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Abstract

The thesis explores paratextuality in the video game culture. This concept coined in 1982 by
G®rard Genette in the context of | iteraivey publis
years adopted by other fields, including television and film studies, and game studies.
However, the recent appropriations of the paratextual framework significantly deviate from

its original conceptualization and cause terminological confusion. Still, paratextuality has the
potential to provide a unique insight into cultural practices across various cultural indus tries,
including video games. Figuratively described as a threshold, the concept of paratextuality
deals with often overlooked elements of media ecosystems, such as promotional materials or
instruction manuals. In the thesis, | present a thorough critical review of the current state of
paratextual research. Due to its unsatisfactory state, | propose an updated paratextual
framework, which builds on the theoretical foundations of textual transcendence. Its more
practical dimensions then acknowledge the cultural specificities of the video game cultural
industry. In the empirical part of the thesis, | focus on video game trailers and analyze both
their formal qualities as well as their audience reception. The findings uncover the
ambiguous status of a video gane trailer as both a paratextual element and a noteworthy text
in its own right. In this regard, they confirm the need for a more nuanced treatment of
paratextuality explicated within the theoretical framework.
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Introduction

Introduction

NnAre paratexts mer el
T Robert Brookey (Brookey and Gray 2017)

AA thing in 6épara,d® moreover, is not only simu
between inside and out. It is also the boundary itself, the screen which is a permeable
membrane connecting inside and outside. It confuses them with one another, allowing the
outside in, making the inside out, dividing them and joining them. It also forms an
ambiguous transiti on bet ween one and the other. Though a
choose univocally one of these possibilities, the other meanings are always there as a
shimmering in the word which makes it refuse to stay still in a sentence. The word is like a
slightly alien guest within the syntactical closure where all the words are family friends
together. o

T J. Hillis Miller (1979)

The opening quotes capture two very different moments in paratextual scholarship. In the

first one, Robert Brookey asks Jonathan Gray, who helped to popularize the concept of

paratext in film and television studies with his influential book Show Sold Separately:

Promos, Spoilers, and Other Media Paratexts (Gray 2010), an important question about the

definition of the widely used concept. Is paratextuality the only thing that there is to say

about paratexts? The second quote marks the origins of the concept, which was introduced by

G®r ar d Gd4982 Gdanate(1987b)e x pl i ci t 1y r ef eaticmofthe Mi |l | er 6s
meaning of the prefix 6éparadé, which is in stark
paratext as an ancillary subordinate element of cultural industries. Currently, the ambiguity

of the term paratext has been abandoned in favor of a use a a more straightforward

analytical tool. This however fails to capture the complexities of cultural production and does

not stay true to the roots of the term. The goal of this thesis is therefore to address these

concerns about the paratextual framework, refine its definition and apply it to the study of

video games while capturing the initial meaning of paratext.

The term paratext was originally conceived in the context of codex book publishing. Thus, its
definition and the surrounding analytical framewo rk best suits this particular medium,
especially the realist and modernist literature from the period between the 19t century and
the first half of the 20 t century. This era has also supplied most of the empirical cases for

G e n e t(19%76) seminal book Paratexts: Thresholds of Interpretation , first published in
French in 19871 Foreshadowed in his previous work on palimpsests (Genette 1997a)in 1982
and contextualized, albeit implicitly, in the treatise on works of art (Genette 1997¢)in 1994,
paratextuality was considered to be one of five possible transtextual relationships (the
individual types are discussed insection1l)l. Overall, Genetteds typol og
paratext, presented a more nuanced look at the braader topic of intertextuality (Kristeva
1969; Riffaterre 1983). However, out of these only paratext hasreceived wider recognition in
academia and has beerlater adopted by other fields outside literary theory.

1For the English-speaking part of academia, the term paratext was officially introduced in the journal

New Literary History in 1991. However, the article Introduction to the Paratext (Genette 1991)is not

an independent text, but only a translation of the introductory chapter of the original French

monograph by Marie Maclean. At that time, another chapter of the book T about the functions of titles

in literature (Genette 1988)7 had been already published in the journal Critical Inquiry in 1988 in

transl ation of Bernard Cramp®. The whole monograph in
Lewin in 1997.
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Paratextuality deals with issues of a textual surround and social practices connected to

cultural industries. G e n e texpbrat®n of a book as a cultural artifact followed

developments in the academic study of texts in general and chalenged the centrality of a

work and its univocality presumed in classical literary criticism. To a certain extent, paratext
highlightsthe s ame t ensi ons within meaning making proce:¢
critique of authorship (1987b) and work/text distinction (1987a). It also relates to the inquiry

of the Constance Schood s i nt o (Jawssl1870;tiserd9v8)and its emphasis on the
activeroleofareaderr Al t hough Genettebs bel is®propern subor di
literary texts suggestsa somewhat traditionalist approach to literary culture, the necessity of

a paratext to provide framing for a text shows that centrality of a text is no longer deemed

automatic and self-sufficient. On the contrary, it needs to be established through paratextual

elements such as book covers, colophons, prefaces or notesvhich attempt to reduce the

polysemy of texts. Genette supports this post-structuralis t reading of paratextuality by

referencing the deconstructionist J. Hillis Miller (1979) and his essay on parasiteas a

metaphor of relationship between literary works and criticism (see section 2.2.3. Thus

despite focusing on authorial intent and the production perspective, the paratextual

framework deals with the limited cont rol that creators have over their own texts once they are

situated in the socio-historical reality. By drawing attention to previously overlooked

practices, Genette has encouragedurther research not only within literary theory, but in

other fields and cultural areas, which he himself identified as using equivalent measures to

frame their artifacts:A[ é] the titl e i n musisignaturedh painting,t he pl a:
the credits or t lGenetterl@9ird, 40F)Televisiorf and film sthidée$ ab

game studies among others have appropriated the original conceptual framework to fit new

objects of interest.

However, any such acts of adoption inevitably create newconceptual and terminological
demands. Most importantly, one has to ask what should be consideredthe text if there is to
be something paratextual to it. Is it even necessary to identify atext in order for
paratextuality to be established and manifested?

The academic discussions about textuality are complex and not the primary interest here, but
it can be only beneficial to clearly communicate the way how broad terms such as text or
work are used in the thesis. Unless otherwise stated, text and work are considered as
synonyms standing for a cultural artifact , including video games.The choice of the term text
as the most general designation of a cultural artifact is motivated by the interdisciplinary
nature of the thesis. Combining developments from literary theory, media studies, film and
television studies assumes that these different fields all share an object of studythat could be
in the most basic senseof the word identified as a text. Usually, this object belongs to what is
metaphorically sketched asa triangle including (besides the tex) also its producers and
recipients. This terminological decision does not prioritize verbal elements over other
potential modes of expression even though that is sometimes the case in paratextual research
(Wolf 2006b; Rockenberger 2014). Instead, | aim for an inclusive approach and usethe term
text partly as a metaphor that allows one to view video games and computer technology in
generalasfii nt er pr et i (Weolgar 1900, 60%x i bl e 0O

Within the field of game stu dies, the term text is loaded with a preference of narrative

content of a game over its ludic features This is quite a paradox considering that the

neologism cybertext has been originally used todefine the object of interest as a wholeby one

of the founding fathers of the field (Aarseth 1997). The historical dispute between the

approaches of narratology and ludology has been atleast partlyreonci | ed by Jesper
(2005) influential book Half -real: Video Games Between Real Rules and Fictional Worlds

but it still remains a relatively controversial topic and it needs to be explicitly acknowledged

as such
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Essentially, the usage of the term text can be considered colonialist when it comes to the field
of game studies, which at its beginnings lacked proper theoretical foundations . Thus, it
borrowed concepts and terminology from already established disciplines such as literary
theory and narratology, mostly during the late 1990s and early 2000s. This is also the caseof
paratextuality, which was introduced to game studies in 2007 by Mia Consalvo in her book
Cheating: Gaining Advantage in Videogames and has been used widely since then gee
section 2.3 for an overview of recent research using the framework. The thesis atempts to
retrace the trajectory of paratextuality as a concept on its way from literary theory to game
studies to see what has changed in its conceptualization along the wayln this regard, | aim
to critically evaluate the previous colonizing efforts and emancipate the paratextual
framework from its place of origin and to fully appropriate it for game studies while
respecting its foundations.

The terms text and paratext are inevitable parts of any debate on paratextuality but they can

always be reevaluaed in the specific contexts in which they are used.For the sake of this

thesis, video games are considered texts in the broadest sense of the term. While it would be

easy to supply a different terminology and rename the concept of paratextuality while

keeping the prefix para-, any such enhancements would be purely cosmetic and superficial

even though this was attempted (Denson and Jahn-Sudmann 2013; LeMieux 2014). Instead,

| propose to treat the framework of paratextuality thoroughly and systematically by paying

close attention to Genett e dtgevisians agd updates.Théeé si on and
underlying argument is that paratextuality as a conceptcan be beneficial inthe study of video

gameseven though it may require certain adjustments to be fully applicable to the new object

of study. | agree with Genette and aher proponents of the paratextual approach that media-

centric paradigms in general tend to replicate hierarchies established in production practice

by directing theirattent i on at what i s c¢ almsonseqenedheylbse O medi un
sight of many other elements that constitute a cultural area. The concept of paratextuality

guestions the centrality of the text by refocusing the debate on how cultural industries

actually establish the connections between producers, texts and audiencesOverlooking

paratextual qualities yields only limited understanding of how cultural industries work and

this is true for video games as well. This is why game studies need a systematic theory of

paratextuality that would respect the unique aspects of the cultural area butwould also

maintain core values of the conceptliberated from their initial object of study.

Although paratextuality has been taken up by many different fields over the course of thirty -

five years since its inception, rarely it has been critically assesséd during these transitions. As

Georg Stanitzek shows on the example of film studes, the process of adoption has been

sometimes overly mechanical and tooautomatic: i Yet i n a certain respect
concept has been transferred from |iterature to
r esi s t(Stanitzek 2005, 38) In other cases, the paratextual framework has beenbent so

much that it now only vaguelyr e s e mb |1 es Ge n e tstisdardedor teeanajoriymt . T hi
significant extensions of paratext, especially the two influentia | appropriations undertaken by

Consalvo (2007) and Jonathan Gray (2010). These new versions of the conceptonsider

nearly anything than does not fit the privileged form of their cultural areas of interest to be a

paratext of sorts. These secalled epiphenomena (Klinger 1989; Johnston 2013) i anything

that is not a video game yet for some reason lelongs to the video game culture(the same logic

of course applies to the film or television culture) 7 are automatically identified as paratexts

without any proper reflection on the implications of using negative definitions . Such

appropriations of the fr amework however do not serve as critical contributions to the overall

discussion because they takeoo many lib erties with the source theory without fully

explaining the changes made to the underlying conceptualization of paratextuality. On the



Introduction

contrary, they often cause aterminological confusion as different versions of paratextual
framework now permeate academiawithout clear understanding of what separates them.

One of the goals of this thesis is to putthese new additions into context and to asses them in
comparison to each otherandtoGe net t e 6 s o r iThis istlelfirst ptepdopvards anl
updated paratextual framework that treats video games as a specific cultural area and
provides a toolkit for rigorous treatment of their paratextual relati onships and elements. As
Genette argues, paratextuality is based on practices and convetions of a given cultural area.
Therefore, it evolves through time and changes if one movesbeyond the world of literary
publishing. This means that the proposed framework has to take into account current
developments in video game cultural industry to be able to shed light on its workings. For
this reason, it is field tested on the empirical material of video game ftrailers.

Twelve selected trailers representing typical contemporary mainstream video game
production are first analyzed regarding their formal paratextual aspects. | primarily focus on
paratextual traits of the trailers and present a systematic overview of practices as opposed to
description of individual tra ilers. This formal paratextual analysis fully utilizes the updated
framework and presents its first empirical application. In the second step, | focus on
reception of the selectedvideo game trailers using the method of discourse analysisarguing
that paratextuality is established through negotiations of various stakeholders and only takes
effect when it is received by audiencesMoreover, the selected exampleof video game trailers
highlights the tensions between textuality and paratextuality , which often surface in scholarly
discussions. While the traditional approach es to paratextuality treat paratexts as subordinate
elements of textual systems, the extensions of the framework usually challenge this
assumption. Unfortunately , they themselvesreplicate similar hierarchical structures by
distinguishing between texts and paratexts based on the dominant cultural forms of the
specific cultural domains. | argue against such generalizations and explore video game
trailers as being both potentially paratextual and textual based on theformal analysis and the
actual audience reception.

The relatively large amount of previous research on paratextuality and the overall complexity
of the argument influences the structure of the thesis. In order to provide a substantiat ed
revision of the framework, relevant scholarly contributions have to be critically reviewed and
evaluated before | can proceed tothe presentation of a new framework. This makes the thesis
predominantly theoretical with a secondary focus on empirical andysis, which is designed to
explore the points foregrounded in the theoretical chapters.

The first chapter serves both as an introduction to the themes of paratextuality and as a
review of other related conceptsfrom diverse scholarly fields. In order to i dentify the
analytical value of paratextuality, | go beyond works dealing explicity with Genet t eds conce
and compareit to other theoretical approaches suchasintertextuality, transmedia
storytelling , diegesis, materiality, framing, promotion, technica | communication and
reception. This arguably broad perspective pinpoints the fundamentals of paratextuality that
distinguish it from other available concepts. This knowledge is then further utilized
throughout the subsequent chapters where it guides a critique of previous paratextual
revisions and provides a grounding for the basic mission of paratextuality as an analytical
concept ensuring that paratextuality remains a sovereign framework and offers unique
scholarly insight.

In the second chapter, the current state of paratextual research is explored and evaluated.

Starting with Genetteds framewor k, ,includidgdr ess its
spatiality, temporality, substantiality, pragmatics , and function ality . Afterwards, two

opposite generaldirections of appropriation of paratextuality are reviewed, the reduced scope

of paratextual framing (Wolf 2006b; Rockenberger 2014) and the expanded framework

4
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(Consalvo 2007; S. E. Jones 2008; Gray 2010) Other particular critiques and revisions are
considered in the later sections, especially the developments concerningthe industrial
perspective, subordination of paratexts , and spatial and temporal typologies. Lastly, | provide
an overview of research methodologiesin order to map the application of the original concept
of paratextuality and of its various versions. In this regard, | focus both on the areas of
interest and the methods employed covering a relatively large body of academic work from
literary theory, film and television studies and game studies This review of existing empirical
research shows theactual analytical capabilities of paratextuality and the general bias
towards tangible paratextual phenomena.

The third chapter is the core of this thesis. It draws on the critical evaluation of the theory of
paratextuality and related concepts from the previous chapters and presents a new
paratextual framework suited for the study of video games.This long-needed theoretical
update builds on the foundations of textual transcendence (Genette 1997a)and provides a
new refined conceptualization of paratextuality and related terms (paratext, paratextual)
based on the connection that is established between a text and the surrounding socie
historical reality . In this regard, the new definitions distinguish themselves from Genet t e 6 s
(1997b) largely figurative statements, the arbit rary limitations of the reduced framework

(Wolf 2006b; Rockenberger 2014), and the overly inclusive and vagudy phrased extended
versions of paratextuality (Consalvo 2007; S. E. Jones 2008; Gray 2010) In the second part
of the chapter, | highlight the implications of video games as aultural industry for video
game paratextuality. These specificities are reflected in theupdated operationalization of
paratextual dimensions. Ta ki ng c ues f(1987m)orgieahteebretieabistroduction
I synthesize them into four key dimensions, which are ordered based on their importance for
a paratextual phenomenon: (1) function, (2) authorship, (3) substantiality and materiality,

and (4) spatiotemporality.

The fourth chapter continues in the theoretical discussion and elaborates on the importance
of reception of paratextuality and how it can influ encethe reception of a text asa whole. |
draw adistinction between preferred and perceived functionality of paratextual elements
arguing that an authorial intention behind paratextuality is among other factors always
subjected to active audience recepton. Next, | focus on video game trailers as sites of
paratextuality, reviewing the origins of the audiovisual form and the recent empirical
research dealing with their reception (Johnston, Vollans, and Greene 2016) In the second
part of the chapter, | describe the research design including the data selection steps and
methods of the formal paratextual analysis of twelve selected video game trailers andthe
discourse analysisof online discussions.

The last, fifth chapter presents the original empirical research of this thesis. The application
of the proposed framework to the study of video game trailers is divided into two parts. First,
| present a formal paratextual analysis of twelve video game trailers representing
contemporary mainstream video game production. Utilizing the refined dimensions of
paratextuality, | focus on trailers as a whole andalso ontheir paratextual traits and elements
and provid e an overview of practicesthat link video games and their respective trailers to the
socio-historical reality. The second part of the chapter consists of adiscourse analysis of
online discussions about analyzedvideo game trailers. Here, | explore three broad discursive
stances: (1) those that emphasizeparatextual qualities of trailers; (2) discoursesthat treat
trailers as noteworthy and autonomous parts of the video game culture; (3) and the holistic
approach, which combines the two aforementioned perspectives and acknowledges the
ambiguous cultural status of video game trailers.

In the conclusion, | summarize the findings of the thesis and discuss potential future
research endeavors. | also address the limitations ofmy approach to the study of video game
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paratextuality. As any revision of a currently used methodology, the new paratextual
framework has to compete with existing approaches and justify its existence. This inevitably
increases the terminological complexity. Here, | draw attention to practic al benefits of the
new framework and talk about possible future research directions.
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Chapter 1: The Paratextual Framework in Context

The following chapter explores terminological and theoretical surroundings of the concept of
paratext. A wide variety of analytical tools have beendeveloped across different scholarly
fields to tackle similar aspects of cultural productions to paratext, however | would argue that
G e n e t(19%/6) eriginal framework provides aunique insight. In comparison to terms such
asintertextuality, transmedia storytelling , materiality, fra ming, promotional materials,
technical communication , or theory of reception (each presented in an individual section), |
will discuss the benefits of paratext as a concepffit for analysis of video game culture. As my
aim is to present a coherent theoretical discussion, | avoid chronological or field -focused
structure, which would have only obscured the interconnections between various scholarly
traditions. Still, to limit any potential eclecticism the chapter first deals with structural
features of paratext and similar concepts and gradually moves towards more applied and
reception-oriented approaches.

The final selection of the approachespresented in this chapter is not to be taken as
exhaustive. When engaging with paratext on a metaphorical level, other possible terms might
surface as related or complanentary. Here, the main goal is to highlight the differences and
commonalities between widely used conceptsfrom the fields closest to the topic of the thesis
T literary theory as the place of origin of the paratextual framework, media studies, and
closely related areas of film, television, and game studies. Additionally, | dedicate an
individual section to the often overlooked area of technical communication. Recently, it has
attracted more attention also due to its emphasis on technology, which is relevant for study of
video game culture (Eyman 2008; Mason 2013; deWinter and Moeller 2014) .

While my approach might be selectivein portraying th e innumerable interactions between

different scholarly traditions, its goal is to present the term paratext in the context of other

relevant research topics. Even though paratext is an established analytical tool in most of the
aforementioned fields and thus it would seem that it does not require such an introduction, |

consider an extensive theoretical discussion both necessary and beneficial forthis and future

research endeavors.Moreover,by hi ghl i ghting paratextdés unique |
conceptsand offering as whole a picture as possible, the chapter seeks to remedyprevious
reductive applicat i onwhicloare expleradar chaptér? aldng vattme wo r k

any relevant revisions and appropriations.

1.1Intertextuality and Transtextuality

On a structural level, the concepts ofparatext and paratextuality are used to describe one of
many possible relationships between texts and therefore relateto the broader issue of
intertextuality. Coined by Julia Kristeva (1969), intertextuality in its original definition
addresses the mosaic of quotes and quotations and the overall process in which a new text
absorbs and transforms previous texts. Since then intertextuality has been appropriated,
updated and revised in many different ways resulting in somewhat confusing terminology .2

2 For example, Linda Hutcheon (2012) among others understands intertextuality as a dialogue

between texts and in her own research analyzes adaptations and parodies as examples of this
relationship. Moreover, in the context of historical fiction she has previously drawn a connection

between paratexts (especially in the form of book notes) and intertextuality, arguing that paratexts
potentially ground historical fiction in history by introducing historical facts to otherwise fictional

narratives (Hutcheon 1989). She thus combines terms from two different conceptualizations of textual
relationships i nt er t ext ual i(11969)birmo akdr issetnesvea @891b) nGre specifit e 6 s
term.
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Genette mostly pursues a structuralist 3 perspective on relationships between texts and

attemptsto clear up and redefine the often vague conceptualizations of intertextuality.

However by renaming categories of his own typology of textual relationships, he has added to

the overall terminological confusion. As he admitted in the introduction to Palimpsests: The

Literature in Second Degree (Genette 1997a) paratextuality had been originall y used to

describe the relationship of transformation (adaptation) between the original and the
transformed text. Infact,t he f i r st sketch of textual transcenc
(1992) treatise on architextuality from 1979 had featured only four relationships and had

used the term paratextuality for what was later renamed to hypertextuality. The other three

relationships i intertextuality, metatextuality and archite xtuality 7 have remained the same.

Sitill, his work on textual transcendence aims at a clarification and careful distinction between

particular types of textual relationships. Often stylized as transtextuality, textual

transcendence (as opposed to textualimmanence) isdefinedasiial | t hat sets the t
relationship, whether obvi ouUGenettel99%a hHlontial ed, wi t h
sense, transtextuality partly corresponds to broad definitions of intertextuality of Kristeva or

Hutcheon. However, Genette doesnot stop at rebranding the established concept but offers a

nuanced distinction between its five basic forms.

Altogether, thesefive different types of textual transcendence are: (1) intertextuality, (2)
paratextuality, (3) metatextuality, (4) hypertextuality, and (5) architextuality. Paratextuality
I the primary focus of the thesis i can be only fully understood within this complete system
asindividual relationship s complement each other and only together seve as an analytical
framework.

First, Genette 6 s t ake on (1) i nt er 5(&9%% defnitianthgweveniti | ds on
limits its scope to explicit or implicit co -presence of two or more texts(Genette 1997a) In

practical terms, this covers various cases ofjuotation, plagiarism and allusion. It is the most

basic of all transtextual relationships as it is concerned only with presenceof one text within

another. Therefore, it mostly takes place on a micro-level of words, sentences or paragraphs

However, plagiarism can encompass larger structuresi for example, a plagiarized novel

might be consideredas a whole in an intertextual relationship with the original work.

