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Abstract 

The video games industry is rapidly developing as technology allows designers to create 

increasingly comprehensive worlds for their players to explore. Acknowledging the experience 

gained by architects designing similar structures for the physical world, this thesis explores 

cross-disciplinary research. The relationship between architecture and level design is here 

utilized to further the understanding of architectural space within first-person video games. A 

textual analysis is performed on Mirror’s Edge Catalyst to investigate ways in which 

architecture may contribute to the narrative of a game. This reading embodies the aspirations 

of precedent studies, used by architects to understand and analyse the components within an 

architectural composition. The thesis is guided by the question “How can architectural space 

support the narrative in levels of first-person video games?” and manages to uncover multiple 

layers to the design of Mirror’s Edge Catalyst. The research conveys that the expected 

gameplay experience guides the composition of the architecture within the level. Here the 

horizontal and vertical planes that define space may be utilized to facilitate the narrative through 

their shape and configuration. The spatial segments are then arranged into linear or centralized 

organizations emphasizing the narrative of the level. Finally, throughout these spatial 

organizations monumental architecture is applied which provides stages that assist in conveying 

the focal point of the narrative. 

 

Key words: Level design, architecture, narrative, space, video games, first-person perspective, 

storytelling, Mirror’s Edge Catalyst 

  



Abstrakt 

 

Den digitala spelindustrin utvecklas snabbt i samband med teknologiska framsteg. Detta 

resulterar i förutsättningar för speldesigners att utveckla utförliga virtuella världar för deras 

spelare att utforska. Genom att erkänna den välutvecklade erfarenheten erhållen av arkitekter i 

deras arbete att konstruera världens samhällen, antar sig detta kandidatarbete tvärvetenskaplig 

forskning. Relationen mellan arkitektur och level design används här för att främja förståelsen 

för arkitektoniskt utrymme inom videospel som utspelar sig i första person. En textanalys är 

utförd på Mirror’s Edge Catalyst med syftet att undersöka olika möjligheter för arkitektur att 

bidra till narrativ inom spel. Denna analys aspirerar till att förhålla sig till målet av en 

prejudikatstudie som tillåter arkitekter att förstå och analysera komponenter inom en 

arkitektonisk komposition. Kandidatarbetet vägleds av forskningsfrågan ”Hur kan 

arkitektoniskt utrymme användas för att stödja ett narrativ i banor från första-persons 

videospel?”. Forskningen visar att den förväntade spelupplevelsen inom en bana styr den 

arkitektoniska kompositionen. Horisontella och vertikala ytor används för att definiera 

utrymme medan deras form och sammansättning ger plats åt banans narrativ. Det uppdelade 

utrymmet placeras sedan in i linjära eller centraliserade organisationer vilket styrker den 

narrativa upplevelsen som etableras. Under dessa organisationer placeras storslagen arkitektur, 

vilket ger upphov till scener vars syfte är att underlätta kommunikationen av fokuset inom 

narrativet.  

 

Nyckelord: Level design, arkitektur, narrativ, arkitektoniskt utrymme, videospel, första-

persons perspektiv, berättande, Mirror’s Edge Catalyst 
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Glossary 

 

Approach - The way in which a visitor 

reaches the entrance or opening into a space 

(Ching D.K. F, 2014). 

 

Axis: A line established by two points in a 

space (Ching D.K F, 2014). 

 

Composition: When individual parts of 

something are arranged into a whole  

(Cambridge University Press, n.d.). 

 

Critical Path: The expected or emphasized 

path leading to the intended goal of the 

level. 

 

Entrance: Entering a building, or a defined 

field of exterior space that separates one 

space from another marks the entrance 

(Ching D.K. F, 2014). 

 

Envelope: That which separates the interior 

and exterior of a building. A physical 

barrier that shields the interior from the 

surrounding environment (Ching, D.K. F, 

2014). 

 

First-person perspective: When the player 

experiences the game world through the 

eyes of a character (Hullett, M. K. 2012. p. 

3). 

 

Form: “The shape and structure of 

something as distinguished from its 

substance or material” (Ching, D.K. F, 

2014. p. 429). 

 

GeForce Experience: A software that 

serves as a companion for a GeForce 

graphics card. GeForce Experience allow 

users to update drivers, capture screenshots, 

optimize game settings and so on (NVIDIA, 

n.d.).  

 

Level: A subdivision of a game, in which 

gameplay occurs.  (Hullett, M. K. 2012. p. 

3). 

 

 

 

 

 

Mechanics: “Mechanics are the various 

actions, behaviors and control mechanisms 

afforded to the player within a game 

context.” (Hunicke, R. LeBlanc, M. Zubek, 

R. 2004. p. 3).  

 

NVIDIA Ansel: Photo mode included with 

GeForce Experience and used to take 

professional screenshots of games with the 

benefits from a free camera (NVIDIA, n.d.). 

 

Parkour: “The act of moving from point 

“a” to point “b” using the obstacles in your 

path to increase your efficiency” (World 

Freerunning Parkour Federation, n.d.). 

 

Plane: A two-dimensional surface with 

length and width (Ching, D.K. F, 2014). 

 

Precedent: Something that has been done 

in the past for example a building or a game. 

Used to influence decisions regarding 

similar cases in the future. (Cambridge 

University Press, n.d.) 

 

Space: A field in which events may take 

place and objects exist (Ching, D.K. F, 

2014). 

 

Tuned mass damper: A device mounted in 

a structure to withstand vibrations and 

external forces (Hamakareem, I. M, n.d.). 

 

Volume: A dimension of space that has 

width, depth and length (Ching D.K. F, 

2014). 

 

VTOL: Short for “Vertical take-off and 

landing”. Aircraft capable of vertical lift 

offs and can be used to describe for example 

small helicopters (Cambridge University 

Press, n.d.). 
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1 Introduction 

 

The field of Game Design is constantly developing, as the worlds visited by players in games 

expand alongside technological advancements. These worlds contain environments that are 

brought to players by designers focused on level design. As these levels are created artists and 

designers draw inspiration from a multitude of sources to develop a cohesive experience for 

their audience. This aspiration is also seen in other similar fields such as architecture. For a 

continued evolution of the field of Game Design it is valuable to reflect upon knowledge 

existing in such an established field. Doing so, designers may through cross-disciplinary 

research gain invaluable insight and reach new heights in terms of their designs. Level designers 

explore spatial configurations and inevitably employ principles from architecture in the 

environments they are creating. The architectural knowledge that architects employ allow them 

to approach space as a lot more than its envelope. This allows incorporation of a wider range 

of elements to the design which is essential to enhance gameplay, immersion and the experience 

(Van Buren, D. 2015). Level designers have the means to tap further into this knowledge and 

look deeper into their work. Acknowledging this correlation allows access into the architectural 

knowledge that has been built over centuries and may develop the field of level design. 

 

Further as one approaches the virtual environments in games, it is inevitable to encounter the 

prominent discourse surrounding their storytelling capabilities. An exploration of narrative in 

video games reveals space as one of the most distinct elements to combine story with games 

(Fernández-Vara, C. 2011). As a result, this thesis aims to approach cross-disciplinary research 

to analyse how architecture may be used to support the narrative of video games and influence 

design choices. Therefore, our research question is “How can architectural space support the 

narrative in levels of first-person video games?”. To approach the research, this thesis uses a 

framework for textual analysis established by Fernández-Vara (2015). Our reading incorporates 

architectural vocabulary introduced by Francis D.K. Ching (2015) and Christopher Totten 

(2014) while analysing components within the environment. The theoretical framework is here 

applied to perform a reading of the game Mirror’s Edge Catalyst (DICE, 2016) in which focus 

is placed towards the correlations between narrative and architecture. 

 

Mirror’s Edge Catalyst is a first-person video game set in a fictional city, The City of Glass. In 

Glass, the protagonist traverses the rooftops utilizing parkour movements and action sequences. 

The game maintains a close relationship between architecture and narrative as the player 

experiences the environment of Glass in a variety of ways, making Mirror’s Edge Catalyst a 

suitable precedent for analysis.  

 

Throughout the research for this paper our aspirations are to find elements within the 

architectural compositions that strengthens the narrative experience for the player. Here we are 

interested in patterns or design choices that affect the gameplay experience. Further this means 

that the reading interprets the ways in which Mirror’s Edge Catalyst constructs space through 

architecture, to reinforce the events taking place. The reading presented throughout this thesis 

does not present the only answer to the research question but aims to unravel instances which 

may benefit designers or researchers approaching narrative level design.  
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2 Background 

 

This chapter explains and introduces the reader to the knowledge and relationship needed 

between architecture and narrative in games to better understand the application of cross-

disciplinary research throughout this thesis. The target game Mirror’s Edge Catalyst is also 

further introduced. Reading this chapter provides insight into principles of architecture such as 

an architectural definition of space, vertical planes, horizontal planes, depressed and elevated 

base planes. 

 

2.1 Mirror's Edge Catalyst 

Released in 2016, Mirror’s Edge Catalyst (DICE, 2016) serves as a reimagining of the cult 

classic Mirror’s Edge (DICE, 2008). The game features a first-person perspective in which the 

player takes control of Faith. Faith is a runner battling her way to freedom in The City of Glass. 

As the initial scenes unfold, Faith is released from a juvenile detention centre after being locked 

up for two years. This marks the entry point into the sandbox environment that players explore 

as they uncover the troubling reality that lies beneath the glossy surface of the city. When 

playing as Faith one embodies an advanced moveset allowing the player to traverse across 

rooftops with ease. The player utilizes an arsenal of parkour movement alongside adept fighting 

skills to resist the oppression from those in power. Mirror’s Edge Catalyst presents a fictional 

world with a city governed by the Conglomerate, a unison of influential corporations that 

uphold their stature with force. These rules are maintained by KrugerSec, a private security 

sector controlled by Gabriel Kruger. The game portrays a continuous battle for what it means 

to be free, as Faith firmly stands up for what she believes. 

