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A New Kind Of Game

How towrite
An Adventure

Greg Hassett

As | gazed back at the crystal bridge
that | had just crossed, | could hear
water rushing nearby. My brass lantern
was getting dim, and | knew that |
would have to rest soon. The wisps of
white mist danced before my eyes as if
alive, and a sudden cold chill ran up my
spine. | had with me a diamond
necklace which | was determined to
keep. A nasty dwarf emerged from the
gloom. He threw a sharp knife at me! |
grabbed my axe and heaved it at him.
His body vanished in a cloud of greasy
black smoke. My lamp was now out; |
would have to search for batteries
tomorrow in the dark. So | put my
necklace in my small leather sack and
called it a day.

I did not lie down on the cavern
floor and go to steep. | merely turned
off my home computer. | had been
playing a game called “Adventure.” In
this game, you explore a network of
caves and pits in search of priceless
treasure. This game is not the type of
game which is mastered in an hour. It
may take days, weeks, or even months
to complete an Adventure.

This “original Adventure,” de-
veloped at Stanford University a few
years back by Willie Crowtherand Don
Woods, required large amounts of disk
storage space. This made it very
difficult to convert to run on a personal
computer. However, other versions of
Adventure have sprung up in the past
year that are specifically designed to fit
in the smaller machines.

To play Adventure, you enter
commands to the computer in one or
two word sentences in what seems to
be English. A typical command might
be “INSERT COIN” or “GET NECK-
LACE.” To move about, you use
commands such as “GO NORTH" or

enter a new “location,” a new room
description will be displayed. An
example of such a description might
be:

I AM IN A RADIANT CAVERN

- FORTY FEET HIGH. THEWALLS AND

FLOORS ARE MADE OF SMOOTH
MARBLE. THE POOLS OF CLEAR
WATER ON THE FLOOR INDICATE
AN OPENING HIGH ABOVE ME. UP
ON THE CEILING GLOWS AN EERIE
RED LIGHT.

AROUND ME | SEE: POOLS OF
WATER. SMALL PLASTIC VIAL.

Later on in the game, the vial might
come in handy for holding some liquid
etc., so in this situation it might be wise
to “GET VIAL.”

The one thing that | feel makes
Adventuring so interesting is the clues
that are given as you explore.

Knowing that clues exist is one
thing; isolating them and figuring out
what they mean is quite another. In

"

Adventure, clues exist everywhers, |
They are in the room descriptions, the
object descriptions.iLet's say you enter
a room where there are many stalac-
tites, but no stalagmites on the floor.
This in itself isa clue. If you think about |
it, stalagmites could be worn off if
creatures lived there and walked
through the cavern. But stalactites
would not be destroyed because most
creatures cannot reach them.

Then these are the type of clues:
which have to be decoded. As an:
example, take the clue “MAGIC
BREAK WORD BOTTLE BIMBO.” This’
clue makes no sense at firstglance. But
then you notice that if you read:
alternate words of the clue, it de-
ciphers into “MAGIC WORD BIMBO"
and “BREAK BOTTLE.”

Magic words are very popular in
Adventure. A common use for thase
words is movement, They might be the
only way to get a completely different
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Figure 1: A typical portion of an Adventure map. Note that to get into the
treasure room for the diamond bracelet, you must get the magic ring. To
get the magic ring, you must eat the pill then lift a gate. To eat the pill. you
must open the envelope found in the dusty pantry. :
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| yrea of the Adventure. One suqh
axample, in one Advent‘ure the magic
| word “BIMBO™ will magically take you
' trom being lost in the maze of caves to
small jungle on the other side of the
sland. And there is no other way to get
hw?h this way, Adventure tis'“k?ha

mystery novel, withyou being the
g:ddezlectge. On the other ha!nd,
Agdventure can be nerve-wracking,
rustrating, and the source of serious

you have to fit all the pieces
tpgether to make it work.

