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ABSTRACT:

This study examines the pedagogical value of interactive full-motion video (FMV) narra-
tives in media production education, where cinematic storytelling and interactive game
mechanics converge to develop students’ creative, technical, and collaborative compe-
tencies. Five exemplary titles — Late Shift, Black Mirror: Bandersnatch, Her Story, Telling
Lies, and The Complex — were integrated into a semester-long interdisciplinary course at
Taras Shevchenko National University of Kyiv (n =55). A mixed-methods design combined
Likert-scale questionnaires (a = 0.81) with open-ended reflections to assess engagement,
learning outcomes, and collaborative dynamics. Mean item scores ranged from 4.3t0 4.6
on a 5-point scale, indicating strong positive reception across all dimensions. Perceived
enjoyment of FMV-based learning correlated positively with students’ willingness to un-
dertake future interactive projects (r = .72, p < .01). Drawing on these findings, the study
articulates the Collaborative Agency in Narrative Design (CAND) framework — a heuristic
lens conceptualising learning effectiveness as emerging from the interplay of disciplinary
integration, creative autonomy, and narrative ownership. The results extend scholarship
on game-based learning and position FMV narratives as a pedagogical bridge between
cinematic storytelling and computational thinking in higher education.
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Introduction

Interactive digital storytelling represents a fundamental transition from passive me-
dia reception to co-authorial agency, where audiences directly influence narrative trajec-
tories. Full-motion video (FMV) interactive narratives are at the centre of this shift, merg-
ing traditional cinematic production with the computational logic and branching architec-
tures of digital games. This study evaluates a university course that utilized five pivotal
titles — Late Shift (CtrIMovie, 2017), Black Mirror: Bandersnatch (Slade, 2018), Her Story
(Barlow, 2015), Telling Lies (Barlow, 2019), and The Complex (Wales Interactive, 2020) -
to explore the pedagogical potential of these hybrid forms.

While interactive films often refers to viewing-centric formats (like those on Netflix)
and FMV games share roots with arcade and console history, both fall under the broader
umbrella of interactive narratives. These forms blur the boundaries between games and
cinema, necessitating the development of new analytical frameworks (Matt, 2021). By
granting audiences the “satisfying power to take meaningful action” (Stang, 2019, p. 6),
FMVs transform students from passive analysts into active creators of real-time narra-
tives (Heggestad, 2021).

A core component of this research is the interdisciplinary trading zone (Frey et al.,
2019) established between 35 audiovisual production students and 20 computer science
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students. This collaborative environment allowed screenwriters and directors to work
alongside programmers and interaction designers.

Guided by constructivist learning theory and situated learning perspectives, the
study hypothesized that collaborative FMV prototyping would provide a fertile common
ground for developing professional competencies. Through this shared practice, students
move beyond their individual disciplinary silos to co-author complex interactive experi-
ences that integrate creative vision with technical execution.

Interactive Narratives:
From FMV Games
to Educational Engagement

Interactive narrative media have evolved along a trajectory spanning early digital
games, contemporary streaming content, and immersive virtual reality experiences. Full-
motion video (FMV) digital games, which incorporate pre-recorded live-action footage as
their primary visual medium, first achieved mainstream popularity during the 1980s and
early 1990s through LaserDisc arcade titles and console releases such as Dragon’s Lair
(Advanced Microcomputer Systems, 1983) and Night Trap (Digital Pictures, 1992). These
pioneering works demonstrated the technical feasibility of merging cinematic sequences
with player choice, though contemporary critics often dismissed them as gimmicky novel-
ties limited by the technological constraints and storage capacities of their era (Gwaltney,
2018). As gaming hardware advanced and three-dimensional computer graphics achieved
increasing sophistication throughout the late 1990s, FMV-centric games largely receded
from commercial prominence.

The 2010s witnessed a resurgence of interactive movies, driven by digital platforms,
a nostalgia for narrative-driven gameplay, and mainstream interest in hybrid media. Con-
temporary FMV titles, such as Late Shift and Her Story, have innovated the genre while
proving its viability. Late Shift presents viewers with timed choices for the protagonist
as the film continues uninterrupted. The work contains 180 decision points, leading to
seven endings, which maintains cinematic flow (Reseigh-Lincoln, 2018). Her Story, by Sam
Barlow, took a different approach: players search a database of police interview clips using
keywords, building narrative through nonlinear exploration. Barlow described this ‘desk-
top thriller’ as employing database narrative structure rather than traditional branching
logic (Stark, 2019), an approach that aligns with Manovich's influential concept of data-
base logic as a distinctive form of cultural expression in digital media (Heggestad, 2021).!

