I-0 Section 2-i.gxp 10/29/06 11:55 PM Page 111 $

[I. Computational Fictions

The Sands of Time
Crafting a Video
Game Story

Jordan Mechner

In 2001, a small team within UbisoftOs Montreal stu*®
by producer Yannis Mallat began concept developn__
the project that would bed®nmee of Persia: The Sang =~
of Timeénitially a consultant, | later joined the team g ; -
writer and game designer. Being part of this project 16.1) The Prince rechargmg the dagger in Prince ofPersm The
great experience and IOm glad to revisit it for this b3 o Time. (Ubisoft)
By is nature, video game writing is inextricably bound
up vith game design, level design, and the other asp&tde#1l:
production. A film screenplay is a clean, written bluePxntt, DonOt View It.
that serves as a starting point and reference for the What kind of story does a video game need?
director, actors, and the rest of the creative team. ItOsTdisdraditional way to tell a story in a video game ig
document thdilm scholars and critics can later read amhte a series of cinematic cutscenes that serve as
discss as aork disinct from the film itself. Video GawardsONtransitions between gameplay levels. Hov /St
games hano seh lueprint. The game design script thecoolaytotell a stryin a video game is to eliminate or
created at the start of a production is often quickly reduce the canned cutscenes as much as possible, and instead
rendered obsolete, its functions assumed by new to@snstruct the game so that the most powerful and exciting
created to fit the projectOs specific needs. momergof the story will occur within the gameplay itself.
In this chapter 18Il try to shed some light on the credthescreenwriting maxim Oactions speak louder than
and technical decision-making processes that went iwtwrdsO applies to video games as well as films, but in a
crafting the siry and marative elements Bfince of different vey. Video gmegaunlike maes, are interactive.
Persia: The Sands ofPfer short). The teamOs Whereas in a film itOs better to show than to tell, in a video
appoach was practical, not literary; our challenge waprte itOs better to do than to watch. Give the storyOs best
find the right story for a mass-market action video gamomersto the player, and heOll never forget them. Put them
In the rapidly changing game industry, each project is a cutscene, and heOll yawn.
unigeand pesergitsown demands and opportunities, PhilosophicattyePOReam was petty mwch urted in
according to current technology and the nature of theur lack of enthusiasm for cutscenes. If we could have
particular game. What works for one game might nogliminated them altogether, we would have done so with
work for another. pleasure. On the other hand, our mandate was to make a
Storytelling is, of course, just one aspect of game slesigssful mainstream action-adventure game on a relatively
For those interested in reading more about the overdight budget and schedule. The game concept already called for
prodiction process BOPI reommend Yannis MallatOspushing the eelope in a number of ways; an overambitious
postmatem aticle (Mallat 2004). appoachdsbrytelling could have sunk the ship.

The Sands of Time
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Given that cutscenes were a realistic and efficient ofRoie #2:
at least we could make them more palatable by obsen&iigry Is Not King.
few doOs and donQts: As the previous list of dos and donOts suggests, many
games hurt themselves by using (abusing?) cinematic
cutscenes to try to tell a story that doesnOt match the
Are brief (30D60 seconds), well-written, and tightlygame. If the core component of the gameplay is Oshoot
edited. every spaceship you see,O is the game truly enhanced by

Are visually consistent with the gameplay (ideally, W€aving an epic tale of galactic political strife,

using the same character models, environments, affiferpersonal rivalry, and romantic subplots?

graphic engine as the game itself). In film, story is king. Stunning cinematography anNd

amazing action set pieces may help sell the movieNbut if

Contain the same kind of action as the gameplay. theyGre not working in the service of the story, the film will

Flow naturally out of the preceding gameplay actio@ll flat with viewers. Not so in video games. The gameplay

and inbthe following action. isnOt there to serve the story; itOs the other way around. The

pumpose of the story is to support and enhance the gameplay.
POBwregameplay is very simple. There is only one

Bad Cutscenes: playable character (the Prince). The gameplay is a combina-

tion of acrobatic exploration (getting from point A to

point B) and combat (killing everyone you meet), plus one

Are so visually splendid that they seem to belong tegol, original feature: You can turn back time to undo your

different world from the rest of the game. mistakedhe challerfpr the writer is to invent a story

