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a b s t r a c t

The article proposes a multimodal discourse semantics approach to the analysis of video
game tutorials that provides a discourse pragmatic analysis of the game canvases in these
tutorials. The study mainly builds on linguistic approaches to formal dynamic discourse
semantics that have already been successfully applied to other multimodal artefacts. The
article will showcase the application of the resulting ‘logic of multimodal discourse
interpretation’ to two specific cases of video game tutorials. This will outline particular
discourse relations holding between events and segments in the tutorials as distinctive
features of this video game genre and show the discursive patterns of these instructions.
� 2021 The Author(s). Published by Elsevier Ltd. This is an open access article under the CC

BY license (http://creativecommons.org/licenses/by/4.0/).
1. Introduction

The study of video games has experienced a trend towards engaging digital games as multimodal discourse [e.g., Aarseth,
2014b; Ensslin, 2012; Ensslin and Balteiro, 2019; Gee, 2014; Popovi�c and Stamenkovi�c, 2019; Stamenkovi�c et al., 2017], and the
attempts to describe interactive audio-visual gameplay by drawing on our understanding of linguistic discourse are still
increasing. Even publications that are not devoted to multimodality acknowledge the fact that the discourse of video games is
shaped by several aspects, including language, design and play [see Paul, 2012]. The idea that not only the verbal interaction
between players in games (in general), but instead all parts of the audio-visual (and sometimes haptic) material fulfil commu-
nicative purposes similar to verbal discourse is todaymainly contextualized in the realm of visual andmultimodal studies. These
examine how different expressive resources combine for communication, involving language, static or moving images, sound,
music, haptic elements, and more. The expanding body of multimodal research has analysed diverse media artefacts, perfor-
mances, and interactions, including film (Bateman and Schmidt, 2012;Wildfeuer, 2014), comics and graphic narratives (Bateman
andWildfeuer, 2014b;Wildfeuer, 2019), sometimes in interactionwithvideo games (Ng, 2020), experimental literature (Gibbons,
2011), digital technologies (Jewitt, 2013), interactions (Norris, 2004), as well as movement in space (McMurtrie, 2016).

Among these, approaches that are fully oriented towards video games have, in most cases, arisen relatively recently, i.e., at
the end of the last decade. The multimodal analysis of video games then deals with the question of how different semiotic
resources that are used for the design of the interface and the game itself construct meaning in their intersemiotic interplay.
The focus of description is not only on verbal elements such as text inserts, a voice-over or the verbal interaction between
players during the game, but also on all elements that are, as expressive forms, contributing in one way or another to the
.
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meaning construction. These would include moving images or scenes that construct a setting and feature characters, but also
certain colours or sounds, music, visual effects and animations, interactive elements to navigate the game, etc. They all take on
certain roles and function in the complex interplay of these elements. A multimodal analysis aims at identifying these
different roles and functions and at examining how they guide and influence the interpretation and experience of the game
(Wildfeuer and Stamenkovi�c, 2020).

One important first attempt to apply a multimodal approach to video games can be found in David Machin and Theo van
Leeuwen’s Global Media Discourse: A Critical Introduction [Machin and Van Leeuwen, 2007: 74–104]. In 2009, Kevin Leander and
Lalitha Vasudevananalyse, in a contribution onmultimodality and ‘mobile culture’, the online game StarWars Galaxies (LucasArts
and Sony Online Entertainment, 2003) Ivarsson et al. (2009), take a closer look at interactions in interactive games. Astrid Ensslin
devotedoneof thechapters ofThe LanguageofGaming to gamingandmultimodality [Ensslin, 2012:117–141].Mostof theseearlier
approaches to video games drewon social semiotics andmultimodal discourse analysis (MDA), and this line of research has been
active in previous years [e.g., Pérez-Latorre et al., 2017; Pérez-Latorre and Oliva, 2019]. There have also been approaches starting
from amore general semiotic perspective, but also dealingwith issues related to society [see, e.g., Hawreliak and Lemieux, 2020].
On the other hand, scholars belonging to themovement of ludo-hermeneutics oppose the idea that video games can be a channel
for conveying ideologies [see Aarseth, 2014a]. Video games have often been the subject of smaller analyses or overview pre-
sentations [see alsoMasso, 2009] andmost of the present studies in thefield of empiricalmultimodal analysis of video games are
based on small corpora [e.g., Stamenkovi�c and Wildfeuer, 2021; Stamenkovi�c, 2022]. Extensive disputes are scarce and first
monographshaveemerged recently [see, e.g., Toh, 2018;Hawreliak, 2018]. Fromtheperspective of videogamestudies, therehave
also been calls that video game scholarship has to go further outside their usual circles and set towards other disciplines [see
Bogost, 2015]; the present approach is one possible way of extending video game research.

The present paper joins these ranks by proposing an initial model of multimodal discourse pragmatics that accounts for
the specifics of information communicated in and through video games – and in particular a specific text type within these
games, i.e., tutorials. By providing a framework for the analysis of both meaning-making units as well as the inferential steps
needed to understand and interpret these units, we aim to analyse the initial stage of communication between a video game
and the players and to show how the latter are taught to play the game. Our approach is first and foremost fundamentally
semantic and tackles the important and foundational aspect of comprehending multimodal artefacts, i.e., what recipients, or
players, understand in their interpretation and processing of the video games. The analysis we provide in the following is a
reconstruction of this interpretation process from a model-theoretical perspective by us as analysts on the basis of semantic
and pragmatic frameworks; we do not take into account empirical data (such as demographic information, for example). By
focusing on two example analyses of tutorial segments in the games GTA V and Batman: Arkham Knight and by providing a
very fine-grained analysis of these segments, we offer a case study of initially testing our methodological approach.

This methodological approach is particularly based on linguistically-motivated formal accounts to discourse structure that
examine the dynamically unfolding of a narrative storyline or argumentative structure – and, as we assume, are equally
capable to describe the dynamic processes of the gameplay. Analysing these structures with regard to the inferences that are
drawn by recipients/players in the interpretation process has already proven to be fruitful for the analysis of othermultimodal
phenomena, such as films (Bateman and Schmidt, 2012; Wildfeuer, 2014) and comics and graphic narratives (Bateman and
Wildfeuer, 2014b; Wildfeuer, 2019). The approach follows the long-lasting tradition of considering (audio-)visual artefacts ‘as
language’, as discussed for film already in the 1960s and 1970s [see, e.g., Metz, 1964, 1974] and still being explored for comics
and graphic novels [see, e.g., Bateman and Wildfeuer, 2014b; Cohn, 2013, 2018; Miodrag, 2013], for example. As we have
highlighted several times before [see, e.g., Bateman and Wildfeuer, 2014a, 2014b], the direct application or even equation of
linguistic units (such as morphological or syntactical units) with visual or audio-visual units is not feasible and only invokes
inappropriate levels of abstraction. At the same time, we have successfully proven that
“significant similarities between verbal and visual communicative artefacts can be located at themore abstract levels of
discourse. It is then only at these higher levels of abstraction that insights from linguistic models can be beneficially
applied” [Bateman and Wildfeuer, 2014b: 181].
In this paper, we will continue to show this application by testing the transferability and applicability of the discourse
analytical approaches we have been developing in the last couple of years to video games in general and video game tutorials
in particular. For this, wewill first introduce the particular discourse analytical framework of the logic of multimodal discourse
interpretation in Section 2 and explain how it can be used to analyse processes of meaning construction in the dynamic
unfolding of a video game. After a short overview of our example artefacts from video tutorials and their main tasks in video
games in Section 3, we will then analyse the beginning sequences of the two different video games in Section 4. Finally, we
will shortly discuss the findings of this analysis and give an outlook for future studies with this framework in Section 5.