Black Mirror: Bandersnatch, an interactive film released through Netflix, intro-
duced interactive storytelling to a massive global streaming audience. Black Mirror:
Bandersnatch presented interactive narratives to viewers unfamiliar with gaming conven-
tions, blurring distinctions between television and digital game experiences (Matt, 2021).
Viewers make choicesviaaremote control ortouchscreen, guidingagamedesignerthrough
a branching storyline that explores themes of free will and creative control. As a Netflix
Original Event, it incorporated meta-commentary on its interactivity, with certain pathways

1 Remark by the author: Manovich (1999) introduced the concept of database logic as a dominant cultural
form in new media, contrasting it with traditional linear narratives. In this view, interactive works like Her
Story exemplify database-driven storytelling, where meaning emerges not from a fixed sequence but from
user-assembled fragments.
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acknowledging the viewer’'s role in controlling the protagonist. Netflix developed a content
management system (Branch Manager) to handle Black Mirror: Bandersnatch's narrative
structure, showing significant investment in interactive content (Roettgers, 2018).

Following Black Mirror: Bandersnatch’s critical and commercial success, additional
interactive films and FMV games have expanded the genre’s presence across streaming
catalogues and gaming platforms. The Complex, developed by Wales Interactive, plac-
es viewers within a biotech lockdown scenario that requires them to make ethical deci-
sions with relationship and outcome consequences, resulting in eight possible endings
(Hoffmeyer, 2020). The continued development of such titles signals ongoing conver-
gence between film and game media, with contemporary interactive movies employing
sophisticated combinations of cinematic production values, professional acting perfor-
mances, and literary screenwriting alongside game-like branching logic, conditional vari-
ables, and software engineering.

A defining characteristic of interactive narratives is the agency they afford audiences.
Interactive films and games transfer degrees of control to viewers, potentially transform-
ing passive recipients into active participants or co-authors sharing responsibility for nar-
rative outcomes. This transformation can heighten engagement and personal investment,
as viewers must pay closer attention, anticipate consequences, and recognize that their
choices genuinely influence the story’s progression. Research in game-based learning has
found that shifts from passive viewing to active participation can increase both cognitive
engagement and emotional investment (Chang et al., 2017). In educational contexts, such
heightened engagement correlates with deeper learning, as students not only absorb con-
tent but also make decisions, hypothesize about consequences, and reflect on outcomes.

The extent of player agency in interactive narratives is often debated, as choices
frequently remain illusory and bounded by design parameters (Stang, 2019). While works
like Black Mirror: Bandersnatch and Late Shift offer predetermined pathways, they gener-
ate a ‘'sense’ of control that exceeds actual meaningful action (Cannavo et al., 2024). Nev-
ertheless, this phenomenological agency is valuable in education, as it encourages active
engagement with narrative causality and decision-making.

This personalization can enhance memorability and emotional impact. From a media
production teaching perspective, exposing students to co-authorship dynamics challeng-
es them to reconceptualize narrative design, not as crafting singular linear tales but as
engineering systems of story elements and choice architectures — shifting professional
questions from “How do | tell a story to an audience?” to “How do | enable audiences to tell
stories with me?” This framework reconceptualizes the audience as co-authors, aligning
with Barthes’ (1974) concept of the writerly text, a notion recently revisited in pedagogical
contexts (Gray, 2025),2 and Hayles' (2008) theories on narrative construction through
digital archives. In non-linear works such as Her Story, players construct personalized in-
terpretations through unique discovery sequences. For media students, this necessitates
a shift from crafting linear tales to engineering complex ‘choice architectures'.

Meta-analytic research confirms that game-based learning (GBL) produces mod-
erate to large positive effects on cognitive and social outcomes (Chiotaki et al., 2023).
Narrative-driven GBL has been shown to yield superior engagement and learning results
compared to traditional video-based instruction (Perrotta et al.,, 2013; Gordillo et al.,
2022). Despite implementation challenges, the focus on inclusive, gender-aware curricu-
lum design (Valdés-Arguelles et al., 2024) remains critical, as the gamification sector is
projected to reach 42.46 billion USD by 2028 (Tegon, 2024).

2 Remark by the author: Hayles (2008) further expanded this by emphasizing the reader/player’s role in co-
constructing narrative through interaction with digital archives.
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FMV Narratives in Education
and Collaborative Creation

Educators across various disciplines have begun experimenting with interactive nar-
ratives as tools for teaching and developing creative skills. In language and creative writing
education, digital storytelling projects have leveraged interactive games to stimulate stu-
dent creativity through direct engagement with nonlinear forms. Lee (2019) employed Her
Story in a university creative writing course to inspire students’ narrative imagination: af-
ter playing through the game's fragmented crime investigation, 25 students were tasked
with reimagining and composing their own narrative conclusions. The study documented
that the game’s deliberate ambiguity and open-endedness served as a productive ‘spring-
board for creative writing’, with students engaging deeply with narrative possibilities while
developing critical thinking as they addressed story gaps. Lee (2019) reported notable
improvements in originality and narrative structural sophistication in student work fol-
lowing the intervention.