Are dialogue-heavy and exposition-heavy. Charac:ttl,'\rtJét will fit this @melay, making the most of its

who are taciturn throughout the game suddenly strengths without highlighting its limitations.
open up and become blabbermouths At first, the team started with a great title and core

B oonceptNthe OSands of Time.O Unfortunately, the first
Inadwertenty calltéention to the game designOs pass at a game script succumbed to many of the OdonOtsO
limitations (e.g., if the hero can survive that jJump, jisted above. It had a proliferation of characters
why couldnOt he hop over a three-foot-high wall thre@esering ariowspditical factions, a hero whose goal
leels back?). was not always clear, and long, exposition-burdened
Tell a story that has nothing to do with the game. dialogue scenes. The complex story setup failed to provide

compelling answers to two key questions:
Close observer®0Fmay notice that we ended up What is Point B and why do | need to get there?

brealing &least one of these guidefiees| kg

cinematic cutscenes, including the opening and ending

sequences, were pre-rendered in full motion video insteddafing the decision to scrap the existing storyline and

using the real-time gameplay engine. The production, start fresh from the OSands of TimeO concept gave the team
marketing, and other considerations that went into thisthe freedom to create a new story that would yield more
decision are beyond the scope of this article. | mentiorbéras far the buck. We took our new direction from the
reminder thavhatever theoretical game-design ideals wmrefeatures of the gameplay itself:

stat out wth are always subject to the actual, real-life

production process. The design needs to be robust enou LF|1

withstand @mpomises andlstmake a good game.

Good Cutscenes:

Tell a sangsimple sty.

Are several times longer than they need to be.

Why do | need to kill everyone | meet?

ntity of time and pldeeaction unfolds over the
BWilse of a single day and night, all within the

—h—
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Rule #3:
Maximize Efficiency.
Programming and screenwriting have at least one thing in
common: Efficiency is a cardinal virtue. Whenever you can
achieve the desired effect with the fewest moving parts, it
yields all manner of benefits down the line. So, the Sands of
Time became not only the valuable substance that the Prince
spends his time collecting, but atsoisebthe cataclysm
that destroys the palace and creates the monsters. The Prince
commits the terrible mistake of opening PandoraOs Box
unleashing the plague of the Sands of Time on an
unsuspecting world. His mission: Collect the Sands, {
back into Pandora®s Box, and set the world right aga
The Dagger of Time is at once a weapon, a receptdg
aMacGuffin' The Prince can fight the sand monsters

getting back up again and againNuntil he uses his M3
dagger to suck the sand that runs in their veins in plal
blood. In so doing, he both dispatches the monsters f
grounds and gardens of the Palace of Azad. and onveniently fills his dagger with sand. Which he ¢
then se v rewind time.

| catboverstae the importance of simplifying the story as
much as possible, especially in the beginning. Video game

peson wuldiftake acintagof wha makes him writers and designers are often tempted to start
special. So letOs set the gatestioyadlace emboidering and elaborating on their ideas too early in the

one thtds been hit by a terrible cataclysm that ha@rocess. The reason this is a trap is that production resources

wllapsed staircases and buried passageways unde finite. Every character, object, and environment that can

rubble, forcing the player to improvise new ways t%e elimied aan early stagill incease thesources and

get from point A to point B opportunities available to enrich the characters, objects, and
' ervironments that remain.

16.2) Know who's on the box. (Uboft)

Acrobatidduch of the fun of the game lies in the
PrinceOs extraordinary agility. For him to walk
down hallvaysand open doors like a normal

Combathe game interface is designed for

fight/flightNinot for engaging other characters in  Ryle #4:

conversation. So letOs populate our palace with Knoy Who&on the Box.

