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Storytelling is a part of human life long before writing. In the digital era, where
images, audio, video, and text are used together, it unlocks new possibilities in
delivering narratives, for instance, games. Narrative-based games have a long
history. With increasingly sophisticated graphics technology, making it more and
more popular. This study demonstrates a unique approach to game narrative
design using the narrative inquiry method. Narrative Inquiry captures and
analyzes life stories, then documents life events in their quintessence. The game
tells the story of young entrepreneurs' journey in building their business, focuses
on the elements of entrepreneurial skills required, and aims to motivate the
entrepreneurial intention of the players. This research was conducted in three
stages: narrative collection, narrative analysis, and scenario creation. Interviews
were conducted with four young entrepreneurs from various businesses to collect
narratives. Narrative analysis was carried out using a thematic approach. The

narrative inquiry narratives were transcribed, categorized, and cross-referenced among stories. The

results were compiled as a game plot, then developed into a complete scenario
with attention to the original narrative text. This example will provide a fresh
perspective to designing game narratives from real-life stories.

Copyright © 2022 Jurnal Mantik.
All rights reserved.

1. Introduction

Storytelling is one of the oldest forms of communication and has a central role as a tool for constructing
patterns of human perception and knowledge [1]. Storytelling existed long before writing. Narrative pictures
drawn on cave walls thousands of years ago, stories told between humans through verbal communication, to
digital stories that fill our lives today [2].

The term "story" is often used interchangeably with "narrative". When verbal statements dominate,
people use the terms story and storytelling. After the text got strength, the terms narrative and narrating
became popular. Perhaps it is more appropriate to interpret that story is more related to the oral form, while
narrative is more in written form [3]. However, in the digital era, where images, audio, video, and text are
used together, the distinction between the two terms is increasingly blurred. In this paper, there is no
distinction between story and narrative, and storytelling and narrating. Both emphasize the act of telling
stories through the media.

The narrative has grown and evolved. Various media have been used in the narrative. Emerging digital
technologies changes the complexity of narrative delivery and opens up new avenues and approaches that
combine conventional narratives with digital technologies, including computers, smartphones, and virtual
reality[4]. One form of narrative delivery that is widely used and increasingly powerful along with the
increasing digital technology is video games. Narrative-based games are one of the oldest forms of games.
Starting from text-based adventures, visual novels, RPGs, to cinematic adventure games. Narrative-based
games prioritize stories in their games, while gameplay is used to make the story more immersive[5].
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The presence of narratives in the current trend of the video game development industry is increasing.
Narrative-based games are often termed "story-driven games"”. The goal of this genre is to experience the
story through the game. It is the story that encourages the player to continue and engage in the game. The
narrative is considered the main mode of engagement [6]. The story plot can increase the excitement of
players so that it becomes one of the reasons why they choose certain games [7].

In the late 2000s, a growing number of video games released focused on creating narrative-oriented
experiences in interactive gaming environments [6]. Some early examples include Bioshock (Irrational
Games, 2007), Heavy Rain (Quantic Dream, 2010), The Witcher Series (CD Projekt Red, 2007-2018), and
Mass Effect Series (BioWare, 2007-2022). In a survey conducted by [8], it was found that almost 70% of
respondents paid great attention to dialogue and cut-scenes in the game, and the story largely determines
whether they will finish the game or not. From observation on the Google PlayStore, narrative-based
mobile games are still in great demand, such as Episodes (L00M+ downloads), Choices (10M+ downloads),
and Chapters (L0M+ downloads).

Games with themes derived from true stories are also increasingly emerging, especially those from the
autobiography of the game maker himself. The game with this theme focuses on conveying the developer's
personal story of overcoming severe problems such as depression, alcoholism, and cancer, to let players
experience what it's like to be in a disturbing situation [9]. This type of game is referred to by many as the
sub-genre "Empathy Games". Vassiliki Khonsari, producer of the game "1979 Revolution: Black Friday",
said that "The uniqueness of video games is that you have to be an active participant. Through that
interactivity, a kind of emotional and cognitive investment is created in the consequences of your actions. It
allows you to practice empathy because you try to understand a certain position and what the consequences
of that position are." [10]. Some examples of successful games of this genre are Papo & Yo (Minority
Media, 2012), Papers, Please (3909 LLC, 2013), This War of Mine (11 Bit Studios, 2014), That Dragon,
Cancer (Numinous Games, 2016), and 1979 Revolution: Black Friday (iNK Stories, 2016).

