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Adam Chapman has written that playing videogames can be “historically meaningful” as a means of producing “intertextual historical narratives.” Choose a videogame (or small sample of video games) which concentrate on war and conflict, and assess the extent to which Chapman’s ideas are applicable to their output

Adam Chapmans’ paper on video as history bring several new and ideas to the concept of video games as History. He actively breaks down certain themes and applies them to various genres as to why such games can represent history. This piece will evaluate some of the ideas that Chapman brings to the table for this debate of historical representations. The first, a player’s agency, how their actions can define experience within the game environment. The second, reading and doing, how a player’s connection to the environment dictate their attitudes and what sought of story they seek to build within the narrative. And third the History Play Space, an ambiguous story world where by actions will determine the story, and in a replay, other decisions in the same narrative may create a different scenario. The two videos games to be used are Scourge of War Waterloo, a sandbox open ended strategy game replaying the Battle of Waterloo. And the second game or rather a game series, the Infinity Series, an entirely text-based saga about the rise of a young Dragoon Officer in a time of war based in a low fantasy setting based on the Regency Period of the United Kingdom. 
Before the beginning the analysis the actual sources to be used must be established as they are both different in representation and world build. The first game or more rightly a game series, the Infinity Series. Set in a low-level fantasy world akin to that of the Regency Period of the United Kingdom, the player is required to play the role of a young noble person who becomes a young untested officer in a Dragoon Regiment[footnoteRef:1]. Throughout the series yet unfinished the player may make certain choices that define his career. Sabres of Infinity the first instalment focusses on the players own made character as he starts his career in his regiment that define him as either a dependable of wicked young subaltern dealing with social and localised fighting as experienced by a junior officer[footnoteRef:2]. In the second, Guns of Infinity the player is given command of a Squadron of Dragoons, the cavalry equivalent to an infantry company[footnoteRef:3]. From here the player experiences the challenges of military rank and the ethical and practical issues of being a senior officer, culminating if the right choices are made to command the regiment[footnoteRef:4]. Both games are entirely text based and the story determined by choices[footnoteRef:5]. Paul Wang the author of both games has stated in interviews that he aimed and still aims to create a world where people can experience the life of an officer, and deal with the consequences of one’s action within social contexts[footnoteRef:6].  [1:  Wang, P., ‘Sabres of Infinity’, choiceofgames.com, (2018), [Online]. Available at: https://www.choiceofgames.com/2013/06/new-game-sabres-of-infinity-a-low-fantasy-military-if/ .  (Accessed: 22nd May 2018)]  [2:  Ibid ]  [3:  Wang, P., ‘Guns of Infinity’, choiceofgames.com, (2018), [Online]. Available at: https://www.choiceofgames.com/2016/03/new-hosted-game-guns-of-infinity-by-paul-wang/.  (Accessed: 22nd May 2018)]  [4:  Ibid]  [5:  Ibid]  [6:  Choice of Games, ‘Author Interview: Paul Wang, “Cryptkeepers of Hallowford”’, choiceofgames.com, (2018), [Online]. Available at: https://www.choiceofgames.com/2017/12/author-interview-paul-wang-cryptkeepers-of-hallowford/ (Accessed: 22nd May 2018) ] 


Scourge of War: Waterloo on the other hand is set on a 3D map that has been developed to mirror the very battlefield that it seeks to represent, Waterloo[footnoteRef:7]. Described as a sandbox video game, meaning the player can play without constraint, they are free to pursuit their own journey as they see fit[footnoteRef:8]. The game is played from the French or British perspective with the player taking command of a formation of troops from either army[footnoteRef:9]. Starting from a brigade of four thousand to six thousand men, other choices includes brigades ten to fifteen thousand strong and even command of the army itself[footnoteRef:10]. The player may either command troops directly as one whole unit or for extra realism issue order through a courier system of riders and allow their computer commanders to fight it out on their behalf[footnoteRef:11]. The developers Matrix Games recreated both armies to exact specifications, each regiment wears the exact uniform from the period under the command of their respective named commanding officers[footnoteRef:12]. Each Regiments colour, their flag for identification use the same designs as those deployed on the Battlefield of Waterloo[footnoteRef:13].  Matrix Games defined the product as “A true tactical/grand tactical Napoleonic wargame for grownups with a solid foothold in the operational level of war”[footnoteRef:14]. Although probably for their own self-image.   [7:    Matrix Games., ‘Scourge of War: Waterloo’, matruxgames.com, (2018), [Online]. Available at: http://www.matrixgames.com/products/574/details/Scourge.of.War.Waterloo.  (Accessed: 22nd May 2018)]  [8:  Ibid]  [9:  Ibid]  [10:  Ibid]  [11:  Ortega, J,. ‘Scourge of War Waterloo Review’, http://kriegsimulation.blogspot.co.uk, [Online]. Available at: http://kriegsimulation.blogspot.co.uk/2015/11/scourge-of-war-waterloo-review.html. (Accessed: 22nd May 2018) ]  [12:  Ibid]  [13:  ibid]  [14:  Matrix Games, Scourge of War. ] 