2. Multimodal discourse interpretation in video games

The framework we use to analyse video games and their multimodal meaning construction is developed further from the
logic of multimodal discourse interpretation, which has been provided in several approaches to the analysis of multimodal
artefacts [cf., e.g., Bateman and Wildfeuer, 2014b; Wildfeuer, 2014; Wildfeuer, 2019; Wildfeuer et al., 2015]. This framework
builds on substantial achievements in formal discourse analysis [see Asher and Lascarides, 2003; Hobbs, 1990; Kamp and
Reyle, 1993] that again refer to several distinct logics to make visible the inferential work of the recipient to analyse verbal
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and non-verbal discourses. The main aim of formal discourse semantics in particular is to formally realize the processes of
inferring and to specify the interpretation of discourses on the basis of several logics. This inferential model of communication
enables the qualitative reconstruction of the interpretation by hypothesizing about the recipients’ inferences in their
perception and experience, but without taking actual user data into account.1 The importance and applicability of such a
logics-based approach to formally model multimodal discourse has been shown to a different extent over the last two de-
cades, including applications to gesture (Lascarides and Stone, 2009) and emojis (Grosz et al., 2021). All these accounts,
including our own, aim at a detailed description of the semantics of multimodal artefacts or performances, either by providing
a formal representation of specific units and their semiotic modes or by analysing the (mostly dynamic) discourse structure in
which they are embedded or which they construct.

In comparison to the multimodal phenomena that have so far been approached from this perspective, video games have
yet another degree of specificity that is crucial for our approach here. Namely, although, similar to some films, they aim at
creating increasingly coherent worlds of fiction, this fiction is frequently hard to predict and control, as it can be incoherent,
ambiguous and optional [see Juul, 2002]. This is one of the reasons why we decided to start with the tutorial segments of
narrative video games – in these, the level of predictability seems to be slightly higher.

In order to analyse both the interplay of the semiotic modes and elements as well as their coherence and structure in these
tutorial segments, our framework operates on both these levels of multimodal comprehension [see also Bucher, 2011]: first,
the level of identification and arrangement of the meaning-making entities and, second, the level of coherence and structure.
These two levels of interpretation are included in the logic of multimodal discourse interpretation with the help of two
separate logics [cf. Bateman and Wildfeuer, 2014b; Wildfeuer, 2014]. We will describe both levels and logics in further detail
in the following subsections.
2.1. Analysing semantics: the logic of information content

On the first level of our framework, on the level of the so-called logic of information content, logical forms of the discourse
are constructed. These logical forms describe the semantic content of the interacting modalities by displaying the various
events (e.g., of a film’s diegesis or comic’s narrative) and analysing the semiotic resources at play in terms of their intersemiosis
that accounts for the diverse meanings to be identified by the recipient [see O’Halloran et al., 2013; Royce, 2007; Unsworth,
2007; Wildfeuer, 2012].

As we have argued in several of our previous works [see, e.g., Bateman and Wildfeuer, 2014b; Stamenkovi�c et al., 2017;
Wildfeuer, 2014, 2017], this identification is always a process of abductive and defeasible reasoning about the best inter-
pretation. The notion of abduction as introduced by Peirce as a basic logical process [cf. Peirce, 1931–1958;Wirth, 2000] helps
in finding hypotheses and at the same time proving and verifying these hypotheses on the basis of certain logical principles.
An important factor is also the recipient’s assumed cognitive capacity and their ability to logically combine the information
available in the discourse with further sources of information. As a result of this identification and combination process, the
logical forms give details of the reconstruction of this reasoning process and identify the necessary units and referents
involved. We provide a first example of such a logical form for video game discourse in Fig. 1 whose formal details we explain
further below.
Fig. 1. Example of a logical form described for the first GTA V scene and the narrative event happening in this scene.

1 This also means that no demographic data or information about the players’ culture, social context, or their experience in playing games are taken into
consideration. In this way, our theoretical approach does not account for individual interpretations by players.
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As described in further detail in Wildfeuer (2014, 2019), the logic of information content provides a formal language for
analytically constructing a semantic representation of a film’s event or a comics’ panel – and, as we now assume, also a video
game’s sequence – in logical forms. These logical forms thus display an abstract formulation of what is happening or shown on
a comic page or in a film or video game sequence. They describe the various entities occurring in these extracts and the
dependencies and conditions holding between them. Their formal style is initially based on the discourse representation
structures that Hans Kamp and Uwe Reyle (1993) introduced for verbal discourse in their Discourse Representation Theory
(DRT) and extensions of this notation in so-called segmented discourse representation structures as developed by Nicholas
Asher and Alex Lascarides (2003). Further details of descriptions and categories used within multimodal analysis (such as, for
example, the identification of represented participants according to Kress and van Leeuwen, 2006) have been added. Building
on their formal depictions, the representation of the logical forms as developed within the logic of multimodal discourse
interpretation allows for a precise description and specification of all elements involved in the meaning-making process and
thus leads to a reconstruction of the semantics of the respective units.

The box given in Fig.1 displays an abstract formulation of what is happening in the first few seconds of the game GTAV. The
first line of the box gives the inferred eventuality, the ‘verbalization’ of the content that is identified in the scene. This
eventuality is the minimal semantic unit of description for the reconstruction process and is described as epn . It represents a
hypothesis of the recipient’s inference process in making sense of all the audio-visual and verbal resources combined in a
multimodal artefact. This might generally be a narrative event depicted, the description of a state or significant object, or the
instruction to proceed with a specific task. Following Zacks et al. (2007), the delineation and segmentation of these even-
tualities and the narrative or instructive events are based on associations of “segment[s] of time at a given location that [are]
conceived by an observer to have a beginning and an end” [Zacks et al., 2007: 273].2 More details of how to build these
eventualities with the help of event segmentation in film, for example, or on the basis of more static units such as panels are
given in Wildfeuer (2014, 2019). We assume that similar processes such as the segmentation of several narrative events in a
video game sequence or the transition from one setting to another setting with filmic cuts or other camera techniques will
lead to the inference of a certain eventuality in video game sequence. Therefore, we take the eventuality and its represen-
tation in a logical form as the starting point for every examination of a video game scene that aims at describing the
multimodal composition of all activities and processes in this scene.