{ was first introduced to Adventure

@ tew years back on a Digital Equip-

want Corporation PDP-11/70. 1took an

iinmediate liking to the game, but |

irdn't bave any computer. When |

purchased my Radio Shack TRS-80, |

nmaediately set out to write an Adven-

‘ . The result was Journey to the

msomnia! Adventure is a sort of puzzle.

Center of the Earth, my first. When |
found out | could sell this, | wrote six
other Adventures: The House of Seven
Gables, Entry into King Tut's Tomb,
Sotcerer’'s Castle, Voyage to Atlantis,
Enchanted Island, and Enchanted
Island-Plus (a machine-language
version with additional features).

If there's one thing that's more
habit-forming than playing Adven-
tures, it's writing them.

Writing Adventures

In the following paragraphs, 1 will
attempt to outline the basic structure
of the way Adventure can be written in
Basic.

. The first step - in writing a Basic
Adventure is coming up with the plot.
This means answering the questions:

“Where will the Adventure take place?”

«39Q CLS ‘CLEAR SCREEN

1180 RETURN ‘RETURN

1000 ‘BASIC ROUTINE TO DISFLAY ROOM & ITS CONTENTS
.

1010

1020 “UPON ENTRY:

1030 ° CP=THE CURRENT FLACE IN THE ADVENTURE

1040 7 LO=THE MAXIMUM NUMBER OF OBJECTS IN THE ADVENTURE
1050 D$C1)="NORTH" » D$(2)="SOUTH"* » D$(3)="EAST"®

1260 7 D$(4)="WEST" » D$(I)="UP"

tas0

L1380 -

1300 FRINT F$(CF) “FRINT THE ROOM DESCRIFTION

4110 FOR I=1 TO LO ‘THIS ROUTINE WILL FRINT ALL OBJECTS IN ROOM
#1320 IF OB(I»0)=CF THEN FRINT OB$(I) ‘IN ROOM? YES... PRINT IT
1130 NEXT I ‘GO ON TO THE NEXT OBJECT

1140 FOR I=1 TO é ‘THIS ROUTINE WILL PFRINT ALL POSSIBLE DIRECTIONS
1150 IF P(CPyI) <r O THEN PRINT D$(I) ’‘NOT ZERO? YES: PRINT Ds$(Ig
1160 NEXT I ‘GO ON TO NEXT DIRECTION

147 PRINT STRING$(63,°-*) ‘PRINT BAR ACRO8S SCREEN

» D$¢46)="DOWN"

Listing 1 — Basic listing of how the “display room" routine works. Note that
all arrays must be set up as described in the text. The OB(x,0) array holds
thé room# of object x. Note line 1120 where this value is compared with the
current room number. Each object is “tested” in this fashion.

“What will be the main purpose of the
Adventure?” ‘

“In what kind of world is this sup-
posedly happening?”

“What types of obstacles will the
player have to overcome?”

“How is the player gonig to get by
these obstacles?”

Once these five questions are an-
swered in your mind, you begin to draw
the map of the Adventure. The general
form of the map is shown in Figure 1.
Once you have about 40 rooms (more if
you are in machine language), you are
ready to begin keying inthe DATA. The
way | do this is in the form:

line# DATA “room description”,
n.e,s,w,u,d

where line# is the Basic statement
number, “room description” is the
description of the room, n is the room
north of it, e is the room east of it, s is
theroom south of it, etc. If n,e,s,w,u, or
d are set to zero, then there isnoway to
L A

Each verb has its own
special “verb routine”
which is called after the
parsing routine. For each
verb, only a few nouns
would make sense; for

the “EAT” routine,
“CHAIR” would have no
meaning.

N R R RSN NI
go from that room in the correspond-
ing direction.

The objects are set:up somewhat
differently. They are in the form:

line# DATA “object”,(room),(value)

where line# is the Basic statement
number, “object” is the description of
the object, (room) is the room where
the object resides at the start of the
Adventure, and (value) [if the Adven-
ture has treasures and points] is the
number of points that the object is
worth. If (room) is set to zero, then the
object is currently nowhere. For
instance, if a trap door isionly reveated
after the command “MOVE RUG" is
executed, the starting room for the
“TRAP DOOR?" is zero. Later on, after
the rug is moved, the trap door’s room
gets set to some number other than
zero. .

