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Abstract

Single player games with branching narratives are often marketed as having meaningful

choices, where the outcome of players’ choices affect the story. But when these games fail to

deliver on their promise it allows for frustration and disappointment. To aid in avoiding this

phenomenon, this study explores the ways different types of choices affect the narrative agency

in non-linear, story-driven games by looking closer at one of them - Detroit: Become Human. By

means of formal analysis, a framework is developed for identifying various definitions and

prerequisites of different choice types. This framework is applied to the chapter Stormy Night to

evaluate and measure gameplay data regarding choices. In addition to this method, an interview

with the Lead Game Designer is conducted which gives valuable insight into the actual process

behind designing the choices in Detroit: Become Human. The results show that the chapter’s

choices are explicit in their design. Furthermore, there is noticeable ambiguity and subjectivity in

how choices can be portrayed and perceived as meaningful. The interview suggests that

different types of choices are better used at certain parts of a narrative. Noticeable from the

interview, but not as detectable in the gameplay data, is that having diversity in choice types

promotes meaningfulness. Implications of these findings suggest that the requirements for a

game’s choices to be meaningful are choice type diversity and careful placement.

Keywords: choices, agency, meaningful, decisions, Detroit: Become Human,

consequences, narrative
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Terminology
This section contains the most frequently reoccurring key terms used to discuss the topics
central to the research question. They are listed below with descriptions in order to contribute to
the reader's understanding of the subject matter.

Adventure games – also known as storytelling games, interactive films, narrative games.
These are games where the main focus of the game lies on the story, and to a lesser extent the
gameplay and mechanics. Rollings and Adams (2003) describe adventure games as “an
interactive story about a character who is controlled by the player.” “The games are
characterized by certain qualities that they all share: exploration, collection or manipulation of
objects, puzzle solving, and a reduced emphasis on combat and action elements” (Rollings &
Adams, 2003).

Agency – player agency. Closely tied to choices, the player agency is the ability of the player to
impact the story of the game by interacting with it. Usually by making decisions. Murray (1997)
defines agency as “the satisfying power to take meaningful action and see the results of our
decisions and choices” (p. 126).

Choice – also decision. We differentiate between choices and options. Options refer to the
available options to pick, whereas a choice is the situation that presents a set of options.
Choices in games occur in multiple forms like dialogue- or action choices.

Flowchart – refers to the flowchart in the game Detroit:Become Human. (See 2.2.3
Moral/ethical choices)

Illusion of agency – is a design technique used to successfully implement a linear narrative
without the knowledge of the player. “Even when a player’s actions have no real impact on the
world – in the sense that there is nothing she could have done that would have yielded a
different result – players nevertheless come out of the experience feeling as if their actions were
meaningful and the game was enjoyable” (Tanenbaum & Tanenbaum, 2009, p. 5).

Meaningful – means having a serious, important, or useful quality or purpose.

NPC – is an abbreviation for non-player character, meaning all game characters not controlled
by the player.

Quick Time Events (QTE) – are fast timed sequences of controller inputs in D:BH. They are
often used in action sequences. The only outcome is to succeed or to fail.
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1 Introduction
One attribute that clearly sets apart games from other forms of media such as films or books is
interactivity, often portrayed through choices. But it’s not the only one. There are various
definitions of what makes a game, and most explanations include “some reference to rules,
goals, play, and pretending” (Adams, 2010, p. 4). Why are choices then interesting?

According to Domsch (2013), making a choice means deciding to actualize one of at least two
available options. The outcome of the choice should alter the game differently depending on
what option was picked (Domsch, 2013). Choices are meaningful in how they are a tool for the
designer to keep the player engaged. “The expectation of consequence is what keeps players
motivated to make choices” (Domsch, 2013, p. 137).

Sid Meier famously once said that “a game is a series of interesting decisions” (2012). With
each and every moment a player is in control, they are taking an active part in the very product
they are consuming. With choices being part of the fundamentals of what makes a game a
game, they affect the importance in how players find meaningful play. Salen & Zimmerman
(2004) describe that “meaningful play arises from meaningful choices. If a player's choices have
no meaning in the game, there really is no reason to play” (p. 173). In other words: a
predetermined game experience is an experience where choices are without value. A game’s
uncertainty can on the one hand remove a player's agency, but on the other hand it can also
allow for them to feel like their actions are impactful (Salen & Zimmerman, 2004). It is within this
paradoxical boundary of balance that the game designer has to tread carefully.

The research developed on choices in narrative-based single player games usually focuses on
the aspect of player experience, with the use of surveys acting as tools of measurement. What
is less talked about in the discussion is choices from the perspective of a designer. This thesis’
aim is to identify types of choices and delve deeper into how these types can be utilized for a
designer. Using these various types of choices, a framework is to be built in order to look closer
at how they are meaningful in their own way, and to explore how these different types could be
used effectively for a designer in the pursuit of achieving meaningfulness. In order for choices to
be meaningful, they need to be integrated, and be part of a context. They are purposeful when
they affect some aspects of the game, like the narrative.

The study's scope is restricted to narrative-based single player games similar to The Walking
Dead: Season One (TWD) (Telltale Games, 2012). However, this particular game (series)
(TWD) has been studied multiple times before, and is therefore fleshed out already (Albor, 2015;
Genovesi, 2017; Stang, 2019, Zagal & Nay, 2017).

Another more recent narrative-based single player game we found to be less researched is
Detroit: Become Human (D:BH) (Quantic Dream, 2018). The game's main focus is the way it
presents its choices, and how these affect the narrative. In an interview with IGN writer and
director David Cage mentions how the game is heavily based on branching storytelling (IGN,
2019).
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Choices’ impact on the narrative has the ability to, when done right, make the player feel like
their choices matter. When this fails to happen, the player perceives that they cannot affect how
the narrative plays out.

1.1 Problem statement
Jesper Juul (1998) argues that “computer games are not narratives”. According to him the main
difference lies in that “narratives are fixed sequences, [while] games are flexible sequences.”
Juul claims that a narrative has to be predetermined or destined - one event leads to the other
and so on - while games do not function in the same linear way “because of the players’
possibility to influence the course of action” (Juul, 1998). A lot has happened since Juul made
his statement, with many more creators having attempted to combine storytelling and gameplay
into one entity.

Due to the limited gameplay these narrative driven games contain, they arguably act as
so-called walking simulators - games with only movement and simple environment interaction. It
raises the question whether they should be considered games, or if they are better described as
interactive films - where the only way to proceed is to make a decision between a set amount of
options. (“Are walking simulators games?”, 2018)

Illusion of agency (see Terminology) is a commonly used trick by game designers to make the
player feel like they are in control, like their choices matter. But do they actually matter? And
what does it mean if a choice “matters”?

In games where choices are in focus there's a difference between agency and illusion of
agency. Agency refers to how much players can affect the narrative whereas illusion of agency
refers to how much they believe they can affect the narrative (Tanenbaum & Tanenbaum, 2009).
In his blog article What Bandersnatch Teaches About the Illusion of Choice, Josh Bycer (2019)
brings up the concept of choices in the interactive Netflix film Black Mirror: Bandersnatch (Slade,
2018). Bycer mentions that choices in games are limited in the sense that the developer
ultimately decides what choices the player experiences. The illusion refers to how these games
try to trick the player into thinking it’s the other way around (Bycer, 2019).

When the illusion is broken, problems follow. A majority of TWD’s negative Steam reviews -
under the category of “ most helpful reviews” - mention how one major selling point failed to
meet their expectations. They argue that the idea that “your actions and choices will affect how
your story plays out” (Steam, n.d.) has not been satisfied.

Bycer mentions how the broken illusion in his case made him lose interest in The Walking Dead
(Bycer, 2019). Of course, the threshold for experiencing this effect is dependent on individual
players’ sensitivity and perception. To keep the illusion intact, the consequences of a choice
should be apparent; either instantly, continuously, or later down the line. As mentioned in the
article “Meaningful choices” (Eng, 2019) “a well designed choice should have consequences
that affect both the look and aesthetics of the game as well as consequences for player
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interaction and game play“. Otherwise, the player may become frustrated and perceive that the
power of choice has been taken from them - if it was ever there to begin with. In other words,
choices need to feel important. To aid in achieving this, recognizable patterns behind the design
of a meaningful choice ought to be found.

As an example regarding the linearity of the story in TWD, there is a scenario where the player
is presented with a seemingly difficult choice to save one of two NPCs; Shawn or Duck. A timer
adds more pressure to the decision. But regardless whether you choose Shawn or Duck, or
simply wait too long - which results in the player character doing nothing but watch the events
play out as they do - the outcome of the situation will always be the same. Shawn falls victim to
the zombies and Duck is either saved by the player or - in case the player does not choose to
save him - by Kenny, another NPC in the game. Still, TWD is considered one of the most
successful storytelling games ever made as it sold over 8.5 million copies by the end of its
release year (Shelton, 2013). It has won multiple awards - including VGX (previously called
Spike) Award for Game of the Year 2012, and BAFTA Games Award for Story 2013.
Additionally, the Steam reviews of the game are “overwhelmingly positive” (Steam, n.d.).

D:BH puts its core focus on having a vast amount of meaningful, story-altering choices (IGN
2019). According to the games’ flowchart, the game offers the player 85 different endings in
total, compared to a single ending in TWD. The main difference between the two games is that,
in TWD the storyline diverges on several occasions, yet its paths sooner or later merge back
together, eventually resulting in a single ending. D:BH, on the other hand, adds further
branching and introduces choices which can alter the story in an irreversible way, resulting in
multiple different possible endings and paths to take. As an example, if you fail at making “the
right” decision in TWD, your character(s) can die, thus forcing you to replay that part. In a sense,
TDW offers meaningful choices in that the outcome can result in something as impactful as
character death. But if this also means having to replay said choice in order to choose again,
then maybe some part of the meaningfulness in the choice was lost. On the contrary, there is no
proper way to “lose” D:BH. The game’s plot continues to push forward, even if one, or even
several, of the playable protagonists die off. The designer was willing to sacrifice a big chunk of
the game’s plot to maintain their narrative goal of meaningful choices.