This multimodal composition is more clearly described in the various other lines of the box which list elements identified
and inferred from the different contributions of the semiotic resources. Each of these resources is listed according to their
visual [v], auditory [a] or verbal-textual [t] characteristics and labeled with a variable in parentheses in order to better identify
and compare the units. Again, the recipient’s assumedworld knowledge comes into play here, allowing to identify units in the
game as representations of characters or screens or controllers as part of the games mechanics. All these resources contribute
to the meaning-making process as so-called discourse referents. As an extension to the descriptions in Wildfeuer (2014) for
film and in Bateman andWildfeuer (2014b) for comic, the particular logic of information content has been further developed
inWildfeuer (2019) with different additional categories such as the SETTING and TECHNICAL FEATURES. Descriptions for these features
use terminology from film and game studies to describe details of the moving images or instruction notes and allow a more
fine-grained characterisation of the different semiotic elements that play a role for the meaning-making process. In the
example logical form above, we describe the specific details of the camera perspective(s) from which the (in this case)
narrative scene is filmed. In general, these featuresmight have very different meaning potentials, and we assume that most of
the diverse functions and details of the video game interface will be described in this part of the box.

The final line of the box and thus the semantic representation makes explicit which referents and features are actual
sources of evidence for the interpretation of the eventuality. In the example form, it is simply the discourse referents labeled
with a and d that allow for the inference of threaten. The logical operator in this line, rw, indicates that this inference is a
defeasible consequence relation drawn on the basis of the recipient’s world knowledge. Again, details of this inference
process and the underlying logical framework are given in Wildfeuer (2014), Bateman and Wildfeuer (2014b), Wildfeuer
(2019). Most of this work is resulting from an extension of the SDRT framework and its notations to the multimodal
context, which is why the boxes are diverging from thewell-knownDRT representations used for verbal language. This means
that whereas in the case of language, it is compositional semantics derived for clauses that provides the content of such boxed
discourse structure representations, in the case of the audio-visual material we derive a similarly structured representation
on the basis of what is being attended to visually and auditorily. For further detail see the discussion in Bateman and
Wildfeuer (2014b). The final line thus makes visible how recipients would normally interpret the combination of all semi-
otic resources: as an event in which the player and several other characters threaten a fourth character (which might be
identified as female).

In the first step of our analysis in Section 4, we will build logical forms of the semiotic entities at work in order to describe
the semantics of the game scene in more detail. As shown in the example logical form, we will on the one hand focus on
narrative events and eventualities that construct the game’s story and unfolding narrative. These eventualities will mostly be
built on the characters and objects in the scene, the setting, and some typical technical features such as camera perspectives,
2 These associations can be found due to “a number of physical, visual and auditory cues that are not available from narrative language, including
quantitative information about the movement of actors, objects, changes in object contact relations, facial expressions, and environmental sounds” [Zacks
et al., 2009: 318].
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animations, etc. which will in many cases be very similar to filmic techniques. In addition, we will describe more instructive
eventualities which focus on the instructional and interactive elements of a scene. These will then contain important in-
formation about how to play the game or how to process specific steps – details that are only partially connected to the
narrative.

We shall note here that the description of what we find in the analysed materiality will sometimes contain both parts of
the gameworld and elements that do not belong to the gameworld (instructions and information imposed onto the game-
world). We by no means claim that these non-gameworld elements are incorporated into the gameworld, but we include
them in the logical forms as they communicate important information towards the player and they represent part of the
semantics of the game scenes. We consider them part of the communicative situation, which is why they need to be
described.
2.2. Analysing discourse structure: the glue logic

On the second level of our framework, on the level of coherence and structure, the logical forms constructed out of the
semiotic entities are related to each other in order to form a coherent discourse structure. By constructing discourse relations
between the eventualities that follow each other in the linear order of watching a film, reading a comic, or playing a game,
dynamically unfolding discourse structures are built that are in most of our analyses so far narrative (as in narrative feature
films and comics and graphic novels). On the basis of the original framework provided for verbal narrative and exploratory
discourses [cf. Asher and Lascarides, 2003], its fruitful applications to many different non-verbal discourses (see above), and
some exploratory work on argumentative structures (as non-narrative structures) [cf. Wildfeuer, 2017; Wildfeuer and
Pollaroli, 2018a, 2018b], we assume, however, that it is likewise possible to describe instructive structures that are typically
used in video games and especially in video game tutorials. With this, we aim at reconstructing the recipients’ inferential
reasoning about the coherence and connectedness of segments of the game.

For the detailed reconstruction of these structures, the second logic, the so-called glue logic for gluing together the
discourse segments [cf. Asher and Lascarides, 2003: 185], provides a set of discourse relations with detailed definitions for
these relations and the conditions that have to be fulfilled within the context in order to interpret these relations. Among
these conditions, there are meaning postulates which are hard constraints that need to be met from context knowledge for a
discourse relation to obtain. They follow the general form 4R(a,b) 0 conditions(a, b), which expresses the monotonic and thus
non-abductive logic of information content [Asher and Lascarides, 2003: 159]. On the left side of this rule, it says that a
particular discourse relation R is added to the current discourse structure between the segments labeled a and b. If this
relation holds, the conditions on the righthand side are needed to follow by regular, non-defeasible material implication [cf.
Bateman and Wildfeuer, 2014b]. A second condition is expressed in the respective default axiom for each relation, which
specifies which discourse relations may apply given specified properties of the discourse elements being related. The default
axiom follows the schema (?(a, b, l) ^ someprinciples) > R(a, b, l) where ?(a, b, l) indicates an underspecified discourse
relation holding between segments a and b in the context of the discourse structure labeled l. R is the specified abduced
discourse relation and > is a defeasible implication, which can typically be read as “if .then normally.”. some principles
represents the conditions that have to hold in order to give evidence for the relation. This rule is thus abductive because the
identification of a discourse relation can always be overridden if more information becomes available.

On the basis of the set of film discourse relations defined by Wildfeuer (2014) and the one for comics and graphic nar-
ratives by Bateman and Wildfeuer (2014b), we provide an initial set of video game discourse relations and their corre-
sponding formal definitions in terms of meaning postulates and default axioms in Table 1. Wewill explain the details of these
rules and conditions as necessary in our analyses below.
Table 1
The initial set of video game discourse relations withmeaning postulates and default axioms for each relation.