monsters, not people. Monsters so implacably  Once the bones ofRfitory felt solid, the next step was

determined to kill the Prince that the only to flesh it out with a setup and a cast of characters. Notice the
meaninfyl wayshe can ietact with them are to order of priorities: first gameplay, then story, then characters.
Kill them or run away. There is, however, one exception: The hero. The guy on the
RewindVe want to make the phayekor this box. The Prince of Persia. Not every game needs a memorable

cod ability toturn back time. The Sands of Time main chacter, or even a main character at all (think

must function first of all as a reward, a substanceCivilizatioN but ousdid. Tie gmeplay and the character

that the player can collect, hoard, and spend. of the Prince were inseparable. Together, they constituted
our BokAweak hookNone that players donOt get excited

—h—
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opening PandoraOs Box (the giant hourglass that
contains the Sands of Time) for his own nefarious
ends. Having done this, he whisks the hourglass off to
the top of the palace®s most inaccessible tower, thus
providing the player with a physical destination and
goal to justify all the getting from Point A to Point B.

The giffarah is at once a love interest, an action
sidekick, and the character who stands for what is
good and right. As the only human survivor besides
the villain, she becomes the PrinceOs companion in
adversity. Of course their relationship is fraught with
mistrust, because she and the hero are both after the
same thing (the dagger).

Present in the storyNbut not in the gameplayNare two
== addiional characters: the heroOs father (the King of Persia),
16.3) The giant hourglass that contains the Sands of Time. (Ubisoft) and his fend, the Sultan, imge pa{;e the action takes
aboutNcan doom an otherwise excellent, well-revieweg|ace. Benign authority figures, both are transformed into
heavily marketed game to the bargain bin. sand monsters in the opening cutscene, adding to the heroOs

You might not think the character of the Prince needgdef and guilt without complicating the game design.
muwch work. He was, after all, our franchise character, ouAsto why our three main characters survive the
brand mme, thesason the project existed. We couldnOt caaclgm while everyone else is turned into sand zombies,
affodtotake thiatitude. Most of the design team were wietlecided thaach of thenoffdifErent easons)
enough to have played the original 1989 side-scrollingpossesses a special artifact that offers protection from the
computer game, but a sizable portion of our target audands of Time: the Prince, his dagger; the Vizier, his staff;
would be encountering the Prince for the first timand Brah, her medallion.

We needed to reinvent the Prince of Persia as if he had
never existed before. Rule #5:

If the pupose of theosyis breeal theagneplay inits ~ Build a Playgiound for Your Hero.
best light, then the purpose of the cast of characters isltwthe original story, the action took place in the PrinceOs
reveal the herchidbest giht. In building a cast of charactdieme pate, and the Dagger of Time was an old family
forPORthe gestion for the writer was: Who deed® treasure. For the new story, it seemed more useful to make

The original draft of the story had nine characters, indladipglace of Azad neutral ground, a place that both the
two loveinteress, two villains, and two helper/mentor Prineand Brah vould be eaantring for the first time.
characters. We scrapped them all and started fresh witlSiheve created a prologue in which the dagger and the
simplest possible (remember Rule #3) configuration of Sands of Time are OliberatedO by the PrinceOs victorious
characters: A hero, a villain, and a girl. The needs of thastyrfrom a conquered Indian palace.
helped us flesh out the three charactersO roles: The playerOs first goal in the game is to steal the dagger

The herthe pung Prince who accidentally unIeashesfrom the well-protected treasure vaultNa setup modeled on
Armageddon through the sort of innocent mistake (e @ssicamb-raiding opening sequefRaideirs of the
that could happen to anyone. Lost ArRha movie was a primary inspiration for the

] o ] ) originaPrince of Pegame fifteen years earlier, so it seemed
The villaihe Vizier who manipulates the hero into ¢, e to draw on it yet again for the PrinceOs rebirth.

