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Abstract 

Climbing in video games is a game mechanic that, after the introduction of three-dimensional 

movement, became more and more common and extended the movement options of the player 

character. Climbing, as used in this thesis, is a very specific action that can only be performed 

by interacting with a climbable gameplay element in the game world. A visual analysis is 

applied to investigate how objects in action-adventure games depict climbable gameplay 

elements: specifically, whether the way the games communicate climbability through visual 

communications is consistent or not. Four games are included in this study and the results point 

towards an overarching consistency for each of the games' use of visual cues to communicate 

climbability. However, the consistency is affected by the gameplay experience of each game. 

The linear games use very clear and controlled visual cues to describe the climbable gameplay 

elements, and the player often only interacts with a climbable gameplay element once per 

section, similar to an obstacle course. The games that emphasize exploration of a gameplay 

area, akin to a playground, place climbable gameplay elements around the environment for the 

player to freely interact with and have less clear visual cues. Climbable gameplay elements, 

like ledges, are found to be unique in the interaction they provide, and this is proven by the 

many different methods of visual communication that are used to convey the affordance of 

climbing. 
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Abstrakt 

Klättrande i dataspel är en spelmekanik som efter introduktionen av tredimensionell rörelse, 

blivit allt vanligare och utvidgat möjligheterna för spelarkaraktärens rörelser. Klättrande, som 

använt i denna uppsats, är en mycket specifik handling som endast kan utföras genom att 

interagera med ett klättringsbart spelelement i spelvärlden. En visuell analys appliceras för att 

undersöka hur objekt i action-äventyrsspel avbildar klättringsbara spelelement. Specifikt, 

huruvida sättet spelen kommunicerar klättringsbarhet genom visuell kommunikation är 

konsekvent eller ej. Fyra spel är inkluderade i denna studie och resultaten pekar mot att det 

finns en övergripande följdriktighet för varje spels användande av visuella signaler för att 

kommunicera klättringsbarhet. Följdriktigheten är dock påverkad av spelupplevelsen i varje 

spel. Dem linjära spelen använder mycket tydliga och kontrollerade visuella signaler för att 

beskriva klättringsbara spelelement, och spelaren interagerar oftast endast med ett klättringsbart 

spelelement en gång per sektion, likt en hinderbana. Spel som betonar utforskande av ett 

spelområde, likt en lekplats, har mindre tydliga visuella signaler. Klättringsbara spelelement, 

såsom avsatser, upptäcks vara unika i interaktionen de förmedlar, och detta påvisas av de många 

olika metoderna för visuell kommunikation som används för att förmedla klättringsbarhet. 
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1 Introduction 

Video games have evolved over time, alongside the technological advances of the hardware 

they use. As technological advances occur, it enables video games to pursue higher visual 

fidelity over time. In the past 30 years video games have gone from being almost exclusively 

two-dimensional games to many having real-time rendered three-dimensional graphics. It is not 

only visible in the fidelity of textures and detail of three-dimensional models, but in the effects 

and animation of objects and characters. Additionally, the user interface seems to have been 

toned back in some games to blend better with what is happening on screen, instead of relying 

on visual cues in the environment to guide the player. 

Judging by the nominees for The Game Awards in 2020 many popular games feature 

platforming elements, the act of jumping between platforms (The Game Awards, 2014). This 

is often accompanied by the ability to hang on to ledges and to climb objects or surfaces. These 

environment features that afford gameplay by allowing the player to climb them are in this 

thesis referred to as climbable gameplay elements. Isolated objects, vertical surfaces, and parts 

of the environment can all be climbable gameplay elements if they afford the action of climbing. 

While many popular games will feature vertical movement extensively it is, unlike horizontal 

movement, often afforded by the climbable gameplay elements. This also locks the vertical 

dimension of the gameplay behind a specific interaction with a specific type of element. Their 

function is simple, but their presence allows three-dimensional game worlds to be navigable 

vertically through the use of the elements within it. This makes them an important part of many 

contemporary video games, and valuable to study in order to find effective means of 

implementing them. 

Climbable gameplay elements could be assumed to play into the realistic trend of contemporary 

games, but they also stand out more than anything else in the environment. The objects and 

environment features would blend in with everything else around them due to their realistic 

depiction if they did not have a distinct visual design. Unless the protagonist has superhuman 

powers, there also tend to be some limitations regarding what the player character can climb 

on. Natural instincts from the real world may not apply in this fictional world where the rules 

have been made up to suit the gameplay and the technical limitations. Thus, there is seemingly 

a need for a visual relationship between interactive and non-interactive objects, where the 

former is differentiated by visual cues. 

However, careless usage of visual cues may lead to inconsistencies where surfaces appear 

climbable when they are not, and a climbable object looking like decoration when it actually is 

meant to be the path forward. Having consistent visual cues allows the game to teach the player 

what to look out for and to not accidentally discourage them from trying to climb things they 

should. 
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1.1 Research Question 

This thesis seeks to evaluate the consistency in the visual cues contemporary games use when 

indicating climbable gameplay elements. The research question is: How consistent are visual 

cues for climbable gameplay elements in third-person action-adventure games from 2019-

2020?  

For designers of games with platforming this can be important, and by understanding how well 

contemporary games are succeeding in this area their techniques and the progress of the field 

can be evaluated. This thesis evaluates these games, but also lays the groundwork for evaluation 

of any title. Thus, it may not only be useful to designers but to researchers who wish to study 

related fields of the consistency of visual cues. 

1.2 Overview 

To examine the research question, this thesis selected a set of four games that are from The 

Game Awards 2020. These target games are Star Wars Jedi: Fallen Order; Spider-Man: Miles 

Morales; Ghosts of Tsushima; and The Last of Us Part II. The selected games are all part of the 

action-adventure genre. 

The main goal was to look for consistency between the visual cues of the climbable gameplay 

elements. This was possible by using established frameworks to analyse the target games. After 

gathering the visual data from each game, it was put through a theoretical framework in order 

to evaluate the consistency of each game. 

The results show that visual cues of climbable gameplay elements appear to have a high 

consistency of providing meaning and communicating interactivity to the player. Through 

visual cues the game creates a consistent language of signs for when and where they appear. 

The player may then learn to recognize and make decisions based on the observation of an 

element and its visual cues. 
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2 Background 

This thesis examines four games and within each game looks at three major parts. Firstly, 

climbable gameplay elements are defined as objects that elevate the player from a lower 

position to a higher position. Secondly, the consistency for the elements is regarding how the 

learned interaction is consistently reinforced to the player. If the game retains visual cue 

consistency the player can play the game understanding the rules tied to the gameplay 

experience. Lastly, when and where visual cues are used will indicate to the player what 

interaction is possible with the climbable gameplay elements. If implemented, repeated distinct 

visual cues may result in a consistent gameplay experience. Visual cues may be used to further 

describe an element's functionality by consistently appearing with the climbable element, to 

direct the player and draw attention to itself. 

2.1 Climbable gameplay elements 

Climbable gameplay elements may take many forms in different games. They can be pipes, 

chains, vine covered walls, or the surface of a skyscraper. What defines them as climbable 

gameplay elements is that the player can climb them. To be more specific, climbing is not only 

a method for the player to move vertically but is a new way of moving that relates to touching 

an element. By interacting with an element, the controls are changed to allow the player to 

control the vertical movement, or a specific input is required which plays an animation during 

which the player does not have control and the character climbs the element. Movement while 

climbing differs from any other kind of movement and requires a gameplay element that affords 

it. 

While climbable gameplay elements are common in contemporary three-dimensional games 

there are no set designs for them and what is climbable may vary from game to game. In The 

Legend of Zelda: Breath of the Wild (Nintendo, 2017), which won The Game Awards’s Game 

of the Year award in 2017 (The Game Awards, 2014), the player character is able to climb on 

almost any surface, be it a cliffside or large building. The scope of that game’s climbable 

gameplay elements is much larger than that of other comparable open world games of its time. 

It stretches the definition of a climbable gameplay element, as it almost becomes simpler to 

define what is not climbable in the game rather than what is. It is therefore necessary to 

understand the gameplay of a game as a whole, and especially the abilities of the player 

character, in order to identify climbable gameplay elements and analyse them. 

In the game Shadow of the Colossus (Japan Studio & Team Ico, 2005) the player can climb 

colossi - huge moving giants with stone platforms sticking out of their fur. The platforms can 

be grabbed onto, acting as ledges the player character can climb on top of. The fur can be 

grabbed by the character and they can climb along its surface. It is not the colossi themselves 

that are climbable gameplay elements, but their parts. 

Bardzell divides diegetic interactive objects into two categories: “object wholes” and “object 

parts” (2008). Object wholes are detached objects that can be interacted with, such as ladders, 

while object parts means only a part of an object is interactive, often shown with a texture 

(Bardzell, 2008). This study concerns itself with both as the lines between the two may become 

blurry, especially regarding climbable gameplay elements. 



4 
 

 
 

Worth noting as well is the controls the player uses to navigate these worlds. Many 

contemporary games, and all the games in this study, allow the player to use an analogue stick 

for movement, where tilting it in different directions moves the player character similarly. The 

default controls will map this directional movement to the horizontal plane. Climbable 

gameplay elements change these controls, and instead map them to a vertical plane. While 

horizontal movement is afforded through horizontal surfaces and requires no special interaction, 

vertical movement is usually enabled by the affordances of elements in the game world. 

Climbable gameplay elements can be ladders, ropes, climbable walls, or ledges, all of them 

affording the player the ability to move vertically around the game world. 

2.2 Consistency in gameplay elements 

There is a need for games to consider how they pace and enforce the learning process of the 

game for the player to learn and retain the skills they need (Cook, 2007). Games that are 

consistent in their application of skills and interactive objects may have a better chance of 

nurturing this learning process. Inconsistencies may become distracting, and lead to frustration, 

that causes players to lose interest in using a skill. 

The game designer, Cook, created the skill chain model to represent the structure of a game 

through the lens of a player learning skills (2007). Cook believes this model is well suited for 

finding issues within a game, specifically when a player forgets a skill (2007) and maybe gets 

stuck or makes things needlessly difficult for themselves. This is referred to as burnout and 

occurs when a player learns of a skill but then is not encouraged, or is discouraged, from using 

it again. 

False visual cues may cause burnout by making players think they can interact with an element 

that is only decorative, only for them to find out it is not, and thus discouraging them from 

trying to interact with other elements. This learning-based model shows that the learning 

process is integral to the gameplay experience, and misleading information risks hampering or 

disrupting this process. 

Bardzell writes about the importance of consistently using visual cues that could otherwise trick 

the player, again leading to frustration (2008). This may also not be limited to only the visual 

characteristics of interactive objects, but also to context. If a supersoldier cannot jump over a 

normal fence because the game does not allow it, then that is an inconsistency that contradicts 

the game’s scenario, communicated visually (Bardzell, 2008). Inconsistencies like these may 

undermine the narrative and fantasy of the game, thus impacting the player experience. 

Consistency may be a natural occurrence in many video games using an object-oriented 

approach where a ladder in one level can be copied into another level. It is easy to think of a 

crate in a specific video game as how crates look in that world, while in the real world a person 

may encounter countless variations on crate designs based on the manufacturer, location, 

purpose, contents, and more. However, inconsistencies still occur, perhaps due to design 

oversights when putting different elements together in a new context, or when integrating 

gameplay features into natural looking environments. Consistency in games may be important 

not as a positive quality, but rather as the absence of the frustrations and disillusions caused by 

inconsistencies. 
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2.3 Visual cues in video games 

Visual cues are indicators of interactivity or the path forward that are highly dependent on their 

surroundings and the narrative context they are presented in. Most video games require, or 

heavily rely on, the player to use a screen to get the information they need to play a game. There 

are exceptions, like Blind Drive (Lo-Fi People, 2021), where the player needs to use audio cues 

to avoid oncoming traffic, and to a degree one of the games that is examined in this study, The 

Last of Us Part II (Naughty Dog, 2020). This game has many accessibility features, some of 

which are aimed at letting people with visual impairments play the game. However, as the other 

three games in this study lack such features it is apparent that they are only present in a minority 

of contemporary popular games. 

The idea of cues, and usually visual cues, is to make apparent the affordances of interactive 

elements or to guide the player. In A Visual Interaction Cue Framework from Video Game 

Environments for Augmented Reality by Dillman et al., the authors wanted to find how games 

use different cues to catch the player’s attention and lead them through a virtual environment 

(2018). They studied video games in order to find common or working practices for different 

types of indications. Video games may have evolved such visual cue practices to the extent that 

other industries and areas of research are looking to copy them. 

In the context of player interaction with climbable gameplay elements, the role of visual cues 

becomes apparent. These elements may not only be objects with affordances, but also 

environment features meant to lead the player to the next set piece or gameplay challenge. This 

may depend on the game; some games have more linear paths where they attempt to naturally 

lead the player through environments, and some have open worlds where the player is free to 

explore in any direction. Games of the former type may then treat climbable gameplay elements 

that align with the path intended for the player as beacons that lead the player onward. Games 

of the latter type may not want to direct the player too much and instead treat each element as 

an object which should communicate its affordances clearly. Thus, this may be an additional 

dimension to the design of visual cues. 

Visual cues may however not only be features of the environment but could be part of the user 

interface. In video game tutorials, the player is often shown a button on the screen with text 

explaining what it does. This is often context dependent, and the button prompt may appear the 

first time the player nears a ladder or the first time an enemy appears. There are many more 

complex implementations of user interfaces, as Fagerholt and Lorentzon explain, where 

elements may be part of the game world, or exist in the three-dimensional space of the game 

(2008). Depending on how they relate to the climbable gameplay elements they may or may 

not be a part of their visual cues. 