Relation Meaning Postulate (4R(a,b) 0 conditions(a, b))
Default Axiom ((?(a, b, l) ^ some principles) > R(a, b, l))

Narration 4Narration(a,b) 0 overlap(prestate(eb), poststate(ea))
(?(a, b, l) ^ occasion(a, b)) > Narration(a, b, l)

Elaboration 4Elaboration(a,b) 0 contains (ea, eb)
(?(a, b, l) ^ specificationD(b, a)) > Elaboration(a, b, l)

Explanation 4Explanation(a,b) 0 before(ea, eb)
(?(a, b, l) ^ causeD(b, a)) > Explanation(a, b, l)

Result 4Result(a,b) 0 after(ea, eb)
4Result(a,b) 0 cause(ea, eb)

Background 4Background(a,b) 0 overlap(eb, ea)
(?(a, b, l) ^ circumstantial information) > Background(a, b, l)

Parallel 4Parallel(a,b) 0,(Ka w Kb)
(?(a, b, l) ^ semantic similarity(a, b)) > Parallel(a, b, l)

Contrast 4Contrast(a,b) 0,(Ka w Kb)
?ða;b;lÞ^semantic dissimilarityða; bÞÞ > Contrastða;b;lÞ
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With this set, we do not particularly distinguish between narrative and instructive relations. Instead, we assume that most
of these relations can be used to construct different discourse structures and that it is rather the specific combination of
several of these relations that then identifies the particular type of structure. It can be hypothesized, for example, that
instructive structures more often contain causal relations such as an Explanation for certain processes or describe a Back-
ground to certain details of the gameworld. We will demonstrate the identification of these relations in the example extracts
in Section 4, but the set needs to be subsequently investigated empirically with a larger amount of data which will then also
allow to say more about the specific arrangement of narrative and instructive structures.

Reasoning about discourse relations is again a matter of defeasible reasoning in order to construct maximally coherent
discourse structures. The process of discourse update, i.e., constructing the final discourse structure of the text, is therefore
accompanied by the so-called Principle of Maximise Discourse Coherence [MDC, Asher and Lascarides, 2003], which binds
together the discourse segments by finding the most preferable structure. Consequently, a pragmatically preferred
discourse structure contains those relations that can be interpreted within the discourse because of the clear meaning
postulates and default axioms that are available for each relation and which operate within a simple and counterbalanced
interpretation.

Within this interpretation, a particular relation is usually more preferred than another relation because of the actual
content and the information available for the recipient in the particular moment of the game, i.e., that content and in-
formation that is analytically reconstructed in the first step of our analysis.3 The inference of the preferred relation then
realises the best update of the structure in that it displays its coherence with the relation chosen as the most preferred one
that maximises the coherence of the overall structure. We will explain the process of discourse update in further detail in
our analyses below.

3. Data: video game tutorials and instructions

In our analysis, we focus on video game tutorials or instructional beginnings, which represent the initial stage of
communication between a video game and a player in a majority of video games. During this stage, the game introduces the
player to the gameplay (and sometimes the story), which will include teaching them the rules and mechanics, as well as the
main commands, controller or pointer movements and basic actions. These instructions arewritten or spoken (or both), given
as a voice-over or by a real teaching figure in the game. In games that have a narrative, they are given along with, i.e., parallel
to, the initial stages of the narrative (in medias res), whichmeans that they are integrated into the game itself and as suchmore
implicit. Examples of such games belong to theMetal Gear Solid series, the Assassin’s Creed series, most of the Fallout series, or
the Grand Theft Auto series.

There are also video games in which tutorials are more explicit – they represent a separate part of the game, they are
done in a small training-oriented gameworld and sometimes they are even optional. Examples of games with separate
tutorials include Cuphead, Mortal Kombat X and a range of strategy and management games. Sometimes they are given
as a prologue to the main story (e.g., NieR: Automata, Hitman 2 or Fallout 3). Verbal instructional components are
frequently combined with interaction cues, with the use of graphic design and employment of natural cues from the
gameworld. There are also video games in which instructions that are expected to be found in the beginning tend to be
extended until the end of the game – a good recent example is Grand Theft Auto V (Rockstar North, 2013, see
Stamenkovi�c and Wildfeuer, 2021). In the game, the player is provided with instructions which pertain to the inter-
action with the gameworld and with the controller, which is likely a result of the fact that the game keeps introducing
new features until the end.

Tutorials are meant to provide an interactive learning experience and this is their main function regardless of their
position in the game. If they are placed outside the main storyline, players usually feel that the tutorial level is not part
of the real game and tend to skip it. This is why many games are trying to camouflage it within the gameworld [Rouse,
2005, p. 129]. More and more games are avoiding complex textual instructions, as learning by doing is more efficient
than learning by reading any tutorial text. According to Hodent [Hodent, 2018, p. 40], when one acts in the game and
accomplishes a task, it requires a deeper level of processing in the working memory. On the other hand, pressing a
button to acknowledge reading a tutorial text does not require a deep level of processing, and is thus not as effective.
Hodent [Hodent, 2018, p. 48] adds that in developing tutorials, i.e., determining “the onboarding plan”, game makers
have to think about these instructional elements as very important, as learning how to play a game is a substantial part
of the playing experience.

Along with being substantial, tutorials can provide a fertile ground for analysing discourse structures, as they potentially
encompass rich communicative situations, given the fact that games usually have awell-defined and directed agenda of what
needs to be delivered to the player in the process of training. This is why we chose them as the starting point in our analysis –
they are likely to reveal complexities that might not be visible later in the game. A drawback of this focus is the fact that
tutorials usually entail a lower level of interactivity than the rest of the game due to their relatively high density of instructive
information that needs to be processed by the players.
3 This reconstruction might then also include information about preceding events or the story as a whole. However, it usually does not include – on this
level of analysis – more individual expectations or anticipations by recipients that are not given in the material itself.
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4. Analysis

The focus of our analysis at this stage is on video games that have similarities with artefacts that have been analysed using
the approach presented above, and having in mind that the original framework aimed at analysing verbal discourse and
narrative and exploratory texts. We have thus chosen Grand Theft Auto V and Batman: Arkham Knight (Rocksteady Studios,
2015) as video games that are narrative and filmic, partly scripted, and which have cutscenes. In both video games, the
tutorial appears as integrated in the main game and the initial instructions start appearing shortly after the very beginning of
the game. They are presented in stages, and in regard to what is needed at particular moments in each game. We are aware
that analysing other, less filmic games would yield results that are potentially quite different from those wewill present here,
and at the same time quite different from analysing films or comics.