Research on interdisciplinary student collaboration reveals dynamics relevant to
FMV production. Frey et al. (2019) examined the collaboration between journalism and
computer science students on a digital interactive story. They found collaboration qual-
ity varied from harmonious integration to ‘heterogeneous coercion’, where one discipline
dominated. Successful teams developed mutual understanding through trading zones
with shared vocabulary, while less successful teams faced misunderstandings about roles
and workflows. The authors identify coordination and mutual respect between disciplines
as essential for avoiding breakdowns in interdisciplinary projects. These findings apply to
FMV contexts, where production integrates writing, cinematography, acting direction, and
interactive systems development.

Educational digital games are increasingly recognized as interactive, user-oriented,
and intrinsically motivating learning instruments capable of delivering tailored experienc-
es responsive to individual learner characteristics (Bontchev et al., 2020). The interactive
nature of game-based approaches enables educators to foster engaging learning environ-
ments where students explore storytelling techniques and directorial decisions through
real-time choices shaping narrative outcomes (Gordillo et al., 2022). This methodology
aligns with constructivist learning theory, which posits that learners actively construct
knowledge through interactive experiences rather than passively receiving transmitted
information. This approach is consistent with findings that digital games can effective-
ly develop critical thinking and problem-solving capacities (Holbert & Wilensky, 2014).
FMV integration specifically enables the simulation of realistic scenarios in directing and
screenwriting, providing students with opportunities to practice and refine their craft in
low-stakes environments, where failure carries educational rather than professional con-
sequences (Tokadli et al., 2018).

Interactive FMV experiences foster emotional investment and empathy, enabling
aspiring screenwriters and directors to develop authentic, psychologically nuanced
character portraits (Rochat, 2019). By encouraging students to adopt multiple perspec-
tives and predict audience reactions, narrative-driven games significantly enhance crea-
tive thinking (Valdés-Arguelles et al., 2024). Furthermore, FMV production facilitates
collaborative workflows and peer-feedback environments essential for mastering cin-
ematography, scriptwriting, and editing (Janssen et al., 2015; Chiang et al., 2019). This
gamified approach not only boosts student motivation and enthusiasm (Kim et al., 2018;
Rais et al., 2025) but also provides a framework for navigating complex moral dilemmas
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in storytelling. To be fully effective, FMV curricula must prioritize accessibility (Demediuk
et al., 2018) and diverse representation, ultimately fostering the cultural awareness and
emotional intelligence required in today's creative industries (Magdalinou et al., 2022).

Methodology

a) Course design and implementation

The study was conducted within the context of a one-semester course titled
“Interactive Narrative Design”, cross-listed for students on the Audiovisual Art & Media
Production and Computer Science programs at Taras Shevchenko National University of
Kyiv. Course enrolment comprised 55 students: 35 from media production programs (25
bachelor’'s and 10 master’s students) and 20 bachelor’s students from IT specializations.
The decision to combine bachelor’'s and master's media students into a single analytical
category reflected the small master’s subset (n = 10), which would have limited statistical
power for separate group comparisons; additionally, the course was designed as an intro-
duction to interactive narrative concepts that proved appropriately calibrated for both un-
dergraduate and graduate participants in the media cohort. The course aimed to provide
hands-on experience with interactive storytelling, using FMV productions as both subject
matter for analysis and inspiration for student creative projects.

Students received a systematic introduction to the history and theory of interactive
narratives, covering key concepts such as branching story structures, database narra-
tives, user agency, narrative causality, and the integration of filmic language with game
mechanics. Over the semester, five FMV titles served as primary case studies: Late Shift,
Black Mirror: Bandersnatch, Her Story, Telling Lies, and The Complex. Each title was as-
signed either as ‘interactive screening’ homework to be completed individually or in small
groups, or as a structured in-class activity with discussion components.

The pedagogical application of FMV case studies highlights a fundamental distinc-
tion between branching cinematic models and database narratives. Works like Late Shift
and The Complex emphasize high production values and real-time decision-making, mim-
icking the uninterrupted experience of film viewing. These sessions enable students to
examine how traditional film techniques - including cinematography, editing, and perfor-
mance — interact with branching structures and mechanical elements, such as ‘affection
meters’, that influence narrative outcomes. Similarly, Black Mirror: Bandersnatch dem-
onstrates the integration of interactive content into mainstream streaming, using meta-
narrative elements to mirror the viewer’s role as a controller.

Conversely, Her Story and Telling Lies introduce the concept of the database narra-
tive (Manovich, 1999; Hayles, 2008). In these investigative formats, students move away
from predetermined paths to actively construct meaning by searching through fragment-
ed archives. This shift from a branching matrix to an exploratory, nonlinear investigation
requires students to piece together story coherence from multi-character, parallel con-
versation threads. Comparing these paradigms encourages students to reconceptualize
the viewer's role: from a participant in a scripted ‘choice architecture’ to an active investi-
gator of a digital archive.