The first concept that will be explored is the players agency. Meteas defines player agency as “the feeling of empowerment that comes from being able to take actions in the world whose effects relate to the player’s intention”[footnoteRef:15]. The player gets a feeling of pleasure when they commit an action that directly impacts within the game world. Chapman expands on this by suggesting that it can be used as a measure for the impact of consequences on the game world[footnoteRef:16]. And in terms of representation may very well affect the story[footnoteRef:17].  Certainly, within the infinity series the story is driven by choice. One decision made by the player in his journey through the series may have repercussions later[footnoteRef:18]. One such choice at the beginning is the player has the choice to either make friends with a fellow son of the nobility, or an illegitimate ‘Death born’, born of an affair between a noble woman and a commoner, considered a social outcast[footnoteRef:19]. If you are friends with this outcast he recommends you command a bearding action for which you can earn your first medal[footnoteRef:20]. If not however then he is chosen over you, your chance blocked by his open enmity towards the player[footnoteRef:21].   [15:  Mateas, M., ‘A Preliminary Poetics for Interactive Drama and Games’ in First Person: New Media as Story, Performance and Game, ed. by Noah Wardrip-Fruin and Pat Harrigan, (London: MIT Press, 1974) p. 23. ]  [16:  Chapman, A., Digital Games as History: How Videogames Represent the Past and Offer Access to Historical Practice, (New York: Routledge, 2016) p. 30.]  [17:  Ibid., p. 30. ]  [18:  Wang, Sabres of Infinity. ]  [19:  Wang, P., Sabres of Infinity, developed by Choice of Games LLC, (Montreal: Choice of Games LLC, 2013) ]  [20:  Ibid]  [21:  Ibid] 

Scourge of War: Waterloo on the other hand possesses a different type of player agency. Unlike the Infinity Series in which players are restricted to the choices presented to them, Scourge of War: Waterloo on the other hand gives the player complete freedom in their choices[footnoteRef:22]. He or She may deploy their forces in any way that they see fit, as if they were a commander on the field[footnoteRef:23]. They can either work with other AI (Artificial Intelligence) commanders or strike out on their own to find their fight. Importantly the game is defined as a sandbox, so player agency must be free by necessity[footnoteRef:24]. The environment has been deliberately programmed to be open ended for the player to experience his own actions[footnoteRef:25].  Agency in this case can be used as a measurement as Chapman suggests, by the players actions during battle[footnoteRef:26]. A strategy may be a success as the player has taken the objective, yet the player therefore the player may not use it again as to his mind he has taken too many losses[footnoteRef:27]. Murray has established that very nature of digital worlds is designed to replicate the repercussions of such choices within the game world, so that the player understands what his actions have done, consequences that may lead to different induced behaviour within the game world further changing the player experience[footnoteRef:28].  [22:  Matrix Games, Scourge of War. ]  [23:  Ibid. ]  [24:  Chapman, Digital Games as History, p. 32.  ]  [25:  Ibid., p. 32. ]  [26:  Ibid., p. 31 ]  [27:  Ibid., p. 31. ]  [28:  Murray, J., Hamlet on the Holodeck: The Future of Narrative in Cyberspace. (New York: The Free Press, 2014) pp. 71 – 74. ] 