—h—
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seen OMotherO commit? The victim is Janet Leigh, the
heroine of the movielikéeher. Yet no sooner is she dead
than we shift our allegiance and start rooting for Perkins to
succeed in covering up the evidence of the crime. Watching
someone attempt to accomplish something difficult and
dangerous usually causes us to empathize with themNeven
if we disagree morally with what theyOre doing. | felt sure this
principle would apply to video games as well as movies.
Because we control the PrinceOs actions and thus his fate,
weOre even more inclined to identify with him, and less
inclined to judge him, than if it were a movie. 1
Later irPORthe player is asked to follow the elaboral
verbal instructions of an exhausted, freaked-out guar( o
activate the palaceOs defense system. ItOs a long an E
challerigg puzzle, and when he finally succeeds, whafs
happens? Aagly aray of blades, slicers, and other traff
spring out from the wallsNcausing the player to realiz
The prologue serves several important functions. It gégfshe guard was probably insane, come to think of it
up the world of the game, the three main characters, gbpnow he has to spend the rest of the game evading
what they want. It showcases the PrinceOs character gy traps. If you want to talk about mistakes committ
abilities (a daredevil who races ahead of the attackingthenhgs,this one takes theer Unlike the big OPandora®
in oder bgain Bonor andagyO by being the first to steaBoxOnistake, lich otusin a cutscene (thus, one could
avaluable trophy of war). It establishes the two main argue, relieving the player of responsibility for the PrinceOs
artifacts, the hourglass and the dagger, and explains hotions), this one octutiBe ganide game actually
they come into the heroOs possession. It offers the playsuires the player to accomplish a goal that will make things
manageable environment in which to practice the Prinica@er for him going forward. Logically, it should make him
acrobatic and swordfighting abilities. Finally, it lays thevant to rip the CD out of the drive. But as a game/story

16.4) Farah, NPC combat partner ad the story’s romantic iterest.
(Ubisoft)

goundwerk br the amwar theme thahough never twist, doestwork? § seemst

stated outright, underlies the whole tale. The great thing about video game writing is that as an
indwstry, weOre still in the process of figuring out what works

Rule #6: and wat doesn®t. In studio film screenwriting,

Break as Many Rules as experimenting with the time-tested rules of dramatic

You Can Get wvay With. constuction is a lot taar bjustify and get away with.

It should be noted that the heroOs goals and actions in tReery video game project offers the writer opportunities to

prologue are, by most standards, wrong. The PrinceOs &megk new ground, even if only in small ways; it would be a

attacks the Indian palace for no good reason other thansjraete if we didnOt try.

and conquest. This point raised some concern during

development: Might players not resist identification with Rigle #7:

aheon? Br whatever reason, | always liked this aspect of Gembine Peviously Uncombined Genres.

storyand €lt confident it would not bother players in the l€rst. of the a$siest aspset the 194Thief of Baghdad
Remember the scemsythehere Anthony Perkins haganother source of inspiration for the dPigrical of

toclean up theigeneof the haific murder weOve just Persjds thait statsout with the hero telling his story to a

—h—
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mysterious woman in flashback. As he finishes his taleah@ppearance and movements. At the moment, near the end
realize that the villain has been listening behind a curtainthieegame, when the on-screen action catches up with the
whole time. Nesting stories within stories in this fashionderation, the player should finally understand the full

signature device ofttb@1 NigHtkhe collection of impact of the tragedy the Prince has suffered.
medieval Islamic folk tales thatusstiierce material for The voice-over narrations during the game play (as
Thief of BaghdadPrince of Persia opposed to during cinematics) were among the most

To our knowledge, voice-over narration as a framingrdexdcging to implement. Some of them were purposefully
had yet to be tried in a video game. We decided to pustddieel as guidance to clue the player in to what his next
device to its limit by making the entire game a flashbagkal should be:

narrated by the hero in the past ten_se. . And there it lay, just out of reach: The Dagger of
It was by no means clear that this would wor~k. Voice- Time. There was a treasure | could carry with pride
over narration has ruined more movies than itOs helpedas a trophy of our victory. If I could only get there.

Dozens of good films, fBtexle Runt@Age of
Innocendwve (for me) been seriously marred by clunkyHint: Notice, gentle player, that dagger on the far side
Or unnegssary voice-overs. of the oom.)
. One ould also gue that the ?dea itself i§ a contradictipn Try as | might, | could not break that crumbling
In terms. The essence of a video ggme is that the atitlo.n stone wall. Perhaps a warrior with the strength of
happens in the present tense, reacting to the rilayerOs IMBRIRYAm might have smashed through it; but | had
satlon.s from one moment to the nex.t. WouIanF a paSt_'teﬂéFStengh enougin my arm. . . . Nor in my sword.
narration cheat the player of the feeling that he is shaping; was as if a magic charm protected it.
his en desiny?