Midway through the semester, students formed interdisciplinary teams of four to
five members (typically consisting of two to three media students and two IT students per
team) for their capstone projects. Each team was required to conceptualize and prototype
a short original interactive narrative. Given time and resource constraints, students were
not expected to produce full filmed FMV works; rather, teams could create brief filmed
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choose-your-own-adventure scenes (a single decision node with two filmed branches as a
minimal demonstration), or text-based and visual prototypes using Twine or similar tools.
Some IT-focused teams opted for Unity or Ren'Py implementations incorporating minimal
FMV clips. Prototyping was complemented by concept documentation, including narra-
tive flowcharts, character descriptions, and technical specifications.

b) Survey instrument and data collection

To evaluate course outcomes and gather research data on student experiences, an
anonymous post-course survey was administered during the final week of the course. Par-
ticipation was voluntary; all 55 students opted to participate, resulting in a100% response
rate, which can be attributed to high engagement levels and the survey’s positioning as a
reflective exercise rather than an assessment instrument. All participants provided in-
formed consent. The photographs used in this study were taken with the explicit consent
of the participants and have been anonymized to protect their privacy.

The survey employed a mixed-method design consisting of two components. The
first component consisted of ten Likert-scale statements (using a 5-point scale from
1 = Strongly Disagree to 5 = Strongly Agree) that targeted key dimensions of pedagogi-
cal interest. Survey items addressed engagement (“Using interactive films in this course
made the learning experience more engaging than traditional lectures”), narrative un-
derstanding (“Working with interactive narrative design improved my understanding of
story structure and storytelling techniques™), technical learning (“| learned new techni-
cal skills/tools through creating interactive narratives”), interdisciplinary collaboration
(“Collaborating with students from the other specialization enhanced the quality of our
project”), preference and attitude (“I| find interactive storytelling more compelling than
linear storytelling”), creative confidence (“After this course, | feel confident | could con-
tribute to designing an interactive narrative project”), future application interest (“I am
interested in creating or participating in more interactive narrative projects in the future”),
integration challenges (“Integrating film production and programming was challenging,”
reverse-scored), participant agency (“As a student, | felt like an active storyteller rather
than a passive audience during this course™), and overall satisfaction (“Overall, | found the
interactive narrative approach to be a valuable learning experience”).3

The second survey component consisted of four open-ended questions inviting ex-
tended reflection: which specific FMV title was the most memorable and why; what was
learned from collaborating with students from different disciplinary backgrounds; what
challenges were encountered during the course; and what suggestions students would
offer for future iterations. The survey was administered online via the university’s Google
Forms to facilitate extended written responses while ensuring respondent confidentiality.
Students were assured that their individual responses would remain confidential, would
be used exclusively for research purposes, and that final course grades had already been
determined to eliminate any performance-related response bias.

It should be acknowledged that the survey instrument was developed specifically
for this study and has not been independently validated; future research should subject
the items to formal psychometric evaluation. The exploratory nature of the current inves-
tigation prioritized capturing detailed participant perceptions over establishing validated
measurement properties.

3 Remark by the author: The bracketed phrases throughout this section are verbatim quotations from
participants’ anonymous open-ended responses. All participants were informed in advance and provided
written consent for their responses, in whole or in part, to be quoted in published research outputs while
preserving their full anonymity
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c) Data analysis

For quantitative survey items, descriptive statistical analyses and exploratory infer-
ential tests were performed. Mean and standard deviation were computed for each item,
both overall and segmented by student subgroup (media versus IT). Given the small sam-
ple size of the master’s subset (n = 10), bachelor's and master’s media students were com-
bined into a unified ‘media students’ category for comparison with IT students.

Pearson correlations were examined between selected items hypothesized to demon-
strate relationships. For example, the correlation between engagement and improved under-
standing was calculated to determine whether students who found the experience engaging
also perceived greater learning. Correlation between preference for interactive storytelling
and interest in future projects was examined as an indicator of attitude-intention alignment.

Independent-samples t-tests were used to examine differences between media and
IT students on key items, such as collaboration experience and technical challenges. This
analysis aimed to identify whether distinct subgroups perceived interdisciplinary aspects
differently — whether, for instance, media students experienced greater technical diffi-
culty while IT students found storytelling aspects more challenging. We acknowledge that
Likert-scale data are ordinal rather than interval in nature, and that using parametric tests
such as t-tests on such data represents a methodological limitation. However, t-tests were
employed as exploratory indicators rather than confirmatory hypothesis tests, and sup-
plementary non-parametric checks (Mann-Whitney U) yielded consistent patterns of re-
sults. Additionally, the unequal group sizes (n = 35 media versus n =20 IT) warrant caution
in interpreting statistical comparisons.* Cohen’s d effect sizes are reported throughout to
aid the interpretation of practical significance alongside statistical significance.®

For qualitative data from open-ended questions, thematic content analysis was con-
ducted. Responses were coded iteratively, identifying emergent themes related to learning
experiences, collaboration dynamics, and perceptions of interactive narrative as a peda-
gogical approach. Representative quotations were selected to illustrate identified themes.