2.2 Architecture 

Andrew Ballantyne presents essays for different perspectives behind the meaning of 

architecture in his work What is Architecture? (2002). Here Spiro Kostof is introduced in 

relation to a study on the history of architecture, in which Kostof utilized a broad definition of 

Fig. 1: Faith overlooking The City of Glass, 

captured using NVIDIA Ansel. 
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architecture that concerned itself with everything that had been built (Ballantyne, A. 2002, p. 

11). In said study Kostof elaborated on architecture and the aspects of its analysis. When 

learning about the built environment the total context of architecture is considered. The scope 

surrounding Kostof’s “the study of what we built” concerned itself around premises such as the 

entirety of the materiality applied to buildings and buildings as part of a framework, not solely 

separated to itself. Furthermore, all buildings were deemed worthy of study while 

understanding the absolute necessity of accounting for extramaterial elements impacting the 

building. Kostof proceeds to situate the notion of buildings as part of a larger setting. A building 

is never deemed an isolated object and instead closely relates to a part of nature, more buildings, 

or both. These relationships form the character of a building and could portray for example 

notions such as authority (Kostof, S. 1995. pp. 7-10).  

 

For the context of this thesis, architecture follows the definition and premises accounted for by 

Kostof. This means that our work primarily highlights that which is man-made, approached 

within the context of its environment. Further as determined by Kostof all architecture should 

be deemed valuable to analyse, even though limitations must be placed to account for the scope 

of the thesis. It is also important to note the difference in which game designers and architects 

approach space. Game designers can make use of a variety of emotions and have the freedom 

of not having to attend to real-world rules, such as weather, structural realities and geology. 

Architects on the other hand, have a set of rules they need to follow and others stating what not 

to do. They often design for function while thinking about both the exterior and interior of the 

spaces they create. Game designers do not have to think about the envelope of a building in the 

same kind of way, as the exterior can be used freely to establish a spatial layout without 

consideration of the interior. This flexibility can be applied based on the narrative events 

happening around the player movement patterns and game mechanics (Totten, C. 2014. p. 104). 

 

2.3 Architecture: Form, Space and Order 

 

2.3.1 Architectural Space 

When approaching architecture, the concept of space becomes an inevitable aspect of 

discussion. In Architecture: Form, Space and Order, Ching states “As space begins to be 

captured, enclosed, molded and organized by the elements of mass, architecture comes into 

being” (Ching, D.K, F. 2015. p. 100) indicating its fundamental relation to that which is built. 

This is further emphasized by a quote by the famous architect Louis Kahn stating, “Architecture 

is the thoughtful making of space” (Totten, C. 2014. p. 103).  

 

In the book Architecture: Form, Space and Order, Ching (2015) aims to introduce form, space 

and organizational structures. These aspects are essential to architecture and are arranged by 

the application of principles within the built environment. Here Ching defines space as “the 

three-dimensional field in which objects and events occur and have relative position and 

direction” (Ching, D.K, F. 2015. p. 433). When approaching space, its elements tend to be 

categorized as positive and negative. Positive elements are the perceived figures as their 

background forms the negative space (Ching, D.K, F. 2015. p. 102). This concept can be 

discussed as Figure-Ground and be further described as a relationship between a positive 

subject such as a building, and the surrounding negative space such as the ground. Further this 

example implies that an architectural plan for an area reveals how its buildings shape negative 

spaces in the ground (Totten, C. 2014. pp 104-105). Throughout Architecture: Form, Space and 

Order, Ching introduces aspects of architectural design through terminology describing form, 

alongside ways in which vertical and horizontal elements of form define varying types of space. 
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2.3.2 Horizontal Planes 

In architecture a horizontal plane is seen as a figure if its surface is distinguishable through 

colour, texture or tone compared to the surroundings. This figure then defines a field of space 

visually perceptible to an observer. A horizontal plane may be further highlighted through 

elevation or depression which visually emphasizes the space within its surroundings (Ching, 

D.K. F. 2015, pp. 111-112). When elevating a base plane its degree of elevation affects both 

spatial and visual continuity across the space. Elevating to the point of breaking physical 

accessibility without the use of ramps or stairs breaks spatial continuity while still allowing 

visual continuity if the elevated plane has a well-defined edge. If the elevated base plane is 

raised to the point of breaking visual continuity across the field, the plane becomes isolated 

while allowing sheltering for a space below (Ching, D.K. F. 2015, pp. 111-117).  

 

When a horizontal plane is depressed it defines a volume of space through the vertical surfaces 

created by the lowering of the field. As with an elevated base plane, the level of vertical change 

affects the continuity across the space. When a depressed field is lowered to the point of limiting 

the visual continuity, it is emphasized as a separate volume of space. A depressed base plane 

may be utilized within a large space to reduce its scale and establish an intimate space (Ching, 

D.K. F. 2015, pp. 111-125). As planes are configured to define space, the shape of their field 

affects the way it is experienced. Here, spatial aspects such as narrow, long or rectangular 

induce movement while static space may be established with nearly square or square fields 

(Ching, D.K. F. 2015, pp. 160-161).  

 

2.3.3 Vertical Planes 

When defining a volume of space, vertical forms establish enclosure and privacy while being 

especially prevalent in our visual field. Further, a vertical plane becomes a barrier that may 

distinguish a specific space from another and is often seen as separation between indoor and 

outdoor environments (Ching, D.K. F. 2015, p. 134). Depending on the formation of vertical 

planes different attributes are achieved such as a single vertical plane emphasizing the space 

that it faces. Parallel vertical planes establish a spatial field between the two planes which 

provide a clear directional element to the space facing the openings at the edge of the planes. 

The flow within a space created by parallel vertical planes are seen in buildings in their halls, 

corridors and galleries and align instinctively with the paths of movement within its space 

(Ching, D.K. F. 2015, p. 157). Spatial length and width may further promote movement and 

trigger progression through the space, if perceived as long and narrow facing an open end 

(Ching, D.K. F. 2015, p. 160).  

 

Vertical planes are also used for other purposes such as establishing enclosure achieved by four 

vertical planes surrounding a volume of space. This type of enclosure clearly defines space and 

is commonly used throughout architecture (Ching, D.K. F. 2015, p. 166). As planes are 

configured to define space and achieve spatial qualities an attention to openings may become 

relevant to achieve desirable results. If an opening is placed in the corner of a space it will 

similarly to the open ends of parallel vertical planes establish direction. The cornered opening 

will produce a diagonal inclination within the space that may serve varying purposes (Ching, 

D.K. F. 2015, p. 191). 

 

2.4 Narrative 

Dansky puts forward a definition of narrative to allow developers to approach narrative in 

games. Here narrative is described as “the methods by which the story materials are 

communicated to the audience” (Dansky, R. 2021. p 1). Further it is essential to understand that 

a definition of game narrative must refrain from solely reducing it to story. When approaching 
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narrative, Dansky (2021) suggests that it boils down to one question: “what happens?”. 

Furthermore, narrative in videogames is discussed as a relationship between the actions of the 

player and systems put in place by the development team. The ways in which a narrative is 

constructed depends on multiple techniques that form a process useful for designers. These 

techniques include but are not limited to characters, dialogue and cutscenes (Dansky, R. 2021). 

When discussing narrative in games one may look to its purpose.  

 

Dansky (2021) further describes the narrative as that which connects the events of the game, 

ultimately providing a justification for the gameplay that takes place. Narrative reaches these 

goals through three techniques defined as immersion, reward and identification. In short, 

immersion becomes an aspiration to absorb a player into the game world. The context provided 

through the narrative here becomes foundational to the state of immersion. Additionally, reward 

is discussed as a technique built on distributing narrative to players based on the achievements 

of in-game goals. This is seen in games in which for example backstory is gradually presented 

throughout play in relation to overcoming challenges such as boss fights. Finally, identification 

serves as a major role in narrative and is based on providing context. It is applied by portraying 

the state of the world and what it contains. Doing so the narrative situates the player and allows 

actions to be performed with confidence (Dansky, R. 2021. pp 2-7). 

 

2.5 Narrative in Architecture 

Architecture can be described as an artful science or social art. The work of architects supports 

human activity and creates a sense of place. It creates harmony between the man-made and the 

environment. Architecture does as expressed by famous Roman architect Marcus Vitruvius, 

provide “firmness, commodity and delight”. Further, it allows for the creation of a legacy 

reflective of culture and tradition (Royal Architectural Institute of Canada, 2016). Architecture 

has the capabilities to present a story to the observer or user. These stories could be of wars, 

love or obsessions and can be portrayed through varied means. As the user encounters 

architecture, they perceive and translate the work which then tells a story (Simitch, A. Warke, 

V. 2014). 

 

2.6 An Architectural Approach to Level Design 

In the book An Architectural Approach to Level Design, Totten aims to help level designers by 

discussing spatial concepts with a focus on the layout of gamespaces and their relationship with 

gameplay goals (Totten, C. 2014, p. xxviii). Furthermore, this book examines the connections 

between architectural techniques and level design.  Totten brings forward multiple ways to 

construct space and experiences for the players, stating that historic buildings have been built 

with the aim of creating an experience. Level designers can use architecture to get an 

understanding of their own field and in turn gain knowledge about ways to tell stories with level 

design and spatial design principles (Totten, C. 2014, p.1). This is achieved through different 

elements such as spatial layout, evoking emotions through gamespaces and implementation of 

architectural theory. Further Totten expands on first-person games by stating that they allow 

level designers extensive use of many of the concepts from architecture. Additionally, they 

present a challenge in which designers must utilize the highest number of architectural tricks to 

draw the attention of their players (Totten, C. 2014). 