In Bardzell’s example, when a super soldier cannot jump over a fence there is a conflict 

involving both the narrative of the game arguing against itself and concerning the player’s usage 

of real-world knowledge, that fences are typically scalable. The abilities of the player character 

may therefore matter when evaluating whether a cue is clueing the player into what it is 

supposed to.  
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3 Related works 

There are many works about interactivity, affordances, and visual cues in video games. For this 

thesis, several articles have been selected that provide frameworks for the method and analysis 

in this study. 

3.1 How to Look at Video Games: A Visual Analysis Toolkit 

Holmes aimed to design a methodology using his own self-developed three-tiered framework 

for visual semiotic analysis (2013). The three tiers Holmes defines are: 

representational/orientational elements; structures and conventions; and ideologies. Holmes 

based his methodology on Serafinis’s (2010) visual analysis methodology but adapted it for 

video games. For designers, the toolkit may be applied to understand the various conceptual 

conventions and semiotic resources available to them that may help drive more effective design. 

For players, it can help them understand the ways designers intend meaning (Holmes, 2013). 

3.1.1 Representational/orientational perspective 

The representational/orientational perspective is how designers create elements for a game and 

what a player can notice on screen. According to Holmes: “[...] buttons and text labels, the 

avatar and other characters, the world or space the player inhabits, icons or frames, colours and 

shapes“ (2013, p.12) are examples of representational elements that are interpreted by the 

player. 

Noticings, as Holmes defines the term (2013), can through representation orient the player to 

the game and its larger contexts, based on how the designer implements them and how the 

player interprets them. Holmes also states that “These noticings also include tones or “moods” 

that the game portrays” (2013, p.12). These elements may indicate several important clues for 

what makes the information shown on screen meaningful to the player (Holmes, 2013). Every 

element in the game may say something about itself, indicating what function it might have if 

the player interacts with it. More context can be given based on when and where the element 

appears. All these attributes in relation to context result in the player attaching meaning to the 

elements the player sees, based on the situation it is presented in. 

These are all important aspects of how representation/orientational attributes of an element may 

result in different ways of conveying meaning to the player, and for the player to read it. Holmes 

gives an example element that with intentional design can provide a clearer description to the 

player of its importance in relation to the game: “A small button tucked away in a corner might 

easily be missed or appear unimportant, while a large, flashing icon in the middle of the screen 

is more noticeable” (2013, p.13). An element can have different noticings, as a result of the 

different representations. 

Furthermore, there is an orientational function to the noticings. Holmes argues that “The 

orientational function of these noticings is to cue me into the actions the player can take specific 

to the game and also to the larger contexts within which the game exists.” (2013, p.13). The 

player orients the noticings on screen, specific to the context of the game they are playing, also 

within a larger context within which the game exists, and in relation to the actions the player is 

afforded. What the player sees then orients the player to what actions they can do. 
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The noticings can orient the player to what tools are available and to what world they are 

inhabiting. Holme further argues that these noticings may also orient the player regarding how 

the designer conveys meaning through the other two perspectives, the structure and conventions 

and the ideological claims (2013). Orientation in this sense is at a prime level and a meta-level 

(2013). A prime level orientation is in the context of the game itself; the meta-level is the game 

put in relation to the larger world of other games, genres, and experiences. These aspects and 

the game itself teach and prepare the player for what is to come during gameplay. The elements 

in the world may show the player information on how the player can act within this world and 

through which objects. The combination of the orientational and the representational is in 

harmony with the other two proposed perspectives, structures and conventions and the 

ideological, that help the player decide how to act. 

3.1.2 Structure and conventions perspective 

The second analytical perspective Holmes applies is the structural and conventions perspective. 

“Structure refer [sic] to the compositional elements of the visual elements, including colour, 

size and placement, salience, framing and emphasis, point of view, and others (see especially 

Kress and van Leeuwen, 1996).” (Holmes, 2013, p.14). Holmes proposes that structure may 

help the player notice the orientational elements within the game world and provide more space 

for the noticings. Conventions are included in the second analytical perspective as a supporting 

aspect for how the structures promote meaning. Conventions exist not just in games: they 

extend beyond games and can be read regardless of what context they are attached to. 

Conventions can be followed or broken, “Designers can promote meanings by calling on these 

conventions and designing signs which match (or challenge) the expectations created though 

[sic] a player’s previous experience” (Holmes, 2013). 

A real-world example of a convention is that a red light may be associated with the action of 

stopping or of failure, while a green light may indicate the permission to move or success. These 

conventions can carry over across mediums and genres. Specifically for games, the conventions 

are established concepts that have an inherent meaning attached to them. This does not mean 

that every player is aware of these conventions, but they can affect how designers design a game 

and how the player interacts with it. Conventions can be a merge of both game conventions and 

real-world conventions (Holmes, 2013). Heart icons are for example commonly associated with 

the amount of health the player character has, the more hearts the healthier the character is.  

The same iconography of the heart sign is used in real world situations. “The heart icon is also 

used in health-food items, doctor’s offices and other spaces in the everyday world.” (Holmes, 

2013, p.15). Conventions exist in many shapes and forms. Another example Holmes describes 

is how light can be used to highlight a specific object (2013). This is not limited to games, as 

painters and photographers are also known to use light as a guiding element. Understanding 

these conventions may help the designer make more informed decisions on the design of a 

game, and the player with this knowledge may become more conscious of how they play, how 

to approach and what to do within a game. 
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Figure 1 Tool to use when analysing structures and conventions (Holmes, 2013, p.16) 

3.1.3 Ideological perspective 

“Ideologies refer both to the worldviews and beliefs of the designers when creating the game 

(and how they choose to represent them) as well as the worldviews and beliefs of the player as 

they play (which informs what they notice and how they interpret it)” (Holmes. 2013, p.16). 

The ideological perspective gives space for reflection regarding what an individual brings when 

creating or playing a game. Ideologies exist in the representation of elements within a game, 

how things look and how the mechanics are implemented. There is usually a specific behaviour 

games want the player to act out and this perspective helps analyse why the game wants this. 

For example, the game mechanics and representational elements may ask the player to be 

violent, organized or solve problems. Through this perspective the aim is to find out what is 

motivating the player towards the rewards, and what kind of meaning inhabits them (Holmes, 

2013). 

The discussion of the ideological perspective heavily relies on the other two perspectives, 

representational/orientational and the structures and conventions, “[...] to point out what they 

might mean and how they are in turn represented and designed.” (Holmes, 2013, p.16-17). 

People cannot play or design games as a blank slate. Everyone has their own background that 

will affect how they play or create a game. A banker, farmer, musician, or doctor each has their 

own experiences to apply to any media they interact with. In the context of games Holmes 

argues that this is an important factor to consider for the three perspectives because there are 

different world views and assumptions on how the world works (2013). What experiences the 

player already has attached to them is going to influence how they read the game and the 

conversation being exchanged during play. 

There is no guarantee that the ideologies will be interpreted in the original intended way. They 

can orient a player to the world and its established meaning; however, it is up to the player if 

they want to “[...]adopt (or counteract) them to be successful in the game.” (Holmes, 2013, 

p.18). Ideologies can indicate who the player is in the context of the game world. Ideologies 

may also define a game regarding what kind of game it is, this is in relation to other established 

conventions used in other games. Having knowledge of what to expect from a game sets the 
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scene for how a player may behave, and in turn affects the way the player reads the game during 

play. 

The methodology Holmes describes is a way to bridge the two perspectives between the game 

designer and the game player. Holmes is providing a tool that can give an understanding for the 

conversation that he argues happens when a player plays a game and reads the meanings 

(representational/orientational, structures and conventions and ideologies) implemented by the 

game designer (2013). Holmes states that there is a risk in isolating visual elements from the 

other modes of meaning making in games, as gameplay is when all the aspects of the game 

come together (2013). Video games are primarily an interactive medium, but can through visual 

elements, create a space for discussing various methods for creating and negotiating meaning. 

3.2 Systems of Signs and Affordances: Interaction Cues in 3D Games 

Bardzell created a framework of markedness and interactivity based on semiotics and 

categorized interactable elements in video games depending on their visual signifiers (Bardzell, 

2008). She found that there are conventions in different video game genres about what elements 

are interactable and what shape that interactivity takes. This can be beneficial as players can 

learn a sign in one game and then use that knowledge in other games and designers in turn do 

not have to explain simple mechanics that are commonplace in other games (Bardzell, 2008). 

If a game designer makes this assumption however, they run the risk of alienating new players 

that have not played a lot of other games before, as they may not be properly introduced to the 

signs the game uses. The opposite problem may also occur, as Bardzell points out, where a 

convention established in some games is broken in another (2008). Boxes may be broken to 

reveal stashed away rewards in some games while exploding when hit and hurting the player in 

another (Bardzell, 2008). 

However, Bardzell still believes it is good to use some kind of sign or marking for an interaction 

rather than none. She defines a taxonomy where elements may either be interactive or non-

interactive, and marked or unmarked (2008). This results in four possibilities, some more 

common than others. Marked elements that are interactive may be things like ladders that are 

climbable. A marking does not necessarily have to be a specific sign displayed on an element, 

if the element itself invites the interaction that suffices. 

Unmarked interactive elements are described by Bardzell as “Easter Eggs” (2008, p.198). These 

are secrets that the player may only find by trying to interact with something the game is not 

outright telling them to. Unmarked non-interactive elements are simply decorative in nature 

and neither invite interactivity nor afford it (Bardzell, 2008). Marked non-interactive elements 

however are described by Bardzell as “false cues” (2008, p.197) and she questions whether 

these would be implemented intentionally as they generally offer false affordances. Even if not 

implemented intentionally, she argues the expectations of the players may differ from the 

provided cue. These false cues can lead to problems such as the rewarding and exploding boxes 

mentioned previously. A marking like this may not be the fault of the designer but could perhaps 

be avoided through clearer usage of markings, as may be the case with climbable gameplay 

elements. This thesis may refer to elements in games using this taxonomy as “marked 
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interactive”, “unmarked interactive”, “marked non-interactive”, or “unmarked non-interactive”, 

looking at a part or the whole of an element or piece of terrain. 

3.3 Services in Game Worlds: A Semantic Approach to Improve Object Interaction 

In Services in Game Worlds: A Semantic Approach to Improve Object Interaction, Kessing, 

Tutenel and Bidarra examine the semantics used for interactable objects and how they could be 

systematically structured to improve production and readability (2009). They claim that 

“Current games lack semantics is mostly due to the difficulty of game designers to realize such 

complex objects.” (Kessing, Tutenel, & Bidarra, 2009, p.276). Their thesis proposes a solution 

to this problem in the form of describing object provided services, characterizing the classes of 

game objects. They have a prototype system made specifically to simplify and intuitively create 

definitions of services in an integrated environment. They argue it is necessary “[...] to increase 

the player’s immersion in the game world, it’s objects should behave as one would reasonably 

expect” (Kessing et al., 2009, p.276). 

Looking at how to identify class and attributes. Each object can communicate information based 

on these notions. Class is defined as “[...] ‘a generic description of a collection of entities based 

on their essential common attributes’” (Kessing et al., 2009, p.278). Examples are apples and 

water. Apples are edible and water is drinkable, satisfying hunger and thirst  as a service. Units 

and states are meant to describe values of attributes,  values such as kilograms or ounces. States 

for  apples are edible or inedible and for water drinkable or undrinkable. In addition actions for 

objects are defined as “[...] ’a process performed by an entity, yielding some attribute value 

changes or (new) entities’” (Kessing et al., 2009, p.278). 

 
Figure 2 Example of services (Kessing et al., 2009, p.279) 

A more specific example is the service provided by a vending machine. A vending machine 

provides a service: using currency the machine then reacts to that interaction and provides the 

service of exchanging it for a soda which yields a new entity, the soda can. This way of 

analysing interactable objects could be used to analyse different climbable gameplay elements 

between games and look at the service they provide. For example, a climbable gameplay 

element in a game provides the service of vertical movement, provided that the player interacts 

with it correctly. The player is then rewarded with a new vantage point. From there the player 

is afforded new possibilities of movement, having been given a position higher up in the 

environment (Kessing et al., 2009). 
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3.4 Beyond the HUD - User Interfaces for Increased Player Immersion in FPS Games 

Fagerholt and Lorentzon studied how first-person-shooter games give the player feedback and 

found that the visual feedback could be categorized (2009). Their research showed that most of 

the feedback in first-person shooter games was given visually rather than through kinetics or 

audio. The study in this thesis will not include first-person-shooter games as the intent is to 

focus on action-adventure games using a third-person perspective, however since there may be 

a similar connection between visual feedback between the two genres this framework is still 

applicable. 

Fagerholt and Lorentzon, much like Bardzell, found two binary classifications to use in their 

framework (2009). One was to what degree a feedback element was modelled in the space of 

the game world, whether it was spatial or an overlay. An overlay does not relate to the player’s 

point of view but is shown on top of whatever the game’s camera is portraying. The heads-up-

display (HUD) is an example of a screen overlay user interface element. It may be used to show 

the player contextual button prompts, for example, which in some games may be used to 

indicate climbable gameplay elements. Spatial elements instead have some relation to the 

geometry of the game world. This may for example be a marker that is hovering over the place 

the player needs to get to. In most aspects it would be no different from any other object in the 

game world, but they often stand out as different and follow different rules. Such a marker may 

be a blue, glowing, orb that disappears when a player reaches it and receives their next objective. 