During the initial setup of the
Adventure, the program READs all of
this DATA into arrays P(x), P(x,y),
OB$(x), and OB(x,y). P$(x) holds the
room description of room x. P(x,y)
holds the room adjacent to room x in
direction y. Direction 1=North, direc-
tion 2=East, direction 3=South, direc-




Adventure, cont'd...

tion 4=West, direction 5=Up, and
direction 6=Down. Also, after all of the
room and object DATA has been read,
the program proceeds to READ the
vocabulary tables into arrays NO$(x)
and VB$(x). The vocabulary is stored
in this manner:

line# DATA nount,noun2,noun3,
nound,...nounx

line#2 DATA verb1,verb2,verb3,
verb4,...verbx

where line# and line#2 are Basic
statement numbers, nouni-nounx are
the vocabulary entries to be read into
NOS$(x) [nouns], and verb1-verbx are
the vocabulary entries to be read into
VB$(x) [verbs].

When the player enters a new
room, the short routine in Listing 1 is
executed. This will print the room
description, its contents, and all
possible directions leading out.

Parsing

Now that the Data Structure has
been discussed, it becomes necessary
to explain the parsing routine. This is
the routine which will take the player’s
input, divide it into a verb/noun
combination, compare it with the
vocabulary tables, and return with two

numbers, stored in the variables VB
and NO, each representing the offset in
the vocabulary array. For instance,
let's assume that “EAT" is verb number
28 [VB$(28)="EAT"] and “CHAIR" is
noun number 12 [NO$(12)="CHAIR"].
If the playerinputs “EAT CHAIR" as his
command, the parsing routine would
get called, and upon return, NO would
equal 12 and VB would equal 28. The
main part of the program would then
deal with these two numbers. Depend-
ing on the number stored in VB upon
return from the parsing routine, the
main part of the program would then
jump to a verb routine.

S Sy
If there’s one thing that’s
more habit-forming than
playing Adventures, it's
writing them.
Lo ]
Verb Routines

‘Each verb has its own special
“verb routine” which is called by a
large ON GOTO statement executed
after the parsing routine. For each
verb, there are usually only a few

nouns which would make sense. For

instance, for the “EAT" routine,
“CHAIR" would have no meaning. Inall

probability, only the noun “FQuipe
would make any sense with “EAT ",
any other noun was entered, the
message “DON'T BE RIDICULOyUg~
would be output, and control woylq
return to the input/parsing routine. 1§
the noun was “FOOD," then the roomg
for the food would be set to zero (the
food is non-existent once it has begy
eaten] and the message “MMM,
GOOD.” would be output. Contrg
would then be transferred back to thg

input/parsing routine. 0
— ' " —y
[FELE PRIONE ContannY|

“35 million dollars! I'm afraid our
computer is somewhat of a practica
joker!" ©Creative Computing /

A CREATION OF COMPUTER HEADWARE

WHATSTI s

(Wow! Howd All That
Stuf¥ get In There?)

A sophisticated, self-indexing filing system—
flexible, infinitely useful and easy fo use,
that adapts to your needs.

WHATSIT comes ready to run on your Apple, NorthStar, or
CP/M computer. See your dealer. . .or write or call:

Ly

: IP.O. Box 14815 ® San Francisco, CA 94114 e Tel: (415) 621-2106

CIRCLE 140 ON READER SERVICE CARD

051

Video Games 1 $15
Head-On, Tank Battle,
Trap!

Video Games 2 15

Gremlin Hunt, Indy
5000, Gunfight

Board Games 1 15
Cubic,Mini-Gomoku

Dungeon Chase 10
A real-time, D&D, video
game

C1 Shorthand 12
Two key command entry
(C2/4/8 ready soon)

One tape supports all
ROM models. Calor &
sound on video games.
Some programs on disk.
Send for free catalog

Orion Software
Associates, Inc.