 

Looking at the field of architecture, Totten describes one of the defining characteristics of the 

field which distinguishes it from other arts as the concept of space (Totten, C. 2014). As we 

start to investigate the narrative capabilities of architecture, we may draw resemblances to the 

utilization of gamespace for storytelling in video games. Level Designers may, much like 

famous architects such as Frank Lloyd Wright, utilize and even embody the existing narratives 



6 

 

of how a space is used. In An Architectural Approach to Level Design, Totten addresses the 

value of understanding the foundations of the intended user experience through the 

establishment of a gameplay narrative for the levels. This understanding allows designers to 

incorporate the meaning of their work as they emphasise the narrative through their designs 

(Totten, C. 2014). Through the work by Totten (2014) our perspective benefits from the 

understanding of architecture as applied to level design. It emphasises for us the vital part of 

architecture, that is, the construction of space. Ultimately, the techniques and discussion 

brought forward by Totten (2014) allows us to approach our analysis with a deeper 

understanding of the overlap between level design and architecture. 

 

2.7 Narrative Spaces 

Totten mentioned that levels can be designed to tell the game narrative by itself. However, to 

do so designers need to be aware of and be able to utilize four variations of space and understand 

how they support the narratives in games. The first is “Evocative space”, a type of narrative 

space used to set a mood by using familiar elements to inaugurate and establish the story of a 

game, or communicate the nature of specific events. These spaces facilitate an emphasis of the 

game's narrative through evocative means. The “Embedded space” is a narrative space that 

inserts narrative into the architecture itself, which may be used to communicate previous events. 

Embedded space is a tradition seen in historic buildings such as Western churches, using for 

example sculptures or stained glass windows to convey biblical stories. This is also seen within 

environments in games, as traces of characters or previous events are left behind. Another type 

of narrative space is defined by Totten (2014) as “Resource providing spaces”. The focus in 

such a space is placed on the interactive layers of a game, available through the mechanics 

accessible within a space. This space strives to allow a multitude of interactive opportunities 

which results in emergent narrative that may provide impactful moments for the player. Finally, 

the fourth narrative space is the “Staging space” which often relies on being salient to the player, 

with unique features or monumental architecture that may be used to convey a narrative 

occurrence. It can also be seen in the levels when important gameplay or cinematic moments 

take place. Staging spaces are often large in scale and do not need to include interactivity; 

instead they may act solely as a stage or set which supports the events taking place in the game 

(Totten, C. 2014, pp 275-283). 

 

2.8 Organization of Space 

When approaching elements of spatial arrangement, Ching (2015) brings forward the ways in 

which spaces are organized to achieve varying compositions. Accounting for the experience of 

space acknowledges the path of movement along a perceptual thread that connects a series of 

spaces together. This experience is based on an anticipation of where we are going and the 

understanding of where we have been. When organizing space, one accounts for the movement 

over time through a spatial sequence (Ching, D.K. F. 2015, p. 252).  The potential resulting 

arrangements have different properties and are illustrated by Ching (2015) in Architecture: 

Form, Space and Order. Linear organisations are spaces connected in a line. They are often 

linked to each other by a separate linear space or directly connected. The spaces that are relevant 

and important to the organisation usually take place along the linear composition. The scale in 

size and the form paired with its location can here portray the momentous quality of a space. 

This type of organisation promotes movement as the linear quality portrays a direction (Ching, 

D.K. F. 2015, p. 218). Another arrangement seen in architecture is the centralized organisation, 

which sets its focus on a space that is central within the composition. It is achieved by using 

secondary spaces that are assembled around the centralized space. As the focus is centralized, 

the path is nondirectional which makes the importance of the approach greater, as the direction 

should be specified by the secondary spaces. Movement through a centralized organization may 
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appear as radial, spiral or looped while commonly sharing the trait of terminating around the 

space central to the organization. (Ching, D.K. F. 2015, pp 208-209) 

 

The organizational pattern of space affects the configuration of the path that links spaces 

together (Ching, D.K. F. 2015, p. 276). This path may have varying applications in terms of its 

relationship to these spaces and can be described as “pass by spaces”, “pass through spaces” or 

“terminate in a space”. A path that passes by spaces is flexible in nature as its separation from 

linked spaces maintains the integrity of each space. Another application may utilize a path that 

passes through spaces, as such this will establish patterns of movement and rest within the space 

which it passes through. Finally, when a path terminates in a space it may signify the entrance 

into a symbolically or functionally important space (Ching, D.K.F. 2015. p. 290). 

 

Before an individual reaches the entrance to a building, they encounter an approach. The 

approach may be established through varying configurations defined as frontal, oblique or 

spiral. However, its purpose remains to lead the visitor to the entrance through a path. A frontal 

approach follows a straight linear path leading directly to a building space that terminates the 

path. When instead an oblique approach is utilized it strengthens the perspective of the form 

and facade of a building. Finally, a path applying a spiral approach prolongs the sequence 

leading to the building around its outer edge. This allows the approach to further highlight the 

form of the building as it takes the visitor towards the entrance (Ching, D.K. F. 2015. pp 254-

255). 
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3 Theoretical Framework 

 

3.1 Analysing Games as Text 

Fernández-Vara introduces through Introduction to Game Analysis, a framework to understand 

and approach studies on games. The goal is to provide accessibility to academic analysis 

through a map of different analysis building blocks. Fernández-Vara highlights how the tools 

presented are not to be seen as definitive, but instead means to navigate an analysis of games. 

To accomplish this Fernández-Vara utilizes textual analysis and highlights the importance of 

understanding games as text (Fernández-Vara, C. 2015, pp. 4-5). The term text is usually 

connected to written words, but Fernández-Vara states that when looking into other fields, such 

as theatre, the text on its own is not sufficient. The meaning of text varies in the aspect of how 

it is delivered and in what context it is delivered in (Fernández-Vara, C. 2015, p. 5). From this 

perspective Fernández-Vara means that we can interpret and address games as texts no matter 

what format they come in (Fernández-Vara, C. 2015, p. 6).  

 

Textual analysis then becomes a close reading of a text or in this case, the game. Fernández-

Vara highlights how such an approach may develop theories applicable to future projects. When 

approaching a textual analysis of games there are many aspects that could be covered; these 

topics are divided into interrelated areas. The framework presented is built upon three areas 

defined as Context, Game Overview and Formal Elements. Each area consists of multiple 

analysis building blocks that can be combined and targeted throughout the textual analysis 

(Fernández-Vara, C. 2015, pp. 11-13). One such aspect is Representation, a building block from 

the formal elements that covers visual design, sound design and so on. Here Fernández-Vara 

highlights how this specific building block shares similarities with other fields of study and 

suggests the value of incorporating vocabulary derived from such fields. The representation 

block aims at analysing the audio-visual presentation within the game while examining how it 

establishes a mood, theme or contribution to the narrative. Another building block is presented 

as Levels and Level Design. For this block, Fernández-Vara brings forward narrative design as 

a specific type of level design that looks at the design of space and its navigation as means to 

construct a story in a game. Level designers concern themselves with the application of 

challenge while also presenting objects or characters that convey a story, ultimately unifying 

game and narrative design. Analysing a level as text relies on establishing deep knowledge of 

said level as the analysis accounts for what happens while hypothesizing the logic of its design 

(Fernández-Vara, C. 2015, p. 159). When analysing games relating to narrative or fiction 

Fernández-Vara suggests the incorporation of two additional building blocks, namely Game 

Overview: Story and Game Overview: Fictional World. These blocks allow a reading of such a 

rundown to be presented (Fernández-Vara, C. 2015, p. 180). 

 

3.2 Analysing Architecture 

As architecture is analysed there are ways in which one may approach the task at hand and in 

The Language of Architecture: 26 Principles Every Architect Should Know, an abstraction 

process is described by Simitch & Warke (2014). Here the value of analysing the precedent is 

emphasized by the importance it has on the continued development of an architect. It provides 

awareness and raw material that may be used as the basis for future work. This is done by 

breaking down the precedent into systems and components that essentially allow a designer to 

design backwards. Further this allows the potential uncovering of strategies or reasoning behind 

design decisions. By unpacking the details within the precedent and understanding the 

components which create the systems one might generate an inventory that may be further 

deployed in other projects (Simitch, A, Warke. 2014). 
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The approaches brought to us by Simitch & Warke (2014) provide an insight into the analytical 

work of an architect. It provides a lens for which this thesis can further apply cross-disciplinary 

vocabulary to illustrate possible relationships that may help deducing an answer to the question 

guiding this research. Without a background in architecture it is especially important for us to 

maintain a close relationship to the literature review throughout the study. 

 

3.3 Our Approach 

This thesis demonstrates a textual analysis of Mirror’s Edge Catalyst that investigates 

correlations between narrative and architecture within the game. As this is done, a cross-

disciplinary vocabulary is applied throughout the analysis. Here the textual analysis introduced 

by Fernández-Vara (2015) is incorporated with the component-based approach discussed by 

Simitch and Warke (2014). Initially a limitation is placed to concentrate the analysis to avoid 

an over-scoped project. This is followed by an extraction of the narrative, ultimately by 

deducing what happens as described by Dansky (2021). Finally, the research utilizes the 

narrative overview to analyse and uncover aspects of the architecture seen in the game. The 

textual analysis focuses on the analysis building blocks defined as Levels and Level Design 

alongside Representation (Fernández-Vara, C. 2015, p. 159). Here the techniques and 

vocabulary discussed by Ching (2015) and Totten (2014) supports the navigation throughout 

the analytical work. The data set is gathered throughout repeated level playthroughs and 

illustrated by an analysis of screenshots that communicate environmental images, with the 

observer being the perspective of the player. 
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4 Method 

 

The research for this thesis follows a three-step method, based on the theoretical framework 

while accounting for the specifics of this study. The method is applied to Mirror’s Edge 

Catalyst and each step is performed separately and draws on preceding steps. 