Again, mmemaies as drhgoer gave me confidence that (Hint Thee®amoepowerful magic sword to be found
it could work. Two of my favorite Hollpeofilds, somewhere around here. And when you find it, come back
Double IndemaitgSunset Bouleyhoth directed by Billy and try it on that section of the wall.)
Wilder), anarrated by a hero who is fatally wounded or Other voice-overs were added purely for atmosphere, to
dead. Knowing the story will end badly doesnOt seemdedmemthe playerOs experience and add emotional layers to
the sense of empathy or suspense we feel along the walyat fettuld otherwise have been straight-ahead action:

that by using im noir as a modeldn awmn-adentue The fabled menagerie of Azad. . . . The SultanOs pride

video game set in ninth-century Persia, we would be gettigg joy. It had been one of the wonders of the world.

avay with something. As a child | had dreamed of it, and longed to see it
Sowe open the game with the Prince telling his story, in - with my own eyes. Now it was a place of terror, an

flashback, to a person we donOt see. Only at the end of theyggARned ruin, laid waste by the Sands of Time.

is t reealedvhdhis pegon isThe mraion had to be crafted vou think me mad. | can see it by the look in your

to work on two levels: It must make sense both the first time ’

. é/esyou think mstory is impossible. Perhaps | am
through the game, and then in retrospect, when the player mad. Who would not be driven mad by horrors such

kno.ws.who the.Prince is actually teIIing his story to aqd Wh}és | have lived? But | assure you, every word is true.
Finding the right tone for the narration was essential. The

Prince telling his story in retrospect is a more mature an@he tone of the narration obviously owes less to Billy

reflective character than the gung-ho Prince the playerWdder tharotEdyar Allan Poe (or maybe Vincent Price). For

a the bgnning of the game. His experience has made Ihtiis pointtihad bexme clear to us that, althB@ih

sadder but wiser. We sought ways to express the Prineedsofficially a Oswashbuckling acrobatic action-adventure,O

evdution gadually throughout the game as well, in his phgsiere, indctmaking a game in the Osurvival horrorO genre.

—h—
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This might sound like cause for concern, but itOs a {

thing. (Just be careful who you tell. Definitely donOt mg
it to the marketing department.) Many great successeg

movies, video games, novels, whateverNresult from t
covert fusion of two hitherto separate gbenesks like
sci-fi but is really a horror nidweSixth Sdaeks like a
horror film but is actually a family tearjerker. And so o
PORwe figured that if we did our job right, nobody wo
notice that it was a survival-horror gameNnot the gam
playing public, and not the marketing department.

Anyway, the narration worked great. So satisfied we
with its effect that we went back and recorded additio
dialogue for new situations, extending it even into the
interface. For example, when the player presses paus
Prince says in voice-over:

Shall I go on with my story?

When the player presses resume:

Now, wheewas 1?

killed during gameplay, he hastily corrects himself:

Waik,what did | just say? That didnOt happen.
Let me back up a bit.

And the OstoryO resumes from the last save point.
Rule #8:

A Memoable Chaacter Is One
You Can Play With.

By &r the greatest storytelling challéP@®&ias the
relationship between the Prince and the female NPC-

[I. Computational Fictions

16.5) Acrobatic combat in Prince of Persia: The Sands of Time.
(Ubisoft)

PrinceNunless it was present in the gameplay as well
emotional resonance our story managed to achieve
in large part, a function of how believable, likable, ang
deeloped a character Farah was.
And vhen the ifree, as video game heroes are apt to do, is\ehad dwalk a fine line. On the one hand, we were

The Sands of Time

aimingdr a omanicomedy-adventure structure like
Romancing the Stdhélappened One Nigletre the hero
and heroine get off on the wrong foot and proceed to argue
and bicker theiaythrough the movie, each too proud to be
the first to suggest that they are falling in love. On the other
hand, we were doing a video game, not a movie. A video game
sidelckprimary role is to help the player winNby
providing clues, opening doors he can®t, fighting at his side.
Farah needed to be a real help to the Prince; otherwise she®&d
be jst a pain in the neck.