147 Main Street

Ossining, N.Y. 10562
-

CIRCLE 166 ON READER SERVICE C¢ RD
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Robert Plamondon

As the months go by, the Adventure
games get flashier. Some offer color
graphics, some have animation, some have
realistic combat or fascinating puzzles. It
shouldn’t be long before they start to talk.
There’s a lot of glitter in Adventureland.

The glitter is impressive; it’s easily good
enough to convince you to buy the pro-
grams. But after you get them home, and
play enough to wear away the freshness,
many Adventure games swiftly lose their
appeal.

Role-playing games, such as Dungeons
and Dragons and Runequest, have been
known to hold the players’ interest for
long periods of time. Role-playing cam-
paigns can continue indefinitely because
they deal with the lives of fictitious
characters, and a person’s life rarely reaches
a state where it can be said that he has
“won.” With new characters being intro-
duced as the old ones die or retire, many
role-playing campaigns have lasted for
years.

Most designers of Adventure games
probably think that they have designed
role-playing games. They're wrong. To
see why role-playing is important, and
where the Adventure games have failed,
we need to examine role-playing itself in
more detail.

Role-Playing Games
“Role-playing” is a term that may have
been coined because “play-acting” doesn’t

PurTting AdvenTurg

IN

Adventure Games

sound very dignified. A role-playing game
is a play-acting game; it’s as if someone
took childhood games like Cowboys and
Indians, brought them indoors, added a
rules structure and a referee, and turned
the players loose to act out the parts of
their favorite heroes.

Role-playing games are

popular for the same
reason that novels and
soap operas are
popular.

A

Robert Plamondon, 667 SW 15th Street, Corvallis,
OR 97330.

The players (that is, the players who
aren’t refereeing) have the comparatively
simple task of playing a single role—that
of an inhabitant of the fantasy world that
the referee has created.

This character can be anyone the player
wants him to be, from a total alien to a
simple “clone” of the player himself. Role-
playing does not necessarily mean you
are playing the part: of someone unlike
yourself; it means that you are playing
the game from the viewpoint of the
character, as opposed to the viewpoint of
the player.

The character is assumed to believe
that he lives in “the real world.” If the
player bases his decisions on the character’s

70

perception of “the real world,” he is role-
playing; if he bases them on loopholes in
the rules, the experience of a dead char-
acter, or the length of time since the
game was saved, he is not role-playing.
Role-playing games must allow the players
to make decisions solely from “game-world”
information, and should encourage it
wherever possible. .

The referee, called the dungeon mas: v,

" game master, moderator, or “the referc..”

is in charge of the game. He creates the
scenario—a foul dungeon with evil mon-
sters and wondrous treasures, a bandit
lair to be leveled, or whatever his imagi-
nation dictates. He supervises the creation
of the players’ characters, He gets things
started, plays the parts of all creatures
except player characters, scttles arguments.
and picks up the pieces when the Adven-
ture is over. Being a referee is not an easy
task.

As attention is paid to characters and
their roles, the campaign becomes ma
interesting, because people, even fictim‘n.«
people, are more interesting than flashin:
cursors or plastic game counters.

Role-playing games are popular for the
same reason that novels and soap operas
are popular: people like to get involved
in other people’s lives. That role-playing
games usually deal with a herot¢ and
romantic universe doesn’t hurt a bit
either.

Do’s and Don'ts of Role-Playing )
There are many things that must l“'»

done. and more that must be avoided. '’

make a successful role-playing campait!!

CREATIVE COM PUTING




Adventure, continued...
Features of a Good Campaign:

Realism. Realism in role-playing games
means that none of the events breaks the
character's “willing suspension of disbelief."
Players can accept magic and dragons as
part of the background of the fantasy
world. They can’t accept worlds that turn
upside down at night (causing those outside
to fall up), outdoor human colonies on
the surface of the sun. or personal clues
displayed on billboards. Siltiness like this
makes the game seem empty and trivial,
which is not the object most designers
have in mind.