The second classification Fagerholt and Lorentzon created for user interface elements is 

whether an element is part of the fictional game world or not (2009). Elements that are part of 

the game world and may be perceived by the characters are diegetic elements. These could be 

ammunition lying on the ground, or a watch on the character’s wrist showing the in-game time. 

Non-diegetic elements, however, may for example be contextual button prompts but can also 

be spatial elements such as glowing markers. The key distinction is that these elements are not 

part of the game world and the characters in the game are not aware of them. 

Fagerholt and Lorentzon bring up Mirror’s Edge as a game of interest to their study where the 

player may toggle on and off path hints that paint objects in the path with an easily 

distinguishable colour against the white city landscape (DICE, 2008). The hints are framed as 

a skill possessed by the main character Faith but could also be interpreted as a simple tool to 

help guide players through the game’s environments. To a player unfamiliar with this feature 

however, they may never try disabling the mode, and simply view the world as having these 

painted objects strewn about that just so happens to show the player the path to their next 

objective. As such, this element could be argued to be both diegetic and fictional, and both part 

of the interface and part of the environment. 

Marked interactive objects, defined by Bardzell (2008), could be seen as spatial diegetic 

elements, as they have a presence in the game world and may be recognized by the characters 

in the game. The path hint feature from Mirror’s Edge clearly marks objects as interactive, so 

the objects would fall within Bardzell’s taxonomy, but since it can be disabled this marking 

becomes dependent on the user interface and the player’s personal preference. 
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Mirror’s Edge demonstrates that the line between spatial user interface elements and 

environments may become blurred. The user interface may not only be understood as the heads-

up-display, occasionally showing the player a button prompt or text telling them what to do but 

can also be intertwined with the game world to the point where the two cannot be separated. 

3.5 Positioning of this study in the current research 

There are numerous academic works about visual cues in video games with varying degrees of 

specificity to them, but most are very broad in their scope. This study chooses a narrow and 

specific area within visual cues to study: those used for climbable gameplay elements. It also 

approaches this area differently, as it is focused on how the implementation of visual cues is 

executed rather than the specific structure or composition used. Evaluating the consistency of 

the visual cues is to the benefit of designing better game experiences by eliminating moments 

of frustration rather than designing appealing or informative visuals. 

Outside academia there have also been many blog posts and articles by game designers about 

designing climbable gameplay elements. Some that very much relate to the topic of this study 

are Three pain points in the production and design of Shadow of the Tomb Raider (McAloon 

& Francis, 2018), The Ledge Grab: An Appreciation (Gent, 2014), and Untold Riches: The 

Intricate Platforming of Tomb Raider (Hamish, 2013). These articles show an appreciation of 

the implementation of climbable gameplay elements in video games. It is clearly an important 

topic for designers and the industry in general and as such deserves closer study. 

This study uses established techniques and frameworks from previous studies of visual cues 

and video game imagery to find and compare the visual cues used for climbable gameplay 

elements in order to evaluate how consistent the studied games are in their implementation. It 

benefits the field of game design by providing an example of how visual cues for climbable 

gameplay elements may be evaluated, and an analysis of how popular games are currently 

handling it. The study also adds to the academic field as it focuses on an area hitherto only 

mentioned passingly in other works and may lead to further research on the importance of 

climbable gameplay elements and the impact of visual cue consistency on the gameplay 

experience. 
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4 Method 

The games selected for the study were each played twice, and screenshots were taken during 

these sessions. During the first play session, screenshots were taken of all encountered 

climbable gameplay elements. Afterward, the visual cues associated with the climbable 

gameplay elements were documented and added to a table. Each game was played a second 

time to find false cues and confirm any observations. The screenshots were all taken on a 

PlayStation 4 and then transferred with a USB device to a computer. Once on the computer the 

screenshots were uploaded to a cloud server and placed in their respective folder for each 

specific game. After all the games were played and the screenshots were categorized, the 

consistency of the visual cues is evaluated and presented as results. 

4.1 Target games selection 

The study focuses on third-person games that take place in a three-dimensional space, as they 

afford the interactions this thesis is concerned with. Other camera perspectives may complicate 

the study as the impact of the perspective would need to be considered. To make the study more 

focused, this aspect was therefore excluded. 

Adventure games have also featured jumping and vertical movement as a prevalent part of their 

gameplay for some time, and so looking at their contemporary equivalents seemed apt. The 

action part of the genre name comes from the name of the category at The Game Awards: 

“Action/Adventure” (2014). Despite the research being bound to a certain period of time, the 

results may still be valuable in the future. Climbable gameplay elements have not changed much 

since their first appearance in video games and the significance of consistency in visual cues 

may be relevant in and of itself. 

Furthermore, this thesis looks at contemporary games as they may show any current trends in 

the design of visual cues. A selection of contemporary games was chosen by looking at the 

nominees for The Game Awards from 2020, the year before this thesis was written. The Game 

Awards is an annual event recognized by the industry that awards popular video games that 

were released throughout that year (The Game Awards, 2014). Specifically, games nominated 

for the “Action/Adventure” genre award were chosen, as these games are usually three-

dimensional games that use a third-person camera perspective.  

The decision to rely on the nominees for The Game Awards over sales numbers assumes that 

there is overlap and that fewer factors may affect which game gets nominated compared to 

which games sell better. Platform, marketing, and release window can have an impact on sales 

numbers, but the nominees are selected by people with many different areas of interest, and so 

they were deemed to be contemporary representatives of the genre. 

For this study to provide a general assessment of games within a specific genre and within a 

specific span of time it was deemed necessary to select them using an objective metric to avoid 

bias. While there are limitations to this approach, as is brought up in section 4.5, it distances 

the opinions of the authors from the games selection process and creates a precedent for the 

selection of games in similar studies. The Game Awards event was chosen for the study as the 

nominees are assumed to be both popular and critically acclaimed titles, representing the best 

design in the field at the time. 
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Of the six nominees for the Action/Adventure category at The Game Awards in 2020 four 

games were selected for the study. 

Within the selection, Star Wars Jedi: Fallen Order and The Last of Us Part II are considered 

to be linear gameplay experiences in comparison to the open world experiences of Marvel’s 

Spider-Man: Miles Morales and Ghost of Tsushima. 

The linear gameplay experience often has a more focus on sequential progression and the 

exploration within the game world is more restricted to give the player a very specific gameplay 

experience. Open world gameplay experiences in contrast allows for less restricted gameplay, 

affording the player a large open game world that they can seamlessly move across. 

The selected games are described as: 

1. Ghost of Tsushima is an open world game where the protagonist is a samurai who tries 

to free his home from a Mongolian occupation (Sucker Punch Productions, 2020). The 

world is based on the real island of Tsushima and has points of interest spread out across 

a vast space with a lot of open terrain but also hillsides and cliffs that offer many 

opportunities for climbing. The player character is strong and nimble and can climb on 

houses and cliffs. There are other elements such as ladders that the player may climb, 

and they eventually unlock a grappling hook that further improves their climbing 

capability. 

2. Marvel’s Spider-Man: Miles Morales is an open world game developed by Insomniac 

Games in 2020. As Spider-Man, Miles can climb on walls, shoot webs, and has 

superhuman strength. The player can climb on almost any surface meaning there are 

very few boundaries constraining the player’s options. Using the web slinging, the 

player can also propel themselves to many different points spread out around the 

environment. They can also use it to swing, suspending themselves in the air while 

gaining horizontal momentum. 

3. Star Wars Jedi: Fallen Order is a third-person action-adventure game and is focused 

around combat and exploration (Respawn Entertainment, 2019). The player fights a 

variety of enemies ranging from soldiers to alien creatures and repeatedly climbs walls, 

ledges and ropes as a means of traversing the environment. The game has a linear story 

progression, but the player is also meant to return to previous areas with new skills 

acquired to further explore in these areas. This means that the player may encounter and 

traverse the same obstacles multiple times as they play the game. 

4. The Last of Us Part II is a linear game developed by Naughty Dog (2020). The world is 

suffering from a zombie-like disaster and the protagonists have to survive the encounters 

they face by fighting or using the environment to sneak past. The player characters are 

strong and can climb over most ledges they can reach. They have no supernatural 

abilities and buildings, fences, and hillsides provide hindrances to them. The player can 

move different climbable gameplay elements, such as garbage containers, ladders, and 

ropes, which helps them reach new places. The ropes are the most dynamic of the three 

as the player can throw them however they please and they dynamically turn from 
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interactable objects into climbable gameplay elements depending on how they are laid 

out. 

A benefit with the selected games is that they are all available on the same platform, the video 

game console PlayStation 4. This means that they can all be played with the same controller 

and on the same display. As the hardware is the same, the fidelity of the games’ graphics should 

be comparable. This also extends to the screenshot capture function, which is built into the 

software of the PlayStation 4. By using this function, all the screenshots were captured using 

the same tools and thus any compression or artifacting that may result from the usage of screen 

capture tools was comparable between the games. 

Because the games nominated for The Game Awards are critically acclaimed, they are expected 

to be well designed, having considered many different factors affecting the gameplay 

experience. Therefore, this selection of games is expected to show a high degree of internal 

consistency in the design of the visual cues for climbable gameplay elements, as otherwise this 

could have impacted the gameplay experience through such as burnout. However, if the games 

showed a low degree of internal consistency that could instead indicate that the consistency of 

visual cues is not as important to the overarching success of a video game as is presumed by 

the authors. In that case, an inconsistent use of visual cues may instead have positive effects, 

by perhaps allowing for more freedom in sculpting the environments, making them more life-

like or immersive. 

4.2 Data collection 

Screenshots were gathered during two play sessions. Each game has its own tables for the 

climbable gameplay elements that list the screenshots and visual cues present in the game. The 

screenshots are numbered in order from first to last screenshot taken. The number assigned to 

a specific screenshot is referred to in the table by that number. For example, all elements that 

share wall climbing as an interaction are listed under the wall climbing category. In the wall 

climbing category a list of screenshots where this element is found are listed in the table and 

the visual cue frequency is noted. 

If the frequency of false cues for a specific visual cue exceeds the frequency of them being used 

correctly, further analysis is needed to determine if the cue is a visual cue for a climbable 

gameplay element or a more recurring feature in the game world itself. It might for example be 

the case that a group of visual cues together indicate a climbable gameplay element while the 

cues themselves may also be associated with other parts of the environments. In these cases, 

cues may be kept in even if they are found to mostly be unrelated. 

4.3 Analytical process 

This thesis applies Holmes’s visual toolkit for analysis of the screenshots to describe what is 

depicted in them (2013). Holmes’s three-tiered framework, representational/orientational 

elements, structures and conventions, and ideologies, was applied in the analysis of the 

screenshots. 

Climbable gameplay elements are differentiated by how the interaction visually compares to 

the others. A ladder and a rope would be considered different climbable gameplay elements if 
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the player character animates differently depending on which they are climbing. A hanging rope 

and a hanging climbable chain would not be considered different climbable gameplay elements 

if the player character’s animation while climbing them is the same. However, the visual 

distinctions between the climbable elements will be noted. Attention will also be made to 

instances where the visual cues are not consistent if an element is a marked non-interactive or 

unmarked interactive. 

The results from each game were compiled into lists and tables that contain all the data recorded 

from the screenshots. Conclusions about the consistency of climbable gameplay elements were 

made, looking at the frequency of the data gathered from the elements. Relying on Bardzell’s 

taxonomy of markedness, the presence of inconsistent false cues could indicate problems or 

divergent design intentions. Common practices across the genre could enforce a common 

language used by both the designers and the players. Whether based on semantics, spatiality, 

diegesis, or markedness, commonalities could be recognized both within the games and beyond 

them. 

4.4 Representation of the data 

The screenshots serve as the basis for the study and specific ones are included in the Results, 

Analysis, and Discussion chapters. A single screenshot can be a clear example of a frequent 

trait, an anomalous instance, or a typical convention. 

The documented visual cues of the screenshots are represented in tables designed for internal 

use. Each table is associated with one climbable gameplay element from one specific game. 

The screenshots are numbered in the order they were taken. Screenshots may not be listed 

sequentially in the tables, as a specific type of climbable gameplay element may have appeared 

at different points throughout the play sessions. 

Table 1 Screenshot table example 

Screenshot number 1 Visual cue 1 Visual cue 2 

1 X X 

2  X  

4 X X 

5 (1st)  X 

5 (2nd) X X 

10 (R2) X  

Total 6 5 4 

 

As shown in Table 1, in the first column the number of the screenshot in which the climbable 

gameplay element found is listed. In the following columns are visual cues for each element, 

and whether they are observed or not is noted with an “X” or left blank. The total results are 

shown in the last row. 
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Multiple climbable gameplay elements may be visible in one screenshot, and that screenshot 

may therefore appear multiple times in the tables. Multiple climbable gameplay elements of the 

same type in the same screenshot include “(1st)”, “(2nd)”, and so on to differentiate them from 

each other. 

A screenshot from the second play session is included when it more clearly depicts a climbable 

gameplay element than one from the first session. They follow the same guidelines for 

numbering but are marked with “(R2)”. 

The tables are included as Appendix A to provide further clarity to the results and to act as a 

basis for further research. 