In narrative-based games, players can interact directly with the story in several ways or forms,
regardless of whether the interaction has a significant effect on the story. This is termed "interactive
storytelling” [8] or "interactive digital narrative™ [11]. Narrative design is to create a storyline, to be revealed
little by little, when conditions have been met, in or between game moments [12]. Offering players options
so they can progress through the story, has become a common design choice in games. Through mechanics
like this, players feel that their choices have an impact on the narrative, resulting in a unique narrative
experience for them [13].

Game design determines the level of interactivity a game provides to players. The spatial and sequential
arrangement of the game frames, what interaction modes are needed, how much of a narrative changes the
player interaction results, and most importantly how far the game can maintain the dramatic momentum that
forces players to focus on playing. The main goal is to make the overall game experience correlated with the
player's gameplay preferences, motivation, and enjoyment [1]. Therefore it is very important to make a game
narrative that can make players believe that they are living their life in the game.

One way to make this happen is to create a narrative that is based on real-life, whether it be fragments
of dialogue, characterization of in-game characters, or the entire game story. Narrative designers must
recognize the value of certain experiences, in certain settings, involving certain people [14]. Narrative
records the human experience through the construction and reconstruction of personal stories using its
capacity to record and retell events that have a profound impact on life. Such issues play an important role in
many areas of human activity. People interpret their lives according to the narrative available to them [15].

One method to 'capture’ the whole story from someone's life is Narrative Inquiry. Narrative inquiry
starts from the story of human life and relies on the assumption that humans apply story structures to their
random experiences in an attempt to understand them [16], [17]. Narratives are not objective reconstructions
of life but rather renditions of how life experiences are perceived [15]. Experience is seen as a link between
the individual and the environment, generating knowledge and wisdom developed through emotions,
feelings, and perceptions. The narrative inquiry seeks to understand the story by including the contextual,
historical, social, institutional, and cultural influences that shape the narrative [18].

Although the narrative inquiry method has been widely used to write biographies [19], [20], digital
storytelling [21], [22], and raises specific themes in various disciplines, such as psychology [23], [24],
management [25], [26], and education [27]-[30], but its use in the game narrative design has not been
specifically explored. So far, beyond games purely made for research, the authors have found only five
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narrative-based games made by Ni3 (http://www.noneinthree.org/) whose stories are designed based on
narrative research [31].

For this reason, this paper demonstrates the application of the narrative inquiry method in the narrative
design of an interactive story game. This game will tell the story of young entrepreneurs’ journey to build
entrepreneurship from the start, focuses on the elements of entrepreneurial skills needed, and aim to generate
entrepreneurial motivation in the players. The game's narrative is developed based on the experiences of four
young entrepreneurs who developed their businesses from scratch. This research is important for the field of
game studies because it addresses the need for game narrative design by providing a new perspective on
approaching game studies.

Narrative-based games, The 2022 statistics from GamingScan show that the narrative factor occupies
the third position of the factors affecting game purchases with 61%, just below the quality of graphics (66%)
and price (63%). In addition, more than 73% of players prefer single-player games [32]. This shows that
narrative is still one of the main concerns in playing the game, and players prefer to enjoy it personally.
Narrative-based games have a wide range and develop in parallel in three main directions [33]. First, text-
based. Included in this type are games such as interactive fiction (IF), hyperfiction (HF), and visual novel
(VN). The IF game is a ludic environment in which the player observes a textual description of the simulated
world, and interacts with the story by giving text commands [34]. Examples of successful games of this type
are Zork Series (Infocom, 1980-1982), The Hitchhiker's Guide To The Galaxy (Infocom, 1984), Stories
Untold (Devolver Digital, 2017), Dagon: By H. P. Lovecraft (Bit Golem, 2021).