Another aspect of realism involves
suppressing the egocentric nature of the
game. The game exists for the players;
the campaign world generally has no

~ significance beyond the game. But it doesn’t
have to be obvious. It is unrealistic at
best, and disturbing at worst, to be involved
in campaigns where the game universe
revolves around a character’s navel. Glaring
artificiality is as unacceptable in a game
as it is in a movie when the camera pans
beyond the false fronts of the houses to
show the emptiness behind the facade.
Pace is a missing element in many
Adventure games. The game should zip
right along. giving new developments,
details, and problems as frequently as
possible. Most Adventure games grind to

a halt every few minutes as the player -

looks for the one and only tool that will
get him past an obstacle.

In live games, the pace can often be
increased by screaming, “Get on with it!”-
at the referee. In computer games, there
is no such option.

Flexibility is another big problem. If
many problems had more than one solution,
there would be more opportunites for
original play, or at least the illusion of
original play. As it is, most Adventures
are an exercise in taking a number of
steps in a predetermined order. Going
wrong kills, and the game has to be started
over, either from scratch, a saved game,
or resurrection. This is called “learn by
dying.”

One way to give more flexibility to a
game is to allow items to be used for
purposes for which they were not originally
intended. Thus, a tree could be cut down
with a sword (slowly), or a chair used as a
shield. In the traditional role-playing games
(that is, those that aren’t played on a
computer), this is a standard ploy.

Allowing the use of objects for many
tasks takes more intricate program design,
as the objects have to be defined in more
general terms. The most common substi-

\
tution is to use tools for weapons and vice
versa—swords are used as crowbars,
wrenches are used as clubs, and rope is
used for everything. -

Incentive is a vital ingredient. Adven-
turing is a dangerous business for any
character, and' there needs to be some
incentive to explain his willingness to risk
his neck.

Ignoring incentives renders the campaign
meaningless; the player has no goal, and
just wanders around aimlessly. What fun.

The usual incentive is money. Treasures
are placed at strategic points along the
character’s route, and they are supposed
to stimulate his avarice enough to make
him enjoy the game. ’

Treasure by itself is meaningless, how-

-ever. If the character can’t do anything

useful with it, it’s just so much dead weight.
Most successful games, such as Risk,
Monopoly, and Dungeons and Dragons,
recognize this, and make their “treasures”
useful. In Monopoly, money is useful for
purchases and expenses; in Risk money
provides armies; and in D&D, money can
buy anthing, including love (well, love
potions).

Character Growth is beyond the scope
of most Adventure games, but should not
be overlooked as a possible feature.
“Character growth” describes an increase
in the abilities or power of a character—as
opposed to an increase in wealth and
possessions. In traditional role-playing
games, growth occurs in the form of

“

Character Growth is
beyond the scope of
most Adventure games,
but should not be

overlooked as a
possible feature.

increased strength—both in arms and
magic, as well as connections in high
places—the acquisition of land, armtes,
public office, trading fleets, and, most
important of all, reputation and knowl-
edge.

A game in which the characters experi-
ence true growth is very rewarding. The
player is obviously getting somewhere with
his character when he becomes an impor-
tant local figure. The flavor of the game
changes as a character becomes powerful;
what was a life-and-death matter at the
beginning of his career becomes a trifle,
and bigger and nastier problems appear
to challenge his abilities.
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Features of Poor Campaigns

Too many puzzles. The worst flaw of
Adventure games is that they are puzfe
games, and nothing else. The player trieg
to solve a series of puzzles, and proceedy
a little further each time he figures ope
out.

The problem is that puzzles aren’t very
exciting. They are often interesting, and
somethimes fascinating, but they’re almog
never thrilling. Excitement is one of the
keys to an enjoyable game, and is an
element in which Adventure games are

-woefully deficient. What is worse is that

‘they tend to replace excitement with
frustration; you no sooner solve one puzzie
than you are presented with another.

Adventure games need to present the
player with a series of problems to be
solved, otherwise there is no challenge.
But there are more elegant ways of
achieving this than with a puzzle string.