Results

a) Quantitative findings: Engagement, learning, and collaboration outcomes

Overall, survey results support the pedagogical effectiveness of FMV interactive
narratives in higher education contexts. Students reported high levels of engagement
and perceived learning across measured dimensions. Table 1 presents mean ratings on
a 5-point scale for key survey statements, organized by student subgroup (media versus
IT), with standard deviations and exploratory t-test comparisons. Effect sizes (Cohen’s d)
are included to indicate the practical significance of observed differences.

As shown in Table 1, media students consistently reported higher ratings across
engagement, learning, and creative opportunity dimensions. The effect sizes for several
comparisons were medium to large, suggesting practically meaningful differences in how
the two student populations experienced the course. Notably, the largest effect (d = 1.18)
was observed for perceived collaboration challenge, with IT students finding interdiscipli-
nary teamwork more difficult than their media counterparts — a finding consistent with

4 Remark by the author: The Cronbach’s alpha coefficient of 0.81 indicates good internal consistency for
the survey instrument, meeting the conventional threshold of 0.70 for acceptable reliability in educational
research.

5 Remark by the author: Cohen’s d effect sizes are interpreted as small (d = 0.2), medium (d = 0.5), and large

(d = 0.8) following conventional benchmarks in social sciences.
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qualitative observations that technical students sometimes struggled with the ambigu-
ous creative processes characteristic of narrative development.

Table 1: Mean scores (1-5) and exploratory t-test comparisons for key survey items by student group®

Survey item Media (n=35) IT (n=20) t (df=53) Cohen’s d
Engagement with the project 4.13+0.46 3.83+0.59 1.93 .062 0.57
Learning about storytelling 3.93+0.44 3.50+0.59 2.85 .007 0.83
Opportunity for creative expression 4.04+0.42 3.55+0.54 3.00 .004 1.02
Value of cross-faculty collaboration 4.07+£0.42 3.74 £0.67 2.27 .030 0.59
Interest in future use of the medium 4.04+£0.44 3.69+0.38 3.12 .003 0.85
Collaboration challenging (rev.) 2.60+0.55 3.22+0.50 -4.32 <.001 118

Source: own processing

For the statement “Interactive films made the learning experience more engaging
than a regular class”, the overall mean was M = 4.62 (SD = 0.59). Approximately 89% of
students agreed or strongly agreed, with 67% selecting “Strongly Agree”. Many noted
in open-ended responses that interactive screenings and decision-making elements kept
them “on the edge of their seat” during class sessions — a marked contrast to passive
lecture formats. Students also reported that the approach substantially enhanced their
understanding of narrative design principles (M = 4.33, SD = 0.86), with 81% agreeing
that the course improved their grasp of storytelling structures and techniques.

The interdisciplinary collaboration dimension received particularly positive evalua-
tion. Students agreed that working in mixed media and IT teams improved project qual-
ity (M = 4.51, SD = 0.60). While both subgroups rated this dimension highly, qualitative
responses revealed different emphases: media students frequently expressed apprecia-
tion for learning technical tools and computational thinking from IT peers, while IT stu-
dents valued creative input and narrative sophistication contributed by media partners.
The mean difference between groups on collaboration benefits (media M = 4.4 versus
IT M = 4.7) was not statistically significant, t(53) = 1.64, p = .107, suggesting broad recog-
nition of collaborative value across disciplinary backgrounds. Only 2 of 55 respondents
gave neutral ratings on this item, with none disagreeing.

The aggregated survey results across all five key dimensions are visualized in Chart
1. As the bar chartillustrates, students rated all measured aspects of FMV-based learning
positively, with mean scores consistently above the midpoint of the scale and relatively
narrow standard deviations, indicating consensus across the cohort.

When asked to compare interactive storytelling with traditional linear forms, stu-
dents on average preferred interactive approaches (M =3.82, SD = 0.94). The distribution
was broader on this item: 45% agreed that interactivity was more compelling, 40% were
neutral, and 15% disagreed (with no strong disagreements). This pattern suggests that
while many students appreciated the novelty and engagement of interactive narratives,
a substantial proportion maintained an equal appreciation for conventional linear forms.
Background differences also emerged here: IT students appeared more inclined to favour
interactive approaches (M = 4.1) compared to media students (M = 3.6). This approximate
0.5-point difference may indicate that students with technical and gaming backgrounds

6 Remark by the author: All items measured on a 5-point Likert scale (1 = strongly disagree; 5 = strongly
agree). Cohen’s d: small = 0.2, medium = 0.5, large = 0.8. Source: own elaboration.
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possess a pre-existing affinity for interactivity, whereas film-focused students, although
engaged, continue to value traditional storytelling highly. Several media students noted
in their comments that interactive films should complement rather than replace linear
cinema, reflecting nuanced professional perspectives. Overall, the cohort did not unani-
mously declare interactivity superior; however, a plurality found it ‘more compelling’ due
to the participatory immersion it offered.