4.5 Limitations of the study 

Perhaps the most significant limitation of the study is in the selection of games. The decision 

was made early to limit the scope to action-adventure games as these have not only included 

platforming elements for decades but have also pursued realistic graphics more than 

platforming games have. Looking at the nominated games for the past years of The Game 

Awards it is also clear the number of adventure games outnumber platforming games (2014), 

so if the study should be able to conclude anything about contemporary games it would be most 

representative to focus on action-adventure games. 

The study is also limited as it is focused on contemporary games, rather than looking at games 

over a span of time or looking at influential or genre-defining games, for example. Evaluating 

instead the consistency of visual cues over time may have given insight into how their design 

has evolved and where it may go in the future. Games which are anomalies or genre-defining 

in this subject would be interesting to study as this could explain why some approaches were 

embraced by the industry, somewhere discarded, and some can be repurposed and used again. 

This could also have brought up indie-games or lesser-known games which innovated in some 

way, rather than focusing on popular games selected by a jury for an awards ceremony. 

Less popular or critically acclaimed video games may be less refined in the design of their 

environments or not make use of the pinnacle of contemporary design practices. By not looking 

at these games, the study may have a one-sided view of the design and implementation of visual 

cues. Video games with less resources may have the same degree of consistency as the well-

funded award nominees but by only looking at the latter, the consistency may be wrongfully 

attributed to good design practices rather than some other facet of visual cues or the gameplay 

experience. 

Popular games may also use a similar design language, they may all be appealing to a wide 

audience and may be inclined to follow established conventions. As they are highly regarded 

by video game critics it is reasonable to assume they are already well designed, and therefore 

may have taken into consideration the potential issues of inconsistent visual cues in gameplay 

elements. Studying only good examples of a practice may be less fruitful than comparing well 

implemented examples with lacking ones. 
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The perspectives of older, influential, subversive, and unpopular games are lacking in this 

study, but the benefit of limiting the scope to recent popular games within a genre is that it can 

clearly be defined. As these games were released within a year of each other, they can be played 

on similar (in the case of this study, identical) hardware. 

The process of analysing screenshots from video games is not a standardized practice, and what 

method or framework is used may have a significant impact on the result. This study hopes to 

mitigate this issue by involving multiple perspectives on visual cues and affordances. 
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5 Result and analysis 

The results will describe the observations of the documented climbable gameplay elements, 

what defining characteristics they have and what they may have in common within each target 

game. It explores what visual cues were found and what relationship they had with each other 

and the climbable element, whether they were based on real world affordances or any other 

attributes that stand out. The consistency of the visual cues is evaluated, and prominent 

inconsistent examples are brought up. Overall, the study confirmed the expectation that the 

target games have a high degree of internal consistency. 

5.1 Ghost of Tsushima 

The player character in Ghost of Tsushima can climb most objects and structures in his 

surroundings. This invokes many real-world affordances, such as ladders, but the player 

character can also climb stacks of objects, carts, rocks, and roofs. The latter in particular was 

encountered often during the first gameplay session, with the most encounters at seventeen. 

This was followed by object stacks at eleven, and rocks and climbable walls at nine. Other 

encountered climbable gameplay elements were ladders, carts, window frames, and some others 

encountered only once. 

 

 

 

Figure 3 Ghost of Tsushima climbable gameplay elements 

While there are many different climbable gameplay elements in Ghost of Tsushima, they share 

some distinct visual traits. Whether the element is a rock or the ledge of a roof there is always 

a sharp line that indicates the breakpoint between the vertical surface rising to meet the mostly 

horizontal surface above. This line is often straight, especially with structures, but can be 

slanted and irregular. When there is bright sunlight, these ledges are often shown more clearly 

through the contrast between the bright surface and the rising side in shadow. 
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Figure 4 Climbable rock to the left, climbable roof to the right. 

For lower climbable gameplay elements that do not reach the player character’s shoulders they 

may have more irregular or lack lines like these. The object stacks look and behave like a box 

geometrically but are made up of multiple objects. Together they form a surface the player 

character can stand on, and a low ledge-like area that the player character can interact with to 

climb on top of it. This element stands out both in Ghost of Tsushima and among the other 

games of its genre that were analysed in this study, as it is not a singular object nor part of a 

surface yet is for all intents and purposes one as it relates to the player character’s movement. 

Bardzell’s taxonomy of object wholes and object parts (2008) would likely classify object 

stacks as object wholes when the items in the stack are not easily differentiated from each other 

and it looks more like a pile, or a stack. If it is apparent what items the stack is formed of and 

the player can climb on top of and stand on single items then an object stack could be considered 

to be made up of several interactive object parts. For the purpose of the study, the two types 

were grouped together during data collection. 

 

Figure 5 Object stack of many parts to the left, object stack of easily differentiated parts 

to the right, cropped screenshots. 
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Near the beginning of Ghost of Tsushima, the player is taught how to interact with the 

environment. It starts with a button prompt telling them they can jump through a window, and 

performing the action makes the character vault over the window frame. Another button prompt 

with the same button instructions appeared a while afterward telling the player they can climb 

up a wall. This enforces the observation that whether an interaction with the environment 

affords horizontal or vertical movement it appears to put more weight on the type of the 

interactable element rather than the prompt. While the player is taught they can climb up on top 

of a roof, the same input can be used to climb on top of a cart, despite the height difference. 

Vaulting over an obstacle may lead to the player landing on top of a platform, moving up. The 

game is thus consistent in how it presents interactions with environment elements, but it is the 

properties of the object and the geometry of the surroundings that determine what movement 

results from the interaction. 

In general, the climbable gameplay elements in the game featured common visual cues. The 

most divergent ones were the object stacks due to the discussed differences between those with 

larger items that could more easily be singled out and those that had more and smaller ones. In 

the example pictured above in Figure 5 both stacks are of similar height, which invites the visual 

cue of height relative to the player character, but there are also cases where this too differs. 

 

Figure 6 Tall object stack variant 

In this example of another climbable object stack it is close in height to the player character’s 

head, rather than his waist. It also stands out compared to other climbable gameplay elements 

of the same height as it is an object stack with a distinctly non-wooden part at the top. This 

object stack stands separately unlike the stone and dirt walls. It is thus inconsistent with the 

cues of other object stacks. 

During the play sessions there were many rocks that were climbable but not all, though they 

did appear to have some visual differences. Rocks that were more rounded in form were not 
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climbable while rocks that exhibited the mentioned sharp line were. The real-world association 

may be that a rounded rock would be slippery, not allowing the player character to gain a 

foothold and thus not worth climbing, as the player character never even makes an attempt to 

grab on to it. It may however not be easy to distinguish between climbable rocks and non-

climbable rocks when the rock is not in direct sunlight. Then the contrast between the flatter 

surface and the more vertical side may not be as visible, and it can blend in among other rocks. 

The impact of the light and weather conditions on the visual perception of climbable gameplay 

elements was mostly observed on these rocks. 

 

Figure 7 Rocks on the left are climbable while the rocks on the right are not. 

As described, most climbable gameplay elements use sharp lines or a clear distinction between 

the surface on top and its side. If it does not it either invokes real-life affordances, like ladders, 

or has an approachable height. Guided by these cues, most climbable gameplay elements will 

communicate their affordances clearly while non-climbable elements do not use these cues. 

Inconsistencies occur when it is unclear whether climbing an element will move the player 

character vertically, or only have him vault over it. 

5.2 Marvel’s Spider-Man: Miles Morales 

Marvel’s Spider-Man: Miles Morales differs from the other studied games as the player 

character, Spider-Man, has supernatural abilities that allow him to traverse the environment 

almost without hindrance. The climbable gameplay elements of the game rarely need to be 

interacted with as the abilities of Spider-Man make them obsolete. However, it was found 

during the first play session that the environments are full of climbable gameplay elements, as 

the player character can stick to and climb on most surfaces. The game takes place in New York 

City which gives the player character plenty of surfaces to climb on the sides of skyscrapers 

and brick buildings. Most buildings, and some objects, are climbable in this way. Anything 

natural, such as trees or rocks, were however found to not be climbable during the play sessions. 



23 
 

 
 

 

Figure 8 Marvel’s Spider-Man: Miles Morales Climbable surfaces 

As most surfaces are climbable, they rarely draw attention to themselves. There is also seldom 

a need for the player to use them, as the web-swinging abilities of the player character allow 

the player to almost completely avoid interacting with vertical elements of the environment. 

However, as mentioned there are exceptions, and while the climbable surfaces are diverse in 

their appearances, they share some visual cues. 

The climbable surfaces are mostly flat, and any decorative elements usually lay flat against the 

surface, such as wires, ladders, or foliage. Most are parts of buildings and use man-made 

materials, like bricks, glass, metal, and concrete. As the city is covered in snow, the edges of 

surfaces could often be distinguished by the snow layer on top of a surface. During night-time 

some surfaces would also be illuminated by lights which made them more visible. 

During the first play session it seemed as if there were very few limitations to where the player 

character could climb, even leaning surfaces and ceilings could be climbed on. However, as the 

visual cues identified during the first playthrough were so broadly defined in order to include 

all climbable surfaces, this led to many potential false cues being investigated in the second 

play session, and many were found. 
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Figure 9 Non-climbable rock surface 

Only structures were found to be climbable, and only if they were mostly flat. Even then there 

were some inconsistencies, with some metallic objects being non-climbable in one area, and 

then found to be climbable in another. 

 

Figure 10 Not climbable on the left, climbable on the right. Cropped screenshots. 

The player character will not interact with ladders in the game, he will simply connect to the 

surface behind them and climb like he is on any other surface. Ladders were thus found to not 

be a visual cue for climbable gameplay elements, even though surfaces with ladders were 

always climbable. However, during the second play session there was one instance where a 
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ladder was, at least partially, a visual cue, as nearby similar surfaces were not climbable. When 

further investigated it was found that the top of the surface was obstructed on the two non-

climbable sides, while the third side with the ladder had a clear ledge at the top. Attempts to 

climb to the top would thus be obstructed on the non-climbable sides, and perhaps that was why 

those surfaces were not climbable. On the other hand, this went against all previously observed 

cues, as the surface was flat and large enough to accommodate the player character. 

 

Figure 11 Climbable surface with ladder in front and clearly defined ledge. 

 

Figure 12 Non-climbable surface without ladder and obstructed ledge due to protruding 

beams. 
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Apart from these more notable inconsistencies there were several minor ones found during the 

second playthrough. Some surfaces would not be climbable despite being marked as such by 

the visual cues identified during the first play session. Some examples are a slightly slanted 

brick wall which was not climbable while the curved concrete tunnel wall next to it was, the 

side of a bridge was not climbable as perhaps the intricate patterns on it was too much of a 

protrusion, and some ledges could not be climbed over as it left the player character stretching 

his hand into the air after a climbable surface to grab onto. 

Compared to the other games analysed in this study, Marvel’s Spider-Man: Miles Morales has 

an enormous amount of climbable gameplay elements through the surfaces of buildings, and 

thus it breaks genre conventions. The false cues, though numerous, were mostly observed 

during the second play session when the game was treated like its peers and the player 

character’s ability to zip to objects and swing himself through the air were not utilized. Any 

observed inconsistencies were usually related to surfaces not part of buildings, and unlike the 

other climbable gameplay elements of the game followed genre conventions. As such, the 

internal rules created by the affordances of Spider-Man’s supernatural abilities are the reason 

the inconsistencies exist, that these elements become marked. However, the external 

conventions of the genre would not mark them, and thus depending on the observer’s 

perspective the apparent consistency of the game may vary. 

5.3 Star Wars Jedi: Fallen Order 

The player character is a young construction worker that also has supernatural abilities. These 

abilities will for example allow the character to jump higher, manipulate objects through 

thought, and generally have enhanced physical capabilities. The game is using a realistic 

aesthetic for the visuals, but the world also contains fantastical elements. This results in a world 

that is rendered with realistic visuals but at the same time is not limited to real world constraints. 

The interactions with climbable gameplay elements encountered were ledge climbing, wall 

climbing, rope climbing. There was also a single occasion where the player character was 

specifically being required to use an ability to access a wall climbing section. Therefore, having 

the character tirelessly jump between platforms and climb walls is consistent with the game’s 

internal logic. 

Ledge climbing is when the player character is grabbing a horizontal ledge and hanging by their 

hands and then pulling the body up vertically. The ledge climb can also on a few occasions 

allow for horizontal movement while hanging. 
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Figure 13 Ledge climb, with markings, lamps, lighting, NPC and a visible path. 

The player is introduced to the ledge climbing element at the initial stages of the play session. 

The element has a set of visual cues that indicate its functionality. The use of red colour, lamps 

and markings all highlight the element as an object of interest to the player. Beyond the distinct 

visual cues, the player character also has a companion non-player-character, or NPC, that will 

traverse the element first to show and teach the player character how to interact with the 

element. A more subtle cue is the floor and the visible area beyond the ledge appears to indicate 

a way forward after climbing up. 

When the player is wall climbing, they are holding onto a vertical surface which they can move 

vertically and horizontally across. The character has all four limbs placed on the vertical surface 

to support the body. This was used to allow more slow and methodical movement on a vertical 

surface. This element tends to extend past the initial player view, signifying the direction the 

player needs to move in order to progress. The panels that you climb on will occasionally have 

gaps between them. Requiring the player to move to the edge of the element and then jump 

across to another panel. 



28 
 

 
 

 

Figure 14 The player character preparing to jump to another panel. 