HF games are a type of narrative game that uses hypertext links as a means of interaction between
players and the game environment [35], including point-and-click adventure games. Some examples are
Grim Fandango (LucasArts, 1998), Indiana Jones Series (LucasArts), King's Quest series (Sierra
Entertainment). VN is sourced from an anime cultural context that shows narrative and ludic experiences
with multi-branched text interactions that determine the ending. VN typically articulates its narrative through
extensive text conversations that come with generic backgrounds and dialog boxes with character sprites as
speakers. At certain key moments in the story, more detailed images are tailor-made for the scene and
enhanced with more cinematic camera angles or include animations [1]. The best examples include
Danganronpa: Trigger Happy Havoc (Spike, 2010), The House in Fata Morgana (Novectacle, 2012), Phoenix
Wright: Ace Attorney Trilogy (Capcom, 2014), Syberia: The World Before (Microids, 2022).

The second direction of development is in the form of Interactive Film/Movie. Interactive movie
generates a new and engaging story experience for viewers by combining elements from traditional linear
story forms and interactive digital media [36]. In digital format, this type is often referred to as a live-action
game. Some quite famous examples are Black Mirror: Her Story (Sam Barlow, 2015), Late Shift (CtrIMovie,
2016), Chatterbox: Escape the Asylum (Adaptive Studio, 2017), Bandersnatch (Netflix, 2018), The Dark
Side of The Moon (Tayanna Studios, 2021).

The third branch is cinematic adventure games. "Cinematic" is a general term used to describe the
production of video games using various techniques used in the film industry [37]. This type of game merges
the narrative genre with other genres to get a higher immersive experience for players. Successful examples
of this type of game include The Walking Dead (Telltale Games, 2012), Life is Strange (Dontnod
Entertainment, 2015), Detroit: Become Human (Quantic Dream, 2018), Marvel's Guardians of the Galaxy
(Eidos-Montréal, 2021).

In narrative-based games, generally, the player acts as the protagonist of the story, requiring him to
interact with various characters and game worlds, deciding on various choices that will determine his fate at
the end of the story. This kind of games include little or no action elements, so they can be played at a desired
pace, allowing players to linger in its dense graphics and detailed storyline. Thus players can enjoy the
different dimensions and art of the game without having to race against fast-paced action within the strict
time constraints. These features make the game setting interesting, even for people who are not usually
proficient at gaming [1].

Narrative design, in-game choices should encourage a sense of engagement between the player and
the game and allow players to feel that they have deployed their agency rights to the game world. The choice,
or illusion of choice, if successful, will inspire the player to continue the game [13]. Based on the influence
of interaction on stories, narrative design can be divided into six types, namely Fully Traditional Stories
(FTS), Interactive Traditional Stories (ITS), Multiple-ending Stories (MES), Branching Path Stories (BPS),
Open-Ended Stories (OES), and Fully Player-Driven Stories (FPDS) [8].
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The FTS design does not allow players to interact with the story at all. A well-known example is
Higurashi When They Cry (07th Expansion, 2009). In ITS no matter how much control is given to the player,
the story does not change. Examples are Final Fantasy VII (Square Enix, 1997) and Metal Gear Solid 4
(Kojima Productions, 2008). MES allows players to get different endings even though the plot of the story
goes the same. Examples include Chrono Trigger (Square, 1995) and Bioshock (2K Boston, 2007). Several
selected series that can change the plot and ending are provided by BPS to players. Examples of such games
are Heavy Rain (Quantic Dream, 2010) and Detroit: Become Human (Quantic Dream, 2018). OES is more
complicated because the choices that change the plot or ending of the story are not very clear, and players can
determine the ending of the story themselves, or even the game never ends. Examples include Fable Il
(Lionhead Studios, 2010) and Grand Theft Auto Series (Rockstar Games, 1997-2021). In FPDS total control
is given to the player. The game only provides a setting, and players build their own story in that setting.
Examples are The Sims Series (Maxis, 2000-2021) and Minecraft (Mojang Studios, 2011).

Game mechanics should be designed according to the meaning they want to give to the player.
Otherwise, the meaning inferred from the game by the player will be different from what was assumed by the
designer [38]. Offering players choices in narrative-based games can be viewed as narrative game mechanics.
These mechanics not only form part of the rules of the game and the formal system of player interaction but
are also related to the subsequent development of the game [13].

The first task of a narrative designer is to write plots and stories [39]. The plot is like a skeleton, that is,
the structure of events that reveals the story from beginning to end. While the story is a plot that has been
combined with characters and environments, it is reflected in the scenario in the form of details of each
scene. But what should be remembered is that players are much more concerned about how the character
reacts and changes in response to events, rather than the events themselves. Therefore, the behavior of the
character must be "reasonable”, in the sense that it corresponds to the game world and to the character itself
[40]. Thus, the character design is no less important than the overall design of the story.