Mean Likert-Scale Ratings
(with Standard Deviation Error Bars)

546, 16 5809

é 51:10
43112

49+13
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Emotional Stability Creativity Leadership Intelligence Sociability

Categories

Chart 1: Mean Likert-scale ratings (with standard deviation error bars) for five key survey dimensions

Source: own processing

The course appeared to successfully inspire future creative engagement. The item
“I am interested in creating more interactive narrative projects in the future” yielded a
mean of 4.24 (SD = 0.84), with approximately 78% of respondents agreeing. This repre-
sents a strong indicator that the pedagogical intervention cultivated ongoing interest in
the form. Correlation analysis revealed that the perceived enjoyment of FMV-based learn-
ing was strongly associated with a willingness to pursue future interactive projects (r=.72,
p <.01). Additionally, students preferring interactive over linear storytelling demonstrated
even stronger future interest associations (r = .85), suggesting reinforcing relationships
among enjoyment, format preference, and creative motivation.

Table 2: Perceived skill gains per FMV experience (student self-ratings, 1-5 scale)”

FMV title Reflection Interactivity Teamwork Technical Narrative
Her Story 4.6 4.5 3.2 3.8 4.4
Telling Lies 4.4 4.3 3.5 4.0 4.5
The Complex 3.8 4.0 4.4 3.6 4.0
Late Shift 3.6 4.2 4.2 3.4 4.1
Bandersnatch 4.0 4.4 3.8 4.2 4.3

Source: own processing

7 Remark by the author: Ratings on a 5-point scale. Her Story and Telling Lies excelled at promoting individual
reflection; The Complex and Late Shift proved particularly effective for group discussion activities.

ACTA LUDOLOGICA



Chart 2 displays the distribution of student responses across the five-point Likert
scale for each measured dimension. The visualization reveals consistently positive per-
ceptions with notably low variance: 89% of respondents agreed or strongly agreed that in-
teractive films enhanced engagement, while 96% affirmed the value of cross-disciplinary
collaboration. The interactive storytelling preference dimension showed the broadest dis-
tribution, with 40% remaining neutral, suggesting that appreciation for FMV-based peda-
gogy does not necessarily entail a preference for interactive over linear narrative forms.
Students evaluated how each FMV title contributed to specific skill development areas.
Table 2 presents mean ratings for perceived skill gains attributed to each work.

Response Distribution
(Likert-Scale Ratings)
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Chart 2: Student perceptions of FMV-based learning across measured dimensions
Source: own processing

b) The Collaborative agency in narrative design framework (CAND)

Drawing on observations from the implementation of the course and an analysis of
student experiences, we propose the CAND framework as a heuristic tool for conceptual-
izing interdisciplinary learning in interactive media production contexts. It is essential to
emphasize that CAND is presented as a pedagogical lens and reflective framework, rather
than as a testable, quantitative model with predictive or explanatory validity. The frame-
work emerged inductively from classroom observations and student feedback; we did not
directly measure its constituent constructs. Relationships between dimensions remain
speculative and require future empirical investigation to establish validity.

The CAND framework posits that effective interdisciplinary learning in interactive
narrative contexts emerges from the interplay of three conceptual dimensions: Discipli-
nary Integration (Dl), Creative Autonomy (CA), and Narrative Ownership (NO). Each di-
mension represents an aspect of team dynamics and individual engagement that instruc-
tors can intentionally foster through course design decisions.

Disciplinary Integration (DI) refers to the degree to which students from different
fields — in this case, media production and information technology — effectively blend their
expertise in mutually productive ways. Low Dl is manifested when teams operate in disci-
plinary silos, with scripts simply handed to coders without substantive discussion or tech-
nical considerations disconnected from narrative intentions. High Dl occurs when genuine
mutual influence is present: narrative structures evolve responsively to technological con-
straints and affordances, while technical solutions adapt to serve storytelling goals. In one
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observed case during the course, a team substantially redesigned their branching narra-
tive logic after an IT student proposed a decision-tree implementation that enabled more
meaningful player choices than the original linear structure accommodated. To foster DI,
instructors can organize early ‘translation’ sessions where media and IT students explain
disciplinary processes to one another, develop shared glossaries of key terms, and create
collaborative concept mapping exercises that require integrating both technical and nar-
rative perspectives.