 

4.1 Limiting the Scope – Step 1 

Before conducting any analytical work, Mirror’s Edge Catalyst is played from start to finish, 

to gather an insight into the game and its world. This playthrough includes all main story 

missions alongside the available side quests. Subsequent playthroughs of the game are focused 

on specific levels to allow for a more detailed analysis. Utilizing the tools presented by 

Fernández-Vara, the textual analysis that is explored throughout the thesis focuses on one of 

the areas of analysis named Formal Elements. We are here looking at two specific building 

blocks established by Fernández-Vara as Representation and Levels and Level Design. 

 

The specific levels are targeted based on their position within the main plot of Mirror’s Edge 

Catalyst with attention to any initial findings. This understanding allows for a close reading in 

relation to the game narrative which is essential for our analysis. Furthermore, to get a wide 

representation of the architectural compositions within the game we focus the analysis on levels 

from different points of the story. In Mirror’s Edge Catalyst each section in the story is 

distinguishable through missions that are replayable with a clear start and end point. Therefore, 

a targeted level is defined as a mission within the game. 

 

4.2 Extracting the Narrative – Step 2 

Prior to further progression into an analysis of the formal elements in Mirror’s Edge Catalyst, 

we provide insight into two additional building blocks presented by Fernández-Vara as a way 

to establish an understanding for the narrative and story of the fictional world. The building 

blocks in question are Story and Fictional World. This is essential within the context of this 

thesis due to the goal of analysing the relational status between the architecture and narrative 

within the target levels. The narrative is extracted through us playing the levels several times 

and interpreting the story material and gameplay throughout the game. This accounts for points 

of interests such as, NPC (Non-Playable Character) dialogue, quest logs, scripted events, 

cinematics, the role of the characters in relation to their position in the world, backstory, player 

actions and setting. The narrative reading is then summarized for each level into keywords 

which are words or phrases that embody the essential elements of the narrative experience. 

Keywords are here derived from the narrative and overarching events within the level, aiming 

to capture and communicate vital aspects of the experience. Further, these keywords are used 

comparatively to guide the analysis of the architectural design within the level, to understand 

the qualities of space in Mirror’s Edge Catalyst. This interpretation derives from a reading 

guided by the following questions by Fernández-Vara (2015). 

 

● What is the story premise of the game? 

● Who does the player control? 

● What happened in the fictional world before the game starts? How does it relate to the 

gameplay of the game? 

● How do the player’s actions constitute events in the game? 

● What events of the story are told in non-interactive media? Which happens during 

gameplay? 

● How does the system of the game bring about story events? 

 



11 

 

4.3 Analysing Formal Elements – Step 3 

At this point of the textual analysis it is time to investigate the most essential building blocks 

to our study of architectural composition: Levels and Level Design alongside Representation. 

When reading each mission investigated in this thesis, we approach the level guided by the 

following questions by Fernández-Vara (2015). 

 

● What is the goal of the level? Are there any sub-goals? 

● How is the space segment defining the level? 

● Is there a critical path? Is the player expected to traverse the level in a specific way? 

● How does the environment relate to the story of the game? How does the level construct 

a story for the player? 

● How does the level use narrative spaces?  

 

As stated by Fernández-Vara, this portion of an analysis benefits from a vocabulary derived 

from other fields (Fernández-Vara, C. 2015, p. 149). Data collection was done by following the 

critical path in each level while grabbing screenshots using the software GeForce Experience 

alongside the included photo mode NVIDIA Ansel. These environmental images are primarily 

taken from a first-person perspective during gameplay, to indicate the field of view available to 

the player at the given moments. As the critical path is followed, screenshots are taken in 

relation to buildings or structures of interest. What becomes interesting must rely on our reading 

of the situation and is based on in-game character dialogue, narrative insight or space arguably 

emphasized through its gameplay. Further this understanding is applied when isolating 

elements within the composition that resonate with the narrative keywords of the level. The 

precedent is here closely studied to investigate aspects within its design, deducing what qualities 

exist that support the narrative experience of the game or level. Throughout the analysis of the 

formal elements the vocabulary introduced by Ching (2014) and Totten (2015) is applied to 

describe and analyse qualities of the architectural space within the game. 

 

4.4 Data Documentation 

Written documentation is conducted throughout all three steps of the method. These notes are 

written with full sentences and indications for where and when they were taken. Data 

documentation documents are divided into sections corresponding to the ongoing step and level 

to further situate the notes and findings allowing the documents to communicate findings on 

their own. As Mirror’s Edge Catalyst is played the environmental images captured using 

GeForce Experience are placed within the written documents to illustrate the points of 

discussion in relation to elements within the design. These screenshots are primarily taken using 

first person perspective. However, supplementing screenshots may provide different angles or 

perspectives using NVIDIA Ansel to provide an in-depth view of the space or subject.   

 

In situations in which an environmental image may require additional visual guides to 

communicate the current issue, subjects are outlined using accent colours. Here the colours 

#44db32 and #e821dc are used interchangeably to contrast with the environment to accentuate 

subjects within the composition. Two colours are used to allow simultaneous highlighting of 

multiple different elements within a given environment image. 

  

 #44db32  #44db32 
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5 Results and Analysis 

 

This chapter conveys the findings of the textual analysis of Mirror’s Edge Catalyst according 

to the established method. Each target level is separated into an extraction of the narrative and 

an analysis of formal elements utilizing the cross-disciplinary vocabulary described throughout 

the thesis. All figures presented in this chapter are screenshots captured by the authors using 

GeForce Experience alongside the photo mode NVIDIA Ansel, as Mirror’s Edge Catalyst 

(DICE, 2016) was played on PC. 

 

5.1 Target Levels 

When playing the game Mirror’s Edge Catalyst, we targeted levels according to their story 

premise and position within the main plot. Doing so, the specific levels Release, Benefactor, 

Fly Trap and The Shard were chosen due to their available resources. Release is the first level 

of the game and is included since it marks the entry to the story, establishing the foundation of 

the narrative. Progressing further into the game, the level Benefactor is included into our 

analysis. This level is valuable as it is rich in how the architecture tries to guide the attention of 

players according to the narrative, paired with an impactful spatial organisation. Level seven, 

Fly Trap, marks a key turning point in the narrative of Mirror’s Edge Catalyst, as the conflict 

between Faith and KrugerSec escalates. It also portrays an impactful relationship between the 

spatial qualities and the narrative experience, impacting gameplay in both dynamic and static 

space. Finally, the last level in the game, The Shard, is included into the analysis as it marks 

the conclusion to the story and narrative experience of Mirror’s Edge Catalyst. Subsequent 

sections contain information that spoils several aspects of the narrative within Mirror’s Edge 

Catalyst. 

 

5.2 Analysis of the Level “Release” 

 

5.2.1 Extracting the Narrative 

Release may be summarized into the three narrative keywords: Freedom, Escape, and Reunion. 

The game takes place in The City of Glass, a large city ruled by the Conglomerate: powerful 

companies united to govern the city and its inhabitants. The citizens of Glass are lured into 

enslavement seemingly willingly as life becomes a race for wealth and status. These people are 

referred to as employs and they grind the company ladders as a hierarchical caste system heavily 

influencing their living conditions. Employs are all connected through the Grid, a network that 

allows the conglomerate to monitor the activities of everyone connected. Some oppose the 

system put in place and choose to live off the grid. Faith, the protagonist of Mirror’s Edge 

Catalyst, is one such person. Faith is part of a crew of runners that navigates the rooftops 

utilizing parkour movements with incredible athleticism.  

 

The game starts as Faith is released after a two-year sentence at a juvenile detention centre. As 

the protagonist is released back to the “freedom” of Glass the player gets their first taste of what 

it means to live by the rules enforced by the Conglomerate. These rules are maintained by 

KrugerSec. The game emphasises fast and precise movement as the player uncovers more 

secrets about Kruger and the enslavement of the people in Glass. Faith becomes a vital part of 

a resistance to the oppressive caste system as the player utilize an arsenal of advanced skillsets 

as they run, fight and jump across rooftops. Given control of Faith from the point of her release 

from the juvenile detention centre, the player is pushed towards a transport vehicle that will 

take Faith to the Greylands for a life in enslavement. As the player approaches the vehicle, 

another runner (named Icarus) opens an escape route. Here the events ramp up as the level turns 

into an “escape” scenario in which the movement-based gameplay is allowed to shine. As one 
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flees, the player will discover that narrative events are often independent of the player's choice. 

A lot of the narrative is brought to life through dialogue and interactions between characters in 

scripted events, but also by the environment as the city reflects values and aspects of the society. 

Towards the final moments of Release, the player solidifies the freedom of Faith as the city 

rooftops are revealed. Noah, Faith's mentor, encourages her with a relieved tone “Come on 

home” (DICE, 2016). Faith is now back on the rooftops, where she belongs. The architectural 

space is consistently designed to display the hierarchal society and provide insight to the life of 

the employs of Glass. Tall powerful buildings become the symbol of success and the 

monumental structure, the Shard, rises to the clouds overlooking all of Glass. This building, 

home of the Conglomerate board, is consistently placed in view as Faith navigates the rooftops; 

it highlights a position of control, wealth and power. 