Narrative inquiry, narrative Inquiry is human-centered because it captures and analyzes life stories,
then documents life events in detail while revealing a holistic view [15]. The narrative inquiry method
applies description techniques in the form of scenes, plots, characters, and events, to draw narrative sketches
or critical events that make up the narrative [41].

Unlike the research of positivism which seeks findings to be generalized into a single conclusion to
discard "outliers", narrative inquiry seeks a different special meaning for each sound [42]. The narrative
inquirer cannot escape his relationship with the participant's life. Throughout all stages of the investigation,
from the negotiation of goals, the analysis of results, the creation of texts, and other issues, they will always
be related [43]. Therefore, the narrative inquiry method has always been participatory. Investigation in
narrative inquiry can be started in two ways, namely "telling” and "living" [44]. Most of them start with
"telling", where researchers interview participants who tell stories. A much more complicated but profound
way is "living", where researchers are together in participants’ lives. The main version of "telling” is
"storytelling", because the main product and emphasis are on the stories told by the participants. The
emphasis of the research may be on the meaning interpreted by the researcher.

Data collection techniques in this method include surveys, observations, interviews, documentation and
conversations. The data that has been collected is then arranged based on a narrative framework and then
presented in the form of scenes, plots, characters and events related to critical events. It is this connection that
makes narrative inquiry a powerful research tool [15]. In most narrative inquiry work that focus on
storytelling, the primary methodology is interviewing. Of course, stories can be obtained in other ways, for
example, by using autobiographical publications and other documents that can explain some aspects of the
participants' lives.

After the data in the form of stories are collected, the next step is to conduct narrative analysis. The
narrative analysis emphasizes content and meaning, which are sometimes revealed in structural form. The
narrative of the story is not an exact representation of what happened, but rather a certain point of view of the
construction of certain events, for a particular audience, for a specific purpose. Therefore, the context in
which the narrative is constructed is very important.

Reading narrative material can be done through two approaches [45]. First, is holistic analysis, in which
the narrative is considered as a whole, and part of the text is interpreted by looking at its relationship with
other parts. Second, is categorical analysis, where parts of the text or words in it are categorized using coding
strategies, then compare with similar texts from other narratives.
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Thus, narrative researchers first focus on the meaning in each narrative. Researchers pay attention to
both the content of the narrative and the structure of the narrative, also pay attention to what is unspoken or
cannot be said. Once each participant's story is best understood, a cross-case analysis can be performed to
find patterns across the text of individual narrative interviews, or to explore what could have made the
difference between the experiences they are telling.

2. Method

The narrative inquiry method is classified as a qualitative research method [14]. According to Ruthellen
Josselson, there has been no dogma or orthodoxy about how to conduct narrative research [45]. Therefore,
this study uses two main steps in narrative inquiry, namely: narrative collection and narrative analysis, then
adding the step of making game scenarios.

The narratives collected are stories from four young entrepreneurs, each from a different type of
entrepreneur, namely: processing industry, crafts, cultivation, and engineering. Each participant was
separately asked to tell their experience from starting an entrepreneur until they succeeded in developing it.
The interviewer has an interview guide in the form of 27 important factors in entrepreneurial development,
which come from the competency unit of the Indonesian National Work Competency Standards (SKKNI) for
Industrial Entrepreneurship (Table 1). The interviewer is only in charge of recording the participant's story.
He can only ask if there are factors that are not in the participant’s story, or the story is out of theme.