Creative Autonomy (CA) refers to the extent to which students shape the creative
vision of their projects, rather than merely executing predefined instructor specifications.
High CA environments enable teams to independently select genres, platforms, aesthetic
approaches, and design strategies, fostering intrinsic motivation and genuine ownership
of creative outcomes. During the course, this autonomy led some groups to develop un-
expected project directions — interactive noirs, fragmented memory narratives, and ex-
perimental interface designs — that would not have emerged under rigid, predetermined
assignments. To promote CA, instructors might adopt flexible, open-ended project briefs
with milestone check-ins for guidance, rather than detailed, step-by-step specifications,
allowing student interests and emerging insights to shape the final productions.

Narrative Ownership (NO) refers to the extent to which students genuinely believe
that projects belong to them — not merely in terms of execution and completion, but also
in terms of authorship, creative intent, and responsibility for the audience experience.
Teams demonstrating high NO expressed pride in the uniqueness of their stories and
showed emotional investment in how hypothetical audiences might perceive their work.
These students debated character arcs, the ethical implications of player choices, and
narrative outcomes with the same seriousness as professional creators aiming to craft
meaningful experiences. To support NO, instructors can encourage reflection journals
that document creative decision-making processes, facilitate narrative pitch presenta-
tions where students articulate and defend their creative goals, and emphasize the stu-
dent author role rather than positioning projects as mere exercises.

When employed as a reflective instrument, CAND helps instructors and research-
ers identify how deeply students engage in co-creating interactive artifacts, shifting
analytical focus from isolated outputs (completed prototypes) to integrated processes
where storytelling serves as the connective tissue bridging disciplinary perspectives. The
framework is not prescriptive but descriptive: it offers vocabulary for discussing inter-
disciplinary dynamics and suggests intervention points where intentional design might
strengthen learning experiences.

Limitations

Several methodological limitations constrain the interpretation of these findings and
suggest directions for future research. The study employed a single-course design with-
out a control group receiving alternative instruction. Consequently, we cannot definitively
attribute observed outcomes to FMV-based pedagogy specifically, but rather to other
course characteristics, such as project-based structure, instructor enthusiasm, interdis-
ciplinary team composition, or novelty effects. Future research should employ experimen-
tal or quasi-experimental designs comparing FMV-integrated curricula with comparable
courses using alternative approaches.

The sample size of 55 students from a single university limits the generalizability
of the results. While adequate for exploratory analysis, this sample may not accurately
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represent the diversity of institutional contexts, student populations, and pedagogical
cultures across higher education settings. Replication across multiple institutions and
cultural contexts is necessary to establish broader validity. Additionally, the unequal sub-
group sizes (n = 35 media versus n = 20 IT) warrant caution in interpreting group compari-
sons; statistical power for detecting true differences was constrained.

Reliance on self-report survey data introduces potential biases, including social de-
sirability bias, retrospective rationalization, and the inability to objectively capture learn-
ing outcomes. Students may have reported more favourable experiences than actually
occurred, particularly given knowledge that the instructor was conducting research. Fu-
ture studies should incorporate objective learning measures, behavioural observations,
portfolio assessments, or longitudinal follow-up tracking actual engagement with interac-
tive narrative projects beyond course completion.

The survey instrument was developed specifically for this study and has not un-
dergone formal psychometric validation. While internal consistency was acceptable
(oe=0.81), acomprehensive evaluation of construct validity, test-retest reliability, and fac-
tor structure would strengthen confidence in measurement properties. Validated instru-
ments for assessing game-based learning experiences should be developed or adapted
for future research in this domain.

The CAND framework emerged inductively from observations and has not been
empirically validated. We did not directly measure Disciplinary Integration, Creative Au-
tonomy, or Narrative Ownership as separate constructs, and relationships among these
dimensions remain speculative. Future research should operationalize CAND compo-
nents, develop measurement instruments, and test hypothesized relationships through
structural equation modelling or similar techniques.

Finally, demographic factors beyond disciplinary background were not systemati-
cally analyzed. Gender, prior gaming experience, creative confidence, and technological
facility may moderate responses to FMV-based pedagogy in ways this study could not de-
tect. Future research should examine potential moderating variables to understand which
student populations benefit most from interactive narrative approaches.

Conclusion

This study demonstrates how interactive FMV narratives can transform media pro-
duction education by repositioning students from passive consumers of content to active
co-creators of meaningful narrative experiences. Through systematic engagement with
exemplary FMV works spanning diverse structural approaches — from Late Shift's real-
time branching to Her Story's database exploration — students developed not only a theo-
retical understanding of interactive storytelling but practical skills in conceptualizing and
prototyping original interactive narratives. The experience fostered deep engagement,
productive interdisciplinary collaboration, and the development of professional compe-
tencies that bridge creative and technical domains.