Within representations, players are invited or forced in some cases to experience the history for themselves. This can be done through reading tasks are through challenges which are tackled through the skills of the player[footnoteRef:29]. This is known in Chapmans estimation as reading and doing. Through Chapmans analysis his theory is based upon too other thinkers[footnoteRef:30]. Juul in his work Half – Real argues that if the player during his experience encounters reading tasks regarding history then they are more likely to interact with it[footnoteRef:31]. As written history in a narrative If reminiscent of the common history text book they will see it as authoritative, encouraging more interaction[footnoteRef:32]. Galloway extends on this by suggesting that the challenges within the game’s history itself will induce more interactivity on the part of the player[footnoteRef:33]. From Galloway’s perspective, it is not just having the case of a reliable narrative but almost the environment and representation must be inducing enough for the player to interact with it[footnoteRef:34]. Chapman divides both into two groups, arguing that a player may follow just one of these strands as either a reader or a doer[footnoteRef:35]. Certainly, within the Infinity series, as a narrative in its entirety, players may very well only engage with its representation if they interact with reading tasks, without meeting the criteria for doing.  [29:  Chapman, Digital Games as History, p. 31.  ]  [30:  Ibid., p. 31. ]  [31:  Juul, J., Half Real: Video Games Between Real Rules and Fictional Worlds. (Cambridge, MA: MIT Press, 2005) p. 45. ]  [32:  Ibid., p. 46. ]  [33:  Galloway, A. R., Gaming: Essays on Algorithmic Culture. (Minneapolis: University of Minnesota Press, 2006) p. 101. ]  [34:  Ibid., p. 101. ]  [35:  Chapman., p. 40. ] 

Where as the Infinity series in theory resonates only to those who as enjoy reading tasks, arguably there is still the challenge of doing[footnoteRef:36]. Each choice has a ramification, and rather than just ready Players must use their skills of assessment to judge which choice is right[footnoteRef:37]. In contrast to Scourge of War Waterloo, its rather distinct lack of narrative elements relies more on the players skill[footnoteRef:38]. The player is in physical command of units on an ever-changing battlefield, they must be aware of what is happening all the time[footnoteRef:39]. Certainly, the environment does involve narrative in the form of orders, which they receive and must complete[footnoteRef:40]. However, these can be disregarded and the player much like with Player agency is free to pursue his own idealist experience within the game world, as players are human, they are all different and Chapman recognises this, everyone will have their experience within the environment[footnoteRef:41].  Another narrative option within Scourge of Waterloo is the unit tabs[footnoteRef:42]. The tabs unique to each Brigade and Regiment show their state and amount of men left, this can influence the players skill in terms how they achieve an objective yet again they may disregard if they prefer doing rather than reading[footnoteRef:43].   [36:  Wang, Sabres. ]  [37:  Wang, Sabres. ]  [38:  Matrix Games, Scourge of War. ]  [39:  Matrix Games, Scourge of War.]  [40:  Matrix Games, Scourge of War.]  [41:  Chapman, Digital Games as History, p. 31. ]  [42:  Matrix Games, Scourge of War.]  [43:  Matrix Games, Scourge of War.] 

If we then have two strands of players who interact in different ways, it must be considered how connected players of all levels are connected to the environment, defined by Chapman as resonance[footnoteRef:44]. Apperley in her thesis uses resonance as a means of connecting the game world with that of world reality[footnoteRef:45]. What ever the context that the player is playing the game they should feel some connection within the representation through the actions that they have taken[footnoteRef:46]. This feeling occurs outside of the games environment and should dependant on interaction should create a connection with the historical period of the game, as defined by the players doing, their actions and their own experiences within reality[footnoteRef:47]. This connection can be subjective through emotion, but also out of genuine curiosity.  Yet the resonance is in part linked to the players understanding of history and their connection, Historical Resonance[footnoteRef:48]. Chapman freely admits that Historical Resonance can be established by mere recognition that the game is indeed historical[footnoteRef:49].  Wertsch on the other hand firmly places this type of resonance within the players comprehension[footnoteRef:50]. His principle argument is that resonance is more likely to be stronger if the historical period in question is familiar to the player[footnoteRef:51]. The player is more likely to comprehend the games narrative and doing tasks as they understand the history and show historical resonance with the environment.  [44:  Chapman, Digital Games as History, p. 35. ]  [45:  Apperley, T., “Modding the Historians’ Code: Historical Verisimilitude and the Counterfactual Imagination” in Playing with the Past: Digital Games and the Simulation of History, edit.  by Matthew W. Kappell and Andrew B.R. Elliott. (London: Bloomsbury, 2013) p. 185. ]  [46:  Ibid., p. 186.  ]  [47:  Ibid., p. 186. ]  [48:  Chapman, Digital Games as History, p. 40. ]  [49:  Ibid., p. 40. ]  [50:  Wertsch, J., Voices of Collective Remembering. (Cambridge: Cambridge University Press, 2002) p. 73. ]  [51:  Ibid., p. 73. ] 