Table 1
Factors of entrepreneurial development

P
o

©COoNOO~WNE

Factor

Conduct a market survey of a product

Conducting a study of the production process of a product

Conducting a survey of sources of raw materials and auxiliary materials

Conducting an analysis of the cost of return on cost

Determining the type of product to be worked on

Calculating the cost of investments

Determining the number and expertise of the workforce needed

Managing industrial business licenses

Procuring the necessary machinery and equipment

10.  Conducting labor recruitment

11.  Drawing up an organizational structure

12.  Creating a job description of each personnel

13.  Create a work procedure for each task

14.  Creating a work schedule of personnel in the production section

15.  Supervise labor performance

16.  Drawing up a production plan

17.  Drawing up a work plan in the production space

18.  Procuring raw materials and auxiliary materials

19.  Carrying out storage arrangements for raw materials, auxiliary materials, intermediate products,
and final products

20.  Carrying out warehousing activities of raw materials, auxiliary materials, intermediate products,
and final products

21.  Checking the types, specifications, and conditions of raw materials and auxiliary materials

22.  Supervise the course of the production process

23.  Conducting product promotions

24.  Conducting a survey of retail traders of a product

25.  Conducting product marketing

26.  Connect with customers

27.  Conduct financial hookkeeping for each transaction

The narrative recordings were then transcribed verbatim. The transcription results were read as a whole,
then analyzed to categorize them based on 27 factors. After determining other game narrative aspects such as
the game world and characters, the text sections that have been categorized are then arranged as plots in
chronological order based on the overall narrative. Doubts and narrative gaps were consulted again with
participants. The results of the analysis are not compiled into the form of a story anymore because the restory
will be made in the form of a dialogue in the making of game scenarios.
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Based on the plot that has been prepared and confirmed to the participants, a draft game scenario can be
made. This draft scenario will act as a hybrid game core. Hybrid game core is a game core that can still be
changed in several aspects according to the feedback received. It allows game designers to reflect on
concepts and critically evaluate ideas by identifying important game elements [46]. The draft scenario is then
developed into a scenario by providing a complete dialogue.

3. Results and Discussion

The interview for each participant lasted between 1-2 hours, with transcription results between 5500 —
8000 words. Transcription texts are analyzed in two stages. First, analyze the categories manually, by
marking the transcription text with a color code. The analysis is emphasized on the content of the narrative,
more on what than why. This approach is referred to as thematic analysis [47]. The thematic approach is
useful for finding a common theme or event among the stories of several participants. As previously outlined,
the categories are based on 27 factors of entrepreneurial development. In the first round of analysis, several
gaps were found in each participant's story. Therefore, the researcher again contacted the participants to
confirm. Participants were asked to retell the factors that have not been revealed in their previous stories. In
the second round, participants' stories were again transcribed, categorized, and cross-referenced between
stories.

Before compiling the plot, it is necessary to determine in advance what kind of world the player will
live in the game, including the main characters he meets there. The game world is an artificial universe, a
place of imagination in which game events take place [48]. The game world is in the player's fantasy. The
game world will only become real when the player wants it [49]. The game designer can only specify the
theme, environment, and various other settings. A good game theme has a resonance with the correctness of
its players. "I want to be a successful entrepreneur” is the theme carried in this game. This is a truth that
exists in the hearts of almost everyone, hence it is expected to resonate well.

The game environment set was the campus world. A campus is a transitional place between the world
of youth and adulthood. When a person begins to enter the campus world, he is considered to be able to think
about himself and his future. Therefore, the campus world is seen as the place that determines whether or not
he succeeds in the future. Many dreams were started and realized there, including the dream of becoming a
successful entrepreneur. In the campus environment, of course, the main characters that fits were the
students. Game characters can be divided into two, namely non-player characters (NPCs) and player
characters (PC) [50]. NPCs are characters controlled by the game system. PC is a fictional character who
represents the player in the game or often also referred to as a persona/avatar. The persona should be
designed realistically, as close as possible to the player [46]. In this game, the main persona was a college
student. He/she and three NPCs who are also students, were freshmen who have a dream to become
successful entrepreneurs together. All four came from middle-class families, like most Indonesians. With a
setting like this, coupled with narratives derived from the results of narrative inquiry, it was hoped that it will
be closer to the player's world so that the game can become more immersive.

In the second stage, a narrative analysis is carried out by arranging a chronological chain of events
called a storyline or plot. At the time of the interview, participants often told stories in random order.
Researchers would find that interview transcript were irregular notes that need to be organized in a series of
chronological events [51]. The plot serves to turn the list of events into a scheme by highlighting the
interrelationship of certain events to the development of the story. Without this interrelationship, each event
would appear disjointed and mutually separate and its meaning would be limited to the identification of its
category alone [52]. To be able to organize the plot, the narrative must be analyzed by identifying three
elements, namely time, place, and events [53].