The rope climbing segment encountered was a rope attached to the floor by a metal clamp. The 

metal clamp is a visual cue for stability. The element has constant tension and with the metal 

clamp secures it steadily onto the floor. The character would use this rope to climb straight up 

to access a new area. Other instances of ropes were not considered to be climbable gameplay 

elements because the ropes were used for swinging across gaps and would therefore only afford 

the player horizontal movement from one point to another. 

 

Figure 15 Climbable rope 

Multiple instances were observed regarding the specific placements of the climbable elements 

during the play session. The elements would be placed close to the same or different element 

allowing the player to leap from one element to another without first standing on a horizontal 

surface. Star Wars Jedi: Fallen Order allows for a group of different elements to be combined 

for the player character to use in succession. This was most common for ledge climbing 

elements and wall climbing elements. The use of multiple different climbable elements 

together, each with distinct visual cues is an example for how Star Wars Jedi: Fallen Order’s 

climbable gameplay elements are consistent with their visual cues. Each element has its own 

specific interaction and the elements each use distinct visual cues to convey that information. 
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Figure 16 Separate elements 

 

Figure 17 Combined elements 

The noticeable repeating visual cues were the colour red, markings along edges, whether it was 

attached to a wall, metal plates with patterns, and whether it was illuminated or not. A consistent 

visual cue for the wall climbing elements is the grating pattern. They use this pattern to indicate 

the specific interaction. The material and colour could differ but the pattern was repeated for 

each wall climbing element. The same type of main visual cue was used for the ledge climbing 

at the start of the first play session. Markings in a contrasting colour that appeared to be a liquid 

staining the ledge repeated itself. 
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Figure 18 Wall climbing element but with a different appearance, yet consistent with the 

grating pattern and being see through. 

 

 

 

Figure 19 Yellow belt that limits player’s movement. 

An observed application for how visual cues can be used to communicate player limitation of 

movement, is the addition of yellow belts to the climbable element. These visual cues appear 

to be selectively placed to communicate where the climbable element no longer is functional. 
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The observed positions of these yellow belts force the player character to first move up and 

then to the right as the yellow belts are blocking the player character. 

Some visual aspects may differ between climbable gameplay elements that share the exact same 

functionality. The visual cues in Star Wars Jedi: Fallen Order appears to be focused on a set 

of dominant visual cues to convey their functionality. The game is consistent in what visual 

cues the elements contain. Each set of visual cues inform the player about the type of 

interactions possible with the element. The appearance of the element can change but it will 

retain at least one key visual cue.  

The use of patterns for wall climbing, red colour and markings for ledge climbing are examples 

of this. A wall climbing element can change colour and material, but the grating pattern is the 

dominant visual cue for wall climbing. Having a visual variety for climbable gameplay elements 

allows the elements to be integrated into the game world. When and where the element is means 

it can differ in appearance depending on the scene around it. This means that the elements are 

able to convey its function and also able to fit into the game world yet have distinct visual cues 

for each climbable gameplay element. 

5.4 The Last of Us Part II 

The Last of Us Part II uses a lot of context-sensitive climbable gameplay elements. Walls, 

broken windows, waist high objects like boxes, stones, and cars deep in snow all afford the 

player the ability to climb up on top of them due to the appropriate height. Objects that are waist 

high, shoulder high, or that the player character can reach if she lifts her arms are therefore 

often climbable. Examples of waist high climbable elements are boxes, wooden playground 

structures, desks, cars in deep snow.  

The key aspect of these climbable gameplay elements is that they are context sensitive, 

depending on the size of the horizontal surface the character will vault over or stand on top of 

the element. This makes the element a climbable gameplay element, but it is worth noting that 

it is dependent on where the player character is in relation to the element when she interacts 

with it. Shoulders and above head height elements are often ledges on a wall, stone cliffs, or 

window openings. They are only climbable if they are within arm’s reach when standing next 

to them. Since the character does not have any extraordinary abilities, they are therefore bound 

to real-world affordances. 
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Figure 20 The Last of Us Part II climbable gameplay objects 

Rope climbing is another element encountered that is unique in animation and interaction. A 

rope can be attached to a wall ledge so that the character can scale a wall otherwise too tall to 

climb. Another instance is when the player and a non-playable character climb a long rope that 

when applied tension to, will support one character at a time. The visual cues noticed are the 

height of the objects, blood markings on a wall leading to a window, snow on top of a horizontal 

surface, or light shining on or through an object. 

 

Figure 21 NPC demonstrating rope climbing to the player. 

The height for the climbable gameplay element was frequently within reach for the player 

character. The shape of the climbable elements tends to be right angle shapes with ledges having 

minor protrusions at the highest point of the object. If the object lacks any of these visual cues 

it is often not climbable. This does not mean that everything is clear if it is climbable or not. A 

wooden structure used the same visual cues as another element in the same view and shared 

previous elements' cues but was not climbable, shown in Figures 25 and 26. Visual cues that 

could have informed that it was not meant to be climbed can be argued exists such as snow 

piles, not a complete straight horizontal angle, but the visual cues previously used to indicate 

climbability outweigh the opposite. 
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Not all objects that contain multiple visual cues are not climbable. Instances where the walls, 

boxes, stone and cars etc. have been in appropriate height, with a distinct ledge and appears to 

lead somewhere were not climbable. Visual cues such as small snow piles, items placed on the 

element, not having a right angle can be argued to show it to be non-climbable, but the 

differences can be minor between elements. 

 

Figure 22 Container on left and car on right is not climbable, the mud pathway is the only 

path forward. 

 

Figure 23 Two instances of non-climbable rocks. 
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Figure 24 Climbable have a pathway and horizontal ledge 

The early wooden structures that were part of a children's playground, generally used a slight 

snow-covered surface and constructed wooden planks to indicate climbability. The most 

significant visual cue was the height and the clear ledges that the player could climb up on. 

There was one instance where a ledge would fit all these descriptions only to not be climbable. 

The object was a ledge at the end of the playground structure. It was a waist high ledge that was 

slightly covered in snow and visually similar in appearance to the ledges the player had to climb 

to reach the area. 

The ledge is not climbable at all despite its visual cues. The ledge even had a horizontal surface 

behind it and yet did not support climbing. The key objects that might be blocking any climbing 

are a boat steering wheel and a snow pile that reached less than halfway up the wall. These 

objects could be indications to discourage the player from climbing up there. 
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Figure 25 A playground with four visible ledges in appropriate height, only the ledge 

behind the snow pile is not climbable. 

 

Figure 26 Close-up view of false ledge cue 

The Last of Us Part II implements a system that is more focused on exploration and context 

sensitive situations for conveying climbability. The climbable gameplay elements are consistent 

in using height and angles to indicate climbability. However, since the game allows the player 

character to explore sections by themself, this causes situations where the player character can 

find objects that are not climbable but contain the same visual cues as other climbable elements. 

This is less prevalent when the player character is not exploring the environment. This results 

in more focused and clear indication of climbability since the player character only approaches 

the element from one angle, in contrast to a more open space that allows for one element to be 

approached in different ways. 
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Figure 27 Table and window opening that is climbable 

 

Figure 28 Bookshelf is not climbable 

The window opening and bookshelf is an example of how height and right angles is not a 

consistent visual cue. The window opening is about the same height as the bookshelf, but the 

main visual cue is the indication that there is a room beyond the opening. The bookshelf does 

not have a purpose to be climbed up on. However, the shape and height could indicate 

climbability. The repeating horizontal shelves might even be easier to climb up on since they 

are similar to a ladder.  
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6 Discussion 

The results from the study show that all the games used visual cues to indicate climbable 

gameplay elements which were consistent. There were however many false cues which could 

have a negative impact on the gameplay experience. To evaluate the consistency of not only 

these specific games but the action-adventure genre, and contemporary games, the further 

application of the theoretical frameworks was needed to understand how the features of the 

game may affect or impact the implementation of visual cues. 

6.1 Guidance of the player 

Three of the studied games featured an NPC who would guide the player through the played 

sections of the games and instruct them. This NPC would sometimes teach the player or 

demonstrate different ways of interacting with the environment. The NPC themself thus served 

as a visual cue as they visually show the interaction with the climbable gameplay element 

happening. Through the nature of this interaction, they would mostly only be a temporary visual 

cue, only performing the interaction once and then waiting for the player, but sometimes they 

would stand next to an element making them a more permanent cue. At one point in The Last 

of Us Part II an NPC lifted the player character up over an obstacle, making the NPC both a 

visual cue and essentially the climbable gameplay element itself. 

 

Figure 29 An NPC reaching out to help the player character up 

In Ghost of Tsushima an NPC will vault through a window and climb up a wall ahead of the 

player to demonstrate these actions. This character also provides commentary instructing the 

player to follow her lead. Star Wars Jedi: Fallen Order also has a character that runs ahead of 

the player and performs the first few jumps and interactions with the environment. In The Last 

of Us Part II there are different characters that will accompany the player character and more 

time was spent in company with these characters than alone. During this time, they have a more 
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active role in guiding the player as they are present for longer than in the other games and may 

even give directions to the player. 

Marvel’s Spider-Man: Miles Morales stands out as the player character is accompanied by 

another character for a part of the play session, but that character does not instruct the player 

on environment interactions or movement options. Before meeting this character, the player 

learns they can swing through the air through a button prompt and run up the sides of buildings 

which might make any further explanation of movement unnecessary as the player is already 

given the tools to traverse nearly any obstacle in the game. 

After being separated from the guiding NPC in Star Wars Jedi: Fallen Order the game is still 

a mostly linear experience. It is mandatory to interact with most climbable gameplay elements 

encountered in the play sessions for the first section in order to progress and the visual cues are 

distinct and consistent. In the second section of the game however, the player enters a more 

open area with optional areas that are not necessary to go through to progress in the game. 

During this part, a new NPC is introduced that can stand next to climbable gameplay elements 

to indicate that they should be interacted with, but also advises the player character about what 

path he should take. 

The guiding NPCs in these games have more purposes than being visual cues for climbable 

gameplay elements as they provide instructions through audio and may play a role in the game’s 

narrative. They stand out as noticings due to their animations and how they move about the 

environment. They are also orientational as the way they speak, the topics they speak of, and 

their actions stand out even among other NPCs. 

These characters are important to the study as they often demonstrate interactions as the player 

is learning about them, playing a substantial role in teaching the player how to play. This initial 

teaching of the skill of interacting with a climbable gameplay element may be the most 

important single instance of that interaction as it establishes the visual cues, context, and player 

input that will lead to this interaction. 

6.2 Explorative emphasis 

The studied games differ in their emphasis on exploration. During the play sessions it became 

apparent that the games not only differed in how they treated progression but also in how often 

and to which extent they allowed for exploration of the environments. In this regard no game 

was quite like the other, and it may have impacted the apparent implementation and consistency 

of visual cues for climbable gameplay elements. 

Both Star Wars Jedi: Fallen Order and The Last of Us Part II had linear progression that 

introduced new environments in sequential order, but the latter had more offshoots that the 

player could explore. This was observed during the first play session, which lasted an hour from 

the first encounter with a climbable gameplay element, and Star Wars Jedi: Fallen Order did 

end up introducing a less linear environment later, but the difference was noticeable. 

The visual cues for climbable gameplay elements in The Last of Us Part II were more similar 

to those in Ghost of Tsushima than to those in Star Wars Jedi: Fallen Order. They were made 
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from realistic materials that blended with the environment yet had clear horizontal lines 

indicating ledges or places to grab on to. Whether or not something was climbable was, judging 

by the observations made in this study, most clearly identified by its height. If something 

seemed as if it could be climbed over and like the character could reach and pull themselves up 

over it, it usually was, though there were some inconsistencies. Essentially, in The Last of Us 

Part II as in Ghost of Tsushima the affordances of climbable gameplay elements were less 

actively marked with visual cues and more intuitively marked based on the size and fitness of 

the player characters. In Star Wars Jedi: Fallen Order however, any interactive elements were 

clearly marked as such. 

When trying to explore the surroundings of the first part of Star Wars Jedi: Fallen Order few 

climbable gameplay elements could be found. Most notable were two ledges found at the start 

of the game which would likely only be interacted with if the player missed a jump, as they 

provided a way back up to the platform which allowed the player to try making the jump again. 

 

Figure 30 Optional climbable ledge 

Not far from this ledge was a stack of plates aligned horizontally which the player character 

should have easily been able to jump toward and climb on top of but could not. Logically, the 

player character should have been able to climb them, but as the game is sequentially teaching 

skills and associating them with visual cues it instead indicates that he should not be able to. 

They were not part of a structure, not red, and did not have white markings, which were the 

visual cues shown at this point. Additionally, they were not placed on the path to the next 

objective, a path that an NPC was guiding the player through. 
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Figure 31 A stack of plates that is not climbable 

The game with the clearest visual cues for climbable gameplay elements was the most linear 

one, and it was also the most consistent. Visual cues would be added and removed over time, 

but there were always some cues that carried over and thus the consistency was never lost. The 

linear paths also allowed the environment to constantly guide the player forward through cues, 

such as lights illuminating the path forward and climbable gameplay elements continuing 

around corners or leading to new platforms. 

 

Figure 32 Lights illuminating the climbable gameplay elements and one leading to a 

sloping platform 
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Star Wars Jedi: Fallen Order thus had two major contributing factors that helped establish 

visual cues: their sequential introduction and the environment guiding the player toward them. 