Most of the difference between the
puzzle game and the problem-solving game
is that the puzzle game presents you with
obstacles that are easy to overcome if
you know the trick and place the difficulty
in finding the trick. Once the situation to
a puzzle is known, implementing it is
trivial.

Other games make the execution of
the solution difficult. It may be obvious
that the characters will have to build a
bridge to cross a river. The knowledge
isn’t enough; they actually have to build
the bridge—and any number of things
may go wrong.

The problem lies in the realization that
it is easier to program simple, deterministic
solutions (such as, “if he has the axe. he
can carve a canoe”), than to deal with the
more complex case, which depends 1
circumstances, method, and perhaps hivh.
This fact leads directly to puzzle games:
not because puzzle games are superivr.
but because they are easy to program.

The Puppet Fallacy. A deadly sin of
Adventure games is the statement. i
be your puppet in this adventure. You
type in any two-word English sentence.
and I will follow your advice like the

CREATIVE COMPUTING




Adventure, continued...

zombie I am.”—not in those words, of
course.

The phrase, “I'll be your puppet” man-
ages to destroy the possibility of role-
playing in four short words. It emphasizes
the fact that you're playing a game, rather
than embarking on an adventure, it reduces
the concept of role-playing to the manip-
ulation of an inanimate object, and triv-
ializes the entire game.

This is often compounded by having
the game narrated in the first person,
with: frequent queries of, “what shall 1
do?"'—which often provoke an obscene
response.

Since most Adventures provide no
opportunity for character creation, the
best they can do is project the player into
the campaign. The easy way to do this is
to describe everything in the second person;
that is, to preface descriptions with, “you
see...” and prompt input with, “what do
you want to do?”

This does much to create the illusion
of thie player being inside the Adventure,
which puts it on a more personal level
than the “puppet” format, which gives
the impression that the adventurer is a
zombie who completes an instruction, jerks
to a halt, and waits for the next com-
mand.

The “Monty Haul” Campaign. There
are two facets to the Monty Haul campaign,
which is named after the host of the TV
show “Let’s Make a Deal.”

The first is the assumption that, if some
treasure is a good incentive, more is better.
This leads to campaigns in which the weight
of the jewels found is too much for the
adventurers carry, or where world-
destroying weapons are guarded by rats,
freeing the large monsters to protect the
powerful stuff. .

This is comparable to the phenomenon
of score inflation in pinball. It used to be
that the least significant targets were only
one or two points, and scores of four or
five thousand were fantastic. Now the
minimum score seems to be around a
hundred, which means that there are two
gratuitous zeroes tacked on the end of an
honest pinball score.

People are not fooled by this kind of
inflation for long. Worse yet, you eventually
exhaust their ability to conceive of large
numbers. A score of a billion is meaningless,
other than to give the impression of

“hugeness. An adventurer with world-

shattering magic is rarely a person; heisa
walking equipment list, and the equipment
is too mind-boggling to be used seriously
or well.

The second facet of the Monty Haul
syndrome is the choice of “Door Number
One, Door Number Two, or Door Number
Three.” Many game designers delight in
putting buttons to push, levers to pull,
and other items to manipulate, with no
clue to their function. The idea is that
risking you character’s life for no apparent
purpose is fun.

The proper method of dealing with
machines of unknown (but probably dan-
gerous) function is to leave them alone,
as any eight-year-old can tell you. If the
Adventure forces you to push the buttons,
or whatever, then the correct response is
to return the program to the manufacturer

and ask for a refund, since the Adventure -

is obviously defective.
If the purpose of the machine is known,
then it is something less than perverse to

confront the adventurer with unlabeled
m

An adventurer with
world-shattering magic
is rarely a person.

controls. For example, caterpillar tractors
have many control levers which are often
unlabeled. Trying to control the motion
of a bulldozer would require some experi-
mentation with the controls. On the other
hand, the levers on a bulldozer won’t cause
steel doors to close in another building,
or launch ICBMs—they affect only the
bulldozer. Controls should be limited to
reasonable functions.

