

do.  
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Figure 13. Life Is Strange – a storyline scheme. 

 

 

6.2.6 LINEARITY AND INTERACTIVITY 

 

 Unlike Diablo III, Life Is Strange is clearly one of the innovative interactive 

games of the 21st century. There are many interactive moments in the game through 

which players can alter with the main storyline and decide about the ending of the story 

itself. It is obvious that players have an opportunity to experience a certain level of 

interactive decisions as well as interactivity at the level of simulation. However, since it 

is known that Life Is Strange would be described rather as an interactive movie and thus 

shortening the actual playtime, it creates a feeling that the level of interactive decisions 

prevails as it has a bigger impact on the players.  

 When it comes to the decision concerning what type of narrative structure Life Is 

Strange has, it is more complicated than in the case of Diablo III. Taking into 
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consideration that both kernels and satellites provide alternations of the story even 

though players still have to encounter the same number of kernels in each episode, its 

narrative structure would be closest to the description of the modulated/dynamic 

labyrinth structure. However, such a structure does not have a feature that would 

provide players with different outcomes of those kernels – a feature typical of the 

branching structure. Consequently, the narrative structure of Life Is Strange would be 

most efficiently described as the one combining branching and modulated/dynamic 

labyrinth structure, the one allowing players to create different outcomes/endings of 

kernels while still keeping the order and number of them. This combination of 

structures makes players feel more immersed while keeping the game structured and in 

its predetermined way.  
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7 CONCLUSION 

 

 The purpose of this Bachelor’s thesis was to give a theoretical overview (based 

on literary research) of the narrative in computer games and to introduce and explain the 

narrative terminology, which served as the basis for the analysis of the selected games 

in the practical part.   

 The first two chapters dealt with different game genres that are available for the 

players. They emphasised the fact that it is not important to know the rules of the game 

in order to play it since the nature of computer games is different from the one players 

might be familiar with from the real world or from the board games.  

The next chapters introduced and explained the most important starting points 

for the practical part – the analysis. These points included the basic description of the 

narrative as a part of a computer game that consists of two main components: the story 

and the discourse. Since the discourse, in its nature, is mainly an interactive part of a 

game, the focus was predominantly on the story. Considering the story of the games, not 

only the definition of the terms kernels and satellites, as events of a specific story that 

have their specific function, was given, but also the basic means used for storytelling in 

computer games were summarized. In addition, the linearity and interactivity of the 

story played an important part, mainly because the occurrence of interactivity influences 

the whole plot of the story and the course of events. Finally, four different narrative 

structures were listed. 

In view of the analysis of the selected computer games in the practical part of the 

thesis, it is to be said that all the aims set in the beginning were met successfully. The 

analyses themselves were based on an actual experience while playing the selected 

games. This experience, supported by the knowledge obtained from the theoretical part 

of this thesis, helped to determine the storytelling means and to create a storyline 

scheme depicting, inter alia, the kernels and satellites of the games’ stories. Those 

properties then contributed to the decision dealing with not only the degree of linearity 

or interactivity and the narrative structure of the games, but also with the comparison of 

the analysed games.  

 This Bachelor’s thesis might also serve as a starting point for further research 

and analyses, such as determining the common features (storytelling means, narrative 

structures, interactivity/linearity) of different genres of games. 
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