 

5.2.2 Analysing Formal Elements 

In Release the goal is to get from point A to point 

B; there are no other sub-goals excluding it being 

used as a tutorial to learn the mechanics and 

movement patterns of the character. When diving 

deeper into this mission, the level reveals several 

narrative spaces including evocative, embedded 

and staging spaces.  

 

The first one, the evocative space takes place 

right as the mission starts as the designers place 

the player in a dark, grim and rainy environment. 

It is an intimate space with a linear organisation. 

This linear organisation is emphasized by the 

KrugerSec guards standing along the parallel 

vertical planes seen in Fig. 2, establishing the 

critical path that the player traverses to progress. 

If the player gets too close to the guards the player 

will get beaten and pushed away. Following the 

critical path, the player will arrive at a staircase 

leading down to an uncared-for, dirty parking lot 

on a depressed base plane where the space is 

confined by four vertical planes creating an 

enclosed space shown by Fig. 3. In this enclosed 

area the player will notice another newly released 

inmate being abused by the KrugerSec guards. 

The enclosed space together with the dirty 

parking lot floor and the inmate being abused all 

relate to the narrative, as it shows how employs 

low in the caste system are portrayed as less 

worthy and are treated solely as labour resources. 

 

Embedded spaces are areas where the narrative is 

portrayed within the architectural space. In 

Release, the player will enter an old warehouse 

while trying to “escape” the clutches of 

KrugerSec. In this warehouse, traces of people from the past can be seen laying around in Fig. 

4. Items that can be seen are soda cans, graffiti, tools, cleaning items and scaffoldings that have 

Fig. 4: Items abandoned from precedent 

people. 

Fig. 2: Evocative space, Dark rainy weather, 

Parallel vertical planes. 

Fig. 3: Parking lot, Depressed base plane.  
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been left abandoned. Further progression in the mission leads you to another building called 

Everdyne Tower. Everdyne Tower is an office building under construction that introduces the 

player to billboards seen in Fig. 5. The fictional construction company responsible for these 

billboards is called Callaghan. This embedded space foreshadows their role as the primary 

construction entity in The City of Glass. The player will throughout Mirror’s Edge Catalyst 

encounter several sites in which Callaghan assets are present and their equipment is commonly 

used in varying levels of the game. 

 

The staging space Fig. 8, in Release is one of the 

most memorable moments in the game and 

includes all the three keywords in one scene. As 

Faith has been chased throughout several 

buildings in the mission, finally separating from 

the KrugerSec guards when reaching the top of 

Everdyne Tower. The build-up to the sensation of 

freedom and rewarding staging space, is finally 

accentuated by a spatial segment placing the 

player in a vertical climb through an elevator 

shaft, utilizing a confined space. This space limits 

the movement options of Faith, as the only way 

forward is up through the shaft. Once at the top, 

Faith enters a space defined by parallel vertical 

planes seen in Fig. 6. However, these planes 

contain narrow horizontal openings which allow 

rays of sunshine to emit into the defined space. In 

turn, this spatial segment contrasts heavily from 

the start of the level that established the dark 

evocative spatial experience. Here contrast across 

spatial qualities are used to convey to the player 

that Faith finally reaches the light at the end of the 

tunnel solidifying her freedom, Fig. 7.  

 

At the top of the building the staging space is 

found as a cinematic reveal of the City of Glass is 

performed in Fig. 8. This climactic moment 

manages to emphasize, through the architectural 

space across Release, the experience of 

protagonist, Faith. This captures the impactful 

moment of becoming free, immersing the player 

into the world in front of them. The sense of 

freedom and belonging for Faith is further 

emphasized by dialogue as her mentor Noah says 

“Are you exploring the city Faith? Come on 

home”. This staging space serves another purpose 

as it frames a distant monumental piece of 

architecture, called the Shard. This building is the last level in the game and the hierarchical 

composition marks its importance to the narrative. In Fig. 8, the structure reveals a symbolism 

for the wealth and power of the Conglomerate, which will be gradually elaborated to the player 

throughout the game. The Shard is emphasized through three ways of presenting the 

significance of a building or structure. This architectural composition highlights the Shard 

Fig. 5: Billboard creating an embedded 

space. 

Fig. 6: Parallel vertical planes, Sunshine 

through the horizontal gaps. 

Fig. 7: Path to the top of the building. 
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through size, shape and placement. The form dominates the composition with monumental size 

compared to the other elements within the organisation. The importance of the building is also 

portrayed by its shape, as the unique silhouette compared to the other structures solidifying its 

striking presence. Also prevalent is the large fan, which contributes heavily to the recognizable 

silhouette not shared by any other buildings in the space. Further the placement of the Shard 

terminates the axis going through the linear organization of space from the player's current 

position and that of the buildings at the centre of Fig. 8, which strengthens the hierarchical 

composition. 

5.3 Analysis of the Level “Benefactor” 

  

5.3.1 Extracting the Narrative 

The mission Benefactor takes place close to the middle of the main story of Mirror’s Edge 

Catalyst and can be summarized using the keywords “Rebel against the Conglomerate”, 

“Sabotage” and “Spare the employs”. The identification of the narrative is achieved primarily 

through non-interactive dialogue and facilitates the events of Benefactor by describing them as 

Faith working towards paying off a debt to Dogen, a crime czar of Glass. This results in the 

player being tasked with teaching the Anansi Group corporation a lesson. The goal of the 

mission is to reach the top of Anansi Emporium, a skyscraper under construction. Once at the 

top, the objective of the player is to sabotage the tuned mass damper put in place for the 

building's stability against tough weather conditions.  

 

To further situate the experience of Benefactor, a dialogue between Faith and Dogen motivates 

the narrative as Dogen says: “Are you having second thoughts, Faith? Anansi is not exactly a 

force for good. Every day loCaste are dying in the Greyland factories, producing toothpicks and 

diapers for the midCaste here in the city. Do this for them, if not for me”. The statement relates 

back to the events of Release as Faith was supposed to be shipped to a similar facility, 

highlighting the ways citizens are treated even when described as free. Further narrative 

Fig. 4: Billboards creating an embedded space. 

Fig. 8: The City of Glass revealed and the 

framing of the Shard. 
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identification is maintained throughout the events of Benefactor as the player accomplishes the 

objectives put in place by Dogen while Faith ensures that her values are kept during the mission. 

This is shown as Faith voices a concern for the employs currently working on the construction 

of the building. As a result, the player must find and trigger the fire alarm through a computer 

before proceeding to fulfil Dogen’s wishes, ultimately emptying the skyscraper of employs to 

avoid the harming of innocents. Once the employs are secure, the player makes their way to the 

top and arrives at the large tuned mass damper that is positioned in the middle of the building. 

Here the goal is to deactivate three support clamps positioned in various locations around the 

space. As all support clamps are deactivated the tuned mass damper is released and falls through 

a part of the building, sabotaging the structure. The final part of the mission has Faith escaping 

the scene by quickly retracing the steps that allowed the player to scale the skyscraper. 

 

5.3.2 Analysing Formal Elements 

Once playing Benefactor one is faced with a goal 

different from the linear experience presented in 

Release. Here the player climbs the tallest 

building yet encountered and the objective is not 

simply revolved around traversal; instead, it 

places the focal point on a specific task. At first 

glance the level utilizes these features to establish 

the specific type of narrative space defined by 

Totten as staging space. This is achieved as the 

player approaches the top of the building through 

a specific chain of spatial experiences increasing 

the impact of the staging space, much like 

Release. The sequence starts as the free and agile 

movement of Faith that is core to the gameplay 

experience, is stripped for moments of time as the 

player is guided into a narrow ventilation shaft. 

The spatial qualities decisively limit both visual 

impressions and movement while leading to the 

room that gives access to the fire alarm, Fig. 9. 

As part of the sequence that establishes the 

staging space the player now enters an elevator 

that once again creates a confined experience, 

Fig. 10. The elevator serves an important purpose 

within the sequence as it travels alongside the 

facade of the building. Here the massive city enfolds beneath the player, creating a cinematic 

experience. Upon exiting the elevator, the player reaches the memorable staging space, again 

revealing the Shard and its monumental structure in Fig. 11. The angle achieved from the 

already powerful position on top of Anansi Emporium emphasizes the hierarchical design of 

the Shard even further. Here the player is presented with an experience that again through 

architectural space portrays the power and wealth carried by the Conglomerate as their abuse 

of employs and citizens of Glass is told throughout the dialogue to provide narrative 

identification to the events about to take place. 

 

 

 

Fig. 10: Inside the elevator with the Shard’s 

silhouette in the background. 

Fig. 9: Faith crouching through a narrow 

ventilation shaft. 
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Progressing further takes the player across the 

facade of Anansi Emporium through scaffolding 

that facilitates a climb into the interior of the 

building once again. Here the entrance reveals a 

space that conveys its importance to the narrative 

as the tuned mass damper is revealed. The large 

size and unique shape draw attention in 

comparison to the surrounding environment and is 

revealed through the opening between two parallel 

vertical planes, Fig. 12. Further the tuned mass 

damper is placed in the centre of the building 

becoming the focal point of a centralized 

organization, as seen in Fig. 13. Here the tuned 

mass damper is given a position of significance 

while surrounding space is built by rectangular 

shapes that carry direction and movement around 

the tuned mass damper, Fig. 14. This spatial 

organization provides the player with the space to 

navigate at full speed while utilizing the skills 

synonymous with the protagonist Faith. Further 

the centralized organization allows the goal of the 

level to remain present continuously as the player 

explores the space without sacrificing freedom of 

movement or risking leading the player away from 

the objectives present in the narrative. 

 

Fig. 12: Parallel vertical planes framing the 

tuned mass damper. 