Summing up, the main problem is that many games claim to present players with impactful or
meaningful choices, but fail to deliver on those promises. D:BH has been selected to be
examined closer in this context. Its developers have designed the game to offer a vast level of
meaningful choices by trying to give the player as much agency as possible in affecting the way
the story plays out.
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1.2 Research question
How is the narrative agency in non-linear, story-driven games affected by the use of different
types of choices?

Sub-questions to direct the research:
● What are the types of choices in Detroit: Become Human?
● How do these choices shape its adaptive narrative?
● Can a framework be developed to aid future narrative games in achieving an improved

narrative agency?

1.3 Introduction summary
This chapter discussed the thesis’ main topic - meaningful choices -, along with its problem
statement and research questions. It was determined that there are different approaches to
designing choices in games which can result in varying gameplay experiences. This thesis
investigates what separates these approaches, and how they can be applied in games.
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2 Background
The following section briefly summarizes D:BH, the game in focus of this study. The section
thereafter presents previous studies on choices in games. To conclude the chapter, a framework
of choices is defined.

2.1 Detroit: Become Human

Figure 1. The three protagonists in Detroit: Become Human. From left; Kara, Markus, Connor.

2.1.1 What is the game about?
Detroit: Become Human is set in a virtual 2038 version of Detroit. In this alternate reality android
humanoids are a part of everyday life and society. These robots, who are deployed in the
millions, are “[...] exhibiting intelligent behaviour equivalent to, or indistinguishable from, that of a
human”. ([Userguide], n.d.) They follow orders from their human owners within various roles
such as gardeners, officers, or housekeepers ([Userguide], n.d.).

Throughout the game the player navigates a branching story with the plot constantly changing
depending on the actions they take. This is done from the multi-plot perspective of the game’s 3
protagonists:

Kara is a maid specifically “designed to take care of the housework and look after young
children” ([Userguide], n.d.). At the start of the game she gets returned to the ownership of Todd
Williams - a violent drug addict - taking a dislike to androids after being damaged in an
“accident”. Kara develops a motherly responsibility to take care of - and to protect - Todd's
daughter Alice.
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Markus provides much-needed companionship to his elderly and wealthy owner Carl Manfred.
Carl takes a liking to Markus, teaching him how to paint and about literature and music. Carl’s
son Leo is jealous of Markus as he perceives that his father sees the android as more of a son
than himself. This ultimately results in the inciting incident that forces Markus to leave the
comfort of his home. ([Userguide], n.d.)

Connor is a prototype stationed inside the Detroit police department to assist (the human)
Lieutenant Hank Anderson in their investigation to solve android deviancy cases. ([Userguide],
n.d.)

Deviancy refers to androids going rogue, having managed to break free from their slave-like
programming and having found a free will of their own. The plot revolves around investigating
what causes this deviancy, as well as exploring what it means. The game brings up big
philosophical topics of choices and free will, which in turn acts as meta references for how the
game itself is constructed. Are the protagonist android’s choices their own to make, or are they
too limited behind some illusion of choices.

2.1.2 Stormy Night - Plot
The chapter chosen to be explored in this study is Stormy Night, the game’s seventh chapter. It
is played from the perspective of Kara and revolves around an escalating dinner situation with
Alice - a young girl - eventually being attacked by her drug-influenced father Todd. He claims
her to be looking at him funny, which triggers and angers him - resulting in him flipping the table
sideways and punching Alice. As she escapes upstairs to her room Todd is shouting after her to
stay. He orders Kara not to interfere, and to remain in the dining room while he goes after Alice.
From here on the chapter presents multiple intersecting pathways. These culminate in the
chaper’s endings where Kara and Alice either manage to escape or not.

The possible cross-chapter consequences the chapter generates are:
● Kara having a gun in upcoming chapters.
● The death of Kara and Alice with their story ending.
● The death of Todd with him not being able to show up again.

The chapter can end in 8 different ways, with some endings being more or less similar:
● Todd broke Kara outside.
● Todd broke Kara in the corridor.
● Todd broke Kara downstairs.
● Kara shot Todd.
● Alice shot Todd.
● Kara & Alice fought their way out.
● Kara and Alice evaded Todd.
● Todd kills Alice.

For visualization of these chapter endings, see appendix 7.3 Flowchart of Stormy Night.
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2.1.3 Mechanics
Apart from the camera- and player controller the game offers something called contextual
controls. The user manual explains how “certain actions require precise inputs or movements.
You may have to push the right stick in a specific direction, press or hold down a button, shake
the wireless controller or swipe the touch pad” ([Userguide], n.d.). The on-screen instructions
show which input(s) to interact with.

When in dialogue the player receives a visual prompt where they get to choose their
conversation options. “A default option is selected if no response is made in time. Please be
aware that every conversation could have consequences” ([Userguide], n.d.).

Figure 2. Dialogue options in Detroit: Become Human.

The Mind Palace mechanic is the player’s ability to pause time, thus accessing “the goals,
important information and all the objects and characters they can interact with” ([Userguide],
n.d.). This mechanic refers to the method of loci, an ancient technique used to enhance the
memory - a mnemonic device. It works “by forming visual associations between the nth word
and the nth place (locus) of a fixed trajectory of places (loci)” (Verhaegen & Marcoen, 1996). As
an example, imagine a place you know very well - like your home - to act as your mind palace.
You go through each room (locus) in a fixed order. To remember information like items on a
shopping list, you follow that same trajectory, and visually place these items accordingly in each
locus. In the game, the Mind Palace mechanic is experienced as visual monitorization of
surroundings and objectives ([Userguide], n.d.).
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Figure 3. Mind Palace mechanic in Detroit: Become Human.

Connor has a unique ability to analyze elements of a crime scene. “This means he can
reconstruct past events by cross-checking the evidence at his disposal” ([Userguide], n.d.).

Visually similar to how TWD uses the well-known line “Clementine will remember that”, D:BH
has its own relationship meter. An arrow pointing up or down with matching colors (blue for up,
red for down) indicates whether the meter increases or deteriorates. ([Userguide], n.d.)

The game can be played on two difficulties; casual, or experienced. On casual difficulty the
challenges you face are more forgiving. The controls are simpler and the protagonists cannot
die as a result of player failure. The experienced difficulty is the opposite “with advanced
controls, where costly mistakes made can result in losing a main character” ([Userguide], n.d.).

2.1.4 Choices in Detroit: Become Human
D:BH has their own kind of classification of choices and events - presented in the form of a
storyline flowchart. Included in this is the storyline flowchart legend where the player is
presented with symbols of explanation for possible outcomes in each branch.

Figure 4. Storyline flowchart legend from Detroit: Become Human.
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Figure 5. Storyline flowchart of the chapter The Hostage in Detroit: Become Human. For a more detailed picture of a
flowchart, see appendix 7.3 Flowchart of Stormy Night.

David Cage mentions two main reasons for having the storyline flowchart in the game.
Because of the narrative nature of D:BH players naturally want to see the end of their story.
Cage explains how a lot of hard work went into creating all of these branches, and that the team
on Quantic Dream felt that some players might perceive the game as linear, that they only
experience the story in the way that they believe it was supposed to always play out, missing all
the other paths. The team wanted to represent these missing branches visually. Cage continues
by saying “we wanted not to do smoke and mirrors. We wanted real choices having real
consequences.” (IGN, 2019).
The other aspect is replayability. In D:BH, the average walkthroughs per player is almost two,
which as Cage puts it is “quite high”. The storyline flowchart allows for players to go back to their
favorite chapter and see “what if?”. What if I failed this chase mission, or what if I improved my
relationship with this character, or what if I chose this option instead? (IGN, 2019).
A way to visualize the choices made by the player during the game is the flowchart. It unlocks
only the nodes which the player has played through, leaving the mystery alive for the
unexplored options.
The flowchart differentiates between active choices - called action -, dialogue choices - called
dialog - and general choices - called choice. Additionally it is evident if an event or death takes
place as well as if a mission or task was successful or a failure. It is also shown when there is a
cross-chapter impact or when there are locked paths (see figure 4).
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2.2 Choices
As one of the major elements in narrative games, choices - and how they are or make a game
meaningful - have been investigated in various resources such as books, articles, blogs and
papers. In the following chapter, the most relevant of these resources are elaborated on and
summarized to the most important information.

2.2.1 Meaningful play

Salen and Zimmerman introduce the concept of meaningful play in their book Rules of Play
(2004). They claim that “learning to create great game experiences for players - experiences
that have meaning and are meaningful - is one of the goals of successful game design, perhaps
the most important one” (Salen & Zimmerman, 2004, p. 33).
Meaningful play can appear in many varieties as there are so many kinds of play the concept
can be applied to. This thesis is taking a closer look at meaningful choices which can be seen
as a part of meaningful play as a whole.
As Salen and Zimmerman put it: “Playing a game means making choices and taking actions. All
of this activity occurs within a game-system designed to support meaningful kinds of
choice-making” (2004, p. 34).
They define two different kinds of meaningful play which are closely related to each other, and
can be applied to the later defined framework of this thesis:

Descriptive definition: “Meaningful play in a game emerges from the relationship between player
action and system outcome; it is the process by which a player takes action within the designed
system of a game and the system responds to the action. The meaning of an action in a game
resides in the relationship between action and outcome.” (Salen & Zimmerman, 2004, p. 35)

Evaluative description: “Meaningful play occurs when the relationships between actions and
outcomes in a game are both discernable and integrated into the larger context of the game.
[...]” (Salen & Zimmerman, 2004, p. 35)

The authors then also provide definitions for the terms “discernable” and “integrated”.
Discernable “means that the result of the game action is communicated to the player in a
perceivable way” (Salen & Zimmerman, 2004, p. 35). Integrated “means that an action a player
takes not only has immediate significance in the game, but also affects the play experience at a
later point in the game” (Salen & Zimmerman, 2004, p. 36).