Plots were arranged based on the text parts that have been categorized, not all participants have the
same chronology of events. For example, our craft entrepreneur, let's call her WK, which has a women's
accessories handicraft business, is currently one of the suppliers of accessories products sold in the inflight
shop of national airlines and often exhibitions abroad. She did not conduct a market survey first to choose the
type of business, but was forced to start from product expertise.

"l used to be a marketing person in one of the SMEs. During the events, customers sometimes ask, what
the model is, and what the material is, so | have to learn. Every time | go home 1 study again, disassemble it
one by one, and retrace how to do it....."
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“.... In the past, my mother died because I couldn't buy medicine, and I had to wait for a payday. If |
want to have the money right now, that means that | have to have a business. The only expertise | have
is just that, making crafts. Finally, | had my own business. Made it in the night, and sold it in the
afternoon around from elementary school, junior high school, campus.” In contrast to the processing
industry entrepreneurs participant, let's call him WP, which has a local chicken nugget processing
business whose marketing area covers several districts in two provinces. WP started one venture by first
doing a market test.

"I'm a field person. What products that can be sold, | see in the market. I've run various kinds of
business, like clothes and books, but I feel most suitable in the food business because the people in this
country like to eat. Many foods can be businesses. | chose a product for two reasons. First, match with my
existing market channel. Second, the turnover during the fasting month. During fasting, the turnover of chips
plummeted, salted eggs fell by 50%, but quail eggs rose by 30%. Therefore, | still sell quail eggs until now.
Tempeh and tofu industries complain during the fasting month. Well, during the fasting month, the foods that
rise on market are the delicious ones. One of them is nuggets, which is up 30% on the market."

With so many possible storylines to choose from, the right form of plot to use is the branching path
story (BPS). Games with nonlinear stories allow for multiple endings. Multiple endings can enhance the
"illusion of player freedom™ [54].

BPS has multiple endings, but unlike MES, players do not follow the same path to achieve it. This
leaves players with greater control over the story. BPS has a rigid decision point and story branch structure.
The player can influence the storyline through the decisions he makes at any point, but the author is in
complete control of the story for all branches. A good story structure combined with the freedom to choose a
story line, makes BPS still in demand until now. In BPS, branches are divided into 3 groups, namely small,
medium, and large [8]. Small branches do not influence the story and are only useful for providing several
different versions of a scene. While not making an impact, small branches can be used to deepen the story,
build characters, or give players clues. Medium branches will join the main line longer than small branches.
This allows players to go through completely different scenarios yet with the same goal. Large branches
significantly change the story, and generally determine the ending.

The plot was constructed using parallel pattern branching structure to ensure the story content could
still be managed properly. In parallel structures, the story branches can converge again at certain points [54].
Branching in the plot was created based on the results of cross-referencing between the narratives from the
four participants. It generally indicates that there were differences in important decision-making. For
example, in making decisions on the source of business capital. The participant in the engineering industry,
whom we refer to as WR, owns a software engineering business. It requires a fairly large initial investment so
from the start it has been decided to look for investors.

"Here we need a fairly large capital. Thus, we have to find investors. But | still avoid borrowing from
the bank. For me, it's better to find an individual investor." Meanwhile, WK due to family conditions,
decided to start with a modest capital. "My mother is a cigarette seller, my father is a security guard. If | want
to make a business, there must be capital, and the money must be a lot. That’s what I thought first. But there
was a friend of mine, who started from scratch like me, and her business was thriving. Now she has exported
her products to four countries. That's where | learned. When | first opened the business, my capital, if I'm not
mistaken, was only 50,000 rupiah, just the remaining of that month’s salary. There was someone who wants
to give me a loan, but | declined. Because | haven't started the business yet and the money would definitely
run out first."

In contrast, WB, our aquaculture entrepreneur, who has a betta fish farming business with online
customers covering almost all of Indonesia. He started the business by borrowing capital from his parents.