Fig. 11: Exiting the elevator and seeing the 

massive size of the Shard. 

Fig. 13: Centralized organization 
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Benefactor shows ways in which the organization 

of space can be utilized to support the narrative 

both through the qualities of an organization and 

a deliberate critical path. The design choices here 

carefully account for the mechanics of Faith 

which allows the expected gameplay experience 

to remain emphasized in a level whose objective 

does not inherently accentuate the fast, efficient 

movement. Further reading of the components 

within the architecture of Benefactor reveals a 

specific utilization of plane configurations. 

Throughout the level, single vertical planes are 

applied when defining space which allows the 

architecture to articulate that which it faces. This 

is used in the centralized organization to 

emphasize the tuned mass damper, maintaining 

the focus on the objective of the player as seen in 

Fig. 15. In occasions where the centralized space 

is hidden from the player view, the single vertical 

plane instead articulates another point of interest, 

such as how Fig. 16 once again foreshadows “the 

Shard”. 

 

We can also see the utilization of single vertical 

planes in Fig. 17 as the player navigates the 

scaffolding surrounding the building envelope. 

Here the facade allows the unique and impactful 

view to shine as the player is shown the scale of 

the building they are climbing, which ultimately 

even further highlights the monumental scale of 

the juxtaposed the Shard. Another aspect worth 

noting within the design ties back to the 

properties of the material of the building. Here the 

envelope is constructed primarily utilizing glass 

which provides the impactful view over the city. 

However, this aspect was accounted for in certain 

areas in which the designers utilized the 

construction site assets to cover the view. This 

produced a non-transparent vertical plane that 

instead allowed accentuation of the centralized 

organization. In Fig. 18 this is shown as the city 

view is covered highlighting the interactive 

button that the player must press, as they face the 

tuned mass damper in the centre of the spatial 

organization. 

 

  

Fig. 14: Rectangular space around the tuned 

mass damper. 

Fig. 15: Single Vertical Plane, emphasizing 

the Tuned Mass Damper 

Fig. 16: Single Vertical Plane covering the 

Tuned Mass Damper, emphasizing the view 

of the Shard 

Fig. 17: Player navigating scaffolding. 
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5.4 Analysis of the Level “Fly Trap” 

 

5.4.1 Extracting the Narrative 

Fly Trap is the mission that follows Benefactor and serves as a vital turning point in the story. 

This mission is divided into two parts and may be summarized using the keywords: “Rescue”, 

“Desperate pursuit” and “Making a stand”. Fly Trap begins as Faith receives a call from Noah 

after the disappearance of Icarus. Faith proceeds to make her way to the last known location of 

Icarus. Once finding Icarus trapped inside a small room surrounded by electrical fences, the 

player has to find a way to deactivate the electricity. After saving Icarus their celebration gets 

cut in half as a KrugerSec raid is conducted on the Runner’s Lair where Noah and their fellow 

runners are located. Comms are jammed and KrugerSec swarms towards their friends. The 

player is urged to navigate quickly back to the lair by running and jumping across rooftops. 

Icarus edges Faith to move faster due to audible gunshots in the distance. 

 

The player reaches a dark abandoned lair and finds several KrugerSec units just outside the 

back entrance. A non-interactive cutscene is triggered that shows KrugerSec officers leaving 

the scenes with body bags. Faith enters the area occupied by KrugerSec as the player once again 

regains control. Here the objective becomes “Defeat KrugerSec”, the player now has to defeat 

all remaining officers in the area before escaping the scene and completing the mission Fly 

Trap. This is done utilizing movement alongside the combat skills available to Faith. The player 

has access to an arsenal of punches and kicks and these mechanics benefit from momentum as 

the player launches Faith at her enemies. Here the player may combine jumps and wall runs 

into powerful kicks that incapacitate their target. 

Fig. 18: Strategically covered view. 
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5.4.2 Analysing Formal Elements 

When approaching the formal elements of Fly 

Trap, it is apparent that the level supports the 

narrative with deliberate attention to the fantasy 

synonymous to Mirror’s Edge Catalyst, 

facilitating an impactful moment as the second 

part of Fly Trap ramps up. Here the fluid and 

effortless movement of Faith is put to use as the 

player is placed in a situation that emphasizes the 

urgency of runners in Glass. As the narrative in 

the level pushes the player to navigate the space 

efficiently to reach the lair and help Noah, design 

elements within the architectural space support 

the experience. In this section of Fly Trap, a linear 

organization distributes the navigable space 

along a path between two points. The current 

position of the player and the lair, a distant 

location that the player has to reach. Throughout 

this organization of space, a continuous direction 

is applied within the design of the space that 

creates a similar environment as a hallway in a 

building. The open end of the space (Fig. 19) 

promotes direction and movement as the player 

navigates depressed and elevated sections along 

their path. Given the tools available to the player 

the space still maintains spatial and visual 

continuity by allowing the player to keep their 

goal within the centre of their screen as they move 

forward. The linear organization deviates from a 

straight path by applying diagonal direction 

which gives the player a sense of efficient 

movement as they try to reach the lair in time.  

 

Movement through an outdoor environment here 

provides additional means of communicating the 

narrative. The tall buildings on the sides of the 

path together with the clear skies define a space 

in which KrugerSec VTOL aircrafts and drones 

may display their presence. This is used to 

establish an evocative space as they pass by 

closely, emphasizing that the player needs to 

maintain a high pace. The experience of the fast 

pace and fluid movement is further strengthened 

through limited use of ladders, climbable pipes or 

edge grabbing, instead the use of zip lines and 

elevated planes that maintain spatial continuity 

are utilized. Throughout the sequence the player 

will encounter depressed planes that facilitate 

drops which also highlights the evocative experience of the space. This is seen in Fig. 21 and 

22, by the juxtaposition of navigational elements such as stairs and ladders with the critical 

Fig. 20: Bird’s eye view of rectangular space. 

Fig. 19: Opening providing direction. 

Fig. 21: Rectangular space, depressed plane 

with juxtaposed staircase. 

Fig. 22: Diagonal Zip-Line with juxtaposed 

ladder. 
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path. These familiar elements suggest the intended path taken by regular citizens traversing the 

space, further allowing the player to form an understanding of the efficiency of their movement 

as they instead apply the skills available to Faith. Here the design provides believability to the 

architectural space while establishing an evocative space that facilitates the narrative 

experience.  

 

Once the player gets closer to the lair, they are 

placed in less open spaces which still utilize 

parallel vertical planes to emphasize direction. 

Throughout the different sections of Fly Trap, a 

rectangular space is constructed, partially 

represented in Fig. 20 and Fig. 23 and often 

accompanied by parallel vertical planes. These 

planes take different forms as they on occasion 

come from the surrounding buildings that shape 

the path or by walls defining a hallway. However, 

they all share the same effect and help strengthen 

the narrative experience as the player attempts to 

use the skills that they’ve practiced throughout 

the game, to reach Noah in time.  

 

An in-depth look at Fly Trap reveals several 

layers to establish a path achieving movement in 

space. One such aspect to this design is the 

perceptual thread achieved through the diagonal 

element within the path that results in an expected 

destination, indicated visually through buildings 

by the red and circular checkpoint marker in Fig. 

25. The player enters this space through an 

oblique approach that first establishes the 

diagonal angle prolonging the sequence towards 

the objective. This angle originates in the opening 

from the door that leads to the outdoor space seen 

in Fig. 24. 

 

As the player navigates the level the path starts 

with what Ching (2014) defined as “passing by 

spaces”. This means that the spaces beside the 

path remain untouched and preserve their 

integrity, instead framing the critical path. At the 

same time mediating spaces are used to connect 

the path and maintain the continuity across 

spaces. This can be seen in Fig. 20 as the path 

forces the players to deviate from the diagonal 

angle as a bridge connects the two sides of 

positive figures whose negative space defines the 

road beneath the player. Once reaching the edge 

of the rectangular space in Fig. 25 the player reaches Fig. 26 which shows that same bridge. 

Here the diagonal objective marker is visible through buildings as the player once again may 

jump off a steel ramp pointing diagonally towards a zip-line. The flexible nature of a path 

Fig. 23: Parallel Vertical planes, Rectangular 

plane 

Fig. 25: Single vertical plane covers left side 

Fig. 24: Establishing diagonal flow 
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passing by spaces is utilized here to break up the 

diagonal path while maintaining the continuity as 

the expected destination remains in view. In this 

same area we can see a clear use of a technique 

that was applied throughout Benefactor, the 

single vertical plane. In Fig. 25, a large vertical 

plane covers the left side of the rectangular space 

that the player navigates as they work their way 

towards the bridge. This vertical plane limits the 

visual impressions available that may confuse 

and conflict with the critical path while also 

leading the player's attention towards the bridge, 

solidifying it as part of the path. 

 

As the player continues their movement through space the path transitions from passing by 

spaces to passing through spaces. Here the parallel vertical planes and the narrowing of the path 

elevates the forward motion through its direction. While passing through space with less visual 

impressions than the prior outdoor space the path becomes clearer while suggesting that the 

player is closing in, as they eventually reach a termination of the path when they reach the lair. 

 

Upon reaching the lair the player encounters 

KrugerSec as they are about to leave the scene. 