2.2.2 Meaningful choices

In the blog article Meaningful Choice in Games: Practical Guide & Case Studies (2013), the
author Brice Morrison defines a framework for what makes a choice meaningful. According to
him, meaningful choices touch the human heart in the form of deeply emotional experiences,
making the player look within themselves for answers (Morrison, B. 2013). When designing a
game, knowing how to properly present a choice to the player, by making it meaningful,
therefore allows for making the game itself meaningful. Morrison (2013) bases his definition of
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meaningfulness on real life decisions and continues by breaking down a meaningful choice into
having 4 requirements;

● “Awareness – The player must be somewhat aware they are making a choice (perceive
options)

● Gameplay Consequences – The choice must have consequences that are both
gameplay and aesthetically oriented

● Reminders – The player must be reminded of the choice they made after they made it
● Permanence – The player cannot go back and undo their choice after exploring the

consequences” (Morrison, 2013)

By fulfilling these requirements, Morrison claims, a meaningful choice is created.

Meaningful choices come in many forms. “[...] there are likely thousands of variations and
permutations on how to create meaningful choice [...]” (Morrison, 2013). With numerous
frameworks to pick from and dissect, it is challenging for a designer to know what definitions to
take inspiration from.

2.2.3 Moral/ethical choices

Sicart writes about so-called moral or ethical choices in his books The ethics of computer games
(2009) and Beyond Choices: The Design of Ethical Gameplay (2013).

In The ethics of computer games Sicart argues that players should be considered “creative,
engaged, ethical agents” instead of “passive moral creatures”(Sicart, 2009, p. 4). With this in
mind, he suggests that “choice has to be meaningful and the system has to react to it in moral
ways - the game design has to acknowledge and support the player as an ethical agent” (Sicart,
2009, p. 163). But not every design trying to achieve his idea of a moral/ethical choice is
suitable.
He brings up an example of Star Wars: Knights of the Old Republic (2003) where the player has
to choose the path of either Jedi or Sith - the light side or the dark side - which is an ethical
choice. But “because the choices [the players] make are going to be measured and evaluated
by the game system, moral choice no longer implies a reflection upon their actions, but rather a
strategy, another token in the world of the game.” (Sicart, 2009, p. 211) The fact that the game
labels the morality of the choice takes away the players’ self-evaluation and makes it part of the
game system instead. This game mechanic, called morality meter, is “commonly used [...] in
many ethically notable video games” (Formosa, et.al., 2021). According to Sicarts assertion, this
design tool reduces morality to a game mechanic rather than a process of self–evaluation
(Sicart, 2009) - which would be preferable.

“Telltale Games’ The Walking Dead (2012) [on the other hand] is one game which, based on
Sicart’s criteria, does succeed in this area. As a result of seemingly meaningful decision-making,
players experience a strong sense of player agency within each individual navigation of
pre-scripted decision trees” (Stang, 2019). However - as previously mentioned - the choices the
player makes have only very little impact on how the story plays out.
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D:BH adds another dimension to the moral choices found in TWD. Here, many moral choices
are implemented which do not only let the player judge their own decisions but also let them
experience possible major changes to the storyline depending on their choice.

In Beyond Choices: The Design of Ethical Gameplay Sicart defines “ethical gameplay as the
experience of a game by players who make choices that are based on morality considerations
that are derived from their understanding of the game system” (2013, p.90). He describes
“morality as a system of rules for guiding human conduct and also principles for evaluating
those rules” (2013, p.7). Morality are the rules which players use to engage in ethical gameplay.

Sicart also describes “ethical gameplay [as] an experience in and of play that disrupts the
progression toward goals and achievements and forces players to address their actions from a
moral perspective” (Sicart, 2013, p.29).

2.2.4 Hidden choices
In the video The Power of Invisible Choices (Game Maker’s Toolkit, 2022), the concept of
so-called invisible or hidden choices is introduced. These are choices where none or only some
options appear on screen and instead, the player has to figure out themself what options they
have. Hidden choices stand in contrast to what the narrator calls explicit choices, which usually
occur in the form of button prompts, a list of options, or a dialogue wheel (Game Maker’s Toolkit,
2022).

Named advantages of hidden choices are:
● Ambiguous options

○ “Makes the game feel less like a rigid sequence of choices - and more like an
organic and believable world” (Game Maker’s Toolkit, 2022).

● Unequal options
○ One option might be better but more challenging to succeed in.

● Fine-grain choices
○ Less significant choices that can be tracked by the game and then used to make

it feel more personalized.
● Surprising outcomes

○ If you never knew that you made a choice you will be more surprised if the game
reacts to the decision.

Named disadvantages of hidden choices are:
● Harder to implement

○ For developers, implementing this kind of choice usually requires more work, as
they require more complex design.

● Do not work for every type of choice or game.
● Players may feel cheated if they later find out about options they weren’t told about

○ Players might think a game is linear because they do notrealize they are making
choices.

(Game Maker’s Toolkit, 2022)
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To conclude, a hidden choice encourages players to experiment and explore what options they
have. But it can also lead to frustration when they fail to realize there was a choice. If this
happens, players might perceive the story as linear.

2.2.5 Interesting decisions
In his GDC talk, Interesting decisions (2012), Sid Meier talks about characteristics of interesting
choices as well as types of decisions. The terms “decision” and “choice” are used
interchangeably. It should be noted that he is not specifically talking about decisions in narrative
games but in games in a more general sense. A game he refers to a lot is Civilization
(1991-2016) which is a turn-based strategy game created by Sid Meier himself.

He lists four main characteristics of interesting choices:
● Trade-offs:

○ Example of choosing a gun: one trait being very beneficial should result in a
disadvantage of another trait.

● Situational:
○ “[The choice] ties into the game situation" (Meier, 2012).
○ The player makes decisions depending on the circumstances.

● Personal:
○ The choice offers playstyle-dependent options.

● Persistence:
○ Choices should "affect the game for a certain amount of time" (Meier, 2012).

In context with the last characteristic, Meier talks about the importance of informed decisions.
Especially when a decision has a major impact in the game the player should be provided
sufficient information to comfortably make that decision.

He then talks about the types of decisions which, according to him, are:
● Risk vs. Reward:

○ "I can take a greater risk with the potential of a greater reward but if it doesn't
work out then the penalties are larger" (Meier, 2012).

● Long-Term vs. Short-Term:
○ The decision between wanting either a fast, but only short lasting improvement;

or a delayed, but longer lasting improvement.
● Playstyle & Personality (turtle vs. rush):

○ The inclusion of multiple options for a wider range of players/playstyles, which in
turn allows for player expression.

● Multiple Goals (short, medium, long term; may involve meta-gaming):
○ Enables players to always have something to look forward to.
○ Allows for prioritization of which goal to achieve next.

● Customization (player investment):
○ Does not really affect the game but lets them express their personality or gaming

style.
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Meier presents two different, yet closely intertwined lists here. He talks about what makes
choices interesting as well as what different kinds of choices there are, according to his own
assessment. Similar approaches can be found in the following chapter.

2.2.6 Classifications of types of choices
This section presents previous attempts of classifying types of choices in games. They are to
later serve as a base for a newly defined framework which attempts to combine the aspects
relevant to answer the question posed in this study.

With the goal of understanding how decisions make games interesting and therefore replayable,
Aghekyan (2021) defines his own concept called the Periodic Dilemma Generator (PDG). The
system presents choices with a set of properties:

● Choices are meaningful when they are informed and have consequences:
○ The system presents informed choices in the form of providing the player with

information of its choices’ costs and benefits.
○ The consequences of a choice affect the system's state either by helping the

player reach their goal, or by preventing them from doing so.
● Choices are dilemmatic in that their options are or seem equally unfavorable or

unsatisfactory. Neither option is optimal.
● Unpredictable outcomes in terms of achieving the goal. All options need uncertainty in

if or how well they accomplish the desired outcome. The presented options should also
never make it impossible for the player to reach their intention.

Aghekyan claims that “in order to achieve high replay value, games need to implement PDG
systems to periodically generate interesting choices.” Aghekyan hypothesizes that “having a
PDG is a necessary and sufficient condition for a game's replayability. In other words, PDGs are
providing players with interesting choices.”
Although his hypothesis does not explicitly involve the analysis of narrative games, Aghekyan
(2021) claims that his “conclusions are directly applicable on literally any genre of games.”

Renke (2022) defines a “set of conditions” to be used as framework to design choices:

● “Relevance:
○ Choices comment on, elaborate on, and align with the theme.

● Clarity:
○ Choices are easily understandable for the player. There is no unnecessary

cognitive load.
● Reactivity:

○ The game world can respond in a meaningful way. There is a mechanical
outcome from the choices.

● Ambiguity:
○ There is no clear answer, and every benefit comes with a downside.
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● Expressiveness:
○ Choices allow the player to tell their own story, and project their desired

personality onto their avatar.
● Parity:

○ At least one of the options allows for the avatar to act as the player would in that
situation.

● Actionable:
○ Choices are not pure emotional expressions but actions into which those

emotions translate.
● NPC agency:

○ The choice does not undermine the vividness of secondary or tertiary
characters.” (Renke, 2022)

Iten, Steinemann and Opwis (2017) divide “meaningful choices” into three sub-categories:

● Moral decisions and dilemmas:
○ Conflicts which do not have an obviously correct way of being solved and require

a moral or ethical assessment of the situation from the player.
● Social interactions:

○ Involves choices that can be perceived as meaningful by players as they create
relationships to non-player characters (NPCs).