In the coding procedure, the authors initially collectedmaterial from both the PC and the Playstation version of Grand Theft
Auto V and Batman: Arkham Knight as well as YouTube recordings of both and produced screenshots of the scenes to be
analysed in further detail. In a second step, they manually coded the events for both games (using a LaTeX document) on the
basis of a template for the logical form as provided inWildfeuer (2019) and given in Fig. 2. The construction and coding of the
discursive structure of events happened on the basis of the YouTube recordings, as the process requiredmoving backward and
forward several times. At the same time, using the same recording allowed for stability and consistency for both coders. Every
author processed this step independently by constructing logical forms and producing graphical representations in LATEX.
While Author 1 is used to work with this framework for quite some time now, Author 2 learned most of the coding steps for
this project. In the final step, therefore, the authors compared each other’s interpretations of various elements of events and
their relations, agreed on the final forms and structures to be used, and resolved all outstanding issues in discussion. Most of
these were minor disagreements in how to exactly describe the eventuality or which technical features to add to the boxes.
Fig. 2. The logical forms for the first two narrative events/eventualities in the extract from GTA V as well as the subordinated instructive eventuality ðep2a Þ;
notation style adapted from Wildfeuer (2014, 2019).
4.1. Analysis: GTA V

As a first example, we take the opening scenes from the game GTAV, i.e., the game’s prologue scenes, and analyse both the
logical forms of multimodal meaning-making as well as the unfolding discourse structure of these scenes. For our analysis, we
played the game and thenworked with one of the recordings of the game that is available on YouTube, more particularly the
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Singleplayer Walkthrough by TmarTn, https://www.youtube.com/watch?v¼TOxuNbXrO28&abj_channel¼TmarTn, starting
at 00:00:27 of the video (after an initial introduction by the player). Table 2 gives a rough transcription of the first six minutes,
showing the main events and actions and featuring some notes on narrative elements or the setting, instructive elements, as
well as interactive elements.
Table 2
Transcription of the first 6 min of the game recording of GTA V.

# shot narrative elements instructive elements interactive elements

1. insert:
spatiotemporal information

// //

2. robbery scene:
characters & setting

// //

3. robbery scene:
characters & setting

radar/map indicating positions of characters;
instruction note(s): “The radar shows your position
within the world”

//

4. robbery scene:
characters & setting

radar/map;
instruction note(s): “Press X to bring up the phone”

phone in right corner

5. robbery scene:
characters & setting

// //

6. robbery scene (with filter):
characters & setting

radar/map;
instruction note: “.Use R to select a character, then
release X to switch”

character switch menu

7. shooting scene (in snow):
characters & setting; insert in
right corner

radar/map (with filter);
instruction: “Hold LT to aim at enemies while in
cover, then shoot with RT”

ammunition information, stars
indicating police interest

8. driving scene:
characters & setting

// //
The transcription of the prologue makes visible that besides the various narrative elements, there are also many
important elements that are rather of instructive character or lead to a specific interaction with the game’s interface. For
example, instruction notes are usually shown in the top left corner of the screen and inform or instruct the player in
written text which keys to use and what to do next (see row 3). In row 4 of the table, a phone is shown which plays a
crucial role for the unfolding of the narrative, since its use causes the explosion of the strong room and the possibility to

https://www.youtube.com/watch?v=TOxuNbXrO28%26ab%7C_channel=TmarTn
https://www.youtube.com/watch?v=TOxuNbXrO28%26ab%7C_channel=TmarTn
https://www.youtube.com/watch?v=TOxuNbXrO28%26ab%7C_channel=TmarTn
https://www.youtube.com/watch?v=TOxuNbXrO28%26ab%7C_channel=TmarTn
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steal the money from there. The phone thus explicitly displays an interactive feature that requests the player’s action to
which the game reacts.

In general, we can identify several main events of a story, such as the robbery scene inside the building and a shooting
scene in the snow, outside the building, which is ended by a driving scene that later on mainly shows the player and char-
acters inside a car. These events clearly form a narrative structure that tells the dynamically evolving story in a very film-like
atmosphere.

Several other instructive or interactive elements that appear in the prologue are added to these narrative events. For
example, a map or radar is inserted which shows, as an additional instruction note explains, where in the gameworld the
characters and player(s) are. Written details such as the information about the ammunition or instructions in the scheme of
“Press X to do Y” do not immediately add to the narrative event, but rather present information about the interface or specific
game processes on another description level. Some of these instructive elements are related to each other and work together
in their sequential order; others are completely independent, but might be related to details in the gameworld.

4.1.1. GTA V: building logical forms
By first describing the logical forms resulting from these initial descriptions, we are able to formalize the details of the

information content of this scene. Fig. 2 therefore presents the result of defeasibly reasoning about this information content
and building discourse representations of what is shown and given in the first part of the scene. The eventualities each
represent the events displayed in each row of Table 2. With this, we focus on the main events and the accompanying
Fig. 3. The logical forms for the next three narrative events and their subordinated instructive eventualities in the scene from GTA V.
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important instructions to keep the game running. It would in fact be possible to describe even more and smaller events such
as ‘run through the building’ or ‘open the door of the car’. We forego this description in order to zoom in on the main in-
structions that guide the player through the game.

The first eventuality, ep1 ¼ threaten, as well as the second one, ep2 ¼ command are narrative eventualities that form the
beginning of an unfolding storyline in the game in which the player as well as several other characters are involved in a
robbery that can be constructed out of events such as threatening or commanding the characters in the building. As becomes
visible in each second row of the two boxes, all characters, objects as well as the (most important) voice tracks are listed. The
last line of the box then gives details about which of these specific discourse referents lead to the inference of the respective
eventuality. In ep1 , it is the player (a) who threatens one other character (d); in ep2 , it is the player (a) who commands another
character (i) to open the door.

This second eventuality is accompanied by another subordinated eventuality, ep2a ¼ inform, which is related to the
narrative eventuality ep2 in that the additional object, the radar or map, is added to the audio-visual display as a further level
of description. It is important to note that this object is not part of the gameworld and can only be seen by the player looking
at the interface (and for example not by the characters in the story); however, it displays the characters and their positions in
the gameworld and is therefore strongly connected to the narrative eventuality. The object itself clearly is informative.

The instruction note that is displayed in the same eventuality has a similar function, namely to inform the player about
(specific details of) the object. Since this note is almost purely textual and does not construct any other character or object, we
see it more as a specific technical feature of the eventuality, similar to verbal inserts in filmic scenes or speech bubbles or
captions in comic panels [see for further details Wildfeuer, 2014, 2019]. In ep2a , the instruction note explains the details of the
map. We will see below that similar notes may also clearly instruct the player to press certain keys, for example.

In Figs. 3, 4 and 5, more narrative eventualities as well as subordinated instructive eventualities are constructed. While the
narrative eventualities on the left list all characters involved in the scene as well as several objects that play a role in the
storyline, the instructive eventualities all feature the radar/map and several distinct instruction notes. Depending onwhether
these notes rather inform or clearly instruct the player, the verbalization of the eventuality changes. The analysis in Section
4.1.2 will show how these eventualities relate to each other and construct a coherent discourse structure (see Fig. 6).