The Gilded Hole Campaign. This is the
bane of Dungeons and Dragons campaigns.
A common misinterpretation of D&D is
that it consists of killing the monsters and
taking their treasure. Why do the adven-
turers do this? So they can afford more
equipment to kill more monsters and take
their treasure, etc. I'm not saying that all
D&D campaigns necessarily fall into this
trap—mine certainly don’t—but it is one

" of the favorite misinterpretations.

In the Gilded Hole campaign, the only
places of any importance are places where
monsters can’be killed (and their treasure
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. an attempt at humor that failed. It destroys

taken), and places to sell the loot. M
campaigns consist solely of dungeons ang
general stores, with all other elemcnig of
a complete fantasy world discarded g
irrelevant.

The problem with this approach is thgy
the endless struggle becomes boring ang
repetitive. After a while the monsters
to look alike, and treasure fails to warm
the players’ greedy hearts. The Gilded
Hole expeditions are simply too much
alike to keep the players’ interest alive.

Besides, the treasure is supposed to be
used as an incentive for action. In the
Gilded Hole campaign, treasure is neces
sary for continued action, but not useful
for any other purpose. All you can do
with the loot is finance another expedition,
No true incentive exists. ‘

If the money could be used to buy
mansions, castles, or titles, or finance
commercial ventures and private armies,
the campaign would retain its appeal. It
would also expand beyond the confines
of the dungeon and general store, as the
players tried to manage their other hold:
ings.

The Gilded Hole is an excercise in futility,
since the struggle gets you nothing but
more struggle. There are several Gilded
Hole Adventures, some very well written,
but they all suffer from their own lin: ted
scope.

Gilded Hole campaigns link up naturally
with Monty Haul campaigns, and the result
is a very flashy, very poor. game. The
flashiness is enough to make it sell, but
not enough to make nup for the flaws.

Cuteness. It is difficult to enjoy an
Adventure game in which the designer
decided to be cute. Cuteness is generally

realism, crushes any semblance of signifi-
cance and has a tendency to cause the
player to sneer at the Adventure. Genuine
humor is rarely harmful, but it’s also rar< ly
found. If a joke is called “cute,” “silly.” v
“clever,” by players, it should be buricd
as soon as possible.

Opportunities for Role-Playing
Opportunities for role-playing are rare
in most Adventure games. All contacts
with other creatures are superficiali !
they speak, they just read off a pre-mCOfd, h
speech, and if they fight, they attack wit
mindless ferocity. ‘ E e
Role-playing can be exercised _an.V“‘; .
there is a decision to be made, sinc¢ 11
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Adventure, continued...

role-player will try to make it in character.’
Still, most Adventure games have only
one solution to each problem; there is no
room for originality or personalization.
The puzzle game and the role-playing game
are mutually exclusive, since in the first
the task is to find the solution, while in
the other the task is to find a solution that
suits the role you are playing. Puzzle games
force the players to abandon their roles if
they want to win, and give little room in
which to play a role in any event. Role-
playing games generally lack the inter-
locking network of puzzles, and concentrate
on the characters and their careers.
Conversation with Creatures in the
scenario has been avoided in Adventure
games, perhaps because it’s “too hard.”
That conversation is difficult in the
format of two-word commands is obvious,
and the equally obvious solution is to
abandon the use of two-word commands,
at least in conversation.

Here is an example of what we might
be able to expect from a future adventure
game (computer output in all capitals):
AS YOU WALK DOWN THE ROAD, A
HUGE BANDIT LEAPS OUT IN FRONT
OF YOU. HE POINTS A PISTOL AT
YOUR STOMACH AND SAYS WITH
A GRIN, “STAND AND DELIVER.”
“How much do you want?”

(Note: quotation marks tell the program
that the character is speaking)

HIS GRIN WIDENS. “I AM NOT A
GREEDY MAN,” SAYS HE, “BUT I'LL
TAKE WHAT’S IN YOUR PURSE, AND
THAT FANCY DAGGER, TOO, AND
LEAVE YOU THE REST.”