● Control and consequence:
○ Can be important for making choices meaningful. “The simple fact of a choice

having consequences may make a choice meaningful, potentially influencing the
course and outcome of the game” (Iten, Steinemann & Opwis, 2017).

An article written under the pseudonym “MUTIVE” (2020) takes a closer look at how choices
affect the story in different ways:

● Plot changing choices:
○ Irrevocably changes the story. They are significant, they add replay value, and

are best positioned towards the end of a story.
● Major choices:

○ Seem major. They can be implemented without completely changing the plot, and
are often represented in relation to NPCs.

● Game changing choices:
○ Change of minor aspects that appear meaningful to the player. The main arc of

the story stays the same.
● Inconsequential choices:

○ Do not matter, only add to the role-playing experience of the player.
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2.2.7 Section summary
There are several interesting aspects that the previously presented classifications of choice
have in common. The ones applicable to the defined framework are summarized below.

“Ambiguity” (Renke, 2022) is another aspect, mentioned by several of the sources, named
differently, yet referring to the same context. It appears, choices should not present the player
with a clearly preferable option as an answer.

Iten et.al (2017) and Sicart (2009) also bring up that, in order for a choice to be ethical, it has to
imply some sort of moral evaluation by the player.

Some sources mention that, in order for a choice to be meaningful, it has to be informed
(Aghekyan, 2021). Morrisen (2013) is calling it “awareness”, saying that the player should be
conscious that they are making a choice. Sid Meier (2012) also mentions the importance of
informed choices in how they have a significant impact on the following story or gameplay.

One point, related to the previous paragraph, in which the sources are not unanimous is to what
extent a choice should inform the player about its outcome. Aghekyan states that choices
should have unpredictable outcomes and never make it impossible for the player to achieve
their goal, while other sources argue that this could deprive a choice of its meaningfulness.
Morrison (2013), for example, lists “permanence” as a requirement for a choice to count as
meaningful. Players are not supposed to be able to go back and change their choice afterwards.

Consequences are a part of all the introduced classifications, yet they seem to be
under-represented in a way that they only occur as part of the descriptions and never as a
separate category. Understandably, choices and consequences are very closely intertwined but
this framework will make an attempt to evaluate the two separately.

All sources unanimously agree that a players’ choice should have some sort of consequence.
According to Salen and Zimmerman “actions and outcomes in a game are both discernable and
integrated into the larger context of the game” (2004). Morrison (2013) lists the requirement of
reminders for a choice to be meaningful. In his GDC talk, Sid Meier (2012) says that choices
should "affect the game for a certain amount of time". He calls this characteristic of an
interesting choice persistence while Renke (2022) talks about reactivity.

The findings presented in this section are expected to aid in developing a new framework which
can then be used to analyze games’ choices - in this case D:BH. The following chapter delves
deeper into the methodology used and the methods of how this study is conducted.

20



Elena Kappler, Simon Zeidan Mellqvist

3 Methodology
This chapter describes the practical steps and procedures of how the chosen methods were
conducted. It also reflects upon the methods being used, why they have been picked and in
what way they are suitable in the pursuit of answering the research question.The two methods
used are a formal analysis of the game Detroit: Become Human, as well as interviews with the
game’s design team. The chapter firstly presents the formal analysis and describes how it was
conducted, and then does the same for the interview. The chapter ends with bringing up the
ethical considerations and potential shortcomings of the study.

To study the choices in D:BH a theoretical framework was defined. To gain better insight into the
game’s choice design an interview was conducted with the lead game designer. Together, these
methods have their own origins and perspectives in how they present their results. The idea of
using them both was for them to complement each other, and to see if the theorized results from
the framework would match with the intended design of the game.

The first step on the way of exploring the research question was to collect a sufficient amount of
relevant research data and previous work. This is what was done in the Background section
with the different categorizations of types of choices. This study uses a qualitative approach, as
this enables rich descriptions and a deeper understanding of a phenomena (Lankoski & Björk,
2015), in this case choices in single player narrative games. A qualitative analysis of data
according to Lankoski and Björk (2015) involves “generating categories based on data,
abstracting the data based on these categories and building explanations of studied phenomena
based on abstractions” (p. 1). Since this method ties together well with achieving the aim of this
study it was deemed as a suitable option to select.

3.1 Formal Analysis
Formal analysis is used as a method to derive design patterns. It is applicable when one wishes
to study a game independent of its context, regardless of who is playing the game (Lankoski &
Björk, 2015). This method is therefore suitable to identify choices and consequences as created
by the designer, and not directly how the player experiences these. The aim of using this
method in this study is to:

● Define a framework derived from previous studies on choices.
● Categorize types of choices in Detroit: Become Human by looking at specific non-linear

chapters.
● Create a representation of how often each type is used.

The defined framework uses the collected knowledge to create measurable requirements.
These requirements are then used in collecting the data in the game.
For gameplay data we chose to look closer at the chapters that seemed interesting from a
standpoint of non-linear storytelling. Longer chapters have more opportunities to develop their
branching story whereas a shorter chapter does not, which makes the former preferable. With
that criteria in mind, it was agreed upon to investigate the chapter Stormy Night, the seventh
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chapter of Detroit: Become Human. With its eight different endings it acts as a suitable
representation of the way the game tells its branching narrative. Additionally, it is situated rather
early on in the chapter progression, which lowers the risk for cross-chapter influences. This is
preferable since these dependencies can be hard to keep track of and would have therefore
complicated the investigation process.

After the chapter Stormy Night was picked, the next step was to create a representation of how
often each type is used. A data table was created, and the requirements of each choice type
from the defined framework was added to it. Using these requirements, each choice was
scrutinized and documented in the data table (see chapter 4.2 Gameplay data). To identify and
define all these choices the chapter was played repeatedly until the flowchart had reached a
completion rate of 100%. The platform used for this method was a Playstation 4 as it was easily
accessible for the researchers and a previously purchased license of the game was readily
available.

3.2 Interview
We reached out to the Lead Game Designer of D:BH, who agreed to participate in a text-based
interview conducted via email. This interview was used for input on the process of how choices
were actually designed in Detroit: Become Human. Apart from providing answers to the
questions asked, he also supplied additional information with more people to contact.

All interviewees were contacted via emails that contained a brief explanation on what topic is
being researched, by whom, as well as why. If agreeing to participate, the interviewees were
sent a set of questions to answer (see appendix 7.2 Interview). Choosing to perform the
interviews via email allowed for the interviewees to take their time, and to carefully think through
their words when writing their replies.

According to Cote and G. Raz, in-depth interviews can be an excellent method of choice as part
of the data collection as “interviews are an extremely useful method for collecting in-depth
information on topics that require individual components, like personal opinions, preferences
and experiences” (Cote & G.Raz, 2015, p.113). To retrieve information of the design process of
choices in D:BH, interviews therefore were considered as a natural method to choose. It should
also be noted that a good interview requires careful planning. “Researchers need to think
through a number of steps before starting the interview process and as they proceed to collect
data in this fashion” (Cote & G.Raz, 2015, p.93). It was essential to consider what information to
collect, how to formulate relevant questions, and where to find suitable participants for the study.

The interview questions were formulated with the aim of gathering as much relevant information
as possible on the topic of choices in D:BH. Naturally, one would think that having more
questions results in more information. But bombarding the interviewees with a vast amount of
questions runs a risk of tiring them out, possibly reducing the quality in their answers. It could
also pose a negative effect on the subjects’ willingness to participate. The goal was instead to
ask fewer, but more open-ended questions. Cote & G.Raz bring up that “many researchers
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struggle to create properly open-ended questions, or questions that allow participants to answer
in a variety of ways and which encourage elaboration” (p. 104).

To construct complicated questions does not necessarily result in well-thought-out answers, and
might instead cause difficulties for the interviewees. Cote & G.Raz mention how a researcher in
these cases ought to think logically when formulating their questions. “If you were being
interviewed, would you be able to answer this question?” (p.104). In the end, after some
iteration, 8 questions were formulated, with the last one focusing on recommending other
possible participants to contact.
When recruiting participants for interviews, researchers might find the snowball effect to be
beneficial. This refers to finding one participant that fits the required criteria, in this case insight
into the design process of choices in D:BH, and directly asking this person for others who
possess the same characteristics. The snowball sampling method is best used in situations of
reaching out to a small, hard to find community. (Cote & G.Raz, 2015, p.102)

Even though knowing which individuals that worked on D:BH and what their roles are cannot be
considered a “hard to find community” as this information is easily accessible online, it can still
be difficult to successfully get in contact with these people. The snowball sampling was
therefore deemed viable for this situation. If the ball gets rolling, even by having just one initial
participant, it might still prove to be enough to get the ball rolling - growing bigger. Furthermore,
a referral or introduction from a previous interviewee, a fellow industry member, can aid in
reaching out to other game developers, especially when wanting to obtain more organic, real
information from them rather than pre-prepared media-formed replies. (Cote & G.Raz, 2015,
p.102)

It is anticipated that the data collected from the interview and the formal analysis complement
each other in giving an insight into the design of choices in D:BH. The hope is to gather enough
valuable material to analyze and assist in answering the research question.