Both were direct consequences of it being a more linear experience. However, toward the end 

of the first play session a natural looking environment was introduced that allowed for more 

exploration. Here there were noticeable changes, with the visual cues for climbable gameplay 

elements being toned down. The consistency of the visual cues in this environment resembled 

those of The Last of Us Part II more than those of the previous section of the game, as height 

differences and the angular shape of the element were the most prominent cues. Thus, there 

seems to be a relationship between the prominence of visual cues and the linearity of the game’s 

progression. 

 

Figure 33 A ledge where climbing affordance may be inferred based on height difference 

rather than cues. 

The first part of Star Wars Jedi: Fallen Order relied primarily on noticings for climbable 

gameplay elements that were representational and communicated their affordances. This was 

done both through their structure and associations, the prime level convention in the game, but 

also through the markings and instructions from the guiding NPC showing that these elements 

could and perhaps should be climbed. Once the environment became more open this game, like 

the others in this study, shifted focus more towards the orientational noticings. The nature 

setting could draw from real-world conventions and become a meta-level aspect of the 

noticings, as rocks in nature may seem more climbable than metal walls. Since the player has 

at this point learned of their affordances from the environment, that they may climb over ledges, 

the representational shape of one may be enough to convey the affordance together with the 

meta-level aspect. The visual cues of these more open environments may therefore benefit from 

previously established representational noticings, and the meta-level orientational noticings of 

real-world climbing. 



42 
 

 
 

6.3 Climbability inference 

There is a clear divide between the four games where Ghost of Tsushima and The Last of Us 

Part II allow similar interactions with the environment regarding climbing and Marvel’s Spider-

Man: Miles Morales and Star Wars Jedi: Fallen Order allow very different interactions. The 

latter two feature player characters with supernatural abilities, which may explain why the 

characters can make use of the environment in unusual ways narratively, but the games 

themselves also play out differently, presumably to make use of these affordances. 

In Star Wars Jedi: Fallen Order the climbable gameplay elements have more visual cues that 

separate them from the environment than any of the other games. However, due to the linear 

progression of the game, when attempting to explore the environments of the first level no 

climbable gameplay elements were found that were not on the path to the next objective. 

Compared to the other games where there were plenty of opportunities to interact with different 

pieces of the environment that was not the case in this game. 

Marvel’s Spider-Man: Miles Morales was like Ghost of Tsushima and The Last of Us Part II 

more open to exploration and allowed the player to interact with more climbable gameplay 

elements than any of the other games in this study. The interaction with these elements was 

however the simplest of them, as the player character would interact with every climbable 

gameplay element the same way. Whenever there was enough space to fit the player character 

in his climbing animation on a surface it was usually climbable. 

In Ghost of Tsushima and The Last of Us Part II there were often several climbable gameplay 

elements across the environment around the player during gameplay. The elements would 

consist of low, medium and high interactions and elevate the player character accordingly. The 

distinct gameplay aspect of these elements was that the service provided by them would change 

depending on the position of the player character relative to the element. From one position the 

player character would vault over the element, and in another the player character would climb 

up and stand on top of the element. This appears to be a convention for games that are more 

focused on explorative gameplay because elements that provide multiple services were 

observed between both Ghost of Tsushima and The Last of Us Part II.  

Because the player may not always be looking to progress in these types of games, but instead 

explore the environment, climbable gameplay elements may be interacted with multiple times 

as the player makes their way around the environment. The elements may then also be interacted 

with from different angles and must support these interactions. This is reflected in the way the 

player character traverses different objects. The same animation or similar would be depicted 

depending on the height of the object rather than the appearance or structure. A wooden box 

compared to a car would share the same or similar climbing animation because the height of 

the elements is about the same. This was similarly observed in Ghost of Tsushima when the 

player character interacts with climbable gameplay elements. The player could for example 

jump over a wooden wall or stand on top of it, depending on their approach. 

In contrast, the climbable gameplay elements in Star Wars Jedi: Fallen Order could be 

considered to be more confined. It often does not have the player character interact with 

climbable elements more than once or at different angles.  
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In The Last of Us Part II a piece of furniture with a distinct L-shape was encountered that did 

not have a consistent interaction. The function of the element depended on the direction the 

player character tried to interact with it from. The two services provided were either a vault or 

a climb. The vaulting would only occur when the length of the element's horizontal surface 

would be shorter compared to if the player character approached from a different direction. 

When the player character interacted with the element from a different direction the same 

element would now have a longer surface area, allowing the player character to climb up and 

stand on top of the element. The service that the element provides is more in line with real world 

affordances, but this can lead to undesired interactions because the player character might want 

to stand on top of the element instead of vaulting over it. 

The observation of an element that provides multiple services became an example of how an 

element can fulfil player expectations by affording more than one type of interaction to the 

player character. The element is however only partially climbable because the player character 

can only climb up on the shorter side of the furniture. On any other side the player character 

will instead vault over it, not giving the player character any choice if they want to vault over 

or climb on top of the element from that side. As Kessing et al. argues, the objects should 

behave as one reasonably expects (2009, p.276) and the element does provide reasonable 

interactions, but the element may cause confusion if the player character wishes to climb up 

only to vault over the element instead. 

The conclusion Kessing et al. arrive at is reflected on The Last of Us Part II: “Despite exuberant 

visuals, most current games considerably lack proper semantics in the objects populating their 

virtual worlds. This is partly because designing semantic objects poses especially difficult 

challenges, including the inherent complexity of maintaining and scaling all interactions among 

such objects.” 

When observing the scattered elements around the player character the correlation between the 

system for classification, customization, and instantiation proposed by Kessing et al. is seen 

using height as an indicator of interaction. The objects can be specified into generic classes like 

waist high obstacles, then customized into concrete game-specific classes, like tables or a 

wooden box, finally instantiated in the environment for the player to interact with. This as 

Kessing and co-authors argue stimulates consistency and reusability. 
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Figure 34 The direction the player character would approach from to vault the element. 

 

Figure 35 The direction required to climb the element. 

In Ghost of Tsushima a wall was found which the player character cannot jump over, as the 

other side is blocked by the water container’s supports. All similar walls surrounding and 

connected to it can be vaulted over, however because of the context in which the player tries to 

perform this action the game will not allow it. The affordances of the elements in Ghost of 

Tsushima and The Last of Us Part II are thus not only dependent on the elements themselves, 

but on surrounding factors as well. 
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Figure 36 Wall the player cannot climb over as the other side is blocked 

6.4 Illumination 

Light plays a big role in how the player character will notice the environment and objects around 

them. Light can illuminate surfaces and cast others in shadow. The target games each contain a 

different solution for how light is implemented. Spider-Man and Ghost of Tsushima both 

include a dynamic light solution that has a day and night cycle. This presents an issue when 

looking at these games, because depending on what time of day in the game and when the 

screenshots are taken the lighting in the screenshots will be affected. This in turn means that 

natural light was not a reliable visual cue in the screenshots. As there is no dynamic day-and-

night cycle in The Last of Us Part II and Star Wars Jedi: Fallen Order, light is instead 

deliberately designed per section. This allows for more controlled environment lighting, which 

allows light to guide the player character through the levels, and specifically highlight climbable 

gameplay elements. An observation was made regarding how The Last of Us Part II may have 

deliberately used window light to further emphasize it as an exit point for a room. Light is used 

in relation to shadows since the absence of light can also be used to convey information to a 

player in conjunction with the light.  

The player is in a dark room, and light is coming from an open window up ahead. Both the 

window and the light become visual cues, as well as the entire dark room. A source of light in 

a dark room can be used as a visual cue to put an element in contrast to the environment, and 

the opposite is observed too with a bright wall with an opening into a dark room as seen in the 

figures below. The dark room itself is detached from the window; the dark room is not part of 

the window's visual cues. Rather the contrast between the dark room and the bright window 

enhances the window’s visual cues. In this way, light and shadow, harmonise to highlight the 

climbable gameplay element. The use of light and shadow can therefore support and enhance 

the clarity of a climbable gameplay element. 
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Figure 37 Dark to light, additional markings on the  wall leading up the opening 

 

Figure 38 Light to dark, additional markings leading up to the opening 

6.5 Consistent service 

When analysing the results through the lens of services as defined by Kessing et al. (2009) it 

was found that the games treat climbable gameplay elements very differently. Marvel’s Spider-

Man: Miles Morales is the game that differs the most from the others, as surfaces in general 

provide the service of climbing. Where climbable gameplay elements stand out in the other 

games, like the vending machines used as an example by Kessing et al. (2009), the surfaces in 
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Marvel’s Spider-Man: Miles Morales are shelves full of soda presented to the player, with a 

few inconsistencies. 

The other games are still mostly consistent as they have visual cues that are inseparable from 

an element. While there may be many different climbable gameplay elements in these games 

and they may differ in appearance they are not necessarily less consistent for not providing such 

an omnipresent service. 

Not having too many and too distinct visual cues may be beneficial to games as this leaves 

room for features of the nearby environment. Throughout this thesis it has been argued that 

consistency is important for games and that having easily differentiable climbable gameplay 

elements is preferable as the player may otherwise be distracted or dissuaded from using their 

learned skills. However, games may have other priorities, such as immersing the player in the 

game’s world, and then it may be preferable to have these elements stand out less. 

The two do not need to exist exclusive of one another, as the prime and meta-level of the 

noticings these visual cues provide may communicate the service of the elements while 

remaining consistent with the surrounding environment. Marvel’s Spider-Man: Miles Morales 

is consistent in this sense as the meta level understanding is that the player character can climb 

on buildings and thus buildings are climbable without needing more visual cues. If they had 

more distinct cues it may have instead been distracting, making the player question its 

climbability. 

Still, when the player character’s abilities are more limited as it is in the other studied games, 

clear visual cues serve a purpose. Even though the shift from the metallic environments in the 

first part of Star Wars Jedi: Fallen Order to the nature environment in the second part 

completely changes the colour palette and lighting conditions used for the climbable gameplay 

elements they still retain some distinct visual cues. Ledges still have a sharp angle to them and 

the climbable walls retain the button prompt. The grating pattern in metal used for the climbable 

walls in the first part is exchanged for vines in the second, which carry a meta-level meaning 

of climbability as it relates to other games, and still communicates its affordances by 

implementing a repeating pattern of leaves. 

While this study focuses on visual cues the interaction, the service, could itself be an important 

cue for the player. The interaction of climbing the wall remains the same whether it is a metal 

panel with grating or a vine-covered rock wall, and if the player remembers the skill of climbing 

on walls they learned previously, they may be looking for an opportunity to use it. With the tool 

they would be looking for the object that affords the interaction, or with the coin looking for 

the vending machine. 
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Figure 39 Climbable metal plates with grating and climbable vine covered rock walls. 

However, the role of the visual cue is still important, and throughout these examples the most 

notable type of visual cue that carried over between different types was that of shape. Ledges 

would always have a distinct edge for example. The climbable rocks in Ghost of Tsushima were 

mostly differentiable from their non-climbable counterparts due to a distinct edge, and the rock 

platforms in Star Wars Jedi: Fallen Order had an unnaturally sharp edge. The climbable walls 

whether in metal or as vines were still mostly flat surfaces. Whether cars or benches or cliffs, 

all shorter climbable gameplay elements in The Last of Us Part II had very flat surfaces with 

enough space to stand on. As the player character interacts with these elements by touching and 

moving around them, their shape may be the most important aspect to communicate. Shape may 

also be the most important aspect to retain as the player character’s interaction with the element 

would have to be different or substantially altered otherwise. When the service is allowing 

movement through an environment, the most important cue may be the physical relationship 

between an element, its surroundings, and the character interacting with it. 
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6.6 Button prompts 

During the play sessions different types of user interface elements were observed. Spatial non-

diegetic elements (Fagerholt & Lorentzon, 2009) were used to show the location of objectives, 

for example. However, only overlaid elements (Fagerholt & Lorentzon, 2009) were used in 

conjunction with climbable gameplay elements. In most cases these appeared as overlaid text 

with button icons instructing the player how to climb or interact with gameplay elements and 

were only shown once. In Marvel’s Spider-Man: Miles Morales this text would appear when 

the player character was near a climbable surface until the player reached a certain point in the 

game, while in Ghost of Tsushima the text would disappear as soon as the action it described 

was taken. 

The only game to consistently use overlaid button prompts throughout the play sessions was 

Star Wars Jedi: Fallen Order. Whenever the player character leapt toward a climbable vertical 

wall the game would prompt the player to press a button for the character to hold on to the wall. 

Should a player then be uncertain whether a vertical wall was climbable or not they could try 

to jump toward it and look for the button prompt. 

6.7 The ideologies 

The player character in Ghost of Tsushima is introduced as someone who follows a strict moral 

code, but then is forced to follow a thief and behave like her to escape a dangerous situation. 

The act of climbing on rooftops is directly associated with immoral behaviour by the game but 

is also encouraged as necessary for the protagonist’s mission to succeed. The navigation of the 

environments thus carries with it an ideological view, that anyone climbing around or using 

them in abnormal ways is bad. When viewing the environments through the lens of Holmes’s 

ideological perspective (2013) there were no discrete indications of this association with 

immorality in the visual cues of elements in the game. However, the sense that climbing as an 

action is connected to thievery, and that the player character has diverged from his path and 

embraced this, may leave the player with a sense that climbing is always an action afforded to 

them not only because of the abilities of the player character but also because of his attitude. 