“... T was a student, where did | have the money from. Maybe because they saw that | was diligent with
my hobby, my parents wanted to lend money for capital.” It was from such distinctions that branches were
created. The final plot contains 22 choices, which were split into 61 branches, and has 10 endings. The
endings were divided into three groups, namely one successful ending, 3 endings were quite successful, and 6
endings were failed. Overall, the plot line can be seen in Figure 1. The circle indicates the story point and the
star indicates the ending.
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Figure 1. Plot plot

This plot was then consulted back to the four participants to ensure that the plot did not conflict with
their actual experience. Furthermore, a draft scenario was created for each scene in the game. Scenes are
narrative fragments. Players can only move forward in the story by moving from one scene to the next,
through an action. The original narrative should not be forgotten in scene creation, especially in the dialogue.
For example, the dialogue in the scene design as shown in Table 2, was an adaptation of the original narrative
from WB, WK, WP, and WR, as shown below.

WB has been marketing through social media channels since its inception and is still its main channel.
"Selling it online, especially through social media. | use IG, Facebook, and WA. In addition, | also open
stores in Tokopedia and Buka Lapak. But indeed, most orders came from social media, because from the
beginning | have used them. While from the marketplace, there were only a few sales." “... oh I don't sell
offline. Some neighbors and friends were bought directly here. But | didn’t count them as sales....."

Likewise, WR preferred online marketing, although he also does direct marketing selectively. "Because
this is a digital product, users also have high digital awareness, so | use more online channels. From company
websites, blogs, and social media as well. Some people specialize in handling it...." "For some shortlisted
potential customers, we usually prepare proposals and submit them directly. We follow up directly as well."

Meanwhile, WK preferred the offline marketing channel through exhibitions, mainly because of the
limitations of its capabilities related to the use of technology. “... I didn’t use to using technology. Some time
ago, a few college students taught me to make a website, buy a domain and hosting... oh.. it was really hard
to understand. Since the beginning, I just used direct selling. Most of them were through exhibition events.....
until now." "l only used the online channel for resellers.... I only used Facebook and Instagram."

Like WK, WP also had a strong offline market channel. The online channels were used for promotion
only. “... it is indeed my specificity. | went door-to-door, that's what my colleagues didn't have.... | distributed
the products directly into the market.... that’s why my distribution time is long. I can send it in the morning,
noon, afternoon, or even night." “... when I came to each outlet, at the same time | could ask about their
needs and the products. So | could grasp the wishes of the market and buyers more quickly...." "My
promotion is just through that, WA and Instagram."

The differences between these several narratives were adopted into dialogue so that it is more alive.

Table 2.
Scene design

Scene name: Choosing a marketing channel
Description: The four aspiring young entrepreneurs talk about which marketing channel should be

chosen as the main channel for their product
Characters - <Player>
involved: - Ammar

- Olivia

- Robby
Places: Olivia's House — Living room
Dialogue: Olivia: So what do you guys think... now that the product and the customer are set. What

channel do we want to market this in the future?

Ammar: Of course sell it directly... through online channels too, marketplaces, social
media. We have to use it all...

Olivia: | mean our first and main channel. We can’t use all the channels
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simultaneously... it's impossible to handle. They will fall apart.
Robby: 1 think you’re right... we have to choose one main channel that is most
profitable. We will develop other channels gradually.
Ammar: In my opinion, in the beginning, we use direct marketing. We sell directly to
customers. That way we can simultaneously capture the opinions of customers, as well as
their needs that have not been met by our products. We will be able to follow up faster.
Robby: Hmm... but it takes a lot of manpower, right... while we still have a lot of work. |
think we better start off going online, especially on social media. It spreads quickly,
reaching more and more potential customers. If it can go viral, surely the number of
customers will quickly explode.
Olivia: You both have a point. What do you think about elu <Player>?

Options: Online marketing paths
Offline marketing path
Both paths are simultaneous

As previously stated, scenario drafts are dynamic concepts and can be changed throughout the game
development process. Each scene will continue to change and develop in full, adding various items such as
sounds, sprites, special effects, and more.

4. Conclusion

In narrative-based games, the story is the key to player engagement. To design a game narrative that is
close to reality, it takes the right method to extract life stories into interesting game scenarios. The method
that is very suitable but rarely used is narrative inquiry. With more and more games using true stories as the
basis for their narratives, examples of the use of this method in game narrative design prove that narrative
inquiry is a powerful method to use. With this method, game narrative designers can use the experiences and
life stories of others to design game narratives, not solely from their imaginary world, or from their personal
experiences. This article provides fresh insight into game studies. The examples provided can be a strong
guide for game narrative designers who want to convey real-life stories in the form of games.
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