The definition of (2) paratextuality is more fluid and is addressed fully in chapters 2 and 3
Here, | only cover the basics and the most apparent interactions between thisparticular type
of textual transcendence and other parts of the typology. Metaphorically, paratextuality as a
phenomenon is described as a setting(Genette 1997a)or a threshold (Genette 1997b)of a
text. Due to the fact that it is mostly employed strategically, its role is to inform a reader
about the existence of a text and influence its interpretation according to aims of paratextual
authority, in most cases the author or the publisher. In the codex book medium,
paratextuality takes the following forms:

[ é atitle, a subtitle, intertitles; prefaces, postfa ces, notices, forewords, etc.;
marginal, infrapaginal, terminal notes; ep igraphs; illustrations, blurbs, book
covers, dust jackets and many other kinds of secondary signals, whether
allographic or autographic. (Genette 1997a,3)

One of the defining aspects of paratext is the necessity of a paratextual authority behind its
creation. That means that a completely external origin of paratext is ruled out in the

3 However, he draws connection between the concept of paratext and the deconstructionist approach
to literary criticism (Miller 1979) . This ambiguity between post-structuralist theoretical foundations
and a structuralist operationalization of the paratextual framework has been already noticed by other
scholars before me(Rolls and Vuaille-Barcan 2011a, 2011band is explored throughout the thesis,
especially in the context of reception.
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framework: iBy definition, somethi ng horsroneofthisa par at ex-t
associates accepts responsibility for it, althou
(Genette 1997b, 9)While Genet t eds def i nition al |cawaatekts,r bot h
this distinction is much more restrictive than, for example, the widespread expanded

framework of paratextuality , which allows for journalistic or fan-made paratexts (see section

2.2.2 for in-depth discussion of the expanded framework). Originally, the unofficial (or

semiofficial ) paratext related mostly to interviews with an author, which could be easily

retracted as opposed to official statements.

To a certain extent, paratextuality overlaps with (3) metatextuality as they both potentially
comment on another text, even though metatextuality is first and foremost defined by a
critical relationship. Similarly to intertextuality, this relationship might be purely implicit,
however the most common examples of metatextuality i reviews and critiques i usually
contain direct links to the original text. Unlike paratextuality, a proper metatext requires
external authorship .

Hypertextuality (4) is metaphorically described as a palimpsest. In this sense, a newer text
(hypertext) builds on an earlier text (hypotext) and transforms or imitates it (Genette 1997a)
Genette distinguishes six major categaies of hypertexts based both on the mood and the
relation to hypotext: parody, travesty, transposition, pastiche, caricature and forgery
(Genette 1997a, 28) What sets hypertexts apart from the previous types of transtexts (i.e.
texts defined by their particular transtextual relationship) , is the fact that they are often
considered proper literary work s compared to the less valued status of paratexts and
metatexts. In different conceptualizations (Hutcheon 2012), adaptations are often considered
tobea form of intertextuality. Additionally, Genef
significantly differs from the dominant meaning of the term, which denotes a type oftext
organization coined by Ted Nelson (1992) in the 1960s, based on previous workof Jorge Luis
Borges(1962) and Vannevar Bush (1945).

Lastly, (5) architextuality significantly differs from the previous types of textual
transcendence as it takes place between a text and more abstract formations and prdices,
such as literary or video gamegenres(Genette 1992). Novel, tragedy, prose, poem essayor
first -person shooter are all examples of architexts. Often, texts claim their adherence to a
genre via paratextual clues, for example in subtitles. While a relationship between a text and
an architext subsequently creates a connection between particular texts within the same
architextual tradition (effectively establishing intertextual links among individual works) ,
this process requires activity on the side of the reader as its initial link is usually implicit and
relatively abstract.

An i mportant feature of Genettebds framework of t
individua | relationshi ps are not mutually exclusive. On the contrary, they often complement

each other and work in tandem. Thus, one particular text can manifest various types of

textual transcendence at the same time.

Moving forward , media studies scholar John Fiske (1987) developed his own take on

intertextuality in the context of television culture inthe 1980s. Whi | e it matches Gen
earlier efforts by following a mostly structuralist approach, the theoretical grounding here is

much vaguer. The individual categories are inductive rather than systematic, resulting in

unwieldiness of the whole typology.

First of all, Fiske distinguishes between two types of intertextuality: (1) horizontal and (2)
vertical. Horizontal intertextuality takes place between so-called primary texts; this
connection is often explicit and established through fige nr e, char a.c@Fiske or <cont
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1987, 108)In this regard, it combines the classical understanding of intertextuality of
Kristeva with architextuality from Ge n e t(19%/8)famework.

Vertical intertextuality imposes hierarchy on interconnected texts 1 the primary text, for
example atelevision series, is expanded by ancillary texts such apublicity features,

criticisms and audience-created texts. However, Fiske proposes a further distinction between
these subordinate texts. Saecalled secondary texts aim to steer the preferred readings of a text
(seesection 1.7 for discussion of theory of reception ), while tertiary texts manifest audience
reception in a textual form and include, for example, fan letters and other types of fan
creativity. Thus, vertical textuality overlaps with metatextuality (both secondary and tertiary
texts) and paratextuality (only secondary texts).

I nterestingly, ernmdkree shiterparl wlgiycdls t hhdahis Genetted
shared elitist perspective of both frameworks, which assumes the production logics of

cultural industries (echoed by traditional literary crit icism), has beenalready criticized for

overlooking the importance of reception (see Lunenfeld 1999). Still, it comes as a surprise

considering that Fiske is a scholar working in the tradition of aud ience-oriented cultural

studies. Even more striking is that fan-created intertextuality is degraded to the status of a

tertiary text.

Overall, Fi s k ef edticaldntesextsality lacksa systematic approach. Different
criteria are used to distinguish between primary, secondary and tertiary texts. Primary texts
are defined through the lens of media industries according to their position in production.
Secondary texts fulfill the function of influencing the audience interpretation. Lastly, tertiary
texts are designated by their authorship, even though they still retain the ability to influence
readings of primary texts akin to the secondary texts.

I n Fi srkseséconddryeand tertiary texts are concerned with the polysemic nature of

primary texts. They promote particular readings over other potential interpretations. In this

sense, Fiskebs typodmngtyt e&d o sferl yme ved radtvesiannat whi ch p
threshold and frames a given text in a certain fashion. While Genette emphasizes the

practices of literary publishing, Fiske focuses mostly on the reception sidewithin the

television culture . Despite its apparent flaws*Fi s ke 6 s t y p o Ithe gngactofh e mat i zes
various intertextual relationships on reception and attempt s to explicitly ground the concept

of intertextuality in the paradigm of audience -focused cultural studies, clearly following in

the direction of Umberto Eco (1972) and Stuart Hall (1973) whose contributions are explored

in section 1.7,

To summarize, paratextuality has beenconceivedas a specific relatiorship between texts

within the broader categories of intertextuality , or textual transcendenceif one sticks to

Genett eds .tneconseguentdtilegonceptaddresses a specific subset of textual

interactions that creates anotion of threshold. Compared to intertextuality, it provides a

narrower focus on phenomenathat have been often overlooked by traditional criticism and

academia. Paratextuality implies a similar structural ist logic behind its conceptualization as

intertextuality but opposedtoFis k e 6s concretization of intertext:
by a unified and clear criterion of functionality . On a practical level, paratextuality as a

phenomenon is often accompanied by other types of textual transcendence

‘Fi skeds intertextual f rrennacademialks itihas baeramadel opsoletesmostly i n cur
due to a wide adoption of concepts of paratextuality and transmedia storytelling. Rare exceptions, such
as Br o@W® hodkson convergence in film and video game industries, struggle to utilize the

three only intuitively conceptualized categories of v
work (Brookey and Gray 2017)s hows a shi ft away f r(2018)appropriatenadf o war ds G
Genett ebds paratextual frameworKk.

10
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12 Transmedia Storytelli ng

The mostly structural questions of intertextuality have been to some extent explored and
developedfurther in the context of intermediality , which was conceived in 1983 within the
German tradition of literary theory (Hansen-L ° we 1Co®@aded to intertextuality whose
main focus are the relationships between texts, intermediality addresses the connections
between specific media.Overall, intermediality is an arguably large field of study
encompassing literature, film, music, visual arts and many other media. The already broad
scope of intermediality is further widened by complementary intramedial and transmedial
phenomena (Rajewsky 2006).5> Moreover, inter mediality often suffers from vague definitions
of media resulting in conflicting notions of what should be considered a mediumand how
this notion relatestoarts( EI | estr.m 2010)

This media-centric perspective is not the primary interest here as it focuses on relationships

between media (often in the sense of technology) instead of connections between texts.

Compared to intermediality and transmediality, paratextuality can as easily take place within

the same medium as acrss many different channels. Still, the broader intermedial and

transmedial debate has spawned the concept of transmedia storytelling(Jenkins 2006a) ,

which raises points relevant to the study of paratextuality asit contests the hierarchical

structures of cultural production mentioned in the previous sectonand i ntrinsic to
conceptualization.

Transmedia storytelling is the deliberate use of different media channels for development of
narratives or storyworlds (Ryan and Thon 2014).6 In terms of production, Jenkins
distinguishes transmedia storytelling from adaptation (Jenkins 2009). He argues that
adaptation does not create a complete narrative experience as it only eplicates already
existing stories, while transmedia storytelling in its fullest potential adds new narrative
content and offers a qualitatively different exper ience. However, recently it has been argued
that adaption is in fact a cornerstone of transmedia storytelling experiences, at least on the
side of reception, despite its merely transformational nature and redundancy( Mar t 2 nez et
2016; Ryan 2016). When focusing on structural aspects of the original concept, it is fruitful to
distinguish between adaptation and transmedia storytelling as the former is de fined
primarily by hypertextu al relationship while the latter is facilitated by looser intertextual
connections. Paratextuality often comes into play in terms of explicating the links between
different parts of transmedia storytelling and providi ng space for orientation to audiences.

Although transm edia storytelling presupposes a certain independence of its various strands
(Jenkins 2007), even the mostpopular transmedial franchises are often built around one
central text grounded in a particular medium. The other parts of the transmedia storytelling ,
which are usually introduced later or operate on smaller budgets, are to some extent
autonomous asthey include new stories and thus expand the storyworld. At the same time,
they exist in the shadow of amain text. This hierarchy applies to most video game intellectual
properties. Actually, it is the industrial perspective that itself imp oses the hierarchical
structure on transmedia storytelling. For example, a decision to expand a video game

5In her attempt to review the terminology of intermediality research, Irina Rajewsky has defined
intermediality broadlyas iconf i gurati ons which have to do with a
media0 as opposed phemomemaavhichcem Heiuaderstoodasfit he appearance of

c

I

certain motif, aesthetic, or di sc(Raewske2006,46)0ss a vari e

6 Christy Dena (2014) provides a useful distinction between intercompositional and intracompositional
transmedia, which deals with the usually implicit assumption th at transmedia storytelling happens
between discrete art and media forms. In this regard, the former emphasizes the transmedia
relationship between these discrete media artifacts (serving thus as a synonym for transmedia
storytelling) while the latter tackl es use of different media within what could be considered a singular
work, such as an alternate reality game.

11
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storyworld to another medium from the original video game is alwaysencumbered by the fact
that it is undertaken by a video game company.

However, there have alreadybeen attempts to circumvent this type of power relation between
particular texts and media by creating transmedia content from scratch. For example,
Defiance is a transmedia collaboration built around an eponymous television series anda
massively multiplayer online game (further abbreviated as MMO) . Even in this case the
balance between the initially equally important halves of the transmedia storytelling shifted
after the cancellation of the television series in 2015 The video game(Trion Worlds 2013) is
still being updated with new content by its developer at the time of writing. *

Transmedia storytelling does not only provi de additional content, it also provides visibility

for all of its other parts. Thus, it potentially functions as an elaborate promotional tool where

individual parts advertise the rest of the transmedia experience, possidy motivating a

coll ectorés mindset. To get the full experience
consumer may feela needto acquire all transmedia episodes. In this regard, transmedia

storytelling perspective suggests thateven texts with a strong paratextual function can be

considered proper texts as they meaningfully contribute to development of a fictional .

Transmedia storytelling and paratextuality are not two mutually exclusive qualities of texts .
On the contrary, the actual linking of tex ts within transmedia storytelling franchisesis in
essence paratextual Consequently, firsthand experience of particular transmedia episodes
(or even knowledge about their existence)qualifies as a paratext. It frames any future
readings of different parts of the storyworld and influences reception alike serial publication
which Genette (1997b) explicitly considered a paratextual phenomenon. Moreover, the
crossing of boundaries between different media channels (intermediality) necessitates
further development of paratextual elements in order to maintain cohesion of transmedia
storytelling and access to particular transmedia episodes.In essence, the wider and more
complex the transmedia storytelling is, the bigger amount of paratexts is required to hold it
together and to provide away in to it from the various entry points.

Whi | e Jemcéptohtmrdmedia storytelling is primarily foc used onmedia practice, at
the same timeit follows the idea that a work of art does not necessarily have to be
constrained by material boundaries of one text.8 Genette himself has later explored this
particular topic by shifting the debate from the text to the work of art: °

[ ] the mode of existence and manifestation of w
6consistingd in an object. They havetoat | east one
transcendt hi' s 6éconsistenced, either because they are
or becausetheir reception can extend far beyond the presence of this/these

7Transmedia storytelling is often seen as a modern trend within cultural industries facilitated through
industrial convergence (Jenkins 2006a; Gray 2010; Clarke 2013; Mittell 2015). However, such a type
of cross-media promotion has been already present in the Wonderful Wizard of Oz marketing strategy
in the early 1900s and included comic strips with original stories syndicated to newspapers across the
USA (Freeman 2014). These short stories expand the storyworld ofOz and at the same time serve as a
paratext of sorts informing newspaper readers about the existence of the book series akin to
contemporary transmedia storytelling efforts.

8 Transfictionality explores a similar process of sharing of narrative elements, such as characters or
environments, between more than one texts or works of art (Saint-Gelais 2011) It is, however, much
broader in its scope and potentially encompasses both transmedia storytelling and hypertextuality.

9 Here, the actual distinction between the text and the work of art is mostly terminological and
peripheral to the issue at hand. It does not imply a distinction between a cultural m eaning of a text and
its manifestation as a work (Barthes 1987a).

12
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object(s), and, in a certain wayempmasisr vi ve its (ol
origin al] (Genette 1997c, 10 11)

The important part of the argument is the transcendence of material constraints. A video
gamecan be embodied in more than one object, for example in a game disc, boxor
promotional materials. Paratextuality might be then seenas one ofthe potential relationships
between these objects(or specific parts of the objects). By emphasizing the autonomy of
seemingly ancillary texts, transmedia storytelling as a conceptchallenges the traditional
hierarchy of textual systems perpetuated by literary and media scholarship (see Genette
1997b; Fiske 1987)

12.1Diegesis

Transmedia storytelling usually operates on the assumption ofstoryworlds. In this regard,
paratextuality is often considered secondary to diegesis (and diegetic eements). Therefore it
is relegated to a role of a technical apparatus which ensuresthat the more privileged parts of
actual transmedia storytelling franchises maintain their connections .

Storytelling is a traditional object of scholarly inquiry since Plato and Aristotle. The
respectivefield of narratology still uses the traditional concepts of diegesis (narration) and
mimesis (imitation) . Coincidentally, Genette (1990) himself has beeninterested in
narratology and has provided a structural framework for various levels of narration. While
the difference between diegesis and mimesis is a complex issue on its owH, for the sake of
this section | adhere to the Genettian framework, which usesdiegesis asa general term for
describing layers of narrative.

Diegesis can be defined as tle world of characters and storyor fi t bnéverse of the first

nar r a(Genete 4990, 228). Outside of this primary position, which is also called (1)
intradiegetic, narration can take place on two other basic planes: (2) the extradiegetic layer is
located outside and around the primary story, it is often where the act of narration is
happening; (3) the metadiegetic layer is inserted into the intradiegetic layer and corresponds
to the literary device of a story within a story. Any given text can combine these three basic
positions and create intricate groupings of different layers. For example, metadiegetic layers
might potentially be added ad infinitum. Ge ner al | y harr@aogieal frareevak is
often used in a simplified version that collapses any intradiegetic and metadiegetic layers to a
diegetic level, effectively creating a dichotomy of non-diegetic and diegetic. This take on
diegesisis common in film and television studies, and video gamestudies.

The aforementioned narrative levels are not completely separate, their boundaries can be
transgressed resulting in narrative metalepsis (Genette 1990). One notable exampleof
metalepsis is the alienation effect, also called the Verfremdungseffekt after Bertolt Brecht
(1961)who coined the term in 1936. The alienation effect is usually achieved by directly
addressing the audience from within the intradiegetic layer. In popular culture, this
technique is known asfbreaking the fourth wall d.1*Metalepsis is often used for aesthetic

10 Traditionally, the Platonic category of mimesis is a domain of theater while diegesis in the sense of
narration is a primary form of literature (Genette 1990). However, there are interactions between
these two ideal categories. For example, direct speech in literatue can be considered a type of mimesis
embedded in otherwise narrative discourse. Riffaterre (1990) has explored issues of mimesis in terms
of realist literature and verisimilitude.

11|n video games, the term breaking the fourth wall becomes problematic due to the complex nature of
the video game text. John Conway(2010) has argued for more nuanced version of the concept by
proposing different metaphors of movement i namel y fir el ocat i n(Ganwag 2080, iex pandi
153)1 as alternatives. Moreover, he draws a close connection between diegesis and the magic circle,
i.e. the space where the games takes plac@Huizinga 1971; Salen and Zimmerman 2004). Still, his
argument about expansion and extraction of the magic circle seems to be mostly concerned with the

13
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purposes, inviting critical perspective andatt r act i ng r e a d atifidaboriggnsdf@& nt i on 1
text, whether it is a novel or a video game.In essence, metalepsis and espeially the

alienation effect work against immersion12and break the empathetic connection with

characters and the story (Brecht 1961).

Kristi ne (JByhgseresoasty questioned the applicability of diegesis to the study
of video games pointing to differences betweenvideo games and film where the concept has
been successfully adopted from literary theory. She argued thata storyworld does not equate
agameworld and labeling certain elements as non-diegetic in the sense of not belonging to
the narration does not necessrily make them stand out from the gameworld for aplayer as it
might in the context of film, television or literature . In a sense her framework implicitly
disregards the alienation effect and metalepsis. To signal the departure from narratological
paradigm, JBrgensen substitutes t hdegeticwithgi nal t er ms
ecological® and emphatic!4, respectively. Along the same lines, Laine Nooney(2016) has
recently argued that various video game menus despite being in essence noiegetic can
provide gameplay activities not just technical settings, meaning that they do not necessarily
stand out of the gameplay experience.

Additionally , J B r d20X8)creninteractivity as one of the main obstacles of diegesis if it
is to be applied to video games. Arguably, video games areonsidered more interactive than
linear media such as traditional literature or film. The pronounced technical aspects of video
game artifacts, which allow for human -game interactions, result in more visible distinction
betweentextual and paratextual layers (and diegetic and non-diegetic) if one decides to
borrow these terms from a medium of the codex bookwhose materiality is subtler (see
section 1.3. However, this does not necessarily have to be a downside of the framework but a
feature that a scholar needs to be awareof when making comparisons across media?s Still,
one can look at differences between particular video gamesand other phenomena of video
game culture where the narratological lens might yield beneficial insi ghts despite its apparent
bias.

While | agree that diegesis requires careful consideration and should not be applied
uncriti cal | goreintgértion ¢peedesire thé dichotomy of diegetic/non -diegetic as
a continuum does not justify the resulting terminological confusion.

Alexander R. Galloway (2012) has tried to appropriate diegesis to fit the field of video games
and has drawn explicit connections between the narratological concept and paratextuality.
According to him, both dichotomies i diegetic/non -diegetic and text/paratext i can be
essentially understood as questions of centers and edges Paratextuality emphasizes the
boundaries of a text, while diegesis focuses on the inside and outside elements of a narrative.

vernacular discourses and not with the original scholarly concepts, which do not contain the breaking

metaphor. Thus, | would argue that metalepsis and the alienation effect still remain useful, however

they need to be applied within the boundaries of their narrato logical definitions.

12|n video games, immersion is usually defined as a feeling of presence within a virtual environment

and is often sought after by developers(Calleja 2011) However, immersion is potentially hindered by

non-diegetic or metaleptic elements of texts, in this case mostly by video game interfaceswhich

directly address the player (Galloway 2012). The questions of interfaces is explored in more detail in

section 1.4.1

13J Br g e n snesrecobbgchlinformatonas A[ €] natural to the gamewor!l d i
harmonic and dynamic relationship with its surroundings, where it may effect and be affected by the

gameworl d and other entiti es( JiBr gtehnaste nwo2r0l1d3,, s7u9c)h as a
140n the other hand, emphatic information emphasizes certain elements of the gameworld or adds

new informationand it ends to be represented by way of aymbol s,
are not are not represent(d®rigernas ene2i0Li3mi I7®) manner . 0
15For example, stating that video games are more paratextual and nondiegetic than linear texts bears

no value as it is largely imposed by the chosen perspective.
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However, that does not mean that the relationship between paratextuality and non -diegetic
elements is straightforward or mechanical. One can assume that most paratextsare
extradiegetic as they take place ouside of the primary storyworld. Still, some paratexts might
combine various diegetic layers, including the intradiegetic one. Comparably, extradiegetic
elements are not always paratextual, even though these dimensions sometimes alignFor
example, notes in a novel might be both intra- (for example, when written in character) and
extradiegetic but they are alwayspotentially paratextual as they influence the interpretation
of the text they relate to and work within the established cultural practice of a literary note .

In this respect, Galloway poignantly describes the implications of interactivity of a video
gameartifact caused by its technological underpinnings. He advises to payattention to the
internal tensions caused byv i d e o dual meuted the narrative and the machine 1 and
addresses the bias of paratextualityas a conceptthat is intrinsically connected to the
functional and technical aspects of a text

[ ] software is functional and thereby exacerbat ¢
itself between the narrative and mechanic layersi the strictly functional

transcodings of software, via a compiler or a script interpreter for example, fly in

the face of the common sense fact that software has both an executable layer, which

should obey the rules of a purely functional aspect of the code (similar to what

Genette calls fAparatextual o in |literature), and
the rules of semanti cs a(Gdlovay2dj2e76)t i ve expression

What this means for video games as a medium is that elements which address the ludic
aspects are more likely to be considered paratexual and extra-diegetic even though they are
not strictly speaking peripheral to a video game experience. On the contrary, they are rather
central to a gaming experience but at the same time also outward facing in order to facilitate
a working interface (see section 1.41) with a player.