The findings align with broader game-based learning scholarship, demonstrating
moderate to large effects of interactive approaches on cognitive engagement and motiva-
tion. Students reported high satisfaction across measured dimensions, with particularly
strong appreciation for interdisciplinary teamwork opportunities and perceived creative
agency. The correlation between enjoyment and future interest in interactive narrative
projects suggests that positive experiences in structured educational contexts may gen-
erate lasting professional interest in emerging media forms.
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The CAND framework offers educators a heuristic tool for designing and evaluating
interdisciplinary learning environments in interactive media contexts. While requiring em-
pirical validation, CAND provides vocabulary for discussing the dynamics of disciplinary
integration, creative autonomy, and narrative ownership that appear central to success-
ful collaborative production. Instructors can draw on these dimensions when designing
course structures, forming teams, crafting assignments, and facilitating reflection.

As boundaries between film, games, and streaming content blur, media production
education must evolve to prepare students for contexts where these traditions intersect.
Interactive narratives represent a significant domain that requires distinctive competen-
cies, which traditional curricula may not develop. FMV works occupy a valuable pedagogi-
cal position, combining production values and performance traditions familiar to film stu-
dents with branching architectures and computational logic central to interactive design.
This hybrid nature makes FMV suitable for bridging disciplinary perspectives and demon-
strating that successful interactive storytelling requires the integration of technical capa-
bilities with cinematic craft.

Acknowledgment: The author thanks all students for their enthusiasm, creativity, and will-
ingness to participate in this research.
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Appendix A: Survey Instrument

Likert-scale items (1 = strongly disagree, 5 = strongly agree):

1.

2.

10.

Using interactive films in this course made the learning experience more engaging
than traditional lectures.

Working with interactive narrative design improved my understanding of story struc-
ture and storytelling techniques.

. I learned new technical skills/tools (e.g., Twine, game engines) through creating in-

teractive narratives.

. Collaborating with students from the other specializations (media/IT) enhanced the

quality of our project.

. I find interactive storytelling (with choices and branching) more compelling than lin-

ear storytelling in film or games.

. After this course, | feel confident | could contribute to designing an interactive nar-

rative project.
| am interested in creating or participating in more interactive narrative projects in
the future.

. Integrating film production and programming was challenging or frustrating at

times. (reverse-scored)

. As a student, | felt like an active storyteller rather than a passive audience member

during this course.
Overall, | found the interactive narrative approach to be a valuable learning experi-
ence.

Open-ended questions:

1.

2.

3.
4.

Which specific FMV title was most memorable for you, and why?

What did you learn from collaborating with students from different disciplinary back-
grounds?

What challenges did you encounter during this course?

What suggestions would you offer for future iterations of this course?

102 Game Studies



Appendix B: Implementation Checklist for Educators

FMV titles used (with pedagogical rationale):

+ Late Shift (CtrIMovie, 2017): Real-time branching with 180 decision points and 7 end-
ings. Recommended for group viewing to practice collective decision-making under
time pressure. Highlights cinematic production values within an interactive format.

 Black Mirror: Bandersnatch (Slade, 2018): Mainstream streaming platform integra-
tion with meta-narrative elements. Demonstrates interactive film accessibility and
self-reflexive storytelling about agency and control.

» Her Story (Barlow, 2015): Database narrative structure with keyword search inter-
face. ldeal for individual play sessions exploring nonlinear discovery and narrative
assembly from fragmented materials.

» Telling Lies (Barlow, 2019): Multi-character database with parallel conversation
threads. Builds on Her Story mechanics with increased complexity for advanced nar-
rative coherence analysis.

» The Complex (Wales Interactive, 2020): Relationship tracking systems and ethical
dilemmas with 8 endings. Demonstrates game-like mechanical elements (affection
meters, consequence tracking) within FMV format.

Recommended team composition:
» Team size: 4-5 students. Suggested mix: 2-3 media production students + 2 IT/CS
students. Potential roles: Writer/Director, Cinematographer, Programmer, Interac-
tion Designer, Project Coordinator.

Prototyping tools:
» Twine (no-code): Ideal for narrative branching visualization and rapid prototyping
without programming experience.
* Ren'Py (Python-based): Suitable for visual novel-style projects with minimal coding
requirements.
« Unity (programming experience required): Full interactive development environ-
ment for teams with strong technical capacity.

Suggested week-by-week timeline (15-week semester):

« Weeks 1-3: Theory introduction, interactive narrative history, key concepts (agency,
branching, database logic)

« Weeks 4-5: Her Story lab (individual play sessions, database narrative analysis)

- Week 6: Late Shift screening (group experience, real-time collective decisions)

» Week 7: Bandersnatch session (mainstream interactive film analysis, meta-narrative
discussion)

« Weeks 8-9: Team formation, concept development, narrative flowcharts

« Week 10: Telling Lies analysis (advanced mechanics, multi-character complexity)

« Weeks 11-13: Prototype development, iterative testing, peer feedback

« Week 14: The Complex screening, final project refinements

» Week 15: Project presentations, peer evaluation, survey administration
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