A further interesting case of specific interactive elements is, for example, given in ep6a . The scene offers a camera switch in
order to show the actions and events from the perspective of another character and take over their actions. For this, a specific
menu is shown in the bottom right corner that shows which character can be chosen for the camera switch. The instruction
Fig. 4. The logical forms for the remaining narrative events and their subordinated instructive eventualities in the scene from GTA V.



Fig. 5. Final event in the scene from GTA V.
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note on the top left corner says: “To SWITCH hold ‘down’ to show the available characters.” The lighting and filters used in this
scene change when the ‘down’ key is held, so that the whole action is stopped for a moment. If the player processes these
instructions and starts the camera switch, the instruction note changes to “While holding ‘down’ use R to select a character,
then release ‘down’ to SWITCH.” As soon as the player processes these steps, the action proceeds from the perspective of the
new character. This of course also has consequences for the unfolding of the narrative, and our analysis of the discourse
relations holding between these eventualities in Section 4.1.2 will show more details. Furthermore, the roles of the repre-
sented participants in the remaining logical forms and the dependencies between these participants and the other discourse
referents need to be updated as well.

The scene we analyse here then ends with a simple narrative event without any further instructions in which the char-
acters have entered a car and this car then drives away. The camera switches between long shots with the car on the street and
medium shots and close ups of the characters and players in the car.

4.1.2. GTA V: relating the logical forms to each other
In the second step of the analysis, the logical forms built to display the interplay of the resources and referents are now

related to each other with the help of discourse relations in order to construct the unfolding discourse structure. In Fig. 6, we
first show a graphical representation of this discourse structure with the embedding and subordination of various sub-
structures, each labeled p0, p00, etc.

While the narrative structure continuously unfolds and is usually based on discourse relations such as Narration or Result,
several instructional elements each form a further subordinated eventuality which, as we saw in Section 4.1.1, is always
labeled as pna . As becomes visible, these subordinated eventualities always hold an Elaboration-relation to the superordinated
narrative event which is displayed with an arrow to the right. Some of these subordinated eventualities, such as ep4a

and ep5a

also hold a relation to the following narrative event, because they clearly influence or, even stronger, cause the further
unfolding of the story. We will now explain in further detail how these discourse relations are inferred on the basis of the
formal framework described above.

According to Asher and Lascarides (2003: 462), Narration-relations always hold between events that “occur in the
sequence in which they are described”. Furthermore, these events have to temporally overlap in that the end of the first
eventuality is directly succeeded by the beginning of the second eventuality and that both eventualities are arranged in a
temporal and spatial continuity. The meaning postulate for Narration that has been developed for multimodal discourse is
therefore

4Narrationða;bÞ0overlapðprestateðebÞ; poststateðeaÞÞ
A crucial further factor for the inference of this relation is that the first eventuality occasions the second one in a typical
‘natural-event sequence’. This is expressed in the default axiom for Narration:

ð?ða; b; lÞ^occasionða; bÞÞ > Narrationða; b; lÞ
As soon as both conditions, which are in fact rather weak, are fulfilled, a Narration-relation can be inferred. This is the case
for all situations in the game with two (or more) sequential events in the gameworld where the characters take some action.
For instance, the eventualities ep1 and ep2 generally overlap in that the event of threatening is directly followed by the event of
commanding. Since these two events also occasion each other, the inference of a Narration-relation is possible and feasible,
since no other condition is fulfilled.

In other situations and under other conditions, however, the default axiom for Narration and especially the condition
occasion can very quickly be overwritten by another condition, such as a cause, for example. As soon as it is possible to infer a
causal relationship between the two eventualities, Narration is no longer the preferred discourse relations. Especially when
the temporal conditions also slightly change and the eventualities no longer explicitly overlap, but rather follow each other in
a temporal sequence, it is more likely that a Result-relation is inferred. This is for example the case between ep4 and ep5 where
the action of dialling a certain number on a phone is causing the explosion of the strongroom and the latter eventuality thus



Fig. 6. Graphical representation of the discourse structure of the first extract from GTA V.
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displays the Result of the preceding eventuality. Although the two events are in a spatiotemporal consequence, which would
also be decisive for a Narration-relation, the effects for Result are much stronger.

A special case is givenwith the eventualities that contain elements of the interface such as the map or an instruction note.
These elements are temporally included in the narrative eventuality which means that the latter contains the instructive
eventuality. With this, they fulfill the meaning postulate for Elaboration:

4Elaborationða;bÞ0contains ðea; ebÞ
At the same time, these elements represent a certain specification of the content and especially the interface that is clearly
situated on another level of description. According to Asher & Lascarides (Asher and Lascarides, 2003; Bogost, 2015), the
semantic function of this is a change of granularity of the descriptionwhich is clearly given in the general difference between
the gameworld depicted in the narrative events as well as the interface depicted in the more instructive eventualities. The
specification given by elements such as a map or the respective instruction notes thus fulfill the default axiom for Elaboration:

ð?ða; b; lÞ ^ specificationDðb;aÞÞ > Elaborationða; b; lÞ

and therefore enable the inference of an Elaboration-relation. We formally demonstrate this in Fig. 7 which contains both
eventualities as well as a further line at the end of each of these eventualities that gives the temporal conditions holding for
each logical form.
Fig. 7. Logical form of the discourse structure for the eventualities ep2 and ep2a
Since all instructive eventualities represent some sort of specification and are usually part of or included in the narrative
event, they all hold an Elaboration-relation to this narrative event and with this construct a subordinated discourse structure.
Each of these relations could be displayed similarly to the logical form given in Fig. 7. More examples of these and more
complex discourse structures are given in Wildfeuer (2014).
4.2. Analysis: Batman: Arkham Knight

For our second example, we played and watched the initial stages of the video game Batman: Arkham Knight and, just like
in the previous game, analysed both the logical forms of multimodal meaning-making and the unfolding discourse structure
of the scenes encompassed in roughly the first eightminutes of the game. The YouTube channel lzuniy (https://www.youtube.
com/watch?v¼hqF0r4aTEAs) contains the section we analysed. Table 3 gives a transcription of the analysed initial part of the
game and shows the main events, transitions, and actions and includes narrative elements, the setting and instructive/
interactive elements.

As compared to GTA V, Batman: Arkham Knight in its initial stages is more intensively scripted, so there is a more diverse
body of scenes that resemble film beginnings, but there are spots where narrative elements are interrupted by instructive and
interactive elements, which is why the structure of the table resembles the one for GTA V. In both games, the tutorial is

https://www.youtube.com/watch?v=hqF0r4aTEAs
https://www.youtube.com/watch?v=hqF0r4aTEAs
https://www.youtube.com/watch?v=hqF0r4aTEAs


Table 3
Transcription of the first 8 min of the game recording of Batman: Arkham Knight.