In his analysis of World of Warcraft (Blizzard Entertainment 2004) , Galloway hints at an
important link between diegesis and paratext on an empirical level. Social games such as
MMOs require a lot of extradiegetic information to facilitate the connections between
players, the game and the outside world. These elements then establish paratextual
connections between the text and its outward-facing elements, which include various forms
of interfaces.

Storytelling and diegesis should not be treated aseverything a video game has to offer.
Nevertheless, these narratological concepts offer insight into the internal tensions between
the components of avideo game.While paratext and extradiegetic elements might easily
overlap in the case of narrative literature, in video games the textis always more than just a
storyor vi deo ¢game 6andthedlistinctidn is thus moreimgortant. Moreover,
paratextual genres provide a possible space for metaleptical effects where the expected
industry practice might be subverted by addressing the paratextual relationship at hand, for
example through self-referentiality. 16

16 The launch trailer for the video game Deadpool (High Moon Studios 2013) is an example of such
metalepsis enabled by paratextuality. In the trail er, the titular character Deadpool explicitly
acknowledges the fact that he is starring in a trailer. In a role of its director, he deliberately attempts to
uphold the formal characteristics of a video game trailer by choosing appropriate music and footage.
However, the metaleptical device of the alienation effect here causes a subversion of the genre of a
video game trailer and provides a critical commentary on trailers in general and the promotional logic
behind their creation.
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1.3 Materiality

In the most literal sense, the material borders of a work constitute its physical threshold, thus

serving as a paratext of sorts:ithe sole fact of transcription T but equally, of oral

trans mission i brings to the ideality of the text some degree of materialization, graphic or

phonic, which, as we will se@enettedd07bj3Whettere par at e
one talks about a book cover or a picture frame, these liminal phenomena position atext

within a broader social reality and provide an entrance for a reader. They are the literal

At hr es/lioledd o(Genditeel®9Yb, 2)orii a i r | (Gendtts 1V97b, 408), to which

Genette alludes in his metaphorical description of paratexts. The paratextual effects of

materiality do not end with the cover and include ot her elements such as typography The

original definition of paratextuality accounts for these types of non -verbal paratexts.

One of the first scholars to study physical boundaries of a work of art was Georg Simmel
(1994) who wrote an essay abait a picture frame in 1902. He describes it as a borderthat
divides the work from the surrounding world where it is displayed. At the same time, the
frame maintains the unity and the self -sufficient existence of a painting. Boundaries of a

work of art th en fulfill a double function: it hey are that absolute endincg
indifference towards and defense against the exterior and a unifying integration with
respect to the i n{Senmel 994, il)n canseguenaeyd framegasits.a o
reader outside of a work of art, allowing for an aesthetic experience. Simmel further argues
that photography cannot achieve a comparable internal unity because it is always conneted
to the reality it depicts . Because of this relationship, it is often displayed without a frame.
Moreover, he explicitly introduces a hierarchy between a picture and its frame, which serves
to highlight the picturebds artistic value.

Simmel is mostly concerned with the structural implications of a frame, however he implicitly
touches upon its influence on reception. The aforementioned quality of a frame, which
enables an aesthetic experience, in essence communicates that its insides are a work of art.
This observation hints at the ways in which the material boundaries impose a certain reading
of a work of art just by containing it within its boundar ies and differentiating it from
surroundings.

Gennete (1997b) pays attention to material aspects of literary publishing and, for example,

closely examines the role of ypesetting, paper quality and formats of codex books including

both the original sheet size and the distinction between hardcover and pocket book editions.

Beside basic economic implications, book sizes carry cultural meaning, being thus truly

paratextual: iFor undoubtedly the pocket edition wil!/l I
canonization. On that account alone, pocket format is a formidable (although ambiguous 1

indeed, because ambi guo (Genetted27ba2l 22x Butdaspitethe s sage. 0
variety of analyzed parat e x t u al el ements, Genettebds work is ||
printed codexbook.

Within the field of literary theory, the questions of materiality have been picked up by N.
Katherine Hayles (2002) and expandedto the area of electronic literature. Her concept of
technotext emphasizes the material dimension of literary works and focuses onthe
interactions between a text and its inscription technology. According to Hayles, it he physi cal
form of the literary artif act always affects what the words (and other semiotic concepts)

me a n(Hagles 2002, 25) Despite this general assumption, the term technotext is reserved
only for specific works, which openly address their status of material artifacts with regards to
their verbal content. Technotexts thus practice literary criticism by interrogating their

cultural form and the conventions attached to it . In all the presented cases of technotexts, the
actual organization of the text takes the form of hypertext (in its dominant meaning) or
cybertext (Aarseth 1997). This focus on non-linear texts uncovers the cultural underpinnings
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of the term technotext i the foregrounding of material circumstances of a text is particularly
visible when a text is working against its default linear organization established historically
through the medium of a codex book. Hypertext literature makes the material aspects
tangible as it requires non-trivial and unconventional effort to traverse its contents, thus
motivating a conscious manipulation with a literary artifact. Otherwise, navigation through
linear texts is taken for granted. Such trivialization potentially obscures the impact of
materiality (page size, for example) on reception.

Despite Hayl esd arguabl y n a-specticandysiscanddor caefle cal | s
consideration of materiality across all types of literature. While technotext is an arguably rare

case within the overall literary production, materiality influences the final meaning of any

text to a certain extent. Mor eover, technotextsbob
considered a similar technique to metalepsis or the alienation effect, however with a different

emphasis.

Overall, materiality is an important dimension of texts despite the rather homogen eous
physical aspects of codex book publishing. Whenconsidering other media, materiality
becomes more apparent. In digital environments, it often is an object of remediation (Bolter
and Grusin 2003) i where materiality from one medium is recreated in another, for example
book covers and pagination in e-books (McCracken 2012; Birke and Christ 2013; Pressman
2014; Smyth 2014; Malone 2015). The paratextual functions are adopted but new qualities
and implications emerg e in the new contexts. Still, one should not overlook paratextual
implications of materiality just for the sake of visible physical differences and the literal sense
of the term frami ng. Materiality often bears cultural and economic implications that go
beyond the surface level of pure physical boundaries.

1.4Framing

In the previous sections, | have touched upon the questions of edgesand centers of a text and
its material boundaries . These issueswhich are closely related to paratextuality, have been
also explored in afigurative senseasframes and framing. The scholarly understanding of
framesisi nf |l uenced by HI¥986) sociplogizal Wwdrknimamniéhde uses the term
as a metaphor for interpretative schemata. Regarding media production, two broad
categories of framescan be distinguished: (1) the ones that are embedded in textsby their
producers, and (2) the onesthat are employed by readers duringthe interpretation of a text.

Frames have been picked up by different fields and disciplines, often with major

modi fications t o Gddréxamaplednediacstudieg cholard havie d e a .
developed the analytical concept of framing to study media effects(Scheufele 1999; Scheufele
and Tewksbury 2007). In this methodology, framing is understood as a cognitive schema
embedded by producersin texts to present news events in a particular manner, effectively
steering the interpretation of such an event by audiences.While this perspective ispartly
connected to the actof reception, framing in communication research emphasize general
structures in news presentation. Therefore, they deal primarily with genre theory or
architextuality instead of paratextuality.

In his seminal work from 1974, Goffman (1986) himself was much closer to what Genette

(1997b) defines as paratextuality. The introduction of the book actually reads like a practical

experiment with framing .Gof f mands wunder st andi nganmtfoductiora mi ng c
as a literary form can be easily compared to the function of paratext.

That is the introduction. Writing one allows a writer to try to set the terms of what
he will write about. Accounts, excuses, apologies designed to reframe what follows
after them, designed to draw a line between deficiencies in what the auhor writes
and deficiencies in himself, leaving himself, he hopes, a little better defended than
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he might otherwise be. [€é] Just as certainly, suct

purpose is to recast the way in which a long book is to be taken(Goffman 1986,
160 17)

Goffman then muses about prefaces andcomments to prefaces and chains a series of meta
referential paragraphs in an attempt to show the complexity of framing devices. In the actual
book, the scopeof frames is much wider and encompasses the whole social reality as opposed
t o Ge n(BE97b)ééused look onliterary publishing. However, both scholars seem to
share a broad perspective onthe substantiality of f rames and paratexts, respectively, ranging
from contextual information to texts and material objects.

Itis the so-called factual paratextt hat al i gns with Goffmanos
It allows any information about a text, its author and ot her circumstances to become
paratextual. This feature of the original framework emancipates paratextuality from being
constrained by textual manifestations (effectively in both the verbal and the more general
sense of the termassumed throughout the thesis):

Most often, then, the paratext is itself a text: if it is still not the text, it is already
sometext. But we must at least bear in mind the paratextual value that may be
vested in other types of manifestation: these may be iconic (illustrations), mater ial
(for example, everything that originates in the sometimes very significant
typographical choices that go into the making of a book), or purely factual. By
factual | mean the paratext that consists not of an explicit message (verbal or
other) but of a fact whose existence alone, if known to the public, provides some
commentary on the text and influences how the text is received.[emphasis
original] (Genette 1997b, 7)

Notable examples of factual paratexts are age and gender o&n author. Such information
might not be manifested in any tangible textual form but still influences how one reads a
given text.

Ironically, the aforementioned breadth of paratext was criticized by a literary scholar Werner
Wolf (2006b) using the term framing borrowed from Goffman . In his exhaustive overview on
previous developments on framing, Wolfa ppr opr i at ecenceptamd finaits ies Scepe
in two significant ways (this revision of paratextual framework is further explored in sec tion
2.2.1). First, his concept of fparatextual framing 0is restricted by atextual form and second by
a position at the borders of a work, meaning that paratexts are no longer spatially
independent of the text they refer to. Examples of such redefined paratexts are titles or
footnotes in codex books, opening and closing credits in film, picture frame or caption in
visual arts. The broader meaning is then taken up by framings in general, which are classified
into many different categor ies in a structuralist fashion.

This particular redefinition implies that paratexts should also be textsbesides initiating their
respective transtextual relationship. While such limitation might make this new version of
paratext more comprehensible and tangible as an analyticd concept, it reversesthe original
etymology of the term (meaning that something is para- to a text). According to Genette
(1997a), paratextuality creates categories of secalled paratexts. However, the first step is a
relationship signif i ed by @ par ao thatis canheeted o text,déncetthe name
paratext.1” Constraining paratexts or consequentially the whole relationship of paratextuality

17Georg Stanitzek providesa si mi | ar expl anation of paratextos
textuality beyond the purely verbal: it he term [ é] suggests that text

paratext and simultaneously a superordinate concept. But at any rate paratexts & even author

portraits or typographical appearance [€é] which

of graphics or typeface & are something like texts. Paratexts always imply at least a moment of
readability and hence textuality & in the broader sense.0(Stanitzek 2005, 30)
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Chapter 1: The Paratextual Framework in Context

to averbal form in the context of printed literature goes against the original ide a, despite the
fact that Genette (1997b) himself mostly analyzes verbal paratexts.

To summarize, framing in Goffmands setheae i s
concept of paratext. However, these two concepts are grounded in very different paradigms,
namely sociology and literary theory. Thus, the scope of paratext is fairly limi ted (especially

by authorship) compared to its counterpart.

1.4.1Interface

Materiality (see section 1.3 can be considered the most literal take on the act of cognitive
framing, assuming that tangible manifestations of framing i a picture frame i gave the
concept its name. Interface lies betweenthe literal and the figurative sense of the term and
also closely relates to issues of paratextuality, especially in the vernacular understanding of
video game interfaces Interface originated in chemistry and physics, where it describesa
surface boundary between two different matters. It was most likely first applied to media
(and technology) surfacesby Marshall McLuhan in The Gutenberg Galaxy (2002) in 1962.
Even later, McLuhan often (see McLuhan 1994, 1997; McLuhan, Fiore, and Agel 2001)
referenced interface in a metaphorical sense of corironted environments or even confronted
public issueswithin a media landscape. However, he has never tried to refine the meaning of
interface for media studies, instead reinforcing the ambiguity of the term with every iteration .
Currently, the meaning of interface ranges from the actual connection of two substances to
the outward facing elements of an environment.

The growing interest in cybernetics and computational design resulted in the foundation of
the field of human-computer interaction . This field introduced a new take on interface,
focusing on user-oriented features of computer systemsand digital media (Manovich 2002) .
The vernacular term fuser interfaced corresponds to this particular pers pective that
highlights the functionality and especially the usability of digital technologies. Still, this
approach is often too preoccupied with practical aspects of interfaces tobe able todelve into
structural implications of the term and its confoun ded etymology.

Recently, Branden Hookway (2014) offered an exhaustive interdisciplinary overview of the
concept ofinterface and its origins in the 19t century in the field of fluid dynamics. In his
definition, interface is considered to be a form of relation. Thus, it is determined by the
qualities of relation between entities and not by the actual entities themselves. Arguably, such
perspectiver ef | ect s Mc L uh an 0 sisnmehrblodder and maresabstragtsn ite n d
scope thanthe vernacular understandin g of interface, pursued by the more hands-on
computer science literature (Laurel and Mountford 1990) . Often, the actual outward -facing
features of one entity, which are supposed tobe at the forefront of the interface relationship ,
are understood as the interfaceitself (ibid.) . Thesevarying definitions result in vague
conceptualizations and terminological confusion. For example, video game headsup displays
(HUD) are usually considered interfaces or at least notable parts of interfaces (Calleja 2011;

very

JBr gensekHoweverifdnewoul d f ol | ow Ho qtkendeyfateswoualdebé i ni t i on

the whole relation of a player to a game, not just a part of software and hardware design.

Still, interface i s not just any type of relation. As a liminal phenomenon between two entities,
interface is characterized by theliteral ambiguity of its transitory position. It creates many
paradoxical situations and combines opposite processes in its role of surface between two

environments:i The i nterface is defined in its coupling

drawing together, of confining and opening up, of discipli ning and enabling, of excluding
and i nc (Hoakwaw 201404) Interface is neither one of the entities confronted, instead
it creates a special quality at thar intersection.
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Hookway himself uses the metaphor of threshold to describe the speifi cities of interface, yet
he does not draw a connection between it and paratextuality, which Genette (1997b) likens to
athreshold as well. Other scholars, such asJohanna Drucker (2011) or Galloway (2012),
explicitly mention th e overlaps between interface and paratextuality. Similarly to some forms
of paratextuality, interface takes placeat the surface levels of two entities giving limited
insight into each other (depending on types of agency involved) while at the same time
creating a certain boundary between them. For example, an airplane cockpit is an embodied
interface between a plane and a pilot. It provides a feedback loop between the two entities
while also separating them. To address the widespread metaphors used to describe its
mediatory function, i nterface is not a window, nor a doorway as Galloway(2012) has already
argued. Interface relation may be enabled by material aspects of two entities but as a liminal
phenomenon its materiality is shifting and it is only borrowed for a time being while the
relation manifests. Applying additional metaphors to an already metaphorical term only adds
to the overall mystification of what interface means.

Still, the current state of terminology leaves us with unsatisfactory tools to tackle the overall
issue of interface, especially in the context of framing. User interface might just as well be an
interactive and sometimes immaterial frame embedded atthe edges of an entity, while
interface is the special relation of threshold where two entities meet. If one heeds to preserve
some of i nt e etynwlogy lateddorfliicorélaticmships between different

matters, then further distinction between features and relationships is necessary.Gal | oway 6 s
term fintraface ofits within this line of thinking. Defined asfi a n  fage inermal to the

i nt e r(Galavay®012, 40), it deals with the link between the center of an entity and its
edges and tackles the mterface question internally in an expectation of a potential interface
relation. Thus, outward-facing features such as video gamauser interfaces can be understood
as intrafaces instead, freeing up the former term for the original relational meaning.

Intrafaces come close to being paratexts. They ae part of an object, although they are located

at its outskirts. Moreover, their existence alone explicitly presumes a potential interface

relation with another entity. Fundamentally, intraface highlights the interface even though its

function is in most casesto facilitate a smooth and satisfactory interface experience of human

actors, thus making the interface seem transparent or even invisible.18 To a certain extent, it

draws an operatords attent i oentwodnteifaces entites. and t he
Therefore, it creates a distance alike the alienation effect providing apossibility of a critical

perspective onatechnology or amedium at hand. From a design perspective intrafaces are

often understood as struggles between transparency and opady. Especially in video games,
transparency is often sought after in a quest for greaterimmersion ( Cal | eja 2011; JBr
2013), while the critical possibilities of intrafac e are often overlooked!®

From a media studies perspective, intrafaces (akin to material boundaries of texts) are
subjected to the logic of remediation (Bolter and Grusin 2003) . Media-specific forms of
intrafaces are adopted in other, historically newer but also older, media and carry a specific
cultural message, which potentially influences the message transmitted with their help
(Manovich 2002) . Desktops, icons, first-person shooter perspective among others have all

18 Intraface design is not necessarily oriented only at humans, it can also focus on computer actors
interacting with each other.

19 Diegesis is one of the ways to increase transparency of the intraface as | have already hinted at in
section 1.2.1 Embedding necessary interface information in a diegetic layer of a video game is often
considered a way to enhance immersion( Cal | ej a 201 1 ;.Héd thegtensicn betweed thel 3 )
center and the edges of a video game provides developers with an opportunity to shift otherwise

peripheral information (e.g. health of an avatar) into the center of a diegetic world, effectively drawing
attention away from its interfacial implication s.
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come to signify a specific interface positions and carry paratextual quality similarly to
different book editions (for example, paperback/h ardcover).

To summarize, framing in its broadest sense closely relates to paratextuality. However, it is
arguably more abstract (and potentially encompassesa wider range of phenomena) as it is
not grounded in a particular cultural practice and does not re quire paratextual authority.
Interface is a connected conceptthat highlight s the specific qualities of certain framing
devices.Despite the terminological closeness and overlaps, paratextuality still remains an
autonomous concept. However, intrafaces in general often manifest a paratextual
relationship, thus they can be potentially classified as paratexts in the sense of a paratextual
category.

1.5Promotional Materials

Promotion 20 and advertising usually focus on selling a product or an experience.Thus, it

mostly follows the hierarchical structure shared
text is promoted by instrumental texts whose function is to createa notionofafic onsumab| e
i d e n (Kiingey 1089). Understandably, scholars are often overlooking the role of

promotion in pursuit of the main text. This particular bias has been alr eady widely criticized

by media and film scholars (Lunenfeld 1999; Johnston 2013; Gray 2010). Lately, promotion

and promotional materials have been gradually attracting more attention as researchers have

argued that the promotional costs often rise to a full third of the whole budgets for cultural

productions and can often go even higher, especially inthe film industry (Gray 2010). Beside

their economic importance, some promotional materials have gained a privileged position

within the media landscape. For example, trailers have become a popular cultural form on

their own merits (Kernan 2004; Johnston 2008; Gray 2010; Vollans 2015; Johnston,

Vollans, and Greene 2016)

The promotional paradigm emphasizes the commercal nature of many cultural artifacts,
such as films, video games or booksWhile this also holds true for paratextuality, the
interpretative frame of the figurative threshold is deliberately downplayed in promotional
practice at the expense of wide distribution and accessibility. Barbara Klinger has pointed at
this feature of promotional materials already in 1989:

[é ] the industry that creates these commercial epiphenomena is not primarily
concerned with producing coherent interpretations of a film. Rather , the goal of
promotion is to produce multiple avenues of access to the text that will make the
film resonate as extensively as possible in the social sphere in order to maximize its
audience. Promotional categories will often tend to diversify the text by addressing
several of its elements, including subject matter, stars, and style. But this particular
type of inter-textual zone cannot be settled within the textual system; rather, it

raids the text for features that can be accentuated and extended withinits social
appropriation. (Klinger 1989, 10)

In general, promotion does not enforce an authorial interpretation of a promoted text, but

instead provides a wide net of potential readings in order to attract as many consumers as

possible. Thus, promotional perspective explores the current industry practices of production

and distribution by going beyond the myth of a single authorial vision. This does not

necessarily mean that promotional materials are incompati ble with paratextual framework.

Genette himself explicitly analyzes both authorialand pu bl i sher 6 s par attexts an

20 | have already addressed the special case of crosmedia promotion in section 1.2about transmedia
storytelling.
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on textual systems, arguing that pursuing authorial intent, as many actual literary
paratextual elements attempt to, is potentially harmful for the success of a text

The promotional paradigm features a wide array of approaches, some of which deliberately
foll ow i n Gen édohatheniGy afydct feftasdrden studies (2010, 4) echoes
the previous interest in seemingly ancillary texts. As a film scholar, he challenges the
centrality of the film in its theatrical form within the film culture. By refocusing the debate to
hype, promos, trailers and merchandising, Gray aims to address the uncharted spaces
between the threetraditional pillars of media studies 1 texts, producers and audiences.After
all, the viewer experience isco-defined by these side activities. However, as Johnston(2013)
has argued the actual term off-screen studies overlooks the amount of information being
disseminated through screens even ifone looks past the perceivedficentralotexts. Trailers,
behind-the-scenes footage or licensedrideo games are all approachedand experienced
through screens and at the very least present a terminological (or etymological) obstacleto
off-screen studies Even though the screen is supposed to stand for a metaphorof both film
and television studies, it feels counter-intuitive to the actual mission of the proposed
discipline.

Another attempt at reframing the debat e around promotion and paratextuality has been
undertaken in the edited collection Ephemeral Media: Transitory Screen Culture from
Television to YouTube (Grainge 2011)2! However, the term ephemeral media encompasses
many other phenomena than promotional materials, even though ephemerality plays an
important role in formally ancillary texts such as advertisements Ephemeral media or
ephemera as a categonof texts range from idents, interstitials and promos to other short -
lived or short-in-length texts. While there is a notable overlap between this rather broadly
sketched-out framework and off -screen studiesi namely the interest in overlooked forms of
screen culture i , the ephemerality of promotional mate rials is partly coincidental. While
many forms of advertising elude archiving as they are below the threshold of scholars,
professionals and fans, increasing prestige of certain promdional texts i such asthe
aforementioned trailers i goes against this historical trend. Ephemeral media thus proves to
be too loose a category to warrant a coherent analytical framework.Still, the emphasis on
ephemerality can enrich future explorations o f promotion and paratextuality. 22

Last !l y, J2018)pmposed térs fpromotio nal materials osuffers both from
vagueness andover-reliance on the promotional quality , which to a large extent presupposes
a subordinat ed role of promotional materials comparedto ma i n othetvaryxdature that
Johnston himself criticizes about parate xts. While promotional materials might serve asa
temporary catch-all phrase for all sorts of understudied cultural phenomena, Johnston is
aware that it is not strong enough to provide necessary theoretical and methodological
foundations. Compared to paratextuality, it is also narrower in its scope due to the titular
promotional function. However, a more specific focus might be considered an upside in the
context of bloated terms such as intertextuality and the expanded versions of paratextuality
(see secton 2.2.2).