One of the places where it was important to strike the

sidelck/mmanic ineestFarah. (Game designers are fondght babneis the @operative combat system. When a gang

of acronyms. This one refers to neither the National Pralssand monsters attacks, Farah draws her bow and starts
Club nor the National Petroleum Council, but to a Onoshooting. Usually, itDs an advantage to have Farah on your
playable characterONone that engages with the playesige. If it should happen that youOre down to your last hit
character during the in-game action, but whom the plagemnt, at the mercy of a sand monsterOs raised axe, and Farah

does not control.)
This elationship lies at the heart of the story. The
cinerdic cutscenes might be as well written, acted, an

saves your life with a well-placed arrowNat that moment,
you posively love her. (This is known as a Osolid foundation
ébr a ebtionship.0) However, FarahOs not perfect, and it can

animated as we could make them, but they would nevaideehappen that the Prince accidentally steps into her line of

enouftosell theektionship between Farah and the

—h—
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yells OOw!O and Farah replies OSorry!O (or variation
We could, of course, have just as easily programmed
be a perfect archery machine who never misses and
makes a mistake. But that wouldnOt have been as m

If you like the way Farah turned out in the game, tha
great. Just know that she is about 20% of what was
originally envisioned. Ultimately, having a well-develoq
secondary non-playable character took a back seat to
aplayable game that we could ship for Christmas. Oth
weOd still be working on her.

Rule #9:

Dialogue Is Not Precious.

Early on, we made the somewhat unorthodox decisio

wewould never interrupt the game to play in-game dialié

The gmelay is paramount, and if the player doesnOt w18:) The Prince and Farah. (Ubisoft)

listen to the dialogue, it shouldnOt be forced on him. Sedord the character dialogues at the bottom of this page.

example, if Farah starts talking to the Prince, thereOs ndthitegthat these dialogues are mutually exclusive. Only the

to stop him from running away and missing the rest offinal three are a series to be played in sequence (as indicated by

whatever she was saying. aserisks on the left-hand side): Farah speaks, the Prince
Wealso decided ttttze dalogue should be treated as justsporgjthen Farah again. The rest are alternative, stand-alone

another element of the swaokiso thaif the Aneand dialgeseach tggered by a different gameplay situation.

Farah were far apart, their dialogue would be heard at almeayl, we recorded nearly a thousand lines of dialogue.

faint level. This meant that in the recording session, theess than half of them ended up in the game. ThatOs OK.

actbrs had teeally yédr their dialogue to be audible whebialogue is one of the cheapest elements in the game

played back in the context of the game. A person shoygsguaning the actors are paid union scale) because creating

the top of her lungs sounds totally different from a persbrequires only a few peopleOs time. Programming, by

speaikg nomallyewen if the diayes are equalized to playontrastis one of the mospensieNnot becase

back at the same dB level. programmers get paid so much, but because a programming
There®s a partial sample of the spreadsheet we usediay takesveryon¢ite.

Context/Story Filename (Wav) Event Character Description/Intention Dialogue: English

Prince drops down from top of FRIG240 FrVo_GP22PrinceScrewsUp FARAH Critical Why didn’t you open the gate?

wall onto wrong side of gate

Prince opens gate FRIG241 FrVo_GP22PrinceOpensGate FARAH Mildly pleased You did it!

Prince does not open gate right FRIG242 FrVo_GP22FarahLockedOut1 FARAH Betrayed Hey! Open the gate!

away

Prince still does not open gate FRIG243 FrVo_GP22FarahLockedOut2 FARAH Doesn't like him teasing her | Come on! This isn't funny!

Prince STILL does not open gate FRIG244 FrVo_GP22FarahLockedOut3 FARAH Pretending she doesnt care | All right, be that way. I can wait
here all night.

Prince locks himself on other FRIG245 FrVo_GP22PrinceLockedOut FARAH Feigned consternation 0h no, the switch doesn’t work

side of gate any more! You'll have to go back
around the long way!

* PRIG091 PrVo_GP22PrinceLockedOut_Response | PRINCE Outraged WHAT?!