# shot narrative elements instructive elements interactive elements

1. crematory furnace introduction:
furnace mechanism pieces shown

// //

2. cremation scene:
Joker in a furnace

instruction note(s):
Incinerate (Space)

//

3. Gotham introduction scene:
various characters in rainy Gotham, first
person narration

// //

4. diner conversation scene:
a policeman (first person/player) and a
waitress in Pauli’s Diner

// //

5. smoking customer confrontation scene:
a policeman (first person/player), a
concerned customer and a smoking
customer in Pauli’s Diner

instruction note(s): (W)-(A)-(S)-(D) –
To Move; (Space) – Confront Smoking
Customer

//

6. diner fear gas fight:
a policeman (first person/player) and a
group of skeleton-like characters

// //

7. fear gas attack report:
Gotham citizens watching news report in
the street

// //

8. Scarecrow warning:
Scarecrow claims responsibility for the
attack and warns Gotham citizens

// //

9. evacuation scene:
Gotham citizens in the street with
evacuation buses

// //

10. street chaos scene:
criminals in Gotham streets vandalizing
cars and shops

// //

(continued on next page)
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Table 3 (continued )

# shot narrative elements instructive elements interactive elements

11. Batman introduction scene:
Batman standing on a tall structure
towering above Gotham

// //

12. gliding scene:
Batman starting to glide towards Gotham
buildings

instruction note(s):
Glide (Space); compass line showing
locations of interest; target
detail/mission info

location of interest distance
(553 m)

13. landed scene:Batman on the GCPD building instruction note(s):
Glide (Space), Climb Down (LCtrl)þ mouse
icon; compass line showing locations of
interest; target detail/mission info

location of interest distance
(60 m); local surveillance
broadcast indicator and range
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integrated in/intertwined with the narrative. The usual location of controller-related instructions is the bottom right part of
the screen, but in the scene portrayed in the fifth row, these move to the centre of the screen. In the non-scripted part of the
game, the middle right part of the screen is a placeholder for information and there is a dynamic compass line in the upper
middle part of the screen.

We can differentiate between threemajor types of scenes in the transcription –most of them are entirely scripted, i.e., they
represent interrelated cutscenes that are essentially film-like. The second type includes the scenes 2 and 5, where the player
interacts with the game in a very basic manner – they are asked to press a button, or move from place to place, but they are
tied to the scripted part of the game. The third type includes rows 12 and 13 and it reflects what we can call ‘free play’ – in this
part of the game, players do have mission goals and tasks, but they are allowed to move freely, which is also possible in GTAV
after the prologuewe describe ends and themain part of the game starts. The initial scenes in Batman: Arkham Knight can also
be called a (short) prologue, as the Joker incineration scene portrayed in rows 1 and 2 happens nine months prior to the main
game events.

The free play part of the game allows for imposing markers, numbers, and other types of information onto the gameworld,
so that one can see that the number showing distance from the next important point is written directly above the location the
player needs to reach, which is one of the elements that make this part of the game different from the cutscenes. As this part
of the game is not scripted, it can result in a different discourse structure for each player, since, in open-world video games,
they are able to choose the order in which they will complete main and side missions. so that one can only analyse different
instances of gameplay.

4.2.1. Batman: Arkham Knight: building logical forms
In describing the logical forms identified in our second example, we will mostly focus on the similarities with the first

example (GTAV) and various specificities we detected that seemed to be unique to Batman: Arkham Knight. The figures will all
represent defeasibly reasoning about the content and the discourse structure of what we see, hear, and read in the opening
part of Batman: Arkham Knight. As both games are filmic and narrative, the eventualities will have compositions that will not
be excessively different from other instances of formalization of a narrative discourse, yet they will have certain peculiarities,
especially as we are nearing the free play part of the game.

After a rather unusual eventuality ep1 ¼ introduce, inwhich the gloomy crematorium scenery is accompanied by Sinatra’s
“I’ve Got You Under My Skin”, we reach the next step in narration, the eventuality ep2 ¼ incinerate, where the game gives the
player its first (though very basic) task and makes her/him the agent in the scene (see Fig. 8). The agency is transferred
through the instruction note that reads “Incinerate (Space)”, and this is represented in an accompanying subordinated
eventuality ep2a ¼ instruct, similar to several eventualities we encountered in GTA V. The instruction note is tied to the
narrative, but none of the instructions we encounter belong to the gameworld. With the following two eventualities, ep3 ¼
introduce and ep4 ¼ order dinner, we encounter the following two steps in the narrative (Fig. 9). In ep3 we learn that there is a
nine-month gap between the incineration scene and what follows. In the eventuality ep4, the perspective shifts into the next
character the player will control, Officer Owens. The player takes control as we reach the eventuality ep5 ¼ confront, inwhich
they are asked to go and confront a strange character smoking in a diner booth (Fig. 10). During this scene, the player is
instructed on how to move the character and to perform basic actions. This is represented by the subordinated eventuality
ep5a ¼ instruct. The following six eventualities, from ep6 ¼ kill to ep11 ¼ introduce (represented in Figs. 10–12) follow the



Fig. 8. The logical forms for the first two narrative events/eventualities in the excerpt from Batman: Arkham Knight as well as the subordinated instructive
eventuality ðep2a Þ
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unfolding of a mostly filmic narrative, scene by scene, and this is described in a way comparable to what can be found in a
formalised approach to typical feature films.

The final introduction to the character of Batman shifts the perspective to Batman’s own and after ep11, the player takes
control of Batman as the main character and enters the part of the game that depends on how well they will play the game.
Within this part, players essentially need to complete missions and follow the instruction, but are at the same time allowed to
choose their path and roam freely in between missions. This leads us to two levels where eventualities are organized in a
structure that was not found in the prologue to GTA V (Fig. 13). Namely, the eventuality ep12 ¼ reach, the first one that
happens in a ‘live’ game environment, is accompanied by two subordinated eventualities, ðep12a Þ and ðep12b Þ, one of which
represents the instructive layer imposed onto ep12 , while the other describes the informative elements contained on the
canvas at the same time at which ep12 unfolds. There are two types of instruction notes we can see here – one of them relates
to the keyboard controls and their use (‘Glide (Space)’), and the other is bound to the gameworld and defines the point the
player needs to reach in order to come closer to completing the first mission (‘Meet Commissioner Gordon by the.’). The
subordinated eventuality related to providing information encompasses details on distance and target and gives us a green
attention marker that appears on the linear compass, which allows the player to have a proper orientation. The last even-
tuality in the described sequence, ep13 ¼ reach, accompanied by ðep13a Þ and ðep13b Þ (see Fig. 14), functions in a very similar way,
but its instructions feature a drawing of a controller (computer mouse) and its informative component includes local sur-
veillance details, imposed as text and a graph onto the main screen and remaining outside of the gameworld (thus
communicating with the game player only).