3.3 Ethical considerations
Cote and G. Raz bring up that, when data collecting for games research, there are specific
ethical considerations that ought to be taken into account. When researching it is essential to
consider the sensitivity of the data collected from interviews. The participants need to be
informed on the topic of research to such an extent that they are able to make an educated
choice whether or not to partake in the interview. Pseudonyms and hiding personally identifiable
details are also viable options to consider when anonymity is desired. It is also important that
the participants have the freedom to ask for their data to be removed from the study at any time
before publication. (Cote & G.Raz, 2015, p.97)

In order to name the subjects interviewed, as well as their title of position, an informed consent
of how the data is being used is a must. Therefore, all named interviewees mentioned in the
thesis have agreed to have their names and previous as well as current (at the time of
publication) titles displayed.
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3.4 Potential shortcomings
Due to the thesis’ restraints regarding scope and time, it was decided to focus on the designer’s
point of view only. Yet, if we, or someone else were to investigate the topic further it might be a
viable option to examine player experience as well. This would provide further insight into
discovering if the sought after effects of player choices actually would occur.

The snowball sampling is less effective in cases where the desired participants are unfamiliar
with each other. "The snowball approach requires at least a loosely connected set of
relationships in order to be effective" (Cote & G.Raz, 2015, p.102). Another aspect to keep in
consideration when using snowball sampling is homogeneity - as people might have the
tendency to befriend people similar to themselves, and therefore naturally refers to people with
similar views, values, and perspectives as themselves (Cote & G.Raz, 2015, p.102).

A weakness of interviews is that they are typically not helpful when trying to make generalizable
conclusions (Cote & G.Raz, 2015), such as “what is a well designed choice?”. A small amount
of interviews will therefore not be enough to gain in-depth knowledge about the design process
regarding choices in D:BH. However, it may act as a reference data point and add an additional
perspective on the meaning of choices.
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4 Analysis
The chapter is dedicated to present the results of the data collection as well as to discuss them
and evaluate how close they come at answering the research question. It is divided into three
sections, starting off by introducing the defined framework in which the different choice types are
determined. Thereafter, the results from the data collection of the game are presented and
reviewed, succeeded by a section discussing relevant and interesting parts of the interview.

4.1 Defined framework
This framework defines meaningful choices from two different points of view.
The first is an ethical choice which implies that it is meaningful to the player as they have to
assess the situation from their own or their character's moral standpoint. This type has limited or
no impact on the story.
The second is a more design focused narrative choice. Such a choice alters the storyline of the
game whilst not noticeably being meaningful to the player in any sense.
There is also a possibility that these two types overlap resulting in an ethical choice that actually
has an impact on the story, which makes it a moral narrative choice.
On the opposite side of the spectrum, the framework also takes into consideration that there
may be choices that fit neither of the previously defined categories, and instead fall under the
category of inconsequential choices. This type of choice requires no moral assessment by the
player nor does it alter the story in any way. This type is mostly found in aesthetic choices like
skins or as a means for the player to interpret the motive and implications of their character's
personality.

Worth noting are the so-called hidden choices as well as informed choices (for closer
description see 4.1.2 Practical examples). These types can be applied to each choice
individually, no matter if it was previously assigned one of the four main categories. An ethical
choice, for example, could also be hidden or informed. It was therefore decided to register them
as sub-categories.

As mentioned previously, this framework also attempts to incorporate types of consequences as
an addition to the types of choices. The consequences can differentiate in their time of effect;
immediate, continuous, or posterior. They can also be transformative in a way that they change
the type of the preceding choice or are altered by subsequent choices.

Found below is a summary of the identified elements regarding types of choices and types of
consequences that compose this framework.

Types of choices and how they are meaningful:
● Ethical choices with minimal or no changes to the story - meaningful to the player.
● Narrative choices that alter the story, but maybe less so the player emotion - meaningful

to the story (see figure 6).
● Moral narrative choices that alter the story and emotionally affect the player - meaningful

for both.
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● Inconsequential choices - not meaningful (see figure 7).
○ They do not affect the narrative at all. Instead, they function as means for the

player to interpret the motive and implications of their character's personality.

Sub-categories of the types of choices are:
● Informed choices
● Hidden choices

Types of consequences:
● Difference in time of effect:

○ Immediate
○ Continuous
○ Posterior

● Transformative consequences
○ Consequences that change the type of the previous choice.
○ Consequences which are transformed by subsequent choices.

4.1.1 Requirements
In order to separate the types of choices defined in this framework, the following section
presents requirements for each of the four main types. We have decided to exclude the
sub-categories in the data collection process. Therefore, hidden choices and informed choices
are not part of the requirements. The reason for this is due to the fact that instances of these
sub-categories could occur in combination with other categories which complicates the
classification process.

Ethical choice:

1. The player is required to make an ethical judgment. The gameplay is disrupted until the
player makes the choice (or the game makes the choice for them, if they time out).

2. The player needs to be the one that acts as a moral agent in the presented situation.
The game must not reveal what is right, or what is wrong. (Sicart, 2009)

Narrative choice:
1. Its consequences alter the narrative. The selected option has to divert the storyline into

branches where the narrative differs (see figure 6).
2. At least one of the branches contains one or more choices of its own (see figure 6).

Moral narrative choice:
1. Fulfills all requirements of ethical- and narrative choices.

Inconsequential choice:
1. Fulfills none of the requirements of ethical- and narrative choices.
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4.1.2 Practical examples
This section describes the defined framework closer by using examples from various games, but
mainly D:BH as the focus of the thesis suggests. Every type of choice, sub-category and type of
consequence is exemplified to provide a better overall understanding of the framework.

In TWD, the player is presented with many choices. One of them involves an NPC named Irene.
She gets bitten by a zombie - which means that she will turn into a zombie herself in due time,
thus endangering the rest of the group. She asks for a gun in order to shoot herself which poses
a moral dilemma to the player. In the end, no matter if you choose to give her the gun or not,
she shoots herself - either by using the gun the player gave to her, or by taking that same gun
by force. This is an example of an ethical choice. (see figure 7)

In the chapter Public Enemy of D:BH, Connor is tasked with the investigation of Stratford Tower
in order to figure out the location of the deviants. The player can choose to follow a blood trail
leading to the roof. There Connor finds Simon, one of the deviants who did not manage to
escape with the others. If Simon is still alive it is possible to find out the name of the deviants
hideout. There are also multiple other ways this section of the chapter can play out depending
on several factors. The choice whether to investigate the blood trail or not is not ethical, yet it
impacts the story significantly and unlocks another part of the chapters’ branching storyline -
which implies that it is a narrative choice. (see figure 6)

Games in the Dark Souls series (Bandai Namco, FromSoftware Inc., 2011-2016) give players
the option to kill NPCs. While doing so possibly results in some good loot, there is also an
opposite side of this coin. Dark Souls’ NPCs usually offer quests for the player. Killing an NPC
therefore also results in missing out on their quest, consequently making a part of the game
inaccessible in the current playthrough. Even though the Souls games are not known to be
narrative driven like the games this thesis focuses on, it is not unlikely to encounter a similar
scenario in adventure games. Situations like these are an example of moral narrative choices as
they include a kill or spare scenario, which has an impact on the following storyline.

A common example of an inconsequential choice is the weapon-, or character skin
customization in games like APEX Legends (Electronic Arts, 2019); Valorant (Riot Games,
2020); or the Call of Duty series (Activision, 2003-2022).

In D:BH’s chapter Battle for Detroit - Kara, the group (Kara, Alice and Luthor) meets a couple
with a baby who are heading for the Canadian border - just like themselves. The woman
accidentally drops their bus tickets and the player is faced with the choice of keeping or
returning them. The tickets are required to be let on board the last bus heading towards the
Canadian border. This is a suitable example of an informed choice. The characters talk about
the possible consequences of either option which gives the player a good idea of what the
outcomes of this particular choice could be.

A fair amount of hidden choices can be found in Beyond: Two Souls (B:TS) (Quantic Dream,
2013), the predecessor of D:BH. One example is a scene where the protagonist Jodie goes
through a traumatic experience at a bar as a teenager, which can later affect a relationship
scene where Jodie has a breakdown. The hidden choice is that the player can leave the bar
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before the traumatic experience ever happens, and as a consequence Jodie won’t experience
her breakdown in the upcoming relationship scene. This choice is not obvious to the player as it
does not appear on screen in any way.

A good example of choices having differing times of effect in their consequences can be found
in the chapter Broken. Markus and his owner Carl Manfred return home to discover Leo - Carl’s
son, who has broken into the painting studio to steal and sell some of Carl's paintings. The
situation ends up in a fight between Markus and Leo which - depending on the players’ actions -
can result in Carl either dying or surviving. This would be the immediate consequence. The
posterior consequence does not occur until far later in the game when, depending whether Carl
lived or died during this chapter, Markus either visits Carl's grave or meets Carl at his home. The
continuous consequences are the news in the following chapters, which change depending on
the outcome of this chapter.

In D:BH’s chapter Zlatko, the player finds themself imprisoned by the NPC Zlatko at his
mansion. At some point, they can trigger an escape scenario to try to get out. Before triggering
the escape, the player has the option to open a cage containing an android polar bear. This can
be considered a transformative choice as the bear can later on help the player to escape, or not
do anything, depending on what following choices the player makes. If, for example, they never
trigger the escape scenario, the choice whether or not to open the cage is completely
inconsequential. If the escape scenario instead is triggered, and you pass the room with the
polar bear cage, the choice has an impact on the story. In this instance, the choice is considered
a narrative choice according to the requirements.

Figure 6. Visualization of a branching narrative.
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Figure 7. Visualization of a linear narrative.

4.1.3 Framework summary
The framework presented in this section attempts to combine the suggestions of previously
cited research, articles and books regarding the meaning of important choices in single player
narrative games. It defines types of choices, types of consequences, and requirements for each
type of choice. Predominantly analyzed in this thesis are the types of choices as they are the
main focus of the study. With that said, the analysis also touches upon certain interesting cases
of hidden and informative choices - along with examples of types of consequences.