* FRIG246 FrVo_GP22PrinceLockedOut_Kidding FARAH Sweet Just kidding. [Steps on pressure
plate to open gate]

—h—
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All eight of the lines listed here were recorded,
implemented, and turned out great. The last three w
from the game in the final stages for lack of RAM an
considerations. DonOt think we mourned the lost
dialogueNwe mourned the precious time the progral
had taken to implement them in the first place.

Rule #10:

Create the Tools You Need.
Everyone knows what a film screenplay looks like. Thi
screenwriter thus has the benefit (and the constraint) ¢
filling a well-defined role. Not so the video game write
Depending on the nature of the game and the organiz
of the team, the writerOs role can be vastly different ir
and sape from one project to another. INT. DUNGEON - DAY

Wha does aideo game screenplay look likeORN WHAM! The Prince hits the stone floor. As he is

the screenplay for the cinematic cutscenes looks a lot I'Bgtlfhg up, a ROCK falls on his back, knocking him
film screenplay: '

EXT. RAMPARTS - DAY Handy though it is for cutscenes, screenplay formal
limited use in describing in-game situations. The bulK

As the Prince runs, the stone floor starts to crumblc‘?\,mIng work oRORnvalved not the screenplay, but oth
beneath his feet. communidéon bdsNmost of Wich were created or
Heturnsruns bacKoo &e. Falling, he tries to grab  improvised according to the demands of the production and
the cumbing lede. It breaks away. might not work at all for a different game.
He plunges into the darkness of a stone shaft. A rainOne such tool was the dialogue recording spreadsheet
of ocks accompanies him. Falling past a ledge, he €xcerpted here. Another was the stack of ONPC Gameplay
tries to grab it; his fingers slide off. Design DocumentsO specifying when and in what
cicumstares the dl@ues atobeplayed.

At the bottom of this page is an example from GP35

16.7) Farah firing arrows.

The Sands of Time

Farah does the rest

Context/Story WAV Event Character Description/Intention Dialogue: English
Through the grill, we can see Farah . P
emerge from the crack, jump and pull a | FRIG442 | FrVo_GP35GateOpen FARAH gﬁar’;ier‘:;y (Calling to him in The gate’s open!

lever. When the gate is open, she plays:

There’s another crack!

5 seconds later, Farah plays: FRIG443 | FrVo_GP35AnotherCrack | FARAH | (Calling to him from next room) Tl see where it goes!

She enters the crack and disappears for

15 seconds. (To himself) “I'm afraid. What if I
5 seconds after Farah has disappeared PRIG159 | PrVo_GP35AnotherCrack | FARAH Angry, mimicking her get into trouble?”
into the crack, Prince plays:

15 seconds after Farah entered the (Calling to him from next

previous crack, she emerges into GP51. | FRIG444 | FrVo_GP35Arrive FARAH | room)-Letting him know where Over here!

If Prince is not there yet, she plays: she is

—h—
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SECONEZERSON

(Gameplay Unit 35, otherwise known as OThe Harengiptle, they attracted less attention than the game®s more
The NPC design documents are written in Opseudoebvious OwowO features. The story quietly underlies the

codeONless precise than actual computer code, less gaetieplay experience, enhancing without distracting from

than a screenplayNfor the Al programmer, who will usié ifust as we hoped.

as a sort of blueprint to write the actual code that will m@ke techniques we tried detiirte of Persia: The Sands

the characters move and speak in the game. of Timezmain rich with unexplored potential. They offer
intriguing possibilities that cry out to be pushed further.
Looking Back Perhaps in another game.

Overall, IOm delighted with tR©Rayned out and the
various ways we succeeded in weaving the story into thgeferences Literature
Mallat, Yannis (2004 “Postmortem: Ubisoft’s Prince of Persia: The
gameplay. IOm particularly happy with the voice-over nasrar Time.” Game Developer (April 2004).
and story-within-a-story; they offer a special satisfaction@iglences: Games
reward for those who play the game all the way through prince of Persia. Jordan Mechner; Broderbund. 1989.

Because the storytelling innovatiB@Hvere Prince of Persia: The Sands of Time. Ubisoft. 2003.