During a non-interactive cutscene the protagonist 

decides that she has to make a stand and the 

player regains control in a space that differs from 

those previously discussed. This section of Fly 

Trap forces the player to fight waves of enemies 

before being able to leave. Here designers create 

a static enclosed space as they move away from 

the commonly seen rectangular spaces. They 

present the player with a large prospect space 

enclosed by the envelopes of surrounding buildings 

seen in Fig. 27. Furthermore, Fig. 27 reveals how 

depressed and elevated base planes are utilized to 

segment the space which makes the large space 

appear more intimate. This allows the player to 

approach enemies without being overwhelmed, 

while still providing room for creative utilization 

of the skills available to Faith. Another important 

layer that allows this space to support the 

narrative is the ways in which momentum and 

movement interact with the combat mechanics of 

the game. As previously mentioned, attacks 

performed by the player in Mirror’s Edge 

Catalyst are increasingly powerful when 

combined with movement such as jumping off 

heights or wall running into kicks.  

 

The specific combat experience of Mirror’s Edge Catalyst is accounted for in the design of the 

enclosed space. Here the elevated and depressed planes receive an additional layer as their 

Fig. 27: Large, static and enclosed 

combat space 

Fig. 28: Overhead plane with sheltered space 

underneath 

Fig. 26: Diagonal checkpoint 
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properties provide resources to the player to utilize as they defeat waves of enemies. At the 

centre of the architectural composition there is an elevated plane that becomes the highest plane 

within the scene. This plane visible in Fig.  28, is applied as an overhead plane that defines 

space underneath without vertical elements enclosing the specific space. This allows the space 

underneath to maintain visual continuity as the player navigates the space while also providing 

shelter. Further, the overhead plane holds the location of a ranged enemy giving them the 

benefits of increased line of sight due to the elevation of the plane. Continued analysis of the 

way the designers applied depressed and elevated planes throughout the outdoor space best seen 

in Fig. 27, must account for the change in elevation they provide. Most of the planes are elevated 

or depressed in a manner that provides easy access for KrugerSec guards by not demanding the 

use of stairs or advanced parkour techniques to navigate the space. The only exception is the 

extroverted position on top of the overhead plane that provides access through stairs. In the 

previous sections of the game when narrative has emphasized fast movement between elevated 

and depressed planes, designers used a scale that allows Faith to break the expectations of how 

a regular person would navigate the space which in turn added weight to the movement and 

experience of the player.  Instead, here the same techniques are applied at a different scale to 

best accompany both the enemies and player combat mechanics while providing a large 

prospect space that maintains the benefits of an intimate space. 

 

A top-down view of the space in Fig. 29 reveals the overall shapes and shows the limited use 

of rectangular planes. Important to note here is that the designers chose to implement 

rectangular shapes originating at the entrance to the space highlighted with the small squared 

outline, containing a small coloured circle. Here rectangular planes provide direction into and 

around the space, allowing for clear and fast navigation towards and between sections of the 

larger space. From this perspective, another aspect of the design stands out. After the initial 

wave, enemies are dropped by helicopter to the elevated plane partially signified by the black 

hexagonal patterns shown in Fig. 29. These patterns emphasize the separation between space 

without affecting spatial or visual continuity, allowing enemies that arrive full access to all 

surrounding space while increasing the likelihood of players noticing their arrival. 

Fig. 29: Top-down view of the combat space 
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5.5 Analysis of the Level “The Shard” 

 

5.5.1 Extracting the Narrative 

The Shard is the final mission of Mirror's Edge Catalyst. This is where the runners work 

together in trying to stop the Conglomerate from releasing an injectable serum that allows them 

to control the emotions of the citizens in Glass, further expanding their power. This mission can 

be summarised into the three keywords: Top of society, Wealth and power, and Control. The 

mission begins with Faith arriving at the foot of the Shard as the player arrives by train. Standing 

at the base of the Shard glancing up at the tall and massive building one has ahead, emphasizes 

the significant last challenge essential to overcome the Conglomerate as they strengthen their 

grip on society. This level becomes a climb to the top of the tallest building in Glass to stop the 

Conglomerate from achieving their goal. As the player performs this climb, the wealth and 

power of those living in the Shard will become more apparent. An example is the atrium. The 

player reaches the large atrium located in the middle of the building, full of green grass, trees, 

bushes and water that is decorating the space. Faith says through dialogue, “I’ve never seen this 

many trees before. It's beautiful here”. A newly found accomplice named Aline answers through 

radio communication, “Most employs don't know it, but fresh water is fast becoming a valued 

commodity in Cascadia”.  This shows how only the wealthiest and most powerful people in the 

hierarchical system of Glass have access to nature. Reaching the topmost section of the Shard 

provides the space in which the culmination of the narrative will play out. Faith enters the 

control room to shut down the serum, ending the project known as “Reflection”. In this space, 

the player must fight off two Sentinels, the strongest KrugerSec units in Mirror’s Edge Catalyst, 

becoming the final challenge of the mission and, ultimately, the game. This results in Faith 

being able to shut down the launch of Reflection. In the following aftermath Gabriel Kruger, 

the CEO of KrugerSec, is revealed to be missing and his daughter Isabelle takes over the 

business, allowing for speculation on possible future events. 

 

5.5.2 Analysing Formal Elements 

Analysing the formal elements of The Shard reveals an attention to the narrative within the 

architectural spaces constructed throughout the level. “Wealth and power” is being portrayed 

by the exclusive access to resources that no other place in Glass has, such as the flourishing 

nature and interior design with exclusive furnishings that are incorporated within the 

architecture. Having access to these resources also provides additional control as they are rare 

and valued. The power is emphasized by the location, size and the view embodied by the Shard, 

as it overlooks the entire City of Glass. The spatial qualities conveyed throughout the 

architecture here conveys people inhabiting the Shard as the literal top of society”. 

 

Upon the start of the mission named The Shard, 

Faith gains access to the trains that take 

passengers out to the artificial island that holds 

the massive skyscraper. Once travelling by train, 

a non-interactive cinematic shot pans the camera 

to reveal the building and target destination seen 

in Fig. 30. As a visitor to the Shard one must 

arrive by train, the tracks of which perform an 

oblique approach to the monumental structure. 

This kind of approach provides perspective and 

emphasizes the form of the building allowing 

once again the hierarchical design choices to 

shine through to those below. 

Fig. 30: Cinematic pan reveals the Shard 
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Throughout the game of Mirror's Edge Catalyst, 

Faith moves through a lot of different parts of the 

city in which the architecture differs, conveying 

aspects of the caste system. As the game 

progresses further the player encounters spaces 

that show contrasting changes in cleanliness, 

style and luxury. Here going from distinctly dirty 

to almost clinically clean. Looking at the Shard, 

there are key examples in how the architectural 

space utilizes the embedding of nature as plants, 

trees and water are strikingly applied. The space 

segment throughout the level acts as a setup 

intensifying the impactful moment as flourishing 

nature is exposed to the player. This setup is 

initially started as Faith scales the Shard towards 

the goal of terminating Reflection. On her way 

up, Faith encounters a narrow space in the form 

of a ventilation system, limiting player movement 

mechanics and visual impressions. The dark 

ventilation shaft leads to an opening revealing an 

atrium full of trees, bushes, water and plants 

climbing up the interior of the Shard, seen in Fig. 

31 and 32. This moment is made especially 

impactful due to the contrast it applied in the 

spatial qualities prior to the reveal but also in the 

architectural compositions throughout the city. 

Utilizing the consistency seen throughout Glass, 

supports the experience for the player which here 

may arguably be as amazed as Faith. This 

example highlights the atrium as an embedded 

space as nature itself has a connection to the 

narrative, given the exclusivity of such elements 

within the environment. The spatial qualities of 

the atrium further achieve the striking contrast 

using material, colour and vibrancy, as the rest of 

Glass is almost purely made of steel, white shiny 

panels and glass. 

 

For the player to climb even higher in the Shard 

they must navigate on fragile rectangular 

platforms made of glass, Fig. 33. These glass 

panels will crack when running on them and 

eventually break. Pushing the player to run as fast 

as they can, across the glass following the 

direction of the rectangular panels before Faith 

falls to the ground. This area uses the surrounding 

architecture to urge the player into a higher pace 

as the evocative visuals portray the compromised 

and fragile nature of the space. There is another 

Fig. 31: Flourishing nature in the Shard’s 

atrium. 

Fig. 33: Faith running across fragile glass 

panels. 

Fig. 32: Flourishing nature in the Shard’s 

atrium. 

Fig. 34: Faith running on fragile glass panels 

while being shot at. 
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example of this in the beginning of the level. As the player arrives by train to the Shard, they 

traverse the ceiling above the station, almost entirely made of glass, Fig. 34. These examples 

both utilize evocative space as the environment alongside the narrative establishes a scenario 

in which Faith is pushed to apply efficient and fluid movement to avoid failing the urgent 

mission. 

 

Once the player climbs to the top of the Shard, they are met with a unique view that shows the 

monumental height of the building as seen in Fig. 35. Here players are rewarded with a complete 

overview of the entire city that almost appears miniscule from the perspective of the player. 

The hierarchical design of the Shard has been portrayed throughout the game but is here utilized 

from a different perspective. Further solidifying the final staging space as the view portrays the 

accomplishment of the player, highlighting the culminating moments about to occur. At the top 

of the building a circular shaped room is accessible through a door and this is the location in 

which the final moments of Mirror’s Edge Catalyst start to unfold. As the player reaches the 

top, the shape of the control room stands out while the transparent water filled roof reveals 

panels displaying the logo for Reflection. Here the player is told through the unique architecture 

and hierarchical position on top of the tallest building in Glass that their journey is reaching its 

end, as they make their way into the control room to stop Reflection.    

Fig. 35: The unique view atop the Shard 
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6 Discussion 

 

The textual analysis of Mirror’s Edge Catalyst reveals a consistent use of narrative spaces as 

defined by Totten (2014). Here the player encounters primarily evocative and staging spaces 

throughout their experience. Staging spaces are used to foreshadow and deliver story material 

such as the hierarchical design of the Shard. This building portrays the wealth and power of the 

governing body within the city as its monumental structure is repeatedly displayed to the player 

throughout the game, eventually becoming the location of the final mission of the story.  