4.2.2. Batman: Arkham Knight: relating the logical forms to each other
The second step of the analysis again aims at relating the logical forms to each other with the help of discourse relations.

This gives us the unfolding discourse structure of the beginning of Batman: Arkham Knight presented graphically in Figs. 15
and 16. The figure again presents a graphical representation of this discourse structure with embedding and subordination,
which appears slightly more complex, mostly due to the fact that it encompasses free play at its end. Just like with GTA V the
narrative structure in Batman: Arkham Knight is mostly based on two discourse relations: Narration or Result. Along with
these, we also encounter several instructional and informative elements. These subordinated eventualities are labeled using
pna (and in some cases pnb ). For the same reasons described in Section 4.1.2, subordinated eventualities hold the relation of



Fig. 9. The logical forms for the third and the fourth narrative event/eventuality in the excerpt from Batman: Arkham Knight.
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Elaboration to the superordinated narrative event in each instance. The instructive subordinated eventualities (namely, ep2a ,
ep5a and ep12a ) hold a Result relation to the following narrative event, not only because they influence, but also because they
directly cause the following event – performing an action in linewith the instructions given allows for the enaction of the next
narrative event.

Even though the temporal gap between different described events varies and ranges from nine months to partial overlaps,
they do occur in the described sequence, which is why we have opted for Narration relations in most of them. In those in-
stances that involved a strong sense of causality (like in the relation between ep8 ¼ threaten and ep9 ¼ evacuate, where
Gotham citizens escape the city because Scarecrow threatens them) and in relations that involved instructive elements (ep2a ,
ep5a and ep12a ), the Result relation seemed a more precise description. Finally, the eventualities that contain elements of the
interface such as markers, instruction notes, compass, distance meters, are contained in the narrative eventuality, although



Fig. 10. The logical forms for the eventualities ep5 , ep5a and ep6 in the excerpt from Batman: Arkham Knight.
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they are not part of the gameworld. Similarly to GTA V, they fulfill the meaning postulate for Elaboration, as we have given
them in Section 4.1.2.

A specificity that occurs only in Batman: Arkham Knight (and not in the analysed part of GTA V) can be found at the very
bottom of the graphical representation in Fig. 16. Namely, there are two additional descriptive layers imposed onto the free
gameplay narrative layer. As the instructive elements that present ep12a are not only more relevant to gameplay, but also far
more likely to be experienced than the informative elements found in ep12b , we have opted for the sequence in which the
direction will be from ep12 to ep12a , and only then to ep12b . The same applies to ep13 , ep13a and ep13b .
5. Conclusions and further research directions

Our analysis has shown that the tutorials in the two video games exhibit similarly complex discourse structures pertaining
to instructions and gameplay information. It can be assumed that this is mostly due to the fact that they belong to the same
genre and type. The instructions in both games are usually subordinated to the main narrative structure, but the subordi-
nation always actively leads back to the main structure and with this directly allows for the continuation of the narrative.

At the same time, we have witnessed in both cases a rather similar use of discourse relations: (1) the Elaboration-relation
for subordinated instructions and information segments that unfold in parallel to the narrative, and (2) the Result-relation for
(re-)embedding the subordinated structures into the main narrative structure. This particular relation forms a recurring
structure when it comes to the free play part of the game, as there is a pattern in which performing certain actions in
accordance with the provided information and instructions leads us to the next bit of each game. It is very likely that within
these two games, as well as in most games belonging to the same genre, we can predict that the recursion involving the
Result-relation will be a distinctive feature, as it allows for progression that makes the game go forward. These initial ob-
servations build an important basis, as we think, for further evaluations of the notion of procedurality or procedural rhetoric in
order to highlight the persuasive capacities of digital games as computational artefacts (Bogost, 2007; Murray, 2012;



Fig. 11. The logical forms for the eventualities ep7 , ep8 and ep9 in the excerpt from Batman: Arkham Knight.
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Fig. 12. The logical forms for the eventualities ep10 and ep11 in the excerpt from Batman: Arkham Knight.
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Hawreliak, 2018).4 The fine-grained analysis of these (and potentially other) causal relations on a material level make visible
themechanics of the rule-based system of a game by looking into both semiotic and interactive dimensions [cf. Murray, 2012].

Also, as long as a video game involves informative pieces of interface and instructions, we can assume that an Elaboration-
relation holds between the main narrative and these elements. In our opinion, this also invites a closer look into notions of
games in relation to learning [e.g., Gee, 2003] and how knowledge is build through embodied experiences and semiotic
domains. Further analyses are likely to include other types of discourse relations and other types of interpretations centred
around the concepts of game mechanics and will enable a more thorough discussion of the semiotic affordances particular to
video games.
4 We thank the anonymous reviewer for pointing this out even clearer.



Fig. 13. The logical forms for the twelfth narrative events/eventuality in the excerpt from Batman: Arkham Knight and the subordinated instructive and infor-
mative eventualities (ep12a and ep12b ).

Fig. 14. The logical forms for the thirteenth narrative events/eventuality in the excerpt from Batman: Arkham Knight and the subordinated instructive and
informative eventualities (ep13a and ep13b ).
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Fig. 15. First part of the graphical representation of the discourse structure of the extract from Batman: Arkham Knight.
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Fig. 16. Second part of the graphical representation of the discourse structure of the extract from Batman: Arkham Knight.
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However, in order to confirm such assumptions and to apply the knowledge gained from our initial analyses of the specific
type of tutorials, the present approach requires a lotmore empirical power. These should not only bemore analyses of tutorial
scenes from other games, but also and in particular more analyses from regular and more interactive scenes fromwithin the
analysed games and other games within the same genre. This would allow us identify all kinds of events and structures that
profile the genre of action-adventure open-world video games, though glimpses of these are visible in this study. Further-
more, the approach should be applied to analysing video games that belong to genres that are increasingly dissimilar to the
artefacts that have so far been analysed using this framework, including puzzle games, as well as managerial and strategy
games. Given the original application of the framework to spoken dialogues and conversation, another interesting direction
would be to analyse video game conversations that involve player characters and non-player characters, as this form of
dialogue can break players’ immersion [see Rennick and Roberts, 2021].

We therefore understand our approach documented in this paper as an initial modeling of an analytical framework whose
testing with two case studies builds a basis both for further empirical analysis as well as theoretical and methodological
development. So far, we have shown that our approach provides important first aspects of a much needed framework for
tackling all meaning-making entities in video game discourse(s) as well as exploring the experienced level of coherence and
structurewithin this discourse. The specific affordances and particularities of video games as interactivemultimodal artefacts,
however, need a more critical examination of the specifics of this interaction which goes beyond the basic semantic un-
derstanding of the communicative functions of instructing and informing players in a game, and this represents an important
research direction.
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