4.2 Gameplay data
First and foremost a few things should be noted. As described in section 2.1.3 Mechanics, the
game’s difficulty level affects the outcome as well. What is described in the flowchart as Todd
breaks Kara in the corridor can only happen on the hardest difficulty - experienced - since
protagonists cannot  die on the casual difficulty. When collecting the data the game was played
on experienced difficulty - as suggested by the game - to allow for all possible outcomes to be
available. To change the difficulty level would have generated other results.

Figure 8 depicts the flowchart of Stormy Night, the chapter of D:BH that was chosen for the data
collection. The following data table (figure 9) lists some of the chapter’s choices, including the
options within each choice, and whether or not the previously introduced requirements are
fulfilled. The full data table can be found in chapter 7.1 Data collection. The first column contains
Choice scenario, which is a label for the situation in which a choice is presented. These labels
do not always match up with the names in the flowchart as the flowchart sometimes represents
checkpoints rather than situations of choices with options. Options in this case refers to the
options given to the player in said choice scenario. The last four columns include the
requirements defined in section 4.1.1 Requirements. The word requirement is abbreviated as ‘R’
in the data table for the sake of saving space.
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The first row, as an example, could be read like this: The choice to fetch dinner presents the
options to wait, or to do it. Neither of the requirements for ethical nor narrative choice are
fulfilled which makes this an inconsequential choice.

Figure 8. Storyline flowchart of the chapter Stormy Night in Detroit: Become Human. For a more detailed picture of
the flowchart, see appendix 7.3 Flowchart of Stormy Night.

Choice scenario Options
Ethical choice
R1

Ethical choice
R2

Narrative choice
R1

Narrative choice
R2

Fetch Dinner Wait,
Do it No No No No

Todd says "Don't
Move"

Stay,
Become Deviant Yes Yes Yes Yes

Reason with
Todd. 3 dialogue
options

Calm,
Determined,
Understanding Yes Yes No No

Defend Alice
QTE

Only if gun: Kara
kills Todd,
Only if gun: Fail.
Alice kills Todd,
Stun Todd,
[Maybe] Fail without
gun No No Yes Yes

Run from Todd
QTE

Escape from Todd,
Todd wins fight Arguably, yes No Yes Yes

Figure 9. Fragment sample of the data collection. For the full table, see appendix 7.1 Data collection.

The information that emerged from the data table indicates how the chapter’s narrative is
structured. It starts off with inconsequential choices. It then continues with a few moral narrative
choices in the middle part, and uses mostly narrative choices towards the end. There are not
many pure moral choices throughout the chapter. It is also evident that the classification is
unclear in some cases. These results should not be generalized as we only analyzed a single
chapter in the game.
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QTEs
A part of the choices in the collected data were quick time events (QTE), where the outcome is
binary; i.e. either success or fail. QTEs are tricky in how they can be regarded as both choices
or simply gameplay elements. On the one hand this mechanic acts less like a choice and more
like a success or failure to perform an action. On the other hand they could also be considered
as choices with an obviously preferable outcome - to succeed. Unless you replay in order to
unlock all the endings or really want to test your limits within the game, you are unlikely to
purposefully fail these events.
This applies not only to QTEs, but also when, for example, trying to hide from Todd when he
comes upstairs. If you deliberately fail, then clearly a choice was made, but if the game is
played as intended, i.e. you succeed in hiding, or try to but fail at it, then the situation cannot be
considered a choice.
When it comes to QTEs the game is essentially telling you what to do with what buttons to
press. The second requirement of moral choices is that the game explicitly cannot tell you what
to do - what is right or what is wrong. This requirement is not fulfilled in quick time events, and
consequently they cannot be considered moral choices. The first requirement (see 4.1.1
Requirements), however, can arguably be seen as fulfilled in some cases, which makes it hard
to classify QTEs as a certain type of choice.

Consequences
Something we noticed was that an essential part of a choice - its consequences - were not
represented in a significant way in any of the classifications introduced in the Background
chapter. There is a mention of consequences in several of them, but none of these works seem
to take a closer look at the consequences of choices on their own. The framework introduced in
this thesis tries to complement this fact by including types of choices.

Still, the analysis lacks detailed requirements for consequences, hence only bringing up the
most relevant ones as examples. This is not unexpected since it was decided that the focus
should be directed towards the choices. Only the - to us - most interesting types of
consequences are therefore examined and analyzed.

One of the consequences which was deemed interesting enough to be included here are the
narrative differences in killing Todd (by picking up the gun) compared to having him survive the
fight. Whether he survives or dies is the immediate consequence in this case. Provided that
Todd stays alive he can show up again later in the game, which would then make the
consequence posterior. This is noticeable in how the newscast changes its story accordingly
when watching TV in the chapter On the Run, which is a continuous consequence. Regardless
if Todd is killed or not the public opinion remains the same. If Todd instead survives and you
shape the story in such a way that Kara and Alice never end up meeting him in their final
chapter Battle for Detroit - Kara, then having him live or die makes no difference whatsoever to
the gameplay nor to the story. In this case, the consequence makes the choice transformative.
The reason why this particular scenario was chosen to be represented here is because it
combines all the types of consequences.
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When it comes to consequences, dialogue choices tend to influence the relationship with the
NPC the player character is talking to. The relationship status between player and NPC can in
some occasions influence how the story plays out. Having a distant relationship between Kara
and Alice, for example, can result in Alice running away after her secret is revealed in
Crossroads. Because the game does not include the relationship statuses as statistics in the
flowchart it is uncertain as to what extent they can influence aspects of the story.

Active choices on the other hand, are much more likely to have a direct impact on how the story
plays out than dialogue choices. The differences can be minor or major, but there will almost
always be some sort of consequence to your actions. A simple action such as opening the
drawer in A New Home results in a cutscene showing the gun, which is a minor consequence at
first, but this unlocks multiple follow-up options later in the game which can have more
considerable consequences.

Ambiguity
A problem that was noticed with this data collection is its ambiguity in certain situations. The
purpose of having specified requirements was to aid in collecting and analyzing the data. Still,
we experienced it to be difficult to properly quantify the results. What made it tricky was the
philosophical question of where to draw the line between what can be considered as affecting
the narrative, and what can not. Is the change of a single line of dialogue enough to be counted
as a change of the narrative? A similar issue is that something we call an ethical choice could
arguably be classified as an inconsequential choice.

The ambiguity of the framework can be found in the uncertainty of classifying certain choices.
The framework does not provide a guideline for how to classify choices in situations where both
requirements for a moral choice and only one of a narrative choice are fulfilled - or the other way
around. This is a flaw that cannot be ignored.

As an example, in the chapter Fugitives, Kara has the choice of dying her hair in different colors
in order to change her appearance. The narrative is arguably different with a blue haired
protagonist compared to a green haired one, but since this choice is never referenced back to
by the narrative it becomes inconsequential.

Later in the same chapter, when Kara is asked by Alice to promise that she will never leave her.
According to the requirements this would be considered an ethical choice. The only impact the
players’ answer has is either an improvement or a stagnation of the relationship between the
two characters. Since the story does not change at all depending on the reply, it can be argued
that the choice is inconsequential.

From the framework it was determined that a pure moral choice only has minimal or no impact
on the following story. We later discovered that the usage of the word minimal brought
difficulties in quantifying the results since what can be viewed as minimal is subjective. For that
reason we decided to leave the minimal narrative changes out of the requirements.

Providing these ambiguous questions with definitive answers proved to be challenging and
consequently made it harder to collect the data. The choice types needed to be measurable in
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order to be collectable as visibly noticeable data, but perhaps this was done too carelessly or
forcefully with not enough concerns for iteration, or for further research.

Relevance
Something else that we noticed was that some moral narrative choices - according to our
requirements - seem very minor when compared to others. Their grade of relevance differs. This
issue of measuring relevance is not only apparent in moral narrative choices but also in plain
ethical- and narrative choices as well as their consequences.
For example, when Todd asks Kara to get out of the way, you can accept or refuse. This could
be seen as a moral narrative choice according to the requirements. Yet, it offers no unique
outcome, and does not necessarily have to be perceived as a choice which requires ethical
judgment. There is no good way to quantify how ethically relevant a choice and its options are
because this mostly depends on the player's own perception. Ideally, we would have liked to
differentiate between different grades of moral narrative choices. But that would imply having to
subjectively evaluate how relevant each of the choices are - which was deemed non-scientific
and therefore an inappropriate method to use in this thesis.
Another, perhaps more suitable option could have been to ask a number of subjects for their
opinion on the relevance, and to let them be the ones to sort the choices in predefined grades.
In that way the results of this data collection could have been quantified. But this approach
would have been out of scope for this project.

Options
From the collected data we discovered that the options within a choice are an important
indication to help figuring out if it is an ethical or a narrative choice. As mentioned in chapter 2
Background, Aghekyan’s (2021) list of properties for a meaningful choice suggests that no
option should stand out as the most favorable or preferable one. Uncertainty is an essential part
of accomplishing the desired outcome. Also, the presented options must never make the player
unable to reach their objective (Aghekyan, 2021).
Which type a choice belongs to can vary in their nature depending on how you play the game as
the options transform their corresponding choices. For instance, if you have a choice where you
pick the option that is the most ethical in its outcome, then to you, in this particular playthrough,
the choice has become an ethical choice.