Evocative spaces are in Mirror’s Edge Catalyst used sparingly in specific places to strengthen 

a mood, feeling or setting that supports the ongoing events within the gameplay experience. For 

example, the initial moments of Release portray a dark, abusive environment which layered 

design choices together form the unwelcoming experience that prolongs the moment of 

“freedom”. Applying contrast in spatial qualities between these narrative spaces gives missions 

such as Release an impactful moment as the player quickly immerses themselves within the 

experience of the protagonist, Faith.  

 

A close relationship was observed between the intention of a given space and the mechanics 

available to the player at the given moment. Depending on the surrounding narrative of the 

specific level, space is organized to support the events expected to take place. Mirror’s Edge 

Catalyst shows signs of deliberate application of linear and centralized organization to account 

for these aspects. Fly Trap is a mission that emphasizes efficient and urgent movement which 

benefits from a linear organization of rectangular spaces highlighting direction and encouraging 

movement. This allows the player to establish and trust a perceptual thread making the 

experience fluid and efficient. Another type of organization is seen when the narrative provides 

an experience that revolves around less directional movement. Here, a centralized organization 

is used which puts a space of significance at the centre of the composition allowing the player 

to move freely while limiting the distance travelled away from the focal point of the level. This 

type of organization further benefits from the application of single vertical planes as they 

accentuate the space which they face. In Benefactor this principle is applied consistently with 

varying accents to indicate impactful aspects of the built environment while covering others. 

Single vertical planes are seen accentuating the Shard, Anansi Emporium, tuned mass damper 

and interactable objects, all aspects prominent in the narrative of Benefactor and Mirror’s Edge 

Catalyst. 

 

While single vertical planes show prominent presence throughout the levels of Mirror’s Edge 

Catalyst, the compositional advantage of parallel vertical planes is applied even more 

consistently. This type of configuration is used to emphasize the critical path and highlight the 

movement within spaces. In scenarios that push the pace this application is especially evident, 

but it remains visible during less dynamic moments as well. During these moments the parallel 

vertical planes are placed in a manner that allows their opening to point towards important 

objects, such as the tuned mass damper in Benefactor. Further investigation of the planar 

configuration within Mirror’s Edge Catalyst found impactful use of horizontal planes. These 

planes are prominent in the definition of static or dynamic quality of space throughout the 

investigated levels and are one of the most important components to the spatial design in the 

game. Depending on the context of a given horizontal plane, different elevation values are used 

to either accentuate the athletic movement mechanics of Faith or support the dynamics of 

combat. In spaces that incentivise efficient forward momentum, elevated and depressed 

horizontal planes can be applied without interrupting the perceptual thread that is portrayed 

within the level. Instead these planar qualities may be used to evoke emotions, emphasize 

efficiency in movement or provide resources to the player.   
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7 Conclusion 

 

The research conducted throughout this thesis shines light on a part of architectural knowledge 

that may be applied in the construction of virtual worlds. Level designers and environmental 

artists dedicate significant efforts towards accomplishing credible, immersive and detailed 

environments for players to explore in the games that they play. As technological advancements 

push the boundaries of what one may expect in these virtual worlds, the vast knowledge within 

the field of architecture becomes increasingly appealing. 

 

Mirror’s Edge Catalyst is an example of a game that relies heavily on the fictional world that 

DICE (2016) established to support the experience of playing the game. Performing a textual 

analysis while applying architectural theory to increase the understanding of qualities applied 

within space yields several key insights. These insights are gathered with a focus on the specific 

topic of this study, understanding the ways in which architectural space may support the 

narrative in levels of first-person video games.  

 

The textual analysis revealed ways in which architectural space can support the narrative in 

levels of first-person video games. Here, the spatial qualities supporting the narrative are 

established with a close relationship to the expected gameplay experience of the specific levels. 

This relationship allows designers to segment space in a manner which emphasizes specific 

moments of the game. Further, the spatial qualities are highly dependent on the configuration 

of vertical and horizontal planes that define the space throughout the game. These planes are 

seen in varying shapes, scale and elevation which all depend on the narrative present at the 

given moment. Rectangular space with parallel vertical planes emphasizes the high pace 

movement of levels that highlights urgency in the player actions. Single vertical planes are used 

in moments in which spaces are used to communicate and accentuate specific aspects within 

the environment.  Depressed and elevated planes are combined to alter the spatial and visual 

continuity affecting the qualities of a given space throughout a level while carrying the potential 

to establish an evocative space. Furthermore, these spaces are then organized into a pattern that 

emphasizes the intended experience. Ultimately, these aspects represent substantial layers 

within a design that allows architectural space to support the narrative in levels of first-person 

video games.  

 

In future research of the question investigated throughout this thesis, insight revealed through 

different precedent studies may be deemed valuable. Mirror’s Edge Catalyst provided multiple 

layers within the design of architectural space that may be utilized to support the narrative of 

first-person video games, but additional subjects are likely to broaden the available key insights. 

Another layer of expanded research that may yield relevant value to the topics of this thesis 

include the incorporation of user testing. Designing environments that extensively test player 

behaviour in buildings or structures that highly emphasize linear or centralized organizations 

or rectangular versus square spaces may provide important data. Finally, this thesis approaches 

the relationship between architecture and level design while acknowledging that the depth of 

knowledge within both fields are far beyond the scope of a singular thesis, suggesting the value 

of incorporating additional or new architectural principles to future studies on levels of first 

person video games.   



29 

 

References 

 

Ballantyne, A.  (2002). What is Architecture?. London and New York: Routledge 

 

Cambridge University Press. (n.d.). Composition. In dictionary.cambridge.org dictionary. 

Retrieved May 19, 2021, from 

https://dictionary.cambridge.org/dictionary/english/composition 

 

Cambridge University Press. (n.d.). Precedent. In dictionary.cambridge.org dictionary. 

Retrieved May 19, 2021, from 

https://dictionary.cambridge.org/dictionary/english/precedent 

 

Cambridge University Press. (n.d.). VTOL. In dictionary.cambridge.org dictionary. Retrieved 

May 19, 2021, from 

https://dictionary.cambridge.org/dictionary/english/vtol?q=VTOL 

 

Ching, D.K. F. (2015) Architecture: Form, Space & Order (4th ed.). Hoboken, New Jersey: 

John Wiley & Sons, Inc. 

 

Dansky, R. (2021) Introduction to Game Narrative. C. Bateman, N. Bundy (Eds.). Game 

Writing: Narrative Skills for Videogames (2nd ed.). New York, USA: 

Bloomsbury Publishing Plc 

 

Fernández-Vara, C. (2011) Game-Spaces Speak Volumes: Indexical Storytelling. 2011 

DiGRA International Conference: Think Design Play (January 2011). 

Retrieved May 21, 2021, from 

https://dspace.mit.edu/handle/1721.1/100274 

 

Fernández-Vara, C. (2015) Introduction to Game Analysis. New York: Routledge. 

 

Hamakareem, I. M (n.d.). Tuned Mass Damper - Components, Working and Applications.  

Retrieved May 21, 2021, from 

https://theconstructor.org/structural-engg/tuned-mass-damper/1198/ 

 

Hullett, M. K (2012) The Science of Level Design: Design Patterns and Analysis of Player 

Behaviour in First-person Shooter Levels. UC Santa Cruz. 

Retrieved May 19, 2021, from 

https://escholarship.org/uc/item/1m25b5j5 

 

Hunicke, R. LeBlanc, M. Zubek, R. (2004, January), MDA: A Formal Approach to Game 

Design and Game Research. Retrieved May 19, 2021, from 

https://www.researchgate.net/publication/228884866_MDA_A_Formal_Approach_to_G

ame_Design_and_Game_Research 

 

Kostof, S. (1995) A History of Architecture (2nd ed.). New York: Oxford University Press 

 

NVIDIA. (n.d.). GEFORCE EXPERIENCE. Retrieved June 7, 2021, from  

https://www.nvidia.com/en-gb/geforce/geforce-experience/ 

 

  



30 

 

NVIDIA. (n.d.). NVIDIA ANSEL. Retrieved May 19, 2021, from 

https://www.nvidia.com/en-gb/geforce/geforce-experience/ansel/ 

 

Royal Architectural Institute of Canada (2016), What is Architecture, Retrieved from 

https://raic.org/raic/what-architecture 

 

Simitch, A. Warke, V. (2014) The Language of Architecture: 26 Principles Every Architect 

Should Know, Beverly, Massachusetts, USA: Rockport Publisher 

 

Totten, C. (2014) An Architectural Approach to Level Design, London New York: Taylor & 

Francis Group LLC 

 

Van Buren, D. (2015, December 10). Architecture in Video Games: Designing for 

Impact, 

Retrieved May 21, 2021, from 

https://www.gamasutra.com/blogs/DeannaVanBuren/20151012/254238/Architecture_in_

Video_Games_Designing_for_Impact.php 

 

World Freerunning Parkour Federation (n.d.). What is Parkour?. Retrieved May 21, 2021, 

from 

https://wfpf.com/parkour/ 

 

Ludography 

 

DICE (2008) Mirror’s Edge, digital game. 

 

DICE (2016) Mirror’s Edge Catalyst, digital game. 

 

https://www.gamasutra.com/blogs/DeannaVanBuren/20151012/254238/Architecture_in_Video_Games_Designing_for_Impact.php
https://www.gamasutra.com/blogs/DeannaVanBuren/20151012/254238/Architecture_in_Video_Games_Designing_for_Impact.php