There are also research perspectivesthat allude to advertising but avoid taking a discrete
stance within the overall debate on paratextuality and promotion. For example, Raiford
Guins (2014) studies video game packaging which could be easily understood as both
promotion or paratextuality and is closely connected to materiality of video game artifacts.
Even though Guins does not choose any of the available approacheghe framework of

21|t was later followed by another edited volume focused on the ephemeral character of peripheral
texts and paratexts (Pesce and Noto 2016)

22 |n fact, Genette (1997b) deals with issues of ephemerality in his operationalization of the temporal
dimension of paratextuality ( see section 2.1.2.
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promotional materials offers such broad theoretical foundations that might be otherwise
favored by scholars who aim to avoid adopting methodology from different cultural contexts.

1.6 Technical Communication

The discipline of technical communication 23 focuses on another subset ofoften overlooked
texts that have a lot in common with paratexts. Similarly to many promotional materials, the
artifacts of technical communication are considered ephemeral and invisible (Kimball 2017).
To a certain extent such invisibility is intentional and even desirable. As | have already shown
on the examples from sections about diegesis 1.2.J and interface (1.4.]), transparency is
often sought after in hopes of greater immersion on the side of a consumer. Technical
communication genres such as instruction manuals follow this logic; as long as theyare easy
to comprehend and helpful, they stay unnoticed. The anonymous character of technical
writing strengthens the notion of negligibility. Thus, both the technical communication and

its authors appear nearly invisible. However, when a glitch appears a one gets lost while
interacting with an object , technical communication comes to forefront at the expense of user
experience.

Understandably, technical communication often falls below the threshold of both scholars
and laymen. The profession of technica communicators lacks prestige and respect partly due
to the voluntary invisibility its members acceptwhen creating technical documents (Kimball
2017). These issues echo some of the concernground paratexts that are not usually
considered proper artistic literary works (Genette 1997b) Authorship of many paratextual
categories is also anonymousor implicitly attributed to a publisher as a canmercial
enterprise.24 Both paratextuality and technical communication also share the focus on liminal
spaces from which they attempt to frame the reading or use of a given text.2

The similarities betweenthe fields of technical communication and literary theory and the
applicability of literary concepts to analysis of technology, its production and distribution has
been acknowledged already by Steve Woolgar in 1990:

The body of documentation [é] comprises a
mac hi ne \ibiisaf bestlurderstood as a text. We can think of the

documentation texts as peripheral texts intended to enable the operation/reading

of a core text. They are, so to speak, captions for helping readers find and see the

relevant features of the machine itself. These captions configure the user in the

sense, discussed above, of defining the correct courses of interpretation and action

to be followed. They help guide access to the machine text(Woolgar 1990, 81)

In essence, technical communication andthe traditional literary paratexts aim to promote a
preferred reading of a text. However, too forceful prescription of the uses of technologycan

23 The scholarly focus of technical communication lies in the communication about technology,

through te chnology and in the critical understanding of the profession of technical writing.

24 |n this regard, Stanitzek notes the difference between paratexts in book publishing and cinema.

While the authorship of the former is usually anonymous, film introductory sequences often include
information about their creators: A[ é] i n yl ms 8dat ilseaost widfordhe att he

set of

yftie

production of the opening credits to be acknowledged

enable one to see the authors of paratexts, in particular the authors of title sequences, the title

ma k e r(Stanitzek 2005, 37)

25 The core interest of technical communication lies in obviously technical artifacts and paradoxically
replicates the aforementioned concerns about the invisibility of the whole field. For example, technical

aspects of established culturalartifacts such as books are easily overlooked because most readers know

how to use a book. Still, elements of book publishing such as colophons can be easily understood as
forms of technical writing. On the other hand, video games provide an obvious research venue for
technical communication scholars.
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be counterproductive in terms of sales asWoolgar argues in the context of personal
computers:

The text sells well if many different readers find a use for it. One might even go so

far as to say that an author's attempts to prescribe readings, to delimit ways in

which the text can be read, is a sure recipe for disaster, at least in the sense of
guaranteeing early r et (Woolgarf©900/8 t he publisher

This call for openness of interpretation echoes Kli n g €1889)sunderstanding of promotional
materials and questions the value of authorial intent in commercial enterprises in which any
potential ideological meanings of a text are only secondary to economic interests of producers
and investors. Genette (1997b) himself comments on the fact that literary paratexts often

standinthewayofat e xt 6 s ¢ o mme r imposirg preferredcreadirgs oo the reader
and effectively limiting the size of its audiences.

As | have mentioned in the introduction to this chapter, the paradigm of technical
communication is currently dealing with similar topics of video game culture to the
paratextual framework. The first attempt to map out technical communication within this
particular context was undertaken by Douglas Eyman in 2008, coincidentally one year after
the term paratext had been introduced to game studies by Mia Consalvo(2007) to address
similar phenomena. In Computer Gaming and Technical Communication: An Ecological
Framework (Eyman 2008), a five-part framework for treatment of video game culture with
regards to technical communication is introduced, focusing onthe following aspects: (1)
actions happening in a game, (2) game interfaces, (3) developer and user-created
documentation, (4) agame design process, and lastly (5) research and other forms of critical
commentary. Especially the area of documentation for both the internal purposes of video
game development and the endusers has beerextensively studied over the last few years
(Mason 2013; deWinter and Moeller 2014; McDaniel and Daer 2016). Design documents,
manuals, game guides and patch notes have all been identified as instances of technical
communication in video games, however the same texts have already beemnalyzed as
paratexts( Consal vo 2007, Paul 2010; Harper 2014;
2016a), resulting in contesting conceptualizations. Still , both approaches seem to share the
belief that the aforementioned categories of texts are not justtechnical accounts of video
game artifacts but also provide room for ethos construction and rhetorics in general (Paul

[ €]

De (

2010; Sherlock 2014). Thus, inthesepar t i cul ar cases Genetteds fr ame

of technical communication significantly overlap and even put emphasis on the same issues,
namely the preferred use.

However, the two approaches in question still differ greatly in scope established by their basic
definitions. Genett eds framework originally dealt wi
historical aspects of book publishing while the discipline of technical communication cl early
prioritizes technical writing. Thus, the concept of paratextuality is arguably broader as it
encompasses many nontechnical elements of textual systems, but some categories of

technical communication, such as product reviews (Thominet 2016), nonetheless elude it2¢

For the sake of thethesisGe net t e 6 s pfovidesaenare fittikg analytical tool for

study of video game culture as a whole and not justof its apparently technical aspects.

1.7Theory of Reception

Throughout the previous sections, | have been alluding to the issue of reception of texts and

how paratextuality and other similar concepts deal withit . G e f1897) @igiral

definition of paratext pays closeattentionto thepar at ext 6 s i nfl uence on

t h &

nt

%User reviews would be considered metatexts in Genett

and (ideally) independent authorship.

24



Chapter 1: The Paratextual Framework in Context

texts and thematizes the potential polysemy of a literary text and how it can be steered and
framed by paratextual elements. Thus, paratext as a strategic tool of any area of cultural
production presupposes a certain autonomy of the reader. This autonomous act of reading
might potentially yield interpretations of a text that have not beenforecasted or desired by
the author. In practice, thepar at ext 6 s f uopceventsuch altesnativef readinys
(Genette 1997b)?7

Implicitly, 28 the paratextual framework invokes the theory of reception, which was
introduced to literary scholarship by the Constance Schoolin the 1970s. The audience-
oriented focus of Wolfgang | s e r 6Hans®aobdrtJ auss® wor k mani fested in
the reading process.Here, Iser represents the theoretical branch of the Constance Schoolby
addressing the phenomenological processes of readingIser 1972, 1978) the indeterminacy
of a text (Iser 1971) which influences the range of interpretation (Iser 2000) , and an impl ied
reader (Iser 1995). In his own theory of aesthetic response, Iser(1978) argues that a text
presupposes a cetain implied reader whose interpretation of a t ext is desirable by the author.
However, the actual reading process undertaken by a real reader offers a range of different
interpretations , which are caused by the polysemy and indeterminacy?® of a literary text.
Thus, the readerd sponse is not automatic or completely determined by the text but it is
influenced by certain characteristics of areader and a context. In this sense, Iser (2000)
likens interpretation to translation in order to emphasize the activity of a reader and the
disconnect between a text and its reading.

Paratextuality comes into play as a potential set of instructions or a corrective for the reader

to show them a path to the expected interpretation (Genette 1997b) However, as Klinger

(1989) has shown onpromotional texts and Woolgar (1990) noted about technical writing

both of which often overlap with paratext s, paratextuality mig ht as well deliberately promote

different interpretations of a text for different audiences and increase the polysemy of a text.

Overall, the concept of paratextuality fit s within the broa der debate on reception asthe

p ar a tneai furckon is to present a text to audiencesandiensur e t he text's ptr
the worl d, it s Or ec d@enetteoldTh, Awhatevar hhenastuahinarhingo n o

aims for.

Paratextuality always manifests at a concrete socio-historical moment. Among the members
of the Constance Schoo]it is Jauss(1970, 1982)in particular who has called for the study of
reception in the historical context and whosework provides necessaryfoundations for the
assessment of paratexts withinthe concrete historical reception. The historicity of reception
has two main implications for paratexts: (1) the production and d issemination of paratexts
itself, which always takes place in a concrete sociehistorical moment , and (2) the historical
record of a text and its reception, as it is captured within paratext ual elements.

Jauss argues that reception is always influencedbyafihor i zon of (JBusplOWOt at i ons (
12), which is formed by previous experiences and knowledge of older texts. Thus, any new
textifevokes for t he rosgzordogeaxpedtdtidnsanderules familiatfrone h

earl ier texts, which are then (aussil99@®i3)Theor rect ed
process of horizon setting then often works along the lines of genres or architextuality.

Paratexts can explicitly address the historical body of earlier texts and call upon the shared

27 Alternatively, paratexts can be also issued after an unsatisfactor reading has been noticed by an

author in order to at least remedy the previous negative reception.

2By r ef er en l9myecthstiudtienist &pproach to literary theory, Genette encourages a

post-structuralist rea ding of paratextuality, including its implications for audience reception.

29 |ser (1978) builds on the conceptofi Un b e st i mmt hiethetsmots ¢f mdeterminagy i coined

by Roman Ingarden (1980)but he rejects I ngardends distinction bet
of a literary work.
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horizon of expectations by drawing attention to similar works, authors or traditions. Texts
are created n a particular historical moment and paratexts can link them to specific parts of
the socio-historical context. In turn, reception may be potentially steered by setting or
changing the horizon of expectations. Paratextual categories such as prefaces often
deliberately position atext within a concrete space and time, for example by including the
exact location and date of writing of the preface (Genette 1997hb)

Moreover, later prefaces in subsequent editions of a text can be used as a response to critics

According to Genette, thiswasiit he mai n bus i np@aysinthefclaspicale f aces t o
p er i(1097D, 241). In consequence, later paratextsattempt to reset or adjust the original

horizon of expectations that may have not been favorable toreception of previous editions of

a given text. At the same time, paratexts when preservedbecome a record ofhistorical

reception and chronicletheaut hor 6 s osmreagiian bowards prexioud audience

interpretations of the text.

Fundamentally, t heory of reception revisits the basic constituents of literary culture and
refocusesthe debate from texts and producers to readers:

In the triangle of author, work and reading public the latter is no passive part, no
chain of mere reactions, but even history-making energy. The historical life of a
literary work is unthinkable without the active participation of its audience. For it
is only through process of its communication that the work reaches the changing
horizon of experience in a continuity in which the continual change occurs from
simple reception to critical understanding, from passive to active reception, from
recognized aesthetic norms to a new production which surpasses them.(Jauss
1970, 8)

In this triangle, paratexts can be located asthe links between the three points making the
often hidden interactions among them visible. They explicitly connect authors with their text s
and their audiences by addressing the sociehistorical reality in which the whole triangle is
located. Gray has describal this feature of paratextuality in terms of media ecosystems

If we imagine the triumvirate of Text, Audience, and Industry as the Big Three of
media practice, then paratexts fill the space between them, conditioning passages
and trajectories that criss-cross the mediascape, and variousy negotiating or
determining interactions among the three. (Gray 2010, 23)

While the Constance Schoollaid the groundwork for study of reception, the individual types
of readings have beenlater developed by media scholars Umberto Eco(1972) and Stuart Hall
(2973)

In the context of television audiences, reception studies werebased ona significantly
different tradition of communication research stemming partly from the earlier models of
Claude Shannon(1948) and Harold Lasswell (2014). The first attempt to develop a typology
of readings that would account for activity of audiences was undertaken by Eco in 1965 As
a semiotician, Eco focuses mostly on the issues of code and its implications for
interpretations of texts. The main contribution of this article lies in the term faberrant
reading 0(Eco 1972, 104) which is defined as a decoding of a message by its recipienthat is
significantly different from the one initially encoded by its author. Eco assumes a historical
perspective and charts four possible reasms for aberrant readings: (1) missing knowledge of
a code, (2) superimposition of a different code, (3) a different hermeneutic tradition, and (4)

30 Eco presented his basic typology of readings at the workshopThe Study Group for the setting -up of
an interdisciplinary research model on the t elevision audience relationship , which took place at the
University of Perugia in October 1965. It was translated to English by Paola Splendore and published
by the Birmingham Centre for Contemporary Cultural Studies in 1972.
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a different cultural tradition. He further argues that aberrant reading s have beenan
exception before the advent of mass media which broadcast messages across many cultures
and face a greater risk ofan unexpected decoding Overall, Eco is interested in rather
apparent misunderstandings caused by incompatible codes.However, his formal approach
frees up aberrant reading from any ideological connotations i in this senseit gets very close
to the notion of interpretation as translation. At the same, Ecodownplays the activity of a
reader as their role is reduced mostly to picking the right code for a message at hand?!

The ideological aspectsof inter pretation have been picked up by Stuart Hall (1973) who

provided a typology of reading stances Chronologically, it can be considered a continuation

of Ecobs earlier contribution with which it also
combined with Marxian dialectics. Hall distinguishes betweenthree basic types of readings:

(1) dominant -hegemonic also known aspreferred, (2) negotiated, and (3) oppositional. The

first type presents a reading position in which audiences fully accept the encoded meaning of

a message, whilein the third case a readerrejects the encodedideological messagedespite

understanding its literal meaning and any relevant connotations within a dominant

discourse. Lastly, the negotiated position is a middle ground where a receiver of a message

accepts some but not all of its rhetorics.

This typology adds a new layer on top of aberrant reading E aberéast reading is in its
purest form a technical failure of communication wh i | e rdddirigd afe always situated
within an ideological struggle. However,t h e | dialettieal f@uadations imply a cert ain
deterministic flow between production and reception .32 In consequence, reades can never
escape theoverarching dialectics embedded in the Marxian paradigm even though in their
active role they are able to negotiate with hegemony or outright oppose it.33

Both Ecobs and Hall s approaches can also benefi
reception developed by Jauss.In this sense, preferred and aberrant readings arealways

historically dependent and undergo a neverending process of negotiation and reevduation.

Here, the authorial control is limited by other involved stakeholders who can shift the

original meaning of a text and make the author reconsider their original intention . In their

capacity of links to socio-historical reality, paratexts then record these shifts in accepted

interpretations , which can be used totrack the evolution of interactions of involved actors

between theindividual moments of production and reception.

To summarize, paratexts are closely tied to the issues of reception of mediaexts. One of their
main function sis to facilitate the reception itself by presenting a text to audiences.
Additionally, paratexts potentially frame reception by emphasizing specific aspects oftexts
and can promote preferred readings (or any other for t hat matter) . Moreover, the concept of

31 This particular feature of th e framework is at least partly compensated by the introduction of sub-

codes and functions of a messagewhich take into account the intentions of an author and the interests

of a reader. Eco uses an example of an advertising messag&hich can be decoded onmany separate

levels, including the code, sub-codes and potential functions: i An adverti sing message cC3a
6man, woman, children around a table with a saucepan
Ohappi ness &andinthisit pe riorms théreference, emotional, and imperative functions

together (it could also perform an aesthetic function
interpret it in the light of the first three functions and to leave the fourth one out of considerat ion. But

a more guarded and sensitive addressee coul(@72xot be p

115 16)
32 Admittedly, Hall attempts to address this deterministic relationship by claiming that these are
Ailinked but di sitpioducti wa, momenubation, distribution/co

(Hall 1973, 1)However, this reservation is barely reflected in the rest of the article.

33 This particular dependence on the hegemonic discourse resulting in inability to think outside the
constraints of a basically two-sided societal struggle has been, forexample, criticized by Iser (2000) in
his later work on a range of interpretation.
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paratextuality explicitly connectsthe trinity of producers, texts and readers to each other by
explicating the links between them including the historical negotiations over the meaning of
texts. At the same time, paratexts are also objects of receptionthemselves even though they
often initiate reception of other texts. However, their own textual status is usually neglected
in favor of more prestigious texts. Even if considered as a part of broader textual systems,
paratexts are the outward facing elementsthat directly address readers. Thus, any study of
actual reception of a text cannot be complete without the inclusion of its paratexts.
Consequently, any analysis of paratextsnecessarily deals with reception or at least with
potential reception.

1.8 Paratextuality Contextualized i Conclusion

The previous sectionshavepresentedGenet t eds par at ethacantextoff r amewor k
related theories approachesin order to evaluate its usability for the task at hand 1 exploring

paratextuality of video game trailers. Through this comparison to other concepts, | have

uncovered the following four thematic aspects of paratextuality i (1) structural relationships,

(2) framing effects, (3) types of communication, and (4) reception 1 which in combination

make it a unique analytical tool. In the next sections, | summarize the first chapter by

addressing these specific facets of Genetteds co

1.8.1 Structural Relationships

At its core, the concept of paratextuality is concerned with the structural relationships
betweentexts and textual systems.Thus, it can be seen as a refinement of broader
intertextual debate initiated by Kristeva in 1969. As oneof five transtextual relationships,
paratextuality often interacts with other transcendent properties of texts, from which it is
distinguished by its threshold function i the task to present a text to its potential readersi
and a certain dependence of a paratext on the text it informs about, atleastinGenet t e 6 s
(1997a) original conceptualization . In terms of general intertextuality (and intermediality as
well), texts are usually independent and interact with each other on equal terms. For
example, a novel intertextually connected to another novel is still a sovereign literary work.
On the ot her h &89db)frameworkmmtexts are fulsordinate to the so-called
main texts and they are rarely consideredproper literary texts . Moreover, paratexts are
located at the edges of textual systems and this liminal position is crucial to their role as
thresholds.

Paratextual relationships thus create systems ofclosely interlinked texts that belongto one

intellectual property, within one storyworld or any other clearly defined grouping of texts.

The concept oftransmedia storytelling addresses similarly interconnected te xts but it

warrants more autonomy for its individual elements (Jenkins 2006a) . The subordination
implied by paratextuality islargelyc aused by the cul tural bias of t
inquiry. Traditio nal literary publishing as a cultural venue valueswhat is traditionally

considered a proper literary text from the perspective of both production and reception.

Transmedia storytelling deals with a significantly different situation of media mixes from the

late 20" century onwards. In consequence,if paratextuality is to be applied in the context of

new media environments then it requires refinement that would take into account the

increasing importance of formerly ancillary texts as stated by Peter Lunenfeld: i[ é] t he
backstory d the information about how a narrative object comes into being & is fast

becoming al most as i mponlO®mn4) as that object itse

At the same time, paratextuality, even if one accounts for its growing autonomy in
contemporary cultural industries , still proves to be broader in its scope than transmedia
storytelling asit does not necessarily have to be limited to diegesis Here, the structure of
narrative is a separate issue even though itmay berelevant for an analysis of particular forms
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of paratexts, possibly distinguishing between specific paratextual practices. Moreover, the
diegetic viewpoint acts as an actual link between the concepts of paratextuality and
transmedia storytelling allowing for their empirical comparison within textual systems.
Effectively, diegetic paratexts can take part in transmedia storytelling efforts.

1.8.2 Framing Effects

Due to their liminal position within groupings of texts, paratexts provide a framing effect in
both literal and figurative sense. The actual material boundaries of a text, as well asits

elementsthat addressthe t e xpladeswithin socio-historical reality ,f i t wi t hin Genett e

paratextual framework. In the broadest sense of saecalled factual paratexts, any information

about a text can assumether ol e of a paratext, t{e6 aligning

understanding of framing. However, for the sake of analysing cultural industries a limitation
on authorship is crucial (Genette 1997b) Paratexts thus require a paratextual authority i
usually an author or publisher in the context of literature 1 to take responsibility and
guarantee the aforementioned threshold function. Consequently, paratextsbecome strategic
tools that frame texts in such a manner as to providea desirable reading experience, at least
according to the perspective of the paratextual authority .

As a framing device, paratexts come to forefront in a situation of interface where one entity
comes into contact with another entity (Hookway 2014). Their outward -facing nature creates
an instance of so-called intraface (Galloway 2012) 7 a part of a text that is designed to
facilitate an interfacial connection and ensure an effective communication flow between the
two entities in question, usually a text and its reader. However, paratexts surpass the
arguably limited notion of user interfaces as they are not constrained by co-presence of the
text they refer to 1 they might be located both inside and outside of a textand inform
audiencesabout the textods existence remotely

1.8.3 Types of Communication

The actual framing effect can take different forms, depending both on a particular text and
industry practices. In cultural industries such as literary publishing, the film or the video
game industry, many paratexts fulfill a promotional role. Here, the function of threshold
overlaps with advertising of a productthathas t o be first bought
In context of technically demanding texts, some paratexts might also be understood as
artifacts of technical writing instructing users how to efficiently engagewith atechno-cultural
artifact .

Both the promotional and technical communication frameworks emphasize the practical
(applied) aspects ofthe relationships between texts defined by the rather instrumental roles
of said texts. Thus, the perspectives ofpromotional materials and technical communication
imply a hierarchical structure. Still, scholars from both disciplines call for more equal
consideration of these often overlooked parts of textual systems(Johnston 2013; Kimball
2017) compared to what is culturally understood as a proper text of a given cultural area.