All options are not equal. Consider having a choice with five options - four of them leading to the
same narrative branch, while one leads to a different branch, - then the choice in practicality
consists of two outcomes. One narrative branch might be more likely to be chosen, because
more options lead to it. But it is also possible that the one option that leads to a different path is
most appealing to the majority of players. That could mean that even if the probability
technically only is ⅕, this option might still be chosen more frequently than expected.
Unfortunately, the framework does not provide any means to evaluate a case like this. Again, as
with relevance, some aspects need assessment from playtesters.
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4.3 Interview data
The interview data was qualitative, but not quantitative. The snowball sampling technique paid
off, but not as expected as it never rolled any further than staying with the first participant -
Simon Wasselin, the Lead Game Designer of D:BH. The reason for why this happened is partly
due to the fact that we only got contact information to three other potential participants, which in
turn was reduced to two with one email address not functioning. Furthermore, the contact
information was somewhat limited in the way that it was reduced to only email addresses. An
email is easier to miss or ignore than a phone call. A combination of both would have been
optimal. Noteworthy, one person’s contact information we got from the initial participant was the
one of David Cage himself. It would have been insightful to receive his inputs since he wrote
much of the story, but somewhat expected he never replied to the sent email.

The fact that there was only one conducted interview does reduce the impact it has in making
generalizable conclusions, and how it acts as quantitative and comparable data. However, the
interview can still be considered a success since the replies to the questions asked proved to be
rich and interesting. At times they put further emphasis on previously mentioned ideas on the
topic of meaning of choices. At other times they provide enough insight to be made into their
own points. As an example, Wasselin mentions how choices were implemented in the game and
the narrative simultaneously. “We didn’t separate game design and narrative design. The
designers would do both. All the brainstorm and research work would stem from both ‘what is
interesting to play’ and ‘what is interesting to tell’ ” (7.2 Interview). This is information that solely
studying a game does not provide on its own.

Design process
Regarding the process of designing meaningful choices, Wasselin mentions its duality in being
both organic and thoughtful. Organic in the way that the choices make sense for a character in a
given situation. The choices were designed with character motivations in mind, whilst still
keeping the complexity within reasonable boundaries. What is interesting here is how Wasselin
brings up tiers of choices. With the previous knowledge from working on their earlier games, he
and his design team had defined tiers such as having consequences be direct, indirect, gradual,
or drastic. Their goal was having a diverse collection of choices, where each type (tier) is
represented.

When it comes to the idea of designing a framework for choices, Wasselin is curious about the
idea of finding a “more ‘rational’ approach, at least in complement [to the organic process]. To
analyze what we’ve made and make sure that we have a good density of choices (and the
different tiers)” (7.2 Interview). This corresponds with what the framework of this thesis attempts
to accomplish by defining different types of choices to allow for an analytical approach to their
design and appliance.

Tiers
The tiers he mentions show similarity to the first defined type of consequence in this thesis’
framework. Wasselin’s direct, indirect and gradual consequences could be comparable to the
difference in time of effect - namely immediate, continuous and posterior. Something like a
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drastic consequence has not been defined as it functions as a spectrum - making it challenging
to objectively judge where on this spectrum a specific consequence would lie.
The fact that the development team used some kind of classification of choices and
consequences indicates that a commonly used framework for these occasions could be useful.
It should also be noted though, that a framework like that should be less static and instead more
adjustable to be tailored to the precise needs of the game it is being applied to.

Diversity
Wasselin continues by explaining how the diversity of types of choices in D:BH enriches the
gameplay. When players do not necessarily know which ones are critical and which ones are
less important, they have to treat all choices as potentially critical, thus encouraging focus on
the decision at hand. Wasselin puts emphasis on how keeping the balance is of the essence
“[...] to avoid choice’s fatigue where everything blurs, and nothing is standing out” (7.2
Interview).

This process of diversifying the usage of types of choices throughout the game could also
benefit from a framework that can quantify the data - choices in this case. Yet, to know what
type should be used in a certain context is hard as it comes with many dependencies; like
player preference, the situational aspect, or balancing. This is something we noticed throughout
the progression of this thesis, which made us realize that the initial goal - finding optimized ways
for designers to implement the types of choices - could not be fulfilled in the way we were
hoping for. The best way to figure out what works and what does not in this case is once again
through classic playtesting, as it is regularly used as part of the design process in the gaming
industry. Presumably, an experienced design team that previously worked with choices can also
bring some already existing knowledge and understanding of how to apply choices in games.

Hidden vs. explicit choices
Wasselin brings up the differences between their earlier game Beyond: Two Souls and D:BH.
The former contains many so-called organic choices, where player action results in making a
decision they never knew existed. Wasselin continues to define organic choices closely similar
to Game Maker's Toolkit’s hidden choices (2022). “We wanted to see choices less up front, ‘in
your face’ and let the player roleplay as they want instead of a multiple-choice question: ‘Do this
or this or that’ “ (7.2 Interview).
As it turned out, having a vast amount of organic (hidden) choices in B:TS “[...] was less
effective for feeling that the game was bigger than their experience. By hiding the choices, it felt
more fluid but also more linear” (7.2 Interview). With high levels of choice type homogeneity
players neglect the idea that the narrative is branching, as they often would not realize they
were making decisions.

With D:BH the lesson from B:TS was applied. Here all available choices are more evidently
available to the player. The flowchart doubles down on this fact. The consequences of this were
in how it disabled Wasselin, Cage and their team from relying on smoke and mirrors. This goes
hand in hand with Cage’s envision of the game (IGN, 2019). Wasselin brings up that this is what
separates D:BH from other narrative games, where choices are designed to “show the player
the possibility of consequences, regardless of actual consequences to a choice” (7.2 Interview).

35



Elena Kappler, Simon Zeidan Mellqvist

“In the grand scheme of things, it felt better to lose a bit of mystery to gain a lot more ‘agency’
for the player over the game” (7.2 Interview).
The two games thereby go in completely opposite directions in regard to choices, with D:BH
using almost exclusively explicit choices and B:TS almost exclusively hidden choices. An idea
here could be to try and mix up the two types to try and get the best of both worlds. By slightly
adjusting the framework of this thesis, it could help designers to visualize what types of choices
they are using most throughout their game, and what types might still be underrepresented.

From the interview answers we realized that we may have underestimated the importance of the
sub-categories defined in the framework. Especially hidden choices seem to be a dominating
topic, at least when studying the responses of the interview questions.

Transparency
Wasselin talks about potential ideas on how D:BH’s choices could be improved further. By
having consequences taking place throughout several chapters, he suggests, the flowchart
didn’t always properly portray the whole picture. Even though this allowed for some mystery to
be kept from the player, it also made it harder for them to fully understand the extent of a
choice’s consequences. It only takes one option in one choice for this effect to be triggered. For
example, Connor failing to find enough evidence on Jericho - the deviants’ hideout - results in
the chapter - Last chance, Connor - ending immediately, which in turn has large-scale
repercussions for all remaining chapters. The hideout being found is one critical story beat in the
game’s climax. This chain of consequences is not easily portrayed to the player - especially in
the long term.
Seemingly, Wasselin would have liked to add absolute transparency to every single choice in
the game to fully adhere to the intended vision. After playing through the game and looking at
the flowchart, the results of every single action should have been evident. Although it is
important to mention, that while playing the game it would probably be less desired for the
player to know all outcomes of their choices to the smallest detail because it would take away
the mystery aspect completely.

One feature this applies to - mentioned before in 4.2 Gameplay data - is the relationship status
between characters. This is probably the most unclear statistic in D:BH as it is not displayed
anywhere apart from the moments it is influenced during gameplay. It is also not possible to see
what changes in the story depending on the status of the relationship meter.

Intuitive choices
Wasselin would possibly have wanted to “explore having more choices within [action] moments.
Working on split second choices with consequences where players must react fast and do a ‘gut
feeling’ choice“ (7.2 Interview). Wasselin would have also wanted to investigate “[...] hidden
choices within explicit choices. Meaning finding ways to provide an alternative to the choices
presented if the player is smart “(7.2 Interview). It seems like he is referring to having real
choices in action sequences rather than - or at least additionally to - QTEs. The time limit in
itself is perhaps one of the main variables separating QTEs from other types of choices. Having
choices be made under a constrained time pressure enables Wasselin’s idea of using more ‘gut
feeling’ choices.
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Choices having or lacking time restraints is something that has not been taken into
consideration within this framework. Looking at it now, this could be an interesting addition to
make as we believe that time can transform the way players feel about a choice. It would be
interesting to investigate the exact differences a timer could make when added to a certain type
of choice. Relying more on instincts in a critical ethical choice, for example, could potentially
make a big difference to the player.

Returning to what Wasselin calls ‘gut feeling’ choices, a point could be made that they act as an
opposite of informed choices. In an informed choice the player has time to think about the
choice and can weigh between the different possible outcomes, which they have been informed
of to a certain extent. A ‘gut feeling choice’ on the other hand does not give enough time to
make an informed decision and instead makes the player have to rely on their instincts.
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5 Conclusion

Framework
In hindsight we are mostly content with the framework and the data it brought. But with this said,
to further prove our points and generally add more credibility to our findings we ought to have
analyzed more chapters.
The designer’s knowledge should also not be underestimated. They have a heavy weight to
balance on their shoulders in finding meaning in the choices they implement. When done right,
they set the conditions for enhancing the player experience. When done wrong it leads to
frustration. To aid in this, it is advisable for games that involve branching narratives to define
their own framework, tailored to the very game being developed. Games can differ from each
other considerably and therefore require customized design methods. With this said, the
framework developed ought to put emphasis on choice type diversity, as relying on choice type
homogeneity hinders meaningfulness.

Choices as we found them had more distinct classifications than anticipated. Formulating
requirements which would enable us to successfully classify each type turned out to be quite
challenging. There are also multiple possibilities of how to classify choices as seen in chapter 2
Background. The one we chose in this case was suitable, but not optimal to apply to D:BH and
maybe even less so for other games. Even though the application of the framework provided
satisfactory and insightful results, there is still much room for improvement.

One such discovery is that it is not possible for this framework to fully function on its own. There
is still a need for playtesting due to the fact that human opinions are nearly impossible to
realistically represent in such a formal structure.