In effect this supposition supposes that a game can only be considered a historical representation and inform us of history if the player themselves can understand the environment in which gameplay takes place.  Chapman using Wertsch and his argument of comprehension suggests in turn that the player does not just to understand but must feel a connection to it as a player, not to the environment but to the game[footnoteRef:52].  When Sabres of Infinity, the first game in the Infinity series was published by Paul Wang complaints were levelled against the game, not for the narrative gameplay but by the fact that there was no option for a gay or non-binary character[footnoteRef:53]. Even though Wang pointed to the disclaimer at the start of the game that for the sake of his story you had to play as a male character, many refused to purchase the project as they felt no connection to their own gender representation[footnoteRef:54]. Likewise, with Scourge of War Waterloo, many German fans of the developers refused to interact with the game due to lack of representation of the Armies of Prussia, as they did not appear till much later, again, not due to gameplay but due to a possible players lack of resonance[footnoteRef:55].  This changed however with the introduction of DLC (Downloadable Content) when an all Prussia Scenario was added appeasing these fans[footnoteRef:56].    [52:  Chapman, Digital Games as History, p. 12. ]  [53:  Choice of Games, Author Interview: Paul Wang. ]  [54:  Ibid ]  [55:  Ortega, Scourge of War Waterloo. ]  [56:  Ibid.   ] 

The irony however for these components in terms of what makes a good representation relies on the players want and need to interact with it. Chapman refers to a concept called the Historical Play Space which users features discussed such as resonance, reading and doing as well as agency to create the world in which the player will react[footnoteRef:57]. Chapman throughout has implied that the Historical Representations in video games will only be taken as real if the player believes and can understand the history, but the player themselves can be the undoing of these representations and video games as history[footnoteRef:58].  The implication arises form the origin of video games, not just representations but also as commercial products for entertainment. Consequently, publishers risk implanting certain themes and behaviourisms within the game experience that trivialise history[footnoteRef:59]. It removes the seriousness of the representation and real history and it reduces it to just another game and the player does not experience the historical representation in its true form, rather just another playing environment with no value but as a setting for their gaming experience[footnoteRef:60]. Certainly, for Scourge of War: Waterloo, academics have noted at its heart it is just a game that allows you to play as a commander and destroy the opposing army[footnoteRef:61]. They have taken great pains to highlight that a player can be ignorant of the historical accuracy, and only be inspired to crush the enemy, the setting as a mere footnote to this experience[footnoteRef:62].    [57:  Chapman, Digital Games as History, p. 32. ]  [58:  Ibid., p. 33. ]  [59:  Ibid., p. 33.]  [60:  Ibid., p. 34. ]  [61:  Ortega, Scourge of War Waterloo.]  [62:  Ibid.   ] 

With regards to the conclusion the questions ask for two things. The first asks for the answer to include an exploration of Adam Chapman’s ideas for what makes a video game a good historical representation. The second, apply those ideas to a video game, in this case the Infinity Series and Scourge of War: Waterloo. From the concepts explored Chapman with supporting evidence very much places the onus on players and how they interact with the game world. With the concept of reading and doing, players react to history by interacting with through reading tasks and actions. Their actions take the form of Agency whilst their understanding of the environment is carried out through resonance, their ability to understand the historical environment. It is the understanding of environment within itself that forces players to become interested in the game world, before they even experience the history. With the Infinity Series and Scourge of War Waterloo unless somebody has a resonance with the game world and they’re for influence them to take part they cannot explore the historical not representation. In effect unless a connection is made with the game as a base product, players will completely ignore the representations that both games explored in this piece and they will have no representational value what so ever.  
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