The concept of paratextuality shares many qualities with the two communicational

frameworks, howeverthep ar at ext 6 s rel ationship to another

defined. It does not necessarily have to deal with promotion or instruction , even though it can
do both. On the other hand, the issue of authorship is arguably stricter in the case of
Ge n e §(1987d) concept, which leaves usercreated texts out of consideration.

1.8.4 Reception

The issue of reception is embedded in the original definition of paratextuality alongside the
structural, framing and applied implications of the concept. After all, thep ar at ext 0 s
initiate reception. Paratexts inform audiencesabout the structure of textual systems and
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draw attention to texts that are considered reception-worthy by their producers. The framing

effects then ground the text (and the paratext for that matter) in a particular socio -historical

situation by addressing its status within a respective cultural tradition and horizon of

expectations. Lastly, the particular instrumental functions of paratexts aim to influence the

interpretation of a text in terms of preferred reading (s). All three stepsare reflected in

receptionofatext.1 n a way, Genettebs framework attempts
author who has been proclaimed dead at the expense of activity of audiences; to borrow the

met aphor fr om R®87a infilenthieessaylirens1867. Despite potentially

different interests behind paratextual production in terms of the author -publisher

relationship, paratexts allow for limited controloverat ext 6 s i nter pretation on
creators. However, the necessity of paratextual elements in cultural industries actually

supports the argument behind the postmodernist departure from the traditional notion of a

singular authorial vision.

Additi onally, paratexts can be considered links between the triangle of producers, texts and
audiences possibly explicating their interactions and relations, including the historical
evolution of textds reception.

To conclude, paratext is a multifaceted concept that deals with concrete issues of specific

areas of human culture. Originally deployed in literary theory at the time when a codex book

was the primary medium of literary publishing , paratexts addressed particular elements of

literary culture 1 for example, titles, prefaces or formatsi and assessed their importance for

production, distribution and reception of literary texts (Genette 1997b) Other concepts have

been developed over time but paratextality still hold s a unique analytical value due to the

complexity with which it deals with issues of structure, framing and reception. However, in

order to be applied to video games, @Gednetteds fr
revised. As a concept dealing with cultural meanings and practices, it needs to take into

account the specificities of video game culture.

30



Chapter 2: The State of Paratextual Research

Chapter 2: The State of Paratextual Research

During its thirty -five year long history, the terms paratextuality and paratext have been
applied in many different field s often in ways that shifted their meaning away from the
original definition. Thei r scope hasbeenboth broadened and narrowed down in their various
iterations. Currently, there is no accepted version of paratextuality. Instead a multitude of

di fferent i nter pr(l97b)origisahframewdrk p&maatestatadedng. In
order to use it as an analytical tool, | first must take into account these variations and address
their differences.

As a corcept that is concerned with cultural meanings of textual practices, paratextuality

manifests a certain bias caused by the original venue in whose context it has been developed.
Many of sdanersions ard iriferred from the realities of literary publishing and the

way it had worked until the late 1980s. Therefore, the aforementioned revisionary

approaches are to be expected. Moreover, they are to some extent justified when the original
framework is to be transported to new cultural industries, including video games. Even

literary publishing has undergone developments, for example the rise of digital distribution,
which contest some of the basi(seeNcCrackea?0tld; es of
Birke and Christ 2013; Pressman 2014; Smyth 201L4; Malone 2015).

In chapter 1, | have explored concepts related to paratextuality and the scholarly context in

which it has been conceived, applied and further developed. With that knowledge in mind,

the current state of the art can be assessedFirst, Ge net t e 6 s f summmezedomthkall i s
its relevant features. Second notable updates and revisions from various fields are addressed
and analyzed. Additionally, | present an overview of previously used methodologies and

research topics in order to capture the current state of academicinterest in paratextuality.

Despite the all-encompassingtitle of the section, it is hardly possible to thoroughly examine
all scholarly work s dealing with paratextuality and paratexts . At the same time, even if
attempted such broadness and exhaustivenessvould come at a price of in-depth
understanding of how various applications of the concept relate to the original framework
and to each other. Therefore, the upcoming sections should be understood as a selection of
works notable either for their impact or innovativeness. Due to the topic of the thesis, | focus
primarily on game studies. Where there are overlaps, | also exploreother areas of academia
such as literary theory, media studies, and film and television studies.

21Genetteds original framework

In section 1.1 | have presented the basic definition of paratextuality in the context of the
overarching concept of textual transcendence(Genette 1997a, 1997c)Here, | go into more
detail regarding the particular aspects of the framework and the terminology used by
Genette.

First of all, by dext6Genette (1997b) meansatext proper in the sense of a verbal bodyof
mostly a literary text. Despite his focuson literary (or artistic) works, any book can be
considered a text, thus warranting the existence ofparatexts. On the other hand, paratexts do
not necessarily have to take a verbal form. Theyencompassa wide variety of elements of
literary publishing that relate in a certain way (simply put, by being a threshold) to texts i
they are ¢paradto dextsd

While the term paratext is often used interchangeably with the term paratextuality, there is a
significant difference between a category of textsi an objecti and a type oftextual
transcendencei a relationship. Initially in 1982, paratextuality was conceived as one of five
transtextual relationships (Genette 1997a) It might seem counterintuitive and potentially
misleading to adapt a typology of textual relatio nships into a typology of texts. Indeed,
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Genette is avare of the potential issues, but he nonethelessclaims that transtextuality creates
specific categories In his opinion, the terminological step from paratextuality to paratext is
justified:

[ €] e wtamaybe tited and thus become a quotation, butcitation is a specific
literary practice that quite obviously transcends each one of its performances and
has its own general characteristics; any utterance may be assigned a paratextual
function, but a prefaceis a genre (and | would claim the same fortitles); criticism
(met atext) i s o b[enmplasisotiginalla(Gepedte 19%7a, B)é |

I have previously argued that this particular feature of the original framework is g uestionable
and potentially reduc esthe complexity of textual relationships ( Gv e | ¢ h. H&e0itl 6 a )
suffices to say that this connection between types of textual transcendence and categories of
texts is indeed a part of the original def inition and as such it has beenadopted by other
scholars. | cover the underlying issue morethoroughly in chapter 3.

In Paratexts: Thresholds of Interpretation , Gennete(1997b) in the translation of Jane E.

Lewin actually never uses the term paratextuality, opting insteadforfipar at ext ual el e me
(1997b,4),Aipar at ext udl997ma)srsip @ e @ (L¥PO*bt 19 However, the foreword

by Richard Mackseyincludes an overview of transtextuality and explicit ly mentions
Aiparatextualityo three t ilmarestinglyyvtleeromigsioneof cour se of
paratextuality seems to be a deliberate choice o
Mari e Macl eands tr ans khajter foom th e fhonagtamh, whichtwaso du ct i on
published in 1991 in the journal New Literary History (Genette 1991) Sitill, the term

paratextuality can be found in The Architext: An Introduction (Genette 1992)translated by

Lewin and in Palimpsests: The Literature in Second Degree (Genette 1997a)translated by

Claude Doubinsky. The sporadic use ofthe term paratextuality might explain the adoption of

paratext instead of the original designation for the actual relat ionship. | address this issue

and its implications, specifically the focus on texts and textual genres (or categories)instead

of textual relationships in chapter 3.

G e n e t(19%76) slassification of paratexts is governed by five basic questions which allude
tolinearc ommuni cati on model s (1948)ramidu dias@0l@ tvakidon o n 6 s
from the late 1940s. The questions relate to specific dimensionsof paratext: (1) iwhere? ®

spatiality, (2) fivhen? ® temporality, (3) fhow? ® substantiality, (4) ffrom who m to whom? 0

I pragmatics,and (5)fit o d o T Vuhcdons?(Genette 1997hb, 4) In consequence, this

allows Genette to chart specific subtypesof paratexts based on theirrespective qualiti es

determined by these five dimensions using examples from literary publishing. This

classification is an integral part of the paratextual framework and deserves a closer attention.

2.1.1 Spatiality

Spatiality is conceptualized as a dichotomy of paratextual elementsthat are (a) either bound

to the same location as the text they refer toi peritexts i, or which are (b) located elsewhere

and work at a greater distancei epitexts. Genette explicitly leaves out no space for any

hybrid categories of spatiality: iper i t ext and epitext completely a
field of the paratext. In other words, for tho se who are keen on formulae, paratext =

peritext (Genat®lo7e 5t . O

This distinction is based on an original location of any such paratext and thus takes into
account only the ideal and unaltered version of atext, meaning a book volume as it was
designed byits author and publisher . Therefore, an interview with the author glued by a third
party into a book still remains an epitext despite its actual location. Here, Genette assumes a
producer 0s amedawspiags the¢ impoance of an actual reader experience which
may be easily influenced by missing peritexts or epitexts-turned -peritexts. Moreover, not
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much attention is paid to diverse material conditions thatf aci | it ate peritextso
book. For example, a preface printed in the same volume as the text is much harder ©

remove than a dust jacket, which can get lostduring distribution before the book gets to its

reader. Still, both elements of book publishing would be equally considered peritexts in

Genett eds Theagumblwundekdeveloped conceptualization of spatiality is mostly

caused bythe simple materiality of a codex book which does not contradict such binary

thinking. When applied to more complex media technologies and distribution channels,

including those present in video game culture, peritext and epitext fail to capture the variety

of possible locations of paratextual elements. This part of the framework , which has been

already criticized, is addressed in more detailin section 2.2.5.

2.12 Temporality

The temporal dimension of paratext is treated with more nuance and thushereGenet t e 6 s
typology successfully eludes structuralist constraints by not attempting to be exhaustive at

any cost Three basic criteria are taken into account when distinguishing between temporal
conditions of paratexts: (a) relativ e timing to the original publication, (b ) relative timing to

thea ut h or @and(c)duratioa.,

The first criterion (a) offers three possible situations: (I) prior i published before the text 1,

(I original T published at the same timei , and (lll) la ter paratexts, which are published

after the text. Interestingly, Genette also decidesto add a category of (IV) delayed paratexts

which are distinguished by alonger time difference from the original publication than later

paratexts. In some cases delayed paratexts are also considered to be final in the sense that no

additional (later or delayed) paratexts of the same type (for example, a prefacehave been

published for a given work. However, such a distinction between later and delayed paratexts

is arbitrary, at least regarding the presented operationalization of the temporal dimension. In

the case of delayed paratextsthe actual difference is in fact functional and not purely

tempora:i For reasons of function that Ekgroundsfor el abor
di fferentiating between the merely |l ater paratex
(Genette 1997b, 6) Still, this disclaimer doesnot change the fact that such an approachis not

systematic and that it betrays the otherwise structuralist perspective of the relative timing to

the original publication .

The second criterion (b) createstwo basic self-explanatory categories: flanthumous 6(Genette

1997b, 6)and posthumous. Either a paratext is published during anaut hor 6s | i fe or a
death. Such a distinction is relevant to literary culture but it lacks any real analytical value in

cultural industries with wider production collectives, such as video games, films or television

series.

Lastly, the duration (c) is determined by an act of deletion of a paratextual element, thus
effectively establishing three basic categories:(l) deleted, (1) restored and (lll) untouched.
While the act of deletion is significant from the producer perspective, sucha
conceptualization of duration overlooks varying ephemerality of certain paratextual
elements. For example, if one focuses on particula material manifestations of literary texts,
peritextual prefaces are much more likely to be preserved than epitexts such as dust jackets
or bands:

The material feature that these two elements have in common, which allows us to
look at both of them as appendages of the cover, is their detachable character, as if
they were constitutively ephemeral, almost inviting the reader to get rid of them
after they have fulfilled their function as poster and possibly as protection.

(Genette 1997b, 27)
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Genette is primarily interested in the act of deletion, connecting it to a notion of authorial
control and its evolution throughout time. The physical ephemerality is sidetracked in favor
of functional utility of a given paratextual element. A paratext is removed because it no longer
serves its purpose ina new socio-historical situation, such as a publishing of a new edition
within a new context of historical reception. In this perspective, Genette considers the act of
disappearance of a paratext noteworthy only if it was caused by its author or publisher.

Temporality in general is conceptualized much more loosely than the spatial dimension.
Beside the aforementioned digression to paratextual functions, Genette issomewhat
reluctant to aim for mutually exclusive categories. later in the book he admits that certain
existing paratexts can be indeed identified as original, later and delayed at the same time. He
even humorously frames this reluctance as conscientiousnessvhen speaking about Jean de
La Br u@a mr &dirstrpeblished in 1688) :

[..] here is a preface that, in the form in which people have been reading it since
1694, is at one and the same time (or rather, according to segment) original, later,
and delayed. All of that, it is true, over a span of six years, but it is equally true that
four times in those six years La Bruy re felt the need to enrich, or at the very least
expand, his prefatorial discourse. The name for that is professional
conscientiousness, and it ought to induce us to act with equal conscientiousness.
(Genette 1997b, 178)

By abandoning the structuralist quest for complet eness and introducing multiple overlapping
criteria, Genette prevents future criticism of this particular part of the framework. At the

same time, the inconsistency and incompleteness of his temporal categories is most likely the
reason why they are not aswidely known and used as the peritext/epitext distinction.

2.1.3 Substantiality

Regarding the actual form of paratexts, Genette assumes an inclusive perspectiveéhat takes
into account any manifestation of a paratextual relationship despite the fact that he later in
the book focuses mostly on verbal paratexts. However, Genettedoes not go into much detail
about other types of paratexts, listing only three examples: ficonico(illustrations), fmaterial 0
(typography, format), and ffactual 0(Genette 1997hb, 7) The first two types fit easily into the
general framework as they still have a somewhat tangible manifestation that helps one to
locate them within the overall framework and assesgheir four other dimensions. The factual
paratext, whichlhave compared t o Qseédectieanid),sludéssumhmi n g
classifications because it is purdy contextual information . What makes such information
paratextual is its potential to influence an interpretation of a text.

Regarding the factual paratext, the framework departs from the limitation imposed by

authorship, which otherwise allows only for paratextual elements created bythe author, the
publisher or their associates. Genette explicitly talks about an fauthorial 0factual paratext as

just one of the possibilities next to figenerico( c aus ed by elandtfhestoricdid genr
(Genette 1997b, 7)paratexts. However, here it seems that the term paratext is used inamore
figurative sense as opposed to other parts of the monograph. While a genre or a historical era
might influence the reading of a text, they are only remotely connected to the deliberate acts

of authorial framing , which lie at the center of the paratextual framework. Still, the framings
established through these types of factual paratexts can be still attributed to the author (and

their initial decision to write a certain text with a given ge nre in a given historical moment) ,

at hough the aut hor 0s patiular patatgxtual quality offtheiutextisc e t hi s
very limited.

Genette does not actually use thecategory of factual paratext in his empirical analysis.
Nonetheless, some sedions, for example on anonymity, allude to an idea that missing
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information about a text can bemeaningful in its absence Such missing information would
technically fall within the category of the factual paratext as it lacks any tangible
manifestation, b ut it still influences an interpretation of a text. In this regard, Genette
distinguishes between paratextual and factual information , suggesting that factuality is in
fact not a prerequisite of a factual paratext:

[ ] paratextual i nofllegal aesponsililisy rather thanrofdacttae r s
authorship: under the rules of onymity, 34 the name of the author is the name of
whoever is putatively responsible for the work, whatever his real role in producing

it; and a possible "inspection to verify" does not fall within the jurisdiction of a
paratextologist. (Genette 1997b, 40)

Factually correct information about a text should doesnot be automatically become afactual
paratext. In practice, factual paratexts are facilitated by contextual information first
introduced either in other tangible paratexts (but now circulating independently among
audience members)or implied by cultural practices and conventions. Technically,
dissemination of factual paratexts can be indeed directly initiated by a paratextual authority
but it is no longer under direct authorial control . For the sake ofempirical analysis, such a

broad scope isproblematic*and Genettebds own empirical work se
fact as it avoids dealing with factual paratexts. Even material and iconic paratexts are
sidetracked and explored only to a limited extent in the chapteronap ub |l i sher 6s perite

(Genette 1997b, 16 36).

2.1.4 Pragmatics

The treatment of the pragmatic dimension of paratext uality follows the less authoritative
style of both temporality and substantiality compared to strictly operationalized spatiality .
Genette (1997b) admits that he might have overlooked somepragmatic characteristics of
paratextuality by providing the following four distinct aspects: (a) sender, (b) addressee, (c)
sender 6s degr e e dadldcutianaryforcer i ty, and (

Regarding the sender(a), Genette idertifies three basic categories of paratexts based on

admitted authorship: (I) fauthorial ¢ (II) o u b | i & dne (t11) Mllographic 6(1997b, 9).

The two first types are self-explanatory. The allographic category refers toa third party that

has been delegatedoy the author or the publisher of a text to create a paratext andthat the

third party takes responsibility for it . A signed preface by someone else than the author is an

example of an allographic preface In practice, paratextual responsibility can also be shared

between these three iceal types. Notably, this distinction reduces the scope of paratextuality

to only such paratextual elementsthatc an be consi dered authorial, pu
or amix of the three, thus disqualifying any external authorship.

The category ofthe addressee (b) is conceptualized using the reach of a particular paratextual
messageas conceived by its producer When a paratext addresses the whole audiencer its
bigger segments such as actual readers or criticsthen it is deemed () public. When it is
meant only for specific individuals who are not supposed to share its contents it can be
considered a () private paratext. Lastly, the (Ill) intimate paratext has the most limited
reach as itis addressed to the author. These types can easilyevolve thr oughout time, for
example in later or posthumous editions, when a formerly intimate paratext can be made
publicly available. This classification, as many othersfrom the original framework, assumes

34/ Ony m{Genette 1997b,39)r ef er s to a signing of a text with aut
anonymity (lacking a signature) and pseudonymity (signature of a fake identity).

35 For example, temporality of factual paratexts is highly relative to individual reading experience and

cannot be decisively classified from the production perspective.
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the production perspective, meaning the intended addresseeand not the actual audience of a
given paratextual element.

The degee of authority (c) thematizes the level of responsibility taken by an author,

publisher or their associates. | have already highlightedt hat Genetteds definitd.i
specific authorship of a paratext despite the often only implicit authorship of factual
paratexts. Here, the original requirement is upheld and explored in a greater detail. Two
basic types of responsibility are identified: (1) official, and (ll) semiofficial. An offic ial
paratext presupposes a complete responsibility on the side of the author or the publisher. A
semiofficial paratext, for example an interview with producers, can be denied orwithdrawn

by them. An allographic paratext can also be considered semiofficial, as it also easily
guestioned (or outright rejected) by the first party that hasoriginally delegated it. In the
monograph, Genette uses the term semiofficial interchangeably with unofficial, however |
would argue that the word unofficial implies a comple tely external origin, especially in the
context of fan studies-influenced fields and paradigms. Thus, it can potentially lead to
confusion and to the broadening of the framework as seen inits many extensions (see section
2.2.2).

Lastly, the types ofthe illocutionary force 3¢ (d) are sketched in terms of a graded scale.

Starting from the most simple illocutionary acts, paratexts can state an (I) information, (ll)

intention, (lll) interpretation, (IV) decision, (V) commitment,  (VI) advice, (VII) command or

they can be (VIII) performative. Genette gives examples for all the aforementioned

possibilities, however his typology should not be taken as exhaustive. One could easily think

of other possible illocutiof@¥e)taxoromytof t aki ng a cu
illocutionary acts.

2.1.5 Functions

Beside the figurative functionsof it h r e {Gepettedl®97b, 2)A a i r lordicka a | |l ocko
(1997b, 408), Genette emphasizes thesubordination of paratexts to so-called main texts. This
servitude then determines the particular f unctions taken up by paratexts, for example the
correction in the sense of errata. However, Genette does not provide any typology of
functions and instead explores different variants in empirical material. He justifies this
absence of even an attempt at a typology by arguinghat functions are not mu tually exclusive
gualities of paratextuality as opposed to previous dimensions and thus do not need to be
conceptualized deductively. Still, this claim contradicts his previous statements on all
dimensions except for the strictly structuralist spatiality. Even though the categories of
temporality, substantiality or pragmatics are not mutually exclusive, Genette stil | presents at
least tentative typologies in these cases.

While the reconstruction of G e n e ttypatodyof functions is possible, it is not the aim of this
section.?’ It suffices to say that Genette does not takeany effort to do it himself in any
organized way. I nstead he arguesthat the functions are so heteronomous and diversified that
they elude easy classification.Therefore, they are explored in particular sections on different
literary genres of paratextuality , most thoroughly in the context of origi nal prefaces(Genette
1997b, 196 236).

*%k%k

36 Genette (1997b) uses the term illocutionary force interchangeably with the more common concept of
illocutionary act to designate an intended pragmatic meaning of a paratextual element compared to its
literal meaning (a locutionary act).

37n her attempt to exhaustively list all paratextual functions, Annika Rockenberger (2014) has
identified 16 types applicable to all media.
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The majority of Genetteds monograph is structure
of literary paratexts. In a sense, the contents of the book can be taken for an unfinished
typology of the following parate xtual practices of literary publishing: (1) publ i sher 6s

(I) the name of the author, (Ill) titles, (V) please -inserts,38 (V) dedications and inscriptions,

(VI) epigraphs, (VII) prefaces, (V) intertitles, (IX) notes, (X) public epitexts, and (XI)

private epitexts. Apparently, this classification does not always work on the same level. ®me

categories are arguably muchbroaderandmor e varied than others. For
peritexts encompass formats, series, covers, title pages, typeseinhg and other material

qualities of a text, whereas titles despite their rich history are formally a rather homogeneous

practice. Genette also admits the absence of three other prominent types of literary paratexts,

which he hasdeliberately chosen not to investigate: (a) translation, (b) serial publication, and

(c) illustration. Thus, the monograph is more of a proof of concept than a definitive treatment

of literary paratexts.

As | have already mentioned in the Introduction, Genette himself also encouragedthe
application of the concept of paratextuality outside of the area of literary publishing. Despite
not dealing with texts in averbal sense, other cultural industries employ similar strategies
mirroring literary paratexts.