In Star Wars Jedi: Fallen Order the player character changes attitude toward his situation and 

surroundings as the game progresses, story events happen, and he is transported between 

locations. As he moves through the scrapyard where he has worked for years in the beginning 

of the game he monologues and interacts with the other workers, showing he is comfortable 

with his situation, but he never shows a particularly strong connection to any objects or 

environment he interacts with. The climbable gameplay elements he interacts with have very 

clear visual cues, perhaps because they signify progress and stand out in the otherwise 

unimportant environment. This communicates an underlying meaning that the world is laid out 

for the player character, and by extension the player, and as he is an important individual part 

of a mystical order it is fitting that the world seems to revolve around him. 

The Last of Us Part II is set in a post-apocalyptic world where objects and buildings alike have 

been in disuse for some time. This can be seen in the snow blanketing many parts of the 

environments during this early stage of the game. As the urban environments and houses the 

player characters encounter are uninhabited, they appear to invite and afford exploration and 
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interaction. The NPCs do not caution against entering someone’s property, even though that 

would be a crime in the real world. Thus, real world morality does not apply in the same way 

in this game, and survival is apparently prioritized before anything else. Therefore, the most 

obvious entrances and paths may not be available in this world and the player is prompted to 

look for other ways into buildings, something which would be a criminal offence in reality. 

The player character in Marvel’s Spider-Man: Miles Morales is a superhero who is known by 

everyone in the city. As he is a character with apparent good morals, he tries to stop criminals 

while protecting citizens. This is also enforced through his movement affordances. The player 

character does not need to climb anything as his abilities allow him to swing through the air. 

He does not need to climb over people’s cars or go through their houses; he has been given the 

tools to stop criminals without inconveniencing the citizens. It was communicated throughout 

the early stage of this game that the player character is a good person that helps people, and that 

helping people comes before stopping the criminals, and his relationship to climbable gameplay 

elements enforces this as he does not need to touch them, and when he does, he only climbs on 

the surface and disturbs nothing. 

The ideological perspective of Holmes (2013) may reveal fundamental principles that guide the 

design and the gameplay experience of these games; however, it also goes beyond visual cues 

and thus the scope of this study. Observations of interest are the moral quandary of Ghost of 

Tsushima and the arguably just morals communicated through the player character’s interaction 

with the city and its citizens in Marvel’s Spider-Man: Miles Morales. In general, however, the 

ideology of the game designers and the player characters do not reflect much on the climbable 

gameplay elements. 

6.8 Markedness irregularities 

Throughout the first play session the goal was to find marked interactive climbable gameplay 

elements and identify their visual cues. The goal was clear, and only one area of Bardzell’s four 

categories of markedness and interactivity was investigated. For the second play session 

however, as the goal was to test the validity of the visual cues found during the first, the scope 

was widened to include the marked non-interactive elements and unmarked interactive 

elements. There was an emphasis on the first, but the second was tested as well as more 

information on the surroundings was gathered. 

The inconsistencies identified in the results and analysis chapter were mostly differences in 

structure of different visual cues and the occasional issue with marked non-interactive elements, 

though they were often found to differ in at least one significant way. An example of this is the 

rocks in Ghost of Tsushima where interactive and non-interactive ones look similar, but the 

interactive part of the rock would have a clear edge that the non-interactive rocks lacked. 

Marvel’s Spider-Man: Miles Morales was however the only game to have unmarked interactive 

climbable gameplay elements. The dark metal objects appeared on a roof early during the first 

and second play sessions and were found to not be climbable. Later during the second play 

session very similar looking ones were found that shared the same visual cues but these were 

climbable.  
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Figure 40 Inconsistent climbable metal object 

It is remarkable, as unmarked interactive climbable gameplay elements were only found in one 

location in one of the four games studied, which indicates that these action-adventure games 

are consistent in how they communicate their affordance, as inconsistencies are so rare. The 

game it occurred in, however, is also the game that seemingly has the least emphasis on 

interacting with the climbable gameplay elements. While noteworthy for the sake of this study 

of visual cues, it is unlikely to have been identified as an inconsistency if it was not for the close 

inspection done during the second play session. The intersection of unmarked and interactive 

was regarded as easter eggs by Bardzell, objects planted in the game that required exploration 

and investigation to discover (2008). In a sense, this is true in this case as they were not found 

until the game was replayed, and a closer look was done.  

6.9 Difficulties defining climbable gameplay elements 

When analysing the screenshots from the games it became apparent that climbable gameplay 

elements were not always easy to separate from other interactive elements. In Ghost of 

Tsushima for example, it was often obvious what interactions would pull the player character 

upwards, but there were several instances where it was hard to distinguish between elements 

that afforded vertical movement and those that afforded horizontal movement. 

An example are the tall fences, or short wooden walls, in the game. When interacting with them 

the player character climbs over them and lands on the other side. They are therefore not 

climbable gameplay elements as defined in this thesis as they afford horizontal movement rather 

than vertical. However, if the ground on the other side is elevated compared to where the player 

character is currently standing, then the player character does move vertically as at the end of 

the animation they end up at a higher location than before. This is illustrated in the image below, 

where depending on what part of the fence the player interacts with, they gain a different amount 

of vertical gain because they end up on different parts of the slope. 
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Figure 41 Wooden wall in front of a slope. 

While these scenarios could be deemed inconsistent by the definition of climbable gameplay 

elements used in this study, it more so highlights the difficulty of separating different interactive 

elements in a game from each other. Ghost of Tsushima and The Last of Us Part II seem very 

dynamic in how they treat climbing, often using the context of not only the element but of 

surrounding elements to determine the actions the player character may take. This can be seen 

in The Last of Us Part II when the player may try to climb on top of a bench but depending on 

how their character is standing in relation to the bench, they may either get on top of it or vault 

over it. 

6.10 Further research 

Everything related to testing how visual cues are received by a player, and particularly if it 

focuses on consistency, could be an extension of the work in this study. The data of the visual 

cues could be used to compare climbable gameplay elements to other elements, such as those 

that only afford horizontal movement. The method itself could also be applied to other 

interactive parts of the environment, and perhaps even NPCs to see how consistently they 

differentiate friendly ones from enemies. 

There may be games that had a large impact on the design of visual cues in the past or a 

relatively unknown game that innovated in a significant way, which were not covered by this 

study as it focused on contemporary and popular games. Focusing on influential or innovative 

games may reveal potential new design principles, conventions, and insights into the design of 

visual cues. 

Due to the target games exclusively being critically acclaimed, there may also be erroneous 

associations made between the quality of a game and the consistency of its visual cues. To fully 

assess how the consistency in the use of visual cues for climbable gameplay elements affects 

the gameplay experience, the game selection process could disregard popularity and acclaim. 
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Instead, they could be selected based on their differences, allowing for the study and 

comparison of implementations deviating from conventions. Different frequencies of 

inconsistencies could be connected to different styles of gameplay, types of environments, and 

design approaches, rather than the overall success of the video game. 

A study focusing on identifying the most important visual cues for communicating affordances 

could be valuable to game designers. This study observed common cues that appeared to serve 

this purpose, but this could be confirmed by constructing environments using different visual 

cues to specifically test their effectiveness. The elements could vary in shape, texture, user 

interface prompts, integration with the environment, and other ways. More effective 

implementations could then be prioritized in game production to decrease development time or 

allow the climbable gameplay elements to vary more visually.  
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7 Conclusion 

The studied games were overall consistent in their use of visual cues for climbable gameplay 

elements. Individual instances of an element could differ in appearance from others, but there 

were often one or more visual cues that always carried over and were part of any climbable 

gameplay element of its kind. Non-climbable elements could at times be very similar to 

climbable ones, but this essential distinction was then absent and then created a clear distinction 

between the two. This is supported by the data included in Appendix A. 

The most common essential visual cue was that of shape. Qualities such as material, colour, 

surroundings, and lighting could depend on context but if the shape matched a previously 

encountered shape the interaction was usually the same. 

Star Wars Jedi: Fallen Order exhibited the most linear gameplay experience and the most 

consistent use of visual cues. The climbable elements were repeated throughout the game, but 

each instance was handmade and was not revisited after the player character had successfully 

cleared the section. Star Wars Jedi: Fallen Order used specific visual cues across climbable 

gameplay elements, that would be the dominant visual cues. These cues were only used with a 

specific type of element and that consistency was only seen in Star Wars Jedi: Fallen Order. 

Ghost of Tsushima and The Last of Us Part II were less linear and relied more on shapes as the 

essential visual cues. The environments could change, and the climbable gameplay elements 

could be made of different materials, but their interactions were always made clear through the 

size, height difference, and points of contact afforded. 

Marvel’s Spider-Man: Miles Morales only had one type of climbable gameplay element with 

many variations. Most surfaces in the game were climbable but some were not, and this game 

was therefore the least consistent of those in this study. 

Many factors were found that may impact the consistency of visual cues, such as illumination, 

NPC guidance, and nature of the game’s progression. Despite this, the games appeared to 

leverage these qualities to enforce their visual cues rather than undermine them, and a high level 

of consistency was therefore obtained. The results thus indicate that contemporary action-

adventure games from the years 2019-2020 are highly consistent in their application of visual 

cues for climbable gameplay elements. 
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Appendix A 
Documented screenshots from the studied games presented as tables divided by climbable gameplay elements. 

1. Ghost of Tsushima 

Table A-1 Object Stack 

Scree

nshot 

numb

er 

Struct

ural 

sticks 

Waist 

heigh

t 

Boxe

s 

Barre

ls 

Flat 

surfac

e 

Shoul

der 

heigh

t 

Plank

s 

Produ

ce top 

Spear

s 

Fabri

c 

Whee

l 

Bags Arm 

reach 

heigh

t 

3 X X X X X     X    

19    X  X X X      

21    X X X X  X     

24  X X  X  X   X X X  

33 

(R2) 

  X  X     X   X 

43 X  X  X X X       

47  X X  X     X X   

5X1 

(1st) 

 X X  X         

51 

(2nd) 

  X  X        X 

57 

(1st) 

 X X  X         

57 (2)   X X X        X 

Total 

11 

2 5 9 4 10 3 4 1 1 4 2 1 3 

 

Table A-2 Roof 

Scree

nshot 

numb

er 

UI 

prom

pt 

Horiz

ontal 

plank 

wall 

Plank

s 

slante

d 

down

ward 

Verti

cal 

plank 

wall 

Thatc

hed 

roof 

slanti

ng 

down

ward 

Horiz

ontal 

trunk

s 

Comp

letely 

suspe

nded 

in air 

Horiz

ontal 

slante

d 

plank

s 

Ruine

d 

appea

rance 

Verti

cal 

trunk

s 

slanti

ng 

down

ward 

Solid 

straw 

wall 

Tied 

straw 

wall 

Rock

s 

4 X X X           

11     X X      X  

32    X X X       X 
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39    X X X       X 

42   X    X       

43   X    X       

44   X    X       

50   X    X       

53    X    X X     

54    X X X        

56     X X X       

57    X X X        

58     X     X X   

59   X   X X   X   X 

60     X X      X  

61     X X X       

62   X X  X       X 

Total 

17 

1 1 7 6 9 10 7 1 1 2 1 2 4 

 

Table A-3 High window 

Screenshot 

number 

Destroyed 

fabric 

Horizontal 

plank wall 

Rectangul

ar frame 

Wooden 

pieces 

Head 

height 

Vertical 

plank wall 

Shoulder 

height 

Shutters 

6 X X X X X    

10 X  X X X X   

46   X   X X X 

50 X  X X  X X  

Total 4 3 1 4 3 2 3 2 1 
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Table A-4 Climbable wall 

Screenshot 

number 

Stones Wobbly 

edge 

Wobbly 

wall 

surface 

Bottom 

blends 

with grass 

Wood Straight 

edge 

Straight 

wall 

surface 

Bottom 

blends in 

with rocks 

40 X X X X     

36 X X X X     

41 (1st)     X X X  

41 (2nd) X X X X     

53 X X X X     

57 X X X X     

59 X X X X     

60 X X X     X 

63    X X X X  

Total 9 7 7 7 7 2 2 2 1 

 

Table A-5 Rock 

Screenshot 

number 

Distinct 

edge 

Top 

illuminated 

Side in 

shadow 

Shoulder 

height 

Head height Chest height Slanted edge 

28 X X X X    

29 (1st) X X  X    

29 (2nd) X X X  X   

30 X X   X   

33 X X  X    

35 X X    X  

64 X    X  X 

65   X   X  

66 X  X  X  X 

Total 9 8 6 4 3 4 2 2 
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Table A-6 Ladder 

Screenshot 

number 

Covered sides Deep steps Leaning 

upwards 

Only one side 

accessible 

Thin steps Thin sides 

8 X X X X   

17    X X X 

25    X X X 

26    X X X 

37    X X X 

Total 5 1 1 1 5 4 4 

 

Table A-7 Climbable shelving 

Screenshot 

number 

Flat surface Multiple shelves Contains items Wooden supports Head height 

62 X X X X X 

Total 1 1 1 1 1 1 

 

Table A-8 Cart 

Screenshot 

number 

Cargo Leaning on 

ground 

Empty Horizontally 

stable 

19 X X   

31   X X 

39   X X 

59 X X   

Total 4 2 2 2 2 

 

Table A-9 Tall wooden fence 

Screenshot 

number 

Horizontal log Horizontal planks Chest height Gap 

22 X X X X 

Total 1 1 1 1 1 
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2. Marvel’s Spider-Man: Miles Morales 

Table A-10 Climbable surface 

Scree

nshot 

num

ber 

UI 

prom

pt 

Folia

ge 

Brick

s 

Most

ly 

flat 

Protr

usion

(s) 