“Just the dagger”

“I'LL HAVE BOTH, IF YOU PLEASE,
AND BE QUICK ABOUT IT.”

Give purse

(Note: the lack of quotation marks indicates
a command)

“MUCH OBLIGED,
DAGGER.”

Stab thief

WITH A STRANGLED MOAN, THE
BANDIT FALLS TO THE GROUND.

R I

NOW THE

Role-playing can be
exercised anytime
there is a decision to be
made, since the
role-player will try to
make it in character.

There is already a program which does
a good job of providing realistic responses

* to English sentences; it is “Eliza,” which

is a convincing imitation psychotherapist.
The program only recognizes a limited
range of inputs, but that’s nothing new to
Adventure games. The Eliza algorithm,
or a similar one, should be well suited to
onversations in Adventure games.

" Watch the Role-Playing Games

Adventure games have a distinct resem-

. blance to role-playing campaigns run by .
relative novices. Many ‘of the advanced -

concepts, such as the nature of realism,
character development, and other role-
playing philosophy are either poorly done
or ignored completely.

This probably stems from the program
designers’ lack of contact with the role-
playing community. All aspects of role-
playing games are examined, criticized,
and altered with surprising regularity by
the faithful.

Adventure game designers, and the
players as well, would benefit from listening
to these discussions. Fortunately, there is
no need to find a cave full of game fanatics
to hear the news. There are several
excellent publications that deal with the
practice and philosophy of role-playing.
The philosophy of role-playing is a more
practical topic than it would seem at first
glance; handling a role-playing game well
requires that you understand what you'’re
trying to do before you start putting rules
together.

Conclusions
Although there is trouble in Adventure-
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land, there is a great deal of potent,, ay
well. Many of the ideas needed fr
second generation of Adventure E"lmc:
have already been worked out, and othery
will be developed as Adventure gameg
progress. The excitement of role-playing
games and the abilities of the micrg
processor are too complementary to remain
separate for long.

So, with high hopes, I keep my silicon

sword and my CTRL-Reset shield ready
for my next excursion into Advenryre.
land.

Some Role-Playing Publications

Alarums & Excursions is a monthly

Amateur Press Association Magazine (APA
or apazine), which is a collection of uncut
contributions from anyone who wants to
submit a stencil. The quality varies from
contributor to contributor, and from issue
to issue, and the legibility is often poor,
but this is one of the! best sources for
ideas in role-playing games. Price is $1.50
plus postage, which costs $0.83 book rate,
or $1.40 UPS. Send a check to Lee, and
she’ll send you A&E as long as your mc.iey
holds out, and refund any remainder. W ¢
to: Lee Gold, 3965 Alla Rd., Los Angcles,
CA 90066.

Different Worlds is a bimonthy profes-

sional magazine which covers the entire
field, with a leaning toward the philosophy
of role-playing. Many of the better apazine
essays appear in DW eventually, and it
contains much original material as well.
DW costs $2.50 per issue, and $10.50 for
a six-issue (one year) subscription. Write
to: Different Worlds, P.O. Box 6302,
Albany, CA 94706. |

Dragon is a monthly professional mit:.1-

zine, which deals mostly with role-play.
games, but has pieces on other games
well, It covers the whole field, but i
deficient in articles on role-playing phi:
losophy. Dragon costs $3.00 per issue or
$24 per year. Write to: Dragon Magazine,
P.0. Box 110, Lake Geneva, W1 53147.

The Wild Hunt is a monthly apazinc

which is about half as thick as Alarums &
Excursions, and is offset printed rather
than mimeographed, which improves 1s
legibility immensely. TWH is more con-
cerned with role-playing philosophy than
A&E, and the average quality may be -

bit higher. It costs $1.50 plus postar
which varies from issue to issue. Sen.
Mark a check, and he'll send you 7 W

as long as the money lasts. Write to: Mark
Swanson, 40 Bow St., Arlington. 1\18

S R —
Renewing your Q{
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sincerest form
of flattery!
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