Overall, the theoretical treatment of paratext uality feels underdeveloped.The five
dimensions are addressal in very different ways, from strictly structuralist spatiality to
vaguely defined aspects of functionality. Genette contradicts himself on a few occasionsas|
have mentioned above and is clearly more interested in an empirical analysis than in
presenting a coherent theory of paratextuality. In consequence the relatively brief theoretical
sections, namely the introduction (17 16) andthe conclusion (4047 410), read like a
manifesto. Genette both stresses the importance of overlooked parts of literary publishing,
which he conceptualizes as paratextsbut at the same time warns before fetishizing them as
the new fashionable subject of literary scholarship. By coining the term factual paratext, he
allows for nearly any information to serve as a paratext. Still, he is reluctant to call everything
that is not the main text a paratext. In an attempt to limit the broadness of the concept,
Genette anphasizes its subordination, which in turn determines the functionality of paratext.
However, such a definition takes into account only the production perspective of a very
traditional industry. Thus, it is easily contestedby expanding the scopeof the paratextual
framework to modern publishing strategiessuch as transmedia storytelling (see section 1.2.

ltisevidentt hat Genettebs original framework needs to
account for the aforementioned contradictions and the reductive perspective imposed by the

chosen cutural area. However, any update needs to pay close attention tathe fundamentals

of paratextuality topr event mi si nt er p coeetaims. WhiletheadtualGenet t ed s
execution of the paratextual framework is flawed, its mission has undeniable integrity and

potential of uncovering strategies that authors and publishers employ to present their work

in a specific light to their audiences.

2.2 The Current State of the Paratextual Framework

Recentappl i cations of Genett eds bpewaluatedénxdmpatidon f r a me w
to its original version. In the following sections, | explore the notable appropriations and

critigues of the concept of paratext, following partly a chronological structure but also

organizing the individual contributions into themat ic areas.Over time, two main tendencies

towards the paratextual framework can be observed in academia: (1) reduction of the scope of

38 Genette defines pleaseinsertsasafis hort text [ é] descri biimgme by means
other way, and most ofteninvalue-enhanci ng manner, the work to which i
it has been joined (Genetedd®7byié®s) or anot her . o
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the concept of paratextuality and (2) expansion. Both approaches are selective in how they

utilize the original concept. The reductionists (1) mostly foll
empirical work, which only covers a fraction of possible paratextual phenomena, as | have
mentioned in section 2.1 In consequence, they depart from the original vision and limit it by

often arbitrary requirements on the actual form of a paratext. This approach is not

particularly strong in academia but is nonetheless notable as it highlights the

ow

inconsistencies**wi t hi n Genettebds treatment of paratextua

The expanded concept of paratextuality (2) is characterized by disregard for its original
theoretical foundations of textual transcendence. In consequence, the complexity and
specificity of paratextuality is abandoned in favor of an all-encompassing term that combines
metatextuality and hype rtextuality and in essence applies to any epiphenomenon of a given
cultural area. This breadth is caused by primarily by rejecting the limitation on authorship
and inviting fan -made or journalistic texts into consideration. The expanded framework is
highly influential in film and television studies, and game studies . It shapes the current
understanding of paratextuality, often without clearly communicating its departure from
Genett e 6 sonceptunligatiom.a |

In the rest of this chapter, | explore individual topics that do not directly fall within the two
aforementioned gener al t e i201d)rsensitwesappropriatiorsof , i t
paratextuality to t he study of cultural industries. While the original concept is concerned with
cultural practices and conventions, they mostly provide a context for analysis of texts and
paratextual phenomena. Only rarely, do they themselves become the main object of interest.

In this regard, Caldwell presents a new direction,whi ch at the same ti me
definitions. Second, | focus on critique of subordination , which has been developed across

both the reduced and the expanded frameworks. As a defining feature of the original concept,
subordination of paratexts has come under scrutiny in the context of modern media

production and transmedia storytelling , which are understood as potentially subversive of the
traditional textual hierarchies known from literary publishing. Lastly, | take a ¢ loser look at
developments in the operationalization of the spatial and temporal dimensions of

paratextuality. These two conditions of paratextual phenomena are closely related and have
undergone methodological revisions based on new media industries, suchas video games.

2.2.1 Paratextual Framing: The Reduced Concept of Paratext

The attempts to narrow down the scope ofthe concept of paratextuality have beenoriginally
undertaken in literary theory, however they have also been picked up in other fields, such as
game studies.Scholars try to narrow down the scope of the concept of paratextuality in order
to create a more homogereous category of texts and cultural practices.Beside the intention of
limiting the arguably broad original framework, they also sha re the frame metaphor, which
they use to distinguish between general framings and amore limited notion of a paratextual
framing.

Already one of the earliest articles dealing with the concept of paratextuality presents a
limited version of G e n e t(19%/6) Famework. Marie Maclean, who translated the

pre

introductor ychapterof Genett ebds mo n o gNevalitdraryfHistory t(Geeettg our n al

1991) arguesin the same issue that paratextisafi v e r b a | (Macteanh@®90, 274) While

she does not explainthe reasoning behind such areduced definition, she then proceedsto

analyze particular examples of verbal paratexts such as titles or dedications Maclean shares
Genetteds opinion on t hesandsuppartsthid argpneest usingthen o f
theory of speech acts(Austin 1975; Searle 1976)In her opinion, the illocutionary acts of

39 Genette (1997b) presents a broad concept but its empirical application is narrow and focuses mostly
on the subset of verbal peritexts.

38

par



Chapter 2: The State ofParatextual Research

paratexts are significantly different from the illocutionary acts of the text itself . Supposedly,
this is caused by the difference between diegetic layerof textual and paratextual elements of
a book. This claim implies a rather mechanical connection between the extradiegetic/diegetic
dichotomy and the distinction between a text and a paratext, suggesting that paratexts are
always extradiegetic. However, conflating the structural questions of diegesis with
paratextuality presumes very basic types oftexts and paratexts. Ma ¢ | edbse@aion might
hold true for some literary texts, but paratexts written in -character or autobiographies easily
disprove such a universal assumption i in these cases the text and the paratext can take place
on the same diegetic levelwhile facilitating potentially different illocutionary acts .4°

A more elaborate version of the reducedapproach was presented by Werner Wolf in 2006 . In
his introduction to the edited vol ume Framing Borders in Literature and Other Media  (Wolf
and Bernhart 2006) , Wolf (2006b) drastically limits the scope of paratext even compared to
Maclean (1991) Wo | f 6 s p ar at redudedto erbahform, thasndisgualifying iconic,
material and factual manifestations of paratext, but also to elements spatially bound to
individual artistic works, effectively leaving out the whole category of epitexts. Technically,
this version of the term paratext would be considered a verbal peritext in the original
framework . Still, Wolf never explicitly acknowledges this fact.

Apart from limiting the scope of paratext, Wolf includes it as a sub-category of his own

concept of framing, which is builton Go f f m@98&) work on frame analysis and applied to

media content. The resulting framework is structuralist atitscore.Compar ed t o Genett ¢
vaguely sketchedtheory of paratext, Wo | fraingg attempts to be a definitive and exhaustive
treatment of all framing effects in media. In consequence, framing becomes even broader

than paratextuality as it encompasses framing processson both the sender6 and the

recipient6 sides of communicati on along with any contextual and textual framing s. However,

here the underlying conceptualization is not built around the themes of athreshold and an

authorial (or industry) perspective of attempted control over atextas i n Genetteds
framework , but is instead basedon the notion of cognitive frames and meta-concepts.*! In

other words, the basis of paratextuality is textual transcendence, which deals with a

combination of topics (structural relationships, framing, functional types of communication

and reception), while framing as a conceptis primarily influenced by cognitive processes

happening during the interpretation of media messages. Although the theoretical foundations

differ significantly, the application of both frameworks partly overlaps. This is apparent from

the topics of the aforementioned edited volume, which include film trailers (Hedling 2006) ,

title sequences(Sommer 2006) or opera overtures (Walter 2006) ; all three phenomena could

easily be considered paratexts as well

Anotable downside of Wol fds contrdalsedbyi on i s the
appropriating terms and greatly altering their original meaning. In consequence paratext

bearsat leasttwo very different meanings even though it would have been possible to choose

another term i the original peritext is much closer to the redefined meaning of paratext.

Moreover, Wolf does not attempt to systematically update or critique*2Genet t eds . f r ame wc

40 Maclean (1991)supports her claim that the difference in diegesis determines the type of an
illocutionary act with an example from Don Quixote. Interestingly, Genette (1997b) uses the same
example to prove a nearly opposite pointi that a preface written in -character should still be
considered a paratext despite being effectively intradiegetic.

“4Here, fAmetaod stands for fAabouto, effectively meaning
2The only exc e(p0D6b)ocnr iitsi gWwioel fodfs p ar a,whickhis budtarsuncbaor di nat i o
typology of framing functions that go beyond atextc e nt er ed r ol e. This particul ar

framework is explored along with other critiques of subordination of paratexts in section 2.2.4.
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He only borrows certain terms that have gained momentum in academia and applies them in
a potentially misleading way.

Fortunately, some of Wo | folfowers explicate the differences between thetwo frameworks
andthepossi bl e reasons for r ear tForexampdetDavidgdaraSenet t e d
(2013)ar gues that Wol fdéds update addresses tshee probl
sections 14 and 2.13). However, limiting the original meaning of paratext to just a verbal

peritext is a drastic solution. The perceived flaw could have beeneasily corrected in a more

sensitive manner, for example by limiting paratexts only to elements of material

manifestation. Moreover, framing encompasses even greater variety of phenomena than the

original paratextual framework and Jara does not seem troublel by the existence ofa broad

contextual framing,whi ch i s a part .AMmuaWold &rdesd sf riamteemoa skt i n
role-playing game rulebooks allows for such areductive perspective as it focuses on a very

small subset ofboth paratextual and framing phenomena. In a way, Jara does not have to

directly deal with the methodological implications of the adjustments he promotes by

choosing Wolfés framewor k.

Anotherat t empt at combining Wolfdés framingnieand Gene
year later by Annika Rockenberger (2014). In her auto -ethnographic analysis of introductory

sequences fromBioShock Infinite (Irrational Games 2013), Rockenberger proposes a limited

version of the concept of paratextuality i n t he sense lufsupMedherbwn updat e
four basic criteria, which distinguish it from other liminal phenomena and create yet another

version of the term paratext. This new paratextis (1) f uncti onal |,¥2) subser vi ent
ilaut horéibyentdled membersofthepr oducti on,(Pfovdrelwdli¥eod
(Rockenberger 2014, 275,and (4)fi ( at | e ast -dp aergt€20¥4) 5. While the

firsttwo criteria al i gn with Genetteds original Tdefini ti on,
limitation to averbal form, which has beenfirst explicitly proposed by Wolf (2006b) , has

never beenintended by Genette despite his focus on primarily verbal paratexts (see section

213. Thus, Rockemddt ger ésacéavery few indicati on:
wanted to extend t he meanandparaverbal propee ties & books 6t e xt 6
and texts or, accor d{Rockehberger 2004, 2614is baseléssandicanbd é ] 0
easily dispr ov e d99%0b) statements an@ biseenpirtcad Wosk , which touches

upon typography and book formats as elementsofap u bl i sher 6s peritext. Mor
Rockenbergerengages in false etymology by presuming that paratextneeds to beformally a

text (see sectiors 14 and 2.1). Instead, paratext in the original definition should be

understood asanelementof any subst ant,maahingthatitexhibitta i s &édpar ab
paratextual relationship or facilitates paratextuality of adét e x t 6

Rockenberger 6 s r eexiersliodhe fowth critereom.dnethiscase lowever,

she acknowledgesthe departure from the original framework. Genette considers diegetic
prefaces to be paratexts, partly because they are in essence still a paratextual category despite
the uncoventional form. In other words, such experiments with diegetic layers still take place

in the context of an established paratextual practice i the preface. The extra-diegetic
requirement, which has been foreshadowed by Maclean(1991), is thus only concerned with

the ontological side of things and overlooks the functional and cultural implications of
paratextualty. Roc kenber ger 6 s d exga-diegetictparatents dancediegetcé @ s

i f par @dlge 276)engages in highly metaphorical conceptualization in which the four
restrictive criteria clash with the understanding of framing functions of paratex tuality. As-if
paratexts might thus behave paratextwually but th
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constraints, which have been introduced in an attempt to improve the applicability of the
concept of paratextuality for empirical analysis .43

To summarize, the reducedversions of paratext share an interest in empirical application of
Genetteds or i dghemadtfreuerdapmoachisko.limitthe substantiality of
potential paratext forms. In fact, all four examples (Maclean 1991; Wolf 2006b; Jara 2013;
Rockenberger 2014)reduce paratextual phenomenato verbal elements of media ecosystems.
Unfortunately, the reduced framework does not succeedin making the term paratext easier
to wield as it becomes dependent on broader concepts of frames and framing, further
increasing the complexity of the framework and its terminology with arbitrary limitations to
Genettebs original definition.

2.2.2 The Expanded Concept of Paratext

Expansions of the concept of paratextuality have mostly taken place during adoption by new
fields. Understandably, a new type of cultural production demands a certain re-articulation of
paratextuality . Film and video game scholarshave broadened up the notion of paratext uality
in order to fit new phenomena, drawing inspiration from fan studies and including of user-
created paratexts. In consequence, the expanded framework has abandoned a crucial
characteristic of the original concepti the limitation on authorship.

Regarding game studies, arguably the most influential revision also marks the first widely
recognized introduction of the concept of paratextuality to the field.44 In Cheating: Gaining
Advantage in Videogames, Mia Consalvo (2007) explores seemingly peripheral parts of
video game culture claiming that surrounding texts should not be underestimated in their
influence onthe overall gaming experience. Her arguments follow Gennete (1997b) who also
emphasized the role of pardaexts within literary publishing in an attempt to contest the
otherwise unquestioned centrality of the literary text proper. Despite calling attention to the
importance of paratextual elements, Genette still believes in a traditional hierarchy of literary
culture as explicated throughthep ar at ext 6 s s u lors gaydarnedbly thedmaih u n ¢ t
text. Consalvo shifts the discussion from the industrial importance of paratexts to their
potential benefits for audiences. In this regard, she connects them to gaming capital, a
modified ver si on o f(20B0) eultuchlicapitabapplied to video games. In her opinion,
fip] aratexts are also anything but peripheral, and they grow more integral to the digital

gameindust ry and pl ayer ¢ ommu (Cortsalvo 2007t 1I82) every vyear.

More importantly , Consalvo expandsthe scope of paratexuality to elements of external
authorship . While she focuses mostly on commercial dforts of so-calledi per i pher al
i ndus (Qorisave 2007, 9)oripar at e xt u a (2007, d4)dwhieh consig of video
game magazines, strategy guides omod chips, her inclusive redefinition of the term
encompasses all video game epiphenomenaincluding fan -created texts and artifacts. If one
woul d stay t r(l8e7a)hation &f¢ertiaittransc@nslence, many of these texts
would be considered metatexts as they provide potentially critical commentary on video

43 Here, also lies the explicitlink bet we e n (18¢med it etdesx t @006b) fvimihgf i das-
if paratexts are conceptualized as framings in general while paratexts serve as their subcategory. As in
J a r @@L3) case, the breadth of paratext which is the main focus of the critique and redefinition , is
delegated to a different concept. However, unlike Wolf and Jara (2013), Rockenberger(2014)
preserves the spatial variety of the original paratext allowing for both peritextual and epitextual
paratexts.

44 In fact, Mia Consalvo is not the first to use the concept in game studies. The first mention should be
attributed to Nick Montfort (2006) who used the term in 2006 when talking about packaging and
manuals of the gameCombat (Atari 1977). Still, compared to Consalvo (2007) who discusses the
concept throughout her entire book, Montfort only mentions the term twice, the second time in a
footnote.
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games *° Fundamentally , Consalvo seems to equate a peripheral locationwith paratextuality.
However, the distinction between center and periphery has beenoriginally applied o nly to
texts authored by a production collective or a publisher, not by third parties . Firstly,
externally-authored artifacts are always peripheral if one assumes the industry perspective
resulting in an arguably tautological conceptualization . Secondly,such texts might seek
different goals by influencing interpretation of a video game compared toparatexts created
by legally responsible producers.

The pursuit of equality of potential influence of peripheral elements on players and the video
gameindustry should not come at the price of terminological confusion.Genet t eds def i ni
of paratext is guided by the issues of production and distribution , while Consalvo is primarily

interested in cultural capital within video game communities. Externally authore d texts

might increase gaming capital of a playerin a comparable way to official texts, but they only

contribute to framing of a video game within a particular socio -historical moment after it has

beenalready presented via the traditional paratexts, such as official websites, trailers or box

covers.

The issue of authorship is a key aspect of paratextuality and the decision to open it up
threatens to undermine its analytical value.C o n s a &ltered@efinition and especially the
empirical chapters of Cheating: Gaining Advantage in Videogames divert attention from
ancillary texts created by original producers to other parties involved in video game culture,
presenting a skewed perspective of paratextual phenomena

Whil e appropriati ngmewoskneCbeésal upni gi(le8)i cfeas Fi sk
intertextuality for being too broad.*¢ However, her own take on paratextuality is nearly as
broad as intertextuality. It combines the secondary and tertiary categorieso f Fi s ke d s
intertextuality , meaning both industry - and user-created texts, except for the hierarchical
structure implied by the original terminology ( see section 1.1 The only significant difference

is the exclusion of primary texts and the transtextual relationships on this level. In other

wor ds, Ccaoncemualizatidh ®f video game paratextuality includes any instances of
paratextuality, metatextuality and transmedial hypertextuality as long asthe texts bearing
these qualities are not video games.Fundamentally, any non-game textthat is somehow
connected to video games is considerecdh paratext within this framework. This is ultimatel y a
negative definition .

Around the same time, StevenE. Jones (2007, 2008) has deviseda similar take on paratext.

Despite a thorough introduction into the framework , which touches upon the basic properties

of paratextuality and suggests a more traditional understanding of paratextuality , the

resulting application ofthe termsi gni fi cantly widens i(200§) scope aki
concept of peripheral industries. For example, Jones considers fanmade texts such as
machinima to be paratextual: A[ €] such acts of appraglwouwdt i on anc
say instead, paratextual ¢(xH Jomes20@Bn48)Agaih thisise uni ve
a considerably inclusive approach, which relegatesissues of authorship to the background.

The notion of authorial control is abandoned for a more str uctural perspective of textual

relationships. In this regard, Jones builds on the concept of transmedia storytelling (see

45 Recently, James Newman(2016) has addressed the importance of distinction between official and

unoffic ial walkthroughs as the former category promises access to inside information from the

developers. This means that official walkthroughs arguably become partly paratextual even within the

original framework as their authorship can be classified as allographic in relation to the video game.

46 Consalvo criticizes the all-inclusive framework of intertextuality as it has been put forward by

Kristeva (1969) and later adopted by Fiske (1987):iBut t he concept of intertextuc:
adequately account for the system-as-a-whole that can result, as it frequently refers to media

relations at the broadest possible leveldof t en searching for br(€oasdltoh r at her
2007, 21)
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section 1.2 and argues that video games and other modern culturalartifacts are encircled by

additional content , which both expands and feeds on the original text. Jones claims that

transmedia storytelling is primarily paratextua. Thi s i s a compl ete overtur |
(1997b) understanding of paratextuality as a phenomenon i from subordinate to dominant.

In this perspective, a high degree ofparatextuality is considered a defining quali ty of texts.

Previously, it would have been considered a sign of improper texts effectively a hindrance

barring so-called ¢garatextséfrom being considered noteworthy and dextual 6on their own

merits.

We might say that [Charles] Di ¢ k e n s 6 s Losteardtlilee almdsti akyeopular

video game, are always already predominantly paratextual. That is, the formerly

limited role of the paratext, to serve as a threshold or transactional space between

the text and the world, has now moved to the foreground, has become the essence

of the text. Once you | olikekmediaentertaimmentsd s games and ¢
i tafl paratext, in concentric circles rippling out into the world. [emphasis

original] (S. E. Jones 2008, 43)

Jonesb6 use of the term paratext revolves around
him, any extensions or surroundings of a text functionasafipar at e xt (Sak. Joaese na 0
2008, 152), facilitating atransition al space betweena text and the outside socio-historical

reality. Such understanding of a paratextual threshold allows any text to become a paratext at

the expense of the notion of strategic deployment of paratextual cues which is a key aspect of
Genett eds Moreavarelonesrbarely distinguishes between the meaning of

paratextuality and paratext, conflating these two concepts into an unwieldy term, which

denotesneither a type of arelationship, nor a type of a text.

Essentially, Jonesd appr @mdE reatmeneof daratexsualityi t h Cons a
except for the much bolder statements about the privileged status of the so-called paratextual
surround,whi ch di stance Jonesd par at eAdditiamallgen furt her
Jones is primarily interested in various transmedia epiphenomena, both official and f an-

created, while Consalvo focuses on commercial peripheral markets which make profit of

video game culture and in return oTofaeatamvays t o i
extent, both of these approaches imply a certain parasitic relationship betw een a paratext and
atexti inthe sense ofMi | | (29799 deconstructionist take on literary criticism or Michelle

Serres)(1982) influe ntial re-articulation of parasitism in which parasites also serve as
important connectors within a system ( here within a system of texts). Such a quality is only
implied inGenetteds or i garaexthality asa phensroenda of lit€rary
publishing is issued deliberately and alwaysin the service of the main text.4” A different
interpretation of this relationship is that main texts parasite on their paratexts. Nonetheless,
Consal v o 6 s coacaptualidation e padatext is an extension of the original term as it

47 Genette never uses the word parasite inParatexts: Thresholds of Interpretation (1997b) even
thoughhe directly r g1f9®yessayormradid right anthé fast page when he explains
the etymology of the term paratext. Still, Genette seems to be more interested in the spatial
implications of the term parasi te than in the power relations between a host and a parasite.
Admittedly, the metaphor of parasite could be much more easily applied to the area of hypertextuality.
So-called hypertexts (for example, parodies) often use popular hypotexts in order to capture a
potential reader. Essentially, they build their claim of being considered a proper literary work on the
status of an earlier text by an act of transformation or imitation. However, Genette also avoids using
the term parasite in Palimpsests: Literature in the Second Degree(1997a).
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also includes more obviously parasitic elements such as metatexts of various originsg which
fall within Millerds understamding of I|iterary c

A more literal take on the parasitic relationship is explicated in Jonathan Gr a {2018)
update of paratextuality in the context of film and television . G e n e totigsa stymology of
the term paratexthasb or r owe d f r o monMterary aeiticinsas @ pasasitg. [ts aim
has beento thematize the simultaneous fproximity and distance, similarity and difference,
interiority dNildrl®/9, 218)rof parataxtuality as a phenomenon On the
other hand, Gray effectively subverts the original definition by applying the metaphor of

parasitism more |iterally. Thus, he departs fron
and moves closertoMi | | e rSbesr ra@8derminology: i [ @9 a parasite feeds off, lives
i n, and can affect the running of its hostodos bod

affect the running of the text . @ray 2010, 6) Given such areconceptualization of paratext, it
is logical that Gray considers external texts as potentially paratextual . However, sucha
paratextual framework is no longer concerned with the authorial intent emphasized by
Genette and it conflates various types of textual transcendence into one broad relationship.