Conc

rete 

Glass Meta

l 

Ladd

er 

Build

ing 

Visib

le 

snow 

cover

ed 

top 

Visib

le top 

with 

no 

snow 

Light

(s) 

Curv

ed 

surfa

ce 

2 X X X X      X     

4     X X    X     

5    X   X   X     

6 

(1st) 

   X    X  X X    

6 

(2nd) 

   X    X X X X  X  

11   X  X X    X X    

12   X X      X  X   

13   X X      X X    

14   X X      X X    

15    X  X    X X  X  

16   X  X X    X   X  

17   X  X X    X     

18 

(1st) 

   X  X    X X  X  

18 

(2nd) 

  X X      X X  X  

19    X  X    X X  X  

23     X X    X X    

24    X   X   X X    

25     X X X   X     

26    X  X  X  X X  X  

29     X  X   X    X 
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32   X X  X    X X  X  

33   X  X X X   X     

35     X X X   X    X 

38    X  X    X X    

39   X  X     X     

40     X X X   X     

42   X  X  X   X     

43    X   X   X     

44    X  X    X    X 

Total 

29 

1 1 12 17 12 16 9 3 1 29 14 1 8 3 

 

3. Star Wars Jedi: Fallen Order 

Table A-11 Wall climb: Grated wall climb 

Scre

ensh

ot 

num

ber 

UI 

pro

mpt 

Con

tinu

e 

outs

ide 

of 

vie

w 

Red 

colo

ur 

Pain

ted 

met

al 

Seg

men

ts 

atta

che

d 

toge

ther 

Rust

ed 

met

al 

Grat

ing 

(See 

thro

ugh) 

Illu

min

ated 

Lam

p(s) 

Fra

med 

Isol

ated 

(fro

m 

othe

r 

type

s of 

clim

babl

e 

ele

men

ts) 

Whi

te 

mar

king

s 

Vert

ical 

patt

ern 

Hori

zont

al 

patt

ern 

Atta

che

d to 

wall 

Mo

ving 

12 X X X X X  X X  X X  X    

19  X X X X  X X X X X  X    

21  X X X X  X X X X X  X    

22   X X X  X X X X X  X  X  

24  X X X X  X X X X X X X  X  

25  X X X X  X X X  X X X  X  

28  X   X X X X  X   X    

29  X   X X X X X  X   X X  
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33     X X X X X X    X  X 

36     X X X X   X  X  X  

40  X   X X X X   X  X    

41  X   X X X X   X  X  X  

42  X   X X X X     X    

44     X X X X     X  X  

45  X   X X X X     X  X X 

46 

(1st) 

     X X X   X  X  X  

46 

(2nd

) 

 X   X X X X   X  X  X  

47     X X X X X  X  X  X  

48     X X X X X  X  X  X  

51  X   X X X X X  X  X   X 

52  X   X X X X   X  X   X 

55      X X X X  X   X X  

56 

(1st) 

     X X X X  X   X X  

56 

(2nd

) 

     X X X X     X X  

57  X   X X X X X  X  X  X  

Tota

l 25 

1 15 6 6 21 19 25 25 14 7 19 2 20 5 16 4 

 

Table A-12 Wall climb: Wall vegetation vertical climb 

Screenshot 

number 

Attached to 

wall 

Vegetation 

pattern 

Illuminated Green 

colour 

Continue 

outside of 

view 

UI prompt See through 

61 X X  X X  X 

70 X X X X X X X 

Total 2 2 2 1 2 2 1 1 
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Table A-13 Rope climb 

Screenshot 

number 

Rope 

tether 

point 

(attachmen

t) 

Red floor Lamps Distinct 

vertical 

line 

Illuminate

d 

Empty 

space 

behind 

Isolated 

(from 

other 

climbable 

elements) 

Lamps 

26 X X X X  X X X 

Total 1 1 1 1 1 0 1 1 1 

 

Table A-14 Ledge climb: Four horizontal bars, hanging horizontal & vertical movement 

Screens

hot 

number 

Distinct 

horizont

al lines 

Protrusi

on 

Attache

d to 

wall 

Illumina

ted 

Painted 

metal 

Rusted 

metal 

Lamp Extends 

outside 

of view 

Illumina

ted 

surface 

above 

Curved 

around 

corner 

30 X X X X X    X  

34 X X X X  X X   X 

35 (1st) X X X X  X  X   

35 (2nd) X X X X  X  X   

43 (1st) X X X X  X     

43 (2nd) X X X X  X     

53 X X X X  X X X  X 

54 X X X   X X   X 

Total 8 8 8 8 7 1 7 3 3 1 3 

 

Table A-15 Ledge climb: Four horizontal bars, vertical movement 

Screenshot 

number 

Distinct 

horizontal 

lines 

Reach (above 

head) height 

Illuminated 

surface above 

Illuminated Lamps Rusted metal 

37 X    X X 

38 X X X   X 

39 (1st) X X  X X X 

39 (2nd) X X X X X X 

Total 4 4 3 2 2 3 4 
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Table A-16 Ledge climb: Sideways movement machine bar 

Screenshot 

number 

Red colour White 

markings 

Lamps Isolated 

(from other 

climbable 

elements) 

Illuminated Distinct 

horizontal 

lines 

Curved 

around 

corner 

27 X X X X X X X 

28 X X X  X X X 

Total 2 2 2 2 1 2 2 2 

 

Table A-17 Ledge climb: Big metal bar 

Screensh

ot 

number 

Continue 

outside 

of view 

White 

marks 

Red 

colour 

Bolts Distinct 

horizonta

l lines 

Lamps Illuminat

ed 

Attached 

to object 

Wall 

13 (1st)  X X X X  X X X 

13 (2nd)  X X X   X X X 

14  X X X X  X X X 

16 (1st)  X X    X X X 

16 (2nd)  X X    X X X 

17 (1st)   X  X X X X X 

17 (2nd)  X X X   X X  

17 (3rd) X  X X X  X   

Total 8 1 6 8 5 4 1 8 7 6 

 

Table A-18 Ledge climb: Horizontal bars ledge 

Screensh

ot 

number 

White 

marks 

Red 

colour 

Reach 

(above 

head) 

height 

T-Shape Lamps Horizont

al lines 

Illuminat

ed 

vertical 

Illuminat

ed 

surface 

above 

Wall 

1 X X X X X X X  X 

2   X X X X X  X 

3 X X X X X X X  X 

4 X X  X  X  X X 
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5 X X X X X X X X X 

6 X X   X X X   

7 X X  X X X  X X 

8 X     X  X  

9 X       X  

10 X X   X X  X  

15 X    X X  X  

18 X X   X X X X  

Total 12 11 8 4 8 9 14 6 8 6 

 

Table A-19 Ledge climb: Rock ledge 

Screensh

ot 

number 

Distinct 

horizonta

l lines 

90-

degree 

angle 

Green 

vegetatio

n on top 

Dark 

markings 

on ledge 

Stone 

material 

Hanging 

vegetatio

n 

Below 

player 

Waist 

height 

Above 

head 

height 

59 X X X X X   X X 

60 X X X  X X   X 

63 (1st) X X X  X  X   

63 (2nd) X X X X X X X   

64 X X X X X X   X 

65 X X X  X    X 

66 X X X  X  X   

67 X X X X X   X  

68 X X X X X  X   

69 X X X  X   X  

Total 10 10 10 10 5 10 3 4 3 4 
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Table A-20 Ledge climb: Ceiling opening 

Screenshot 

number 

Illuminated Above head 

height 

Horizontal lines 

33  X X 

Total 1 0 1 1 

 

Table A-21 Ledge climb: Swinging rod 

Screenshot 

number 

Rusted metal Illuminated Moving Horizontal Attached to 

object 

45 X X X X X 

Total 1 1 1 1 1 1 

 

4. The Last of Us Part II 

Table A-22 Wooden play structure 

Scre

ensh

ot 

num

ber 

UI 

Pro

mpt 

Disti

nct 

hori

zont

al 

desi

gn 

Disti

nct 

verti

cal 

desi

gn 

Vert

ical 

to 

hori

zont

al 

Wall 

protr

usio

ns 

Obje

cts 

on 

grou

nd 

clos

e to 

verti

cal 

surfa

ce 

Hori

zont

al 

Led

ge 

extr

usio

n at 

top 

90-

degr

ee 

edge 

Disti

nct 

mar

king

s 

Woo

d 

Sno

w 

hori

zont

al 

Sno

w 

verti

cal 

Wai

st 

heig

ht 

Sho

ulde

r 

head 

heig

ht 

Abo

ve 

head 

heig

ht 

1 X  X X   X X X X X  X   

2  X  X X X X X X X  X   X 

3 

(1st) 

      X X X X X X   X 

3 

(2nd

) 

  X X X  X X X X X  X   

3 

(3rd) 

  X X X  X X X X X  X   

Tota

l 5 

1 1 3 4 3 1 5 5 5 5 4 2 3 0 2 
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Table A-23 Stone edge 

Scree

nshot 

numb

er 

NPC 

direct

ing 

UI 

prom

pt 

Distin

ct 

horiz

ontal 

desig

n 

Verti

cal to 

horiz

ontal 

surfac

e 

Roug

h 

surfac

e for 

feet 

Objec

ts on 

groun

d 

close 

to 

vertic

al 

surfac

e 

Horiz

ontal 

ledge 

extrus

ion/sn

ow 

overh

ang 

90 

Degre

e 

edge 

Snow 

horiz

ontal 

Snow 

vertic

al 

Waist 

heigh

t 

Shoul

der 

head 

heigh

t 

Abov

e 

head 

heigh

t 

5    X X   X X X  X  

6 X   X X  X X X X  X  

7 X   X X  X X X X X   

8 X   X X  X X X X X   

9 X X  X X  X X X X   X 

10    X X X X X X X  X  

11    X X  X  X X X   

12 X   X X  X X X X   X 

13    X X  X  X X  X  

14    X X X X  X X  X  

15    X X X X  X X X   

16    X X X X  X X  X  

17 

(1st) 

  X X X X X  X X X X  

17 

(2nd) 

  X X X X X  X X X   

18    X X X X  X X  X  

Total 

15 

5 1 2 15 15 7 14 7 15 15 6 8 2 
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Table A-24 Wall to opening 

Screen

shot 

numbe

r 

Broke

n glass 

Windo

w 

Object

s on 

groun

d 

close 

to 

vertica

l 

surfac

e 

Distin

ct wall 

marki

ngs 

NPC 

directi

ng 

Horiz

ontal 

ledge 

extrusi

on 

90-

degree 

edge 

Snow 

horizo

ntal 

Snow 

vertica

l 

Waist 

height 

Shoul

der 

head 

height 

Above 

head 

height 

19 X X X X  X  X X  X  

30 X X X X  X X     X 

42  X X X  X X     X 

Total 

3 

2 3 3 3 0 3 2 1 1 0 1 2 

 

Table A-25 Cars 

Screensh

ot 

number 

Snow 

horizonta

l 

Snow 

vertical 

Waist 

height 

Shoulder 

head 

height 

Above 

head 

height 

Broken 

car 

Frosty 

windows 

Blood 

nearby 

Deep 

snow 

25 X   X  X X  X 

26 (1st) X  X X  X X  X 

26 (2nd) X  X X  X X X X 

27 X  X X  X X X X 

31 (1st) X  X X  X X  X 

31 (2nd) X  X X  X X  X 

33 (only 

climbabl

e with 

NPC 

interactio

n) 

X    X X X  X 

34 (NPC) X    X X X   

35 X  X  X X   X 

37 X    X X X   

Total 10 10 0 6 6 4 10 9 2 8 
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Table A-26 Furniture 

Screen

shot 

numbe

r 

Object

s on 

top 

Waist 

height 

Shoul

der 

head 

height 

Above 

head 

height 

Plastic Wood Metal Horiz

ontal 

ledge 

extrusi

on 

90 

Degre

e edge 

Cover

ed 

(not 

snow) 

Table Next 

to wall 

29 X X    X  X X  X  

30 X X    X   X  X X 

40 X X    X  X X  X  

41  X    X  X X  X  

Total 

4 

3 4 0 0 0 4 0 3 4 0 4 1 

 

Table A-27 Roof ledge 

Screenshot 

number 

Snow horizontal Ledge overhang Shoulder head 

height 

90-degree ledge 

38 X X X X 

Total 1 1 1 1 1 

 

Table A-28 Rope type 1 

Screenshot 

number 

Next to wall Outside of view Over an object Silhouette NPC guidance 

R2 42 X X  X X 

Total 1 1 1 0 1 1 

 

Table A-29 Rope type 2 

Screenshot 

number 

Next to wall Outside of view Over an object Silhouette NPC guidance 

44  X X X X 

Total 3 0 1 1 1 1 
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Table A-30 Boxes 

Screen

shot 

numbe

r 

Broke

n Box 

Cover

ed 

(not 

snow) 

Horiz

ontal 

ledge 

extrusi

on 

90 

Degre

e edge 

Plastic Wood Metal Snow 

Horiz

ontal 

Snow 

Vertic

al 

Waist 

Height 

Shoul

der 

Head 

Height 

Above 

head 

Height 

20 

(1st) 

  X X X   X  X   

20 

(2nd) 

  X X X   X  X   

32   X X   X X   X  

33 

(1st) 

   X  X  X X X   

33 

(2nd) 

X  X X  X  X X  X  

35 

(1st) 

 X  X  X  X X X   

35 

(2nd) 

   X  X  X X X   

Total 

7 

1 1 4 7 2 4 1 7 4 5 2 0 

 