Interview
An interesting verdict is how Quantic Dream drastically changed its approach to implementing
choices in their games between B:TS and D:BH. While the former is using mostly hidden
choices, the latter resorts to having more explicit choices. This opposing approach of
transparency within choices between B:TS and D:BH could have been interesting to investigate
and compare further.

Wasselin brings up the importance of diversity within choices. This goes hand in hand with our
idea of the framework and how it should be applied to check for choice type variety.

He also talks about intuitive choices, calling them gut-feeling choices. This is a concept that was
not taken into consideration for this particular framework but could add a new interesting aspect
to it. Namely, timed choices.
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Overall
Concludingly, the choice types of D:BH are various, but generally follow the trend of being
explicit in their design. To wrap up, perhaps an additional sentence can be added to
complement Meier’s statement that “a game is a series of interesting decisions'' (Meier, 2012):
In order to have decisions be interesting, they ought to be diverse in their nature and
thoughtfully placed.
Then, choices are meaningful.
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6.3 Games
2K Games, Sid Meier (1991-2016). Civilization, digital game series.

Activision (2003-2022). Call of Duty, digital game series.

Aspyr (2003). Star Wars: Knights of the Old Republic, digital game.

Bandai Namco, FromSoftware Inc. (2011-2016). Dark Souls, digital game series.

Electronic Arts (2019). APEX Legends, digital game.

Quantic Dream (2018). Detroit: Become Human, digital game.

Quantic Dream (2013). Beyond: Two Souls, digital game.

Riot Games (2020). Valorant, digital game.

Telltale games (2012). The Walking Dead: Season One, digital game.
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7 Appendices

7.1 Data collection

Choice scenario Options
Ethical choice
R1

Ethical choice
R2

Narrative choice
R1

Narrative choice
R2

Fetch Dinner Wait,
Do it No No No No

Turn on the light Wait,
Do it No No No No

Serve food Serve Todd First,
Serve Alice first Arguably, yes Arguably, yes No No

Todd says "Don't
Move"

Stay,
Become Deviant Yes Yes Yes Yes

Having become a
deviant

Reason with Todd,
Stand in Todd's way,
Do nothing,
Go Upstairs Yes Yes Yes Yes

Reason with
Todd. 3 dialogue
options

Calm,
Determined,
Understanding Yes Yes No No

Go Upstairs
before Todd

Stand in Todd's way,
Get gun + get to
Alice after Todd,
Get gun + do
nothing,
Do nothing,
Get to Alice before
Todd Yes Yes Yes Yes

Defend Alice
QTE

Only if gun: Kara
kills Todd,
Only if gun: Fail.
Alice kills Todd,
Stun Todd,
[Maybe] Fail without
gun No No Yes Yes

Get to Alice
before Todd

Speak to Todd,
Run with Alice,
Lock room,
Fail to take action in
time Yes Yes Yes Yes

44



Elena Kappler, Simon Zeidan Mellqvist

Choose where to
hide with Alice
when Todd
comes upstairs

Bathroom,
Bed room,
Other room,
Fail at hiding Yes

No, since the
only action is
to hide or fail
at hiding No No

Escape through
window

Face Todd,
Join Alice,
Fail to escape Yes Yes Yes Yes

Todd breaks in
and says "get out
of my way"

Accept,
Refuse Yes Yes Yes Yes

Door is locked.
Find a way to
escape

Grab lamp,
Talk to Alice,
Open Window
[Maybe] Fail to do
anything Yes Yes Yes Yes

Window is open Go out,
Shut window No No Yes Yes

Escape the
house

Try front door,
Run to backyard
Fail to choose No No Yes Yes

Fight Todd in the
yard

Escape from Todd,
Todd wins fight Arguably, yes No Yes Yes

Escape the yard
Escape via yard,
Fail to escape Arguably, yes No Yes Yes

Flee the area
Catch bus,
Miss bus No No Yes Yes

Ethical choices 1

Narrative choices 4

Moral narrative choices 7

Inconsequential choices 2

Unclear choices 4

Total amount of choices 18
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7.2 Interview
What was your involvement in the design of choices in D:BH? 

When the project started, I was senior game designer on the project, collaborating closely with David Cage and

another senior game designer. Alongside two other writers, we explore a lot of different possibilities, scenes,

choices ideas before David compiled our research into a scenario that we had to then implement and adapt on

screen to make a compelling experience.

After this initial concepting phase, we developed each scene further, testing the ideas, creating prototype of the

different scenes. We continued to drive many details, letting David focusing on the high level and overall journey.

We explored more systemic gameplay (detectives gameplay for Connor for example) which in turned informed the

space of possibilities for later scenes.

It’s hard to break down what each of us did exactly as it’s a work of several years with many iterations and cross

decisions.

But a few things that were my clear responsibilities, especially when I became Lead Game Designer a bit more than

a year before the release of the game, making sure that all the carefully planned choices, scenes and setups were

doable in time and developing a common vocabulary of actions for the player to express themselves and answer

the choices. I tried to find consistency in the game, so it felt like a fluid experience. I was also heavily involved in the

fight choreographies and designing the different choices within them alongside the mocap director.

In D:BH the choices are closely intertwined with the narrative. How did game and narrative designers

collaborate on the project?

Both were done at the same time. At the time of Detroit, we didn’t separate game design and narrative design. The

designers would do both. All the brainstorm and research work would stem from both “what is interesting to play”

and “what is interesting to tell”.

Some scenes would start as an interesting setup (what if you would start a peaceful march) and we would build

gameplay around it. Other would be more about gameplay challenge (a mix between navigation and QTE at high

speed) and we would think of how to get there through the story.

The output from this research was a design document which was a sort of screenplay with additional information

about gameplay. Each action was listed, dialogue (even non-linear ones) was explained, and this document became

the “bible” on which all the other teams would work from. Of course, a document can represent all the complexity

but by having a singular document merging gameplay and story, we would make sure that they were intertwined

and thought together.

What was the process behind designing meaningfulness in choices - where your choices can heavily influence the

outcome of the story?

It was both an organic process and a more thoughtful one. Organic in the sense that we will often discuss what

would make sense for our characters and trying to map their trajectories, how they would get there, where they

would go from there. We would “follow the thread” to see where it would lead and once there look back to see if

these choices were interesting enough and if we could afford the complexity that they bring.
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But also, more thoughtful in the sense that we would have a good idea of different “tiers” of choices. Direct versus

indirect consequences, gradual vs drastic, etc. We would know based on experiences from Heavy Rain and Beyond

which type of choices works (or doesn’t) but also their cost (for the production). We tried to balance things, so

players had a range of different types of choices.

Did you think about different types of choices (major, minor or no impact on the storyline) and when to use

them? If yes, please elaborate.

Like state above, we often tried to look at different tiers of choices to blend them together, so players don’t

necessarily now which ones are critical and which ones are less important. This way, they would feel the stress of

making that choice on all of them (or almost) and keeping the player on their toes. But it needs to be balance to

avoid choice’s fatigue where everything blurs, and nothing is standing out.

What are you especially happy with concerning the choice design of D:BH compared to other narrative games?

One of the major elements of Detroit that we add quite late was the flowchart at the end of the scenes. This chart

represents all the important (and sometimes less important) choices that occur within a scene with the different

outcomes for the player. In one run, the player can unlock the full flowchart but only one path through it.

In Beyond Two Souls, we tried to do more organic choices where the player would “act” and by acting would make

a choice. We wanted to see choices less up front, “in your face” and let the player roleplay as they want instead of

a multiple-choice question: “Do this or this or that”. It turned out that this design was less effective for feeling that

the game was bigger than their experience. By hiding the choices, it felt more fluid but also more linear.

For Detroit we wanted to take the counterpoint and be up front with the player. The “contract” with them would be

clearer. Here are all the choices available for you. We still hide what they are (to some extent) but we wanted the

players to understand the width of choices.

This would mean that we couldn’t rely anymore on the smoke and mirrors that our games and other uses to make

the game bigger than it is (the famous “Someone will remember that” in Telltale game is another way of showing

the player the possibility of consequences, regardless of actual consequences to a choice). That we had scenes that

will show to the player that they are linear or that the choices are only minors.

In the grand scheme of things, it felt better to lose a bit of mystery to gain a lot more “agency” for the player over

the game.

If you could add/ tweak/ change something about how choices are presented in the game, what would it be and

why?

By focusing on the flowcharts scene by scene, we brought attention to choices within a scene, but it was harder to

represent choices that would pan multiple scenes and to make the player understand what was necessary to

achieve this or this result.
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The good point was that there was still a bit of mystery for the player (not everything was spoiled) but at the same

time, it could feel a bit difficult to understand the full extent of the consequences of our choices, especially long

terms (or choices that would be more gradual).

I would maybe explore having more choices within actions moments. Working on split second choices with

consequences where players must react fast and do a “gut feeling” choice.

I would also research hidden choices within explicit choices. Meaning finding ways to provide an alternative to the

choices presented if the player is smart.

If you would work on a similar project in the future, what would you change in the process?

Like said above, we were quite organic in our process, searching for what feel “right”. I would maybe look for a

more “rational” approach, at least in complement. To analyze what we’ve made and make sure that we have a

good density of choices (and the different tiers).

Looking for having “X major choices per hour of gameplay” for example. But Quantic Dream games were also

“crafted” games that find strength in proceeding organically and being okay with breaking our own rules when the

story or the player experience requires it.

Are there any other people who were involved in the choice design who we could contact?

You can try to contact these people (they still work at Quantic).

- [No data included since this person didn’t partake in the interview]

- [No data included since this person didn’t partake in the interview]

- [No data included since this person didn’t partake in the interview]

48



Elena Kappler, Simon Zeidan Mellqvist

7.3 Flowchart of Stormy Night
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