Interestingly, Gray sees paratextuality as awider conceptthanfi h y preid r o mo 01& n o
6) as both these terms imply an official origin. However, the same is true for paratextuality , at
least in the original version of the framework (Genette 1997b) It is counterintuitive to choose

a conceptthat shares this particular limitation and then revise it to incl ude texts of external
authorship. Technically, any different term could have been pickedin order to create a broad
category of textsthat encompasses paratextuality, metatextuality , certain forms of

intertextuality and hypertextuality. Even though Gray is aware that there is a difference
between press reviews, fanproduced texts and official paratexts in terms of the

interpretations they promote and the claims they can make about a text, he still decides to
discard the distinction between paratexts and metatexts proposed by Genette(1997a), which
deals with exactly the same issue.The resulting breadth of the expanded paratext reaches the
same |l evels as in Consalvods areretleonairetsxbisnotwi t h t h
a video game but instead a professionally produced film or atelevision series as Gray a film

and television studies scholar, introduces his own cultural bias.

The inclusion of paratexts of an external origin implies a dichotomy of indus try - and fan-
created paratexts in terms of a struggle over a meaning of a text. In this regard, the expanded
paratext relates to an ongoing debate of fan-producer relationships as explored in fan studies
(Jenkins 2006a) and critical po litical economy of communication (Terranova 2000; Dijck
and Nieborg 2009) . Arguably, such adiscussion would be possible even withouta
terminological shift i fan creativity does not have to be considered paratextual in order to be
compared in its aims and functions to official paratexts. However, if one decides to expand
the paratextual framework, there are other areas of textuality that share more qualities with
paratexts and relate to the underlying question of control over a meaning of a text than
completely external texts. For example, John Thornton Caldwell (2011, 2014)and more
recently also Brookey and Gray(2017) draw attention to worker -created paratexts, which
contest the binary thinking of official / unofficial framing effects, such as staff leaks
Understandably, Genette (1997b) mostly overlooks any such potential paratexts. After all,
literary publishi ng usually does not involve large production compared to film, television or
video game industries. Worker -created texts have a certain claim of paratextual authority due
to the involvement of their authors in the creation process of a main text, especially when
compared to fan-created texts or criticism. However, such paratextual authority is easily

48 However, Miller is quick to add that the parasitic relationship is in thiscase mutual: A The cri ti cal
text and the literary text are each parasite and host for the other, each feeding on the other and
feedng i t, destroying i(197%249 being destroyed. 0

44



Chapter 2: The State of Paratextual Research

contested or even discarded by more privileged members ofa production collective, for

example by a director in the context of the film industry . In the origin al framework, worker

paratexts such as staff leaks could badentified as semiofficial paratexts (see section 2.1.4.

Still, they donotactuallyf i t wi t hin Genetteds three possible c
not entirely aut lllographacl Nonethaless, woskdréeparatextuality as a

concept emphasizes the differences between cultural industries and the authorial control over

a text and as such foll*ws Genettebs original vi

Arguably the most r adi c améworkhapleenproppsed byMarcie net t e 6 s
Carter (2015). His new concept of the emergent paratexti fi e mi t(@aster 2015, 311) is

essentially a factual paratext constructed through social play of video games. History or

propaganda and their tangible manifestations (which are usually created by players) are

examples ofsuch emitexts, which potentially influence how a game is experienced and

pl ayed. Carter 6s c | @ofthese absiracpcancepts iebatedanl nat u

C o n s & (2009) droad version of paratextuality . In such an inclusive perspective, it is

enough for propagandatoishape a pl ayerb6s experience of a ga
acts of (Q@altem 3005, 337)to be considered paratextual A Li ke game gui des a
developer diaries, propaganda frames the way the game is received [ é dnd thus defines

and assures its presence in the world.o(ibid.) While it is hard to disagree that propagan da

employed by competing player groups of MMOs influences the reception of the game as a

whole, this quality alone does not necessarily make it paratextual. Under such terms, any

phenomenon that comments or otherwise frames the act of play would have to be considered

a paratext, resulting once again in a vague and alencompassing term. Carter himself focuses

on historical documentation of play and propagandistic memes in order to analyze the

Aipar at empdctwfhistory and propaganda. His concluding argument that play itself is

paratextual shifftstheat t enti on from Consalvods pedri pher al [
creations of players. However, the fact that any act of play potentially comments on a game

does not make it necessarilyparatextual, but instead metatextual as the commentary

originates outside the production collective of the game. The issuesof authorial control

hi ghlighted i n Gene shoudda bexomiplgtelyroetlookddeabtheni t i on
distinction between official and player framing s of gameplay might uncover tensions,

negotiations and potential counter-movements. St i | | , t he shift from the f
interest in author - and work-centered contextual informationto theemi t e xt 6 s emphasi s
socio-historical reception as a potential part of a paratextual surround is relevant, especially

in video game culture. Certain paratextual genresi such as patch notesi often establish

their paratextual connection to a game based onthe socio-historical state of play at a

particular moment in time that has necessitatedthe creation of a patch and its

communication to audiences.

As | have already mentioned, the expanded version of the paratextual framework often

includes other types of textual transcendence beside paratextuality. Some of these

appropriations also deliberately include various types of transmedia storytelling and

hypertextuality in general. The origins of such a broad approach can be located in works of

Jones (2007, 2008) and Gray (2010) who consider alternate reality games and various

narrative and ludic tie -ins and spin-offs to be paratextual. Following in this line of thinking ,

Jason Mittell (2015)has attempted to combineHeBghenkie®sdt er n

49 Beside worker paratexts, Caldwell (2011) also recognizes fanmade texts as potentially paratextual,
thus effecti v e l(210fexparddedwarsiog of iBa frargedvark. His later work on para-
industry, which is explored in section 2.2.3, shows a more orthodox approach to paratexuality while
introducing new terminology and keeping the previous focus on complex relationships within
production collectives and the resulting polyvocality of paratextual elements authored by individual
members involved in the creative process(Caldwell 2014).
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concept of transmedia storytelling, resulting in a classification of three types of paratexts: (1)
transmedia, (2) promotional, and (3) orienting. The first category is supposed to dealwith
narrative extensions of a text but the terminological baggage of subservience attached tahe
term paratext is here a hindrance as it implies hierarchy between a text and its transmedia
paratext. Nonet hel ess, Genett epwhichhnglydesradaptatitnuhas r el at i
been often reinterpreted into the expanded version of paratextuality. This questionable
implementatio n comes encumbered with a medium-centric bias. In this rather reductive
perspective, varied phenomenasuch as game adaptations(Servitje 2014), licensed games
(Gray 2010; B. Jones 2014, Booth 2015, 2016)and other transmedia storytelling elements
(Mittell 2012a, 2014, 2015; Hills 2013; Nottingham -Martin 2014; Pearson 2015; Waites 2015)
have all been considered to be paratexts.

The strong cultural bias, which is characteristic for all aforementioned expansions of the
concept, is anachronistic to the development of transmedia storytelling techniques and partly
presumes that transmedia storytelling content primarily serves paratextual functions.
Consalvo (2017) has recently commented on this problematic feature of the expanded
framework noticing that video games are often relegated to roles of paratexts within film and
television studies. However, she has not presented any systematic solution besides arguing
that even in video game culture video games themselves can play a secondary role to other
texts, for example to substantial mods and livestreaming channels. A conceptual distinction
between paratexts, metatexts and transmedia storytelling could address the issues of
subordination and autonomy , which are lost if one conflates these terms by propasing the
expanded version of paratextual framework.

To summarize, the expanded concept of paratext effectively becomes a different name for any
epiphenomenon of a given culture. A by-product of this broadening of the original concept is
inclusion and equal consideration of ancillary texts of various origins. While the theoretical
grounding differs across the three presented cased from a notion of periphery (Consalvo
2007, 2017), a social text and its threshold (S. E. Jones 2007, 2008) to textual activities that
create hype around a text and influence its reception (Gray 2010) i the proposed re-
definitions are nearly identical in their scope. The resulting breadth is all-encompassing and
at the same time reductive in its medium -centered perspective. For Consalvo and Jones
books, films or machinimas are paratextual, while Gray talks about licensed video games in
the same manner.

2.2.3 Para-Industrial Shift

The previously discussed expanded framework has a strong mediumcentric bias, which in
turn changes the focus of the concept of paratextuality. While Genette (1997b) explored what
contributes to making a text into a book wi thin the context of literary publishing, proponents
of the broader definition look at whole cultural industries built around their medium of

choice. For Consalvo(2007, 2017), Jones (2007, 2008) and Carter (2015) this is video game
industry and the surrounding video game culture. For Gray (2010) and his followers the areas
of interest are the screen industries including film and television. This methodological shift is
partly caused by the move from a rather individualistic realm of literary publishing, at least
considering the way Genette portrays it, to industries with larger production collectives. It is
also most likely the reason behind the more inclusive, but arguably carelessredefinition s
hailed by aforementioned scholars.

Brookey and Gray (2017) criticize Genette for underestimatingthep ub |l i sher 6s i nfl uet
the final form of a book . However, they themselvesstop their reflection on the implications o f

the expanded framework screen industries by discussingvarious types of authorship in

screen industr i e(@019pravious wok. ltthasithénbeen Caidwell (2014)

himself who hasfurther pursued the industrial implications of paratextuality in the article
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entitled Para-Industry, Shadow Academy , which remains largely unnoticed outside of the
field of production studies. Arguably, the concept of paratextuality inevitably deals with
larger cultural and industrial practices and conventions but they are always analyzed based
on particular texts and their respective paratextual elements. What Caldwell suggests by
coining the term para-industry is to look deeper into the structures of cultural industries
utilizing instances of paratextuality as a potential source of information .

The conceptofparai ndustry should not be20087ptermused with Co
paratextual industries , which denotes the actual businesses creating paratextual materials.

According to the expanded definition, p aratextual industries are, for example, strategy guide

publishers. On the other hand, para-industry applies the prefix para - in a Genettian sense,

meaning a study of what makes cultural industries into what they are understood as in a

givensociohi st ori cal situati on-=industryis:Cal dwel |l 6s wor ds,

[ ] an economiicdustia thterfmae Wavenrtogether by socio-
professional media communities, through trade narratives, ritualized interactions
and conventionalized self-representations that viewers and scholars must wade
through before they can find a primary text or featured on -screen content.
(Caldwell 2014, 721)

Para-industry as a concept does not attempt to question the relevance of the concept of

paratextuality but instead sets it in the context of industrial practices. In consequence, the

study of para-industry prioritizes interactions between producers, above the line and below

the line workers and their audiences comparedtothetextc ent ri ¢ f ocus of Genet
framework. To achieve this, Caldwell proposes to move:

[ ] fr omctelpe ®wéxvPpa(wawhich i mplies secondary text
stands between the viewer and the O&éprimarydé text)
textsd which underscores how texts are refereed i
intercultural and inter -organi zati onal (Caldwed208c74) ons. 0

In this case, Caldwell employs a rather limited definition of paratextuality that is concerned

only with actual textualcont ent . However, Genetteodsanalyssagi nal f
cultural and industrial practices in general , which are then manifested in paratextual

elements. Moreover, these elements do not necessarily have to take a verbal or textual form,

such asthe already discussedactual paratexts (see section 2.1.3. The para-industrial shift is

thus not as dramatic as it might seem at the first glance. It mostly offers a methodological

guidance for production studies while honoring the integrity of the parate xtual framework.

Arguably, the biggest achievement of the concept of paraindustry is the critical evaluation of

all texts produced within a cultural industry in light of their formative status on the state of

industry as such. This is best seen due taCald w e lemphasis on questions of authorship,

which remain central not only to Genetteds conce
industry: i Pa-r adustry defines itself, in part, througt
(Caldwell 2014, 725)

A

Overall, Caldwell 6s application of paratextuali it
terminology. Effectively, para-industry widens the scope of the framework without creating

confusion by redefining existing concepts and by applying the prefix para- consistently with

the source theory. The medium-specific bias of the expanded framework (even though

technically Caldwell himself employs the original definition) is here mitigated by a conscious

reflection of a cultural industry as the primary object of study.

2.2.4 Critique of Subordination

The subservient function of paratexts is a core aspect of the original framework. Genette
explicitly states the role of paratextuality within litera ry publishing 1 it is a tool of authorial
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control and promotion. The figurative threshold effect facilitated by paratexts is initiated
deliberately and strategically, even though not always efficiently. The proponents of the
reduced version of paratext (see section 22.1) usually share this opinion as it distinguishes
Genettebds concept from t hHoweweo they hayeraeservaiohstada er m f r a
the totality of subordination and explore possible exceptions from this rule. The expanded
concept presupposes a varying degree of autonomywhich is closely connected to external
authorship. A paratext created by a third party is inevitably connected to a text but does not
necessarily promote preferred readings (see section 22.2). In this regard, the criti que of
subordination as suchoften revolves around similar arguments as the overall
conceptualization of the expanded framework. Considering that the reduced framework also
engages in the discussion of subordination, the whole topic requires individual tre atment as
it is fundamentally an independent issue of paratextuality despite certain alignments with the
expanded framework.

Overall, the critique of subordination is focused on the importance of paratexts, especially
within new media cultures , which allow for easy distribution of various paratextual elements.
Peter Lunenfeld opened this debate in 1999when he questioned the centrality of so-called
main texts:

[ €] t he dthedankosnation apout how a nar rative object comes into
beingd is fast becoming almost as important as that object itself. For a vast
percentage of new media titles, backstories are probably more interesting, in fact,
than the narratives themselves. (Lunenfeld 1999, 14)

Of course, paratexts are not limited to only being backstories, even though theyoften inform

readers about socic historical conditions of a given text and thus uncover its origins.

Lunenfeld connects the issue of paratextuality to a notion of unfinished texts (or narratives),

which never receive closure but are instead expanded through serialization, transformation

and alsothrough paratexts. According to him, th is is the reality of current media

conglomerates, which combine various industries into what Jenkins (2006a) would later call

transmedia storytelling franchises. Th e fi ma ki b g ¢ knsvindramyHbllywood

productions then presents anewly established type of content, which is sought after by

viewers and at the same time allows for an authorial framing of a text, therefore qualifying as

a paratext. What Lunenfeld suggests is that a paratext can be noteworthy on its own, pos#ly

even without a first-hand experience of a text it refers to, effectively becominga self

contained text. Such a claim contests the traditional logic of literary publishing in which only

proper literary texts are considered worthy by authors, publisher s and audiences.In this

regard, Lunenfeld is not necessarilyc r i t i ci zi ng Genettebs otmei gi nal f
development of cultural industries during the late 20 ™ century. Lunenfeld thus foreshadows

that paratexts are becoming equally important comparedto textspropera ki n t o Jenki ns o
definition of transmedia storytelling.

Consalvo(2007) has | ater picked up Lunenf edealgarees@hegu ment
assumes the perspective of players, when she claimthat

[ ] we have moved from a trickle to a torrent of
in shaping our experiences of gameplayyr egar dl ess of the actual game
To call it peripheral dismisses or ignores its centrality to the gaming experience.

Whether we admit it or not, we have learned how to play games, how to judge

games, and how to think about games and ourselves as gamers in part through the

shaping of these[paratextual] industries. (Consalvo 2007, 8)

Byfit orrent of, Consdlvo mearsa mixtune of paratextuality, metatextuality and
hypertextuality that from aviewpoint of i ndustrial actors arguably takes place onthe
periphery, but becomes centraltoani ndi vi dual 6 s g.&nmuablygasentaper i ence
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paratextual surround (in the expanded meaning of the word is also present in other cultural
industries where it shapes audience interpretations and experiences.

Nonetheless, the core ofC 0 n s a &rguméntlies in a distinction betwee n an industry
perspective on video gamesand audience reception. Even though paratexts are still on the
outskirts of the traditional video game industry i especially whenConsalvo considers third
party texts such as magazines and strategy guides to be pataxtual T they are crucial for the
enjoyment of a video game and can significantly alter the gaming experience by providing
information and instruction . However, this perceived centrality of paratexts is to a great
extentcaused by br oad dramewogk, vehich | Bawendesdussedid section 2.2.2.
By inviting external authorship into questi on, the issue of subordination turns into a question
of a parasitic relationship betweena paratext and a video game

A more radical critique of subordination has beenpresented by Jones He argues that

paratexts are at the fforeground 6(2008, 43) of video game culture 50 According to him,

paratexts are the formative force that steersthe way how a game is perceived.Such a
perspective is di s c @a9ibefamewark fér two mmainGeagsorestFirse 6 s

Jones again proposes an expansion of the concepfsee section 2.2.3. Second, his argument

implies a great deal of efficiency onthe part of paratextual elements compared to a game

itself, suggesting that pnioslylysureaundegtegxssr i ence i s d

Essentially, Jones suggess that video games are experienced in a social contextwhich is in
turn shaped by paratexts However, this remains true for other media besides video games,
which Jones is awareof when he explicitly comparesvideo games toliterary works of Charles
Dickens or to the television seriesLost. Still, all these examples imply a very close connection
between paratextuality and popularity. The claim that popular video games are
Apredomi nant | \S. b dones 2007 16,2808, @3)is caused by the fact that
popularity and aresulting commercial success encourage production ofancillary texts by
both the producers and any third parties ( mostly, by the press andaudiences). In this
perspective, paratextual richness and popularity are two sides of the same argument This
observation does not offer any relevant insight into cultural industries beyond suggesting that
popular texts incite creation of new texts, which relate back to the successful original.

An arguably more structuralist approach to the critique of subordination deals with functions
of paratext (see Wolf 2006b; Rockenberger 2014). In this regard, Genette is strict about the

subservient function, which prevails even if a paratext attempts to be selfreferential or self-
centered.

Whatever aesthetic or ideological investment the author makes in a paratextual

el ement (a @l ov edmgnifasto)twhatever anquettsshngss e f a c e

paradoxical reversal he puts into it, the paratextual element is always subordinate

toAitso text, and this functionality determines t|
existence. (Genette 1997b, 12)

Although, Genette in a few instances identifies a selfreferential function of a particular
paratextual element, including titles (1997b, 87), epigraphs (152) and prefaces(235), it is, in
his opinion, always accompanied by a textcentered subservient function. A similar
assumption is made by Rockenberger(2014) who includesfi s & leff er eandt i al 0
i or na mg2014a262) categoriesamong her typology of paratextual functions. While
both can be considered at least partly seltcenteredi the former by explicitly drawing

%8The spatial metaphor of O6foreground6 used by Jones i
discussing paratextuality. It might signify either a place of importance or proximity to an observer.
Jones invokes the first meaning, but the second one a

paratextuality.
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attention to a paratext, the latter by achieving an aesthetic quality of its own i Rockenberger
still insists on a subordinateroleofpar at ext, agreeing with Genetted

On the other hand, Wolf (2006b) is more critical of the unquestioned subordination of
paratexts and framings in general. Beside the selfevident text-centered function of framings,
he emphasizesthe possibility of a self-centered function, which is usually achieved through
experimentation with otherwise formally established paratextual genres, such as prefaces.

It may be observed wherever (elements of) framings make more or less
independent and promine nt contributions to the total meaning of a work (and thus
take on an importance of their own) or where they refer to themselves as framings
(and thus become selfreflexive). (Wolf 2006b, 29 i 30)

Here, Wolf directly c on tgiergprorityGoethe sdf tcentered f r a mewo r Kk
function over the text-centered one. However,it is hard to measure contribution to a total

meaning of a text (or self-reflexivity, for that matter) without a more detailed elaboration on

Wol fds part. To a certain amdaengbdbfated, foyexgmple at ext ¢
by adding informati on aboutthet e x t 6 s o thd agthonatinteatnPdaratexts also tend to

be partly self-reflexive by explicitly communic ating their paratextual status. For example, a

table of contents is usually called contents or it at least occupies thespace ina book that is

conventionally reserved for it. Where is then the line between a negligible self-centered

function and noteworthy autonomy of a paratext?| f one accepts Genettebds a
paratextuality is very much cultural and thus its meaning is influenced by conventions of a

certain cultural area, then self-centered experiments still take place within established

paratextual confines and cannot really escape their subordinated role.

Arguably, such subversions ae possible only because of establishegaratextual tradition s. A
self-centered preface can bedentified as self-centered and noteworthy due to the fact that it
goes against the norm of prefacesWolf (2006a) proposesa concept of defamiliarized
framings to explain some of the self-centered aspectsof unconventional paratexts. According
to him, there are four features that contribute to a traditional paratext: (1) reliability, (2)
subservience, (3) conventionality in terms of form and location, (4) and a discrete form
removed from aframed text. Any deviation from the aforementioned characteristics results
in defamiliarization. 51 However, defamiliarization alone does not warrant alack of
subordination, not only because subservience is just one of the four features.Fundamentally,
subordination is a matter of perspective. If one sticks tothe authorial view point, prioritized
by Genette, theneven a deliberatedefamiliarization of a paratext does not change anything
about the cultural logic of literary publishing , which is built around main texts and thus
relegates anyparatextual experimentation to the subordinate paratextual domain.

Genetteds athesall-trumping deature df subordination obscures differences
between particular paratexts as evidenced by selfreferential (Genette 1997b) self-centered
(Rockenberger 2014) and otherwise atypical paratextual elements (Wolf 2006a) . Claiming
that all paratexts are either central (S. E. Jones 2007, 2008) or peripheral is misleading, first
and foremost because any such thesis operates with a rather fluidrange of texts whose
paratextual nature is partly determined by tradition. Furthermore, one might ask whether a
paratext can cease to be in a paratextual relationship to a text.In other words, if prefaces in

51Wolf distinguishes between five types of defamiliarized initial framings: A[ €] a) wunrel i abl e f
(which mislead by creating er roneous expectations); b) unrelated and parasitic framings (which are

inflated to unusual proportions and possess a relative independence); ¢) displaced framings (which

appear where one would not expect them oissihgre conspic
opening framesé); d) recursive framings; and e) met al
become par adoxi WdfRk0op6a,285h However,ché admits that this typology is only

tentative.
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general are paratexts, is it possible for a particular preface to deviate so significantly from the
norm, including the presumed subordinated role, that it is no longer consider a paratext?
Would a book collection of paratexts taken out of their original context still be considered a
paratext? This question is part terminological, part theoretical and it is connected to the
disputable connection between the typology of textual relationship and the typology of texts,
which | explore further in chapter 3.

2.2.5 Adjustments to Spatial and Temporal Dimensions of Paratextuality
The distinction between perite xts and epitexts is arguably the most rigid part of the original
framework. Genette recognizesonly these two spatial categories, which can be considered
reductive even in the original context of literary publishing ( see section 2.1.1L
Understandably, this operationalization of spatiality ha s been criticized for its dichotomous
character. Resulting adjustments often connect the spatial dimension to temporality, largely
through use of similar metaphorical descriptions, especially in so-called temporal media.>2
Therefore the two dimensions are addressed together throughout this section. First, | explore
the critique of the peritext/epitexts distinction before moving on to works, which have

supplied new categories of the spatial dimension. In the second part, Ir e vi e w (2G0)ay 6 s

and W@E006b) tseatment of a position of a paratextual element within a r eception
process, which is influenced by spatial and temporal conditions.

Lunenfeld (1999) is one of the first scholars to questionGene t t e 6 s t rsmgatalitynok n t
paratext. Without referencing the terms peritext and epitext, Lunenfeld suggeststhat the act
of localizing a paratext and a text is made more complicated if not even unattainable due to
the properties of modern media ecosystems:

[ éthe transformation of the publishing in dustry in the past two decadesd the
melding of publishers with moviemakers, television producers, and comic book
companies, and the development of media conglomerates like Time Warrer,
Disney/ABC, and Sonyd has bloated the paratext to such a point that it is
impossible to distinguish between it and the text. Digital forms are even more
prone to this, for who is to say where packaging begins and ends in a medium in
which everything is composed of the same steams of dated regardless of whether
the information is textual, visual, aural, static, or dynamic? [ é] The result of
dubious corporate synergy is the blending of the text and the paratext, the
pumping out of undifferentiated and unfinished product into the electronically
interlinked mediasphere. (Lunenfeld 1999, 14i 15)

However, Lunenfel d s ar gume nt wkeslikeally. Affer all, @ prefdce and a

literary text are also technically composed ofthes a me st r e a msneaanifig wdrdst ,a o
yet that does not stop authors, publishers and readers from easily distinguishing between

them. Still, the observationof i b | ur r i ng Loneniettl 4999, £55indplies that the
categories ofperitexts and epitexts might be becoming outdated. Logically, when it is nearly
impossible to saywhere a text begins and ends, it should also be hard to identify the spatial
relation of a paratext to such a text. This could mean that in a campletely digital enviro nment

52 Temporal medium, an expression used by Wolf(2006a, 2006b) , is a rather vague concept built
around the notion of a narrative sequencei events happening in a successionGenette 1990). The
term is based on narratology as opposed to ontology of media and it is thus applicable to any narrative
content regardless of technology used. For example, narrative literature or a narrative film both satisfy
the definition of a narrative sequence and can be therefore both constlered to be temporal media. At
the same time, the degree of temporality (or sequentiality) of particular media and narratives can vary.
For example, a sequence of a recorded narrative is easier to be shuffled around than a performed
oration. Arguably, a sequence of a printed book is easier to manipulate than that of a film on a DVD.
Overall, the term temporal medium is problematic as it prioritizes narratological structure over
technological features and media.
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every paratextis automatically peritextual becauseit can be acces®d using the same
technological artifact as the text.

While the relative position of a paratext towards a text is meaningful, mostly due to its
varying influence on reception, 53 the original dichotomous operationalization inevitably leads
to such counterproductive statements as inthe last sentence ofthe previous paragraph, at
least in the context of digital media. In other words, t he conceptually clear boundary between
peritext and epitext no longer represents the realities of cultural industries and makes for a
crude analytical tool. In this regard, Jones (2008) has criticized the binary categories for
being too disconnected from actual paratextual practices, at least in the video game industry:

[ é hese[peritext/epitext] ar e ar ti yci gartsaf aitinuancdf i on s ,

ithreshol do effects a @xpiessige object wiahmyifeinthex t ual or ot he
world. Consider blurbs printed on removable jacket covers, early reviews solicited

from celebrity authors or others. Theseare primarily peritextual elementsd

appended texts that shape thereception of the book. But they may also be part of

larger ad campaigns and aremeant to serve as headlines in catalogue cop§ in

which case they become more epitextual in their aims.(S. E. Jones 2008, 25 26)

What Jonessuggests is treatingthe peritext/epitext distinction as a continuum , which might
provide at least a handson tool for measuring the relative location among any selected
paratexts. Still, he does not provide any clear instructions on how to assess a position of a
paratextual element in such acontinuum , leaving the whole issue urresolved. Instead he
focuses onspatially hybrid paratexts , which are, at leastaccording to him, the most

Ai nt er @QG08, 6H asdhey create complex threshold effects. His examples however
imply a rather unorthodox treatment of the spatial dimension in which proximity is rather
mechanically attributed with a text -centered function while remoteness is coupled with a
focus onthe context.

A more systematic approach to the issue can be found in the work of Ellen McCracken (2012).

In the context of e-reading devices, shehas proposed to supplythe terms peritext/epitext

with an additional category of orientation. Two basic directions can be identified in this

regard i the (1) outward and the (2) inward vector,namediic ent r anifigahdr i pet al 0
respectively (McCracken 2012, 106). Within the original framework, a centrifugal direction

could be understood asdealing with the socio-historical context, however in McCracke n 6 s

caseit meansthe actual trajectory and respective movementaway from atext to a potential

epitext or completely outside of atextual system. On the other hand, centripetal paratexts

bring a reader closer to a text, for example by interacting with thet e xt 6 s properties o
embedded media.

Mc Crackends under st aranpletegy govérneg lay testualeetationshigs n o't

but rather by interconnections facilitated and accessedhrough an e-reading device. In this

perspective, even otherwise non-related advertisements or user reviews become a part othe

paratextual threshold despite their purely spatial connection to a text. McCracken presents

spatial proximity as a defining factor of paratextuality while in the original framework it is

considered a mere dimension of paratext. Genette (1997b) himself is rather vague regarding

the question whether spatially-related phenomena are paratextual based purely on their

location. However, he mentions external advertisementsi whi ch woul d fit McCr ac
definition T inachapterabout publi sherds peritext:

53 Considering that peritexts are positioned closer to texts, they might be more likely to frame atext
during an actual reading experience than epitexts, which can be more easily avoided by readers as they
are located independently from the main text.
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fiPai do adv é thatissadie@thnetpublisher by a manufacturer outside of
publishing (for | doubt that a publisher will everacceptan ad from a competitor); it
is up to the reader to establish an ad'srelation to the theme of the book; an
example: an ad for American cigarettes on Dashiell Hammett's Sang maudit [The
DainCurse] ( Carr ® (Cenette,1997b928)2 ) .

Genette does not disclose whether the content of suchan unrelated advertisement is
paratextual or if only the space inabook (for example, aback cover) is the paratext in
guestion. Nevertheless, identifying such elementsas paratextual is problematic for mainly
two reasons.

First, the spatial situation becomes aframe of definition T everything connected spatially to a
text would then be considered a paratext. This is partly true for the codex book medium,
which is analyzed as a completdy paratextual entity by Genette. Here, the threshold in
guestion is largely an actual physical object with all that it entails. On the other hand, epitexts
have to be connected to a texty strategic association to be considered paratextual
Moreover, spatial surrounding s of an epitext might provide athreshold to the epitext itself
but does not necessarily have to be ina paratextual relationship to a giventext. That would
mean that user reviewsi which McCracken uses as an examplé are not in fact paratextual
despite their proximity to an epitext, such as an online retailer product listing. Reviews and
other critical commentaries are still metatextual even though they might be spatially
connected to a text

Second,the subordination of an unrelated ad vertisement to a text is figurative at best. While
one can argue that the ad space and the revenue are enabling publication catext, the actual
content of the advertisement is detached from the text and serves its ownagenda, effectively
being subservient to a different commodity and thus serving as a paratext to a different text
than to which it is spatially connected.

Any departure from a medium of a linear codex book requires a careful examnation of

paratextual relationships at hand. McCracken uncovers some of the paradoxical features of
digital paratexts, however her application of
aforementioned reasons. Nonetheless, the distinction between cerrifugal and centripetal

vectors is potentially beneficial at least in terms of literal spatial trajectories. However,

Mc Cr ac k e n & s shduid sdt e nsedfiguoatively. After all, paratext is a zone of

transition and as suchit should always allow for movement in both directions i away from

and towards a text. To summarize, centrifugal and centripetal trajectories are relevant only if

applied to the actual movement within digital environments, for example within e -reading

devices.

A video game specific set of spatial categories has been proposed byaniel Dunne (2016).
Based onthe original dichotomy , it establishes three new possible locationsof peritexts: (1)
fi i-gha meg(@d fin-systemg and (3) fin-world 6(2016, 282).

The first category is placed within the actual video game manifestation and is accessible only
after agame file has been executed. Examples of such kgame paratexts arevarious forms of
user interfaces. The in-system paratext (2) is connected to a systemi here, standing mostly
for a software layer of a platform that runs the gamei and includes installation screens, file
representations in a directory system of a computer or even searching the Internet. Lastly,

the in-world paratexts 3) pr esent the basic version of peritex

framework, however here limited to physically tangible elements to avoid potential overlaps
with the previous two categories. Additionally, any spatially disconnected paratexts are
considered epitexts.
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Although Dunne provides a few satisfactory examples for the proposedtypology, the
underlying conceptualization is questionable for two reasons First, the three newly formed
categories are pictured as concentric circleslocated around a text creating a successiorof
figurative entry -gates a player must pass before acaesing a video game.This suggests that
video gameis always locatedin one discrete location and that the ordering of spatial
categories in relation to a player stays the same regardless of a game and its distribution
model. For example, arcade games arer most cases missing the insysem layer of paratexts
while digitally -distributed games lack any in-world paratexts. Second the sketched
succession of the proposed categories impliesncreasing proximity of peritexts as one
approaches the video game in the center. However, the in-system paratextsinclude a rich
variety of elements, for example both a desktop icon and an official website of a gamewhose
proximity compared to ot her layers is uneven. $me of its more remote manifestations are
hardly closer to a video game than an inworld paratexts such a video game disc or box.

Thus despite being conceptualized as concentric circles, the three new types of eritext only
vaguely relate to theunderlying dichotomy of closeness/remoteness, as they overlook the
inconsistency of video game phenomena which belong to the proposed categories
Especially, the digital layers of the typology i the in-game and in-system paratextsi impose
proximity on any digital paratextual element without further consideration of its respective
location.Her e, Gavi (201® hamds-amn, inddctive and admittedly tentative
distinction of (1) A o-§ T (2 fon-sitedand (3) A i-fie 0 (Stewart 2010, 57) spatial categories
in the context of online interactive fiction provi des a more accurate overview regardingthe
potential reading experience. However, Stewart forgets to mention code as a potential source
of paratextuality by prioritizing the more apparent layers of online interactive fiction .

The successionorder of Dunned s t hr e e ¢ apuely @mattes of spatiality hout also

an issueof chronology of paratexts as experienced froma p | ay er 6 dnthisiregardp oi nt .
Genetteds own tr eat meccupiedwith thegroguctiongpérspectve,i s pr e
effectively overlooking the reception side of a temporal dimension , meaning whether

paratexts are encountered before, during or after the main text. Arguably, it is always

speculative to classifya position of a paratext in an actual process ofreception based ona

p ar attempdrad relation to a text at the point of its production . For example, a trailer

might be released before a video game but that does not mean it has to be experienced before

the game. A player can as easily start with the game and watch thérailer later. Sequentiality

of some media forms including video games, film and television makes any such claims more

viable, at least in the context of spatially-connected paratextual elements. In this context,

Gray has proposed the distinction betweenfe nt r y andff o n me d §aay 2010, 23)
paratexts. The former category influences an audience member before theactual contact with

a text, while the latter type encourages re-entry and communicates an unfinished state of a

text as Lunenfeld (1999) has suggested.

Overal, Gr ay6s typol ogy ugbaategeareesivihgse doneceptualizatonjs neither
completely ontological, nor phenomenological. From a production perspective, some
paratexts are created with an intention to provide access to a text. When encounteredbefore
an actual text they fulfill the role of entryway paratexts also in the sense of reception.
Similarly, a recap can be considered an in media res paratext in terms of both production
and reception if experienced at the moment preferred by its creators. However, this
distinction createsadichotomy that acknowledgesonly the moment of first direct experience
with a text as it effectively divides all paratexts to those happening before or after this first
contact.5* In consequence, Gray overlooks a possible ending of a text as a relevant pot in

54 Gray (2016) has later explored paratextsthat address audiences after the publishing and the
reception process of the original have been successfully finished. Even though Gray does not explicitly
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chronology of both production and reception. Although it can be argued that a text does not
have a definitive end in contemporary culture (Lunenfeld 1999),5 that does not changethe
fact that some paratextual elements (for example, end credits in a film) effectively function as
an ending of sorts signalizing at least a momentary terminus of the text at hand.

In a similar manner, Wolf (2006b) provides a more structuralist approach to temporality by
identifying three types of paratextual framings according to their location in areception
process: (1)initial, (2) internal, and (3) terminal. A gai n a s (2010) c&Be, the diteria
for such a classification are not as simple as Wolf makes them out to beMost importantly ,
Wo | {2006a) own application of the typology does notoperate with the actual position of a
paratext in areception process, but instead with an expected or preferred location of a
paratext.5” Otherwise, Wolf would not be able to study initial paratexts without analyzing the
actual reception of a text. Still, the problematic conceptualization of the three categories does
not diminish the potential analytical benefit of disti nguishing between preferred locations of
a paratext in a reception process. In this regard, Genette (1997b) points to the different
functions of prefaces and postfaces caused byheir respective position s within the structure
of a codex book However, he does nottreat the temporal position of a paratext in a reception
processsystematically, as it is not includ ed among the many criteria of the temporal
dimension of paratextuality ( see section 2.1.2.

Another important difference between Grayds and
works with the expanded version of paratext while the latter limits paratexts to verbal

peritexts. Arguably, the peritextual location allows for a more nuanced treatment of preferred

temporal positions than the entirety of paratexts whose place in areception process is hard to

account for.

To summarize, spatiality and temporality are interconnected dimension of paratexts,
especially on a figurative level. Recent critiques (Lunenfeld 1999; S. E. Jones 2008;
McCracken 2012; Dunne 2016) have shown that the peritext/epitext distinction loses most of
its analytical value in the context of digital distribution and complex media technologies .
Unfortunately, t he newly proposed typologies of spatiality (Dunne 2016) and temporal
locations (Wolf 2006b; Gray 2010) lack proper operationalization and thus present only
tentative contribution to the paratextual framework .

2.3 Current Methodologies of Paratextual Research

In the previous sections, | have focused on the main theoretcal developments of the
paratextual framework. However, to fully grasp the state of paratextual researchit is
necessary to explore the empirical work as well. Paratext encompassesa great variety of
textual elements, partly due to the expanded version ofthe concept adopted throughout film,
television and game studies.In practice, many different phenomena can be studied using the
framework, ranging from traditional literary paratexts to elements of digital culture.

expandhi s original <cl assi-Faercrag8nadinz Rasdil pRoplogdegdietzo treat
i me mo r a (@017, L7a)paratexts as an adlitional category.
SReasons for this é6unfinishednessd are mani fold, i ncl

storytelling, and fan activities (for example, fan fiction or fan art).

56 Wolf (2006b) argues that such a distinction is applicable only to temporal media, however he later
used the term initial framings to refer also to pictorial arts (Wolf 2014), which are arguably non-
temporal, but instead spatial (see note 52 about temporal mediain section 2.2.5).

57 Wolf further limits his temporal typology by stating that the three possible locations relate only to

the first receptionofatext: i €] it i s wunder this condition that the
the reception process ismost important (while repeated receptions would blur the differences
somewhat, as former framings maWolb2006lH, 21) Whilethisisnt i ci pat

an important clarification, it still does not warrant that paratexts are encountered in their expected
locations during even the first reception.
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Moreover, an overview of empirical research can also uncover thepractical differences
betweenthe various versions of paratextuality and hint at their relative proportions.

| strive to include as many scholarly works as possible as long as they explicitly use the term
paratext in such a way that | can identify its scope and the selected paratextual empirical
material. In consequence, articles and booksthat only mention paratextuality in passing or
do not elaborate on what is meant by it (or it is not implicitly clear by its analytic applicat ion)
are left out. The presented overview is primarily oriented at fields that deal with digital media
due to the topic of thesis. As such, it isnot meant to be exhaustive and representative of the
complete academic ouput concerning paratextuality.

In t he following sections, | first analyze the areas of interest, meaning the actual empirical
material that is consideredto be paratextual. Second, I look into research methods employed
to study paratextuality .

2.3.1 Areas of Scholarly Interest

While literar y schol ars mostly adhere tol20Haendr Ggpanéas
(2010) revisions of the framework are influential in their respective fie Ids. Fan studies as an
interdisciplinary research area contains both approaches, largely depending on the
background of individual s c h(@do&b)y reduced definitoais ms o f
clearly a minority in the total paratextual research output. Notably, the category of factual

paratext is rarely utilized in the aforementioned scholarly works, instead researchers focus on

more tangible cultural artifacts a s can be seen on the lists of analyzed paratextual elements.

The term paratext is still relevant in its field of origin i literary theory . Even though Genette
(1997b) has provided an extensiveeven if not exhaustive study of codex book paratexts, he
emerging formats and reading devices present new venues for resarch. Recently, scholars
have explored paratexts in the context ofdigital literature (Bordalejo 2014; Desrochers and
Tomaszek 2014; Rau 2014; Strehovec 2014; van Dijk 2014)including digital texts metadata
(Vitali -Rosati 2014) and ebooks (McCracken 2012; Birke and Christ 2013; Pressman 2014;
Smyth 2014). Specific areas connected to digitalization of literature entail paratexts of online
text databases(Wilson 2014), notes and their status in ebook formats and online annotation
projects such as Genius(McCracken 2016). Besides focusing on modern forms of literature ,
scholars have alsoargued that paratextuality of early litera ry texts has been largely
overlooked by Genettedue to his primarily synchronic approach. In this regard, parat exts of
historical manuscripts (Ciotti and Lin 2016) , Roman (Jansen 2014), Anglo-Saxon andgothic
(Bredehoft 2014) as well asrenaissance literature (H. Smith and Wilson 2011) have been
studied.

However, one should not overlook the research into more traditional facets of literary
paratextuality, including covers(Jaccomard 2011) dedications (Maclean 1991)

hypertrophied and experimental literary paratexts (Gascoigne 2011; Le Mesurier 2011)

literary marketing (Gascoigne 2011) mystification paratexts ( M¢ | | e r o,nd@es(Efrdn 4 )
2010), prefaces(Grauby 2011; Chaemsaithong 2016) translation (Fornasiero and West-

Sooby 2011; Rolls 2011Vuaille-Barcan 2011)or typography (Graulund 2006; Lak 2015) . The
digital environment also provides new material for the orthodox understandi ng of

C

paratextuality, for exampl e i n(Andesem2817)cOutsideut hor 0s

of the regular scope ofliterary theory, lie, for example, fact/fiction labeling of texts (Appel
and Mal el kar 2012; Aigigal mapaas garaidas(Bushell@Als) and
paratextsin online interactive fiction (Stewart 2010) and science writing (Allard 2016; Weber
and Thomer 2014).

The majority of literary theory researchadherestoGeneé t e 6s or i gi nal aftew amewor

minor revisions and additions, such as Mc Cr a ¢ R@LR)insod uction of orientation
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vectors (see section2.25). The reduced version is mostly presen
defamiliarized literary paratexts (2006a) and titles in literature and pictorial arts (2014), but

alsoinTi | | D e (200® aralgss of literary abstracts. The expanded version is at least

implicitly employed in studies of handwritten annotations (Palmer 2014) and ownership

marks on manuscripts ( Ancel 2016 ;.Bdt of tsesegphenomné&na woud not be

considered paratextsin the original framework as they are created by readers or owners and

not by the producers of the respedive texts. There is also a small group of researchers who

use paratext to signify hypertextual relationship in parabiblical literature (Alexander, Lange,

and Pillinger 2010), effectively using the later rejected meaning of the term paratext, which

wasintroduced in The Architext: An | ntroduction (Genette 1992)58

Moving beyond literature, paratexts have been adopted to study aspects of other media

including comics (Bavinka 2013; Hassoun 2013; Bredehoft 2014; Stein 2015) performance

arts (Nye 2008; Preece 2011) photography (McCoy 2006), music (Englund 2010; Sutton
2015)andradio( St ockf el t , L Bnst r Begently®@audCrabge(29li7)lhas 201 2)
applied the concept of paratextuality to study of higher education and its marketing

strategies.

Film and Television

A large amount of research has been carried outn film and television studies. Apart from the
general treatment of paratextuality in film (Innocenti and Re 2004; B® hnk e &d®d 15)
television (Gillan 2014), analyzed paratextual elements include (in an alphabetical order):
ballyhoo®? (Lyczba 2016), brands (McCulloch 2015; Aronczyk 2017), cinematic mottos
(Mahlknecht 2011), company logos(Hobbs-Morgan 2017), credit sequences(Klecker 2015;
Zons 2015), cross-cultural appropriation through p aratexts (Bernabo 2017), crowdfunding
paratexts (Scott 2015), dubbing (Matamala 2011), posters (Cavalcante 2013; Mahlknecht
2015), promotional campaigns in general (Pumroy 2015; DeCarvalho and Cox 2016; Grainge
and Johnson 2015), recaps(Dawson 2011) spoilers (Gray and Mittell 2007; Perks and
McElrath -Hart 2016), television introductory sequences (Picarelli 2013; Abbott 2015) and
typography (Sommer 2006) .

Two particular phenomena of film an d television culture have beenexplored in a greater
detail: DVDs and trailers. Concerning the former, additional DVD content including making -
of documentaries and other so-called extras has beenanalyzed (Gray 2010; Brereton 2012;
Birke and Christ 2013; Gardner 2014; Hobbs 2015) as well as anti-piracy notices (Benzon
2013). Arguably, trailers are not exclusiveto film and television industries . This audiovisual
form has been adopted by literary publishing ( Gr R n , 2idkdganes( Gvel ch 2015b,
20164, forthcoming) and performance arts (Preece 2011)and is also studied in these
contexts. Still, the majority of paratextual research of trailers has been carried out by screen
studies scholars (Kernan 2004; Gray 2008, 2010; Swanson 2014; Calbreath-Frasieur 2015;
Johnston, Vollans, and Greene 2016) including Da ni e | H(204 3) articlel quesstioning
the paratextual nature of a trailer and a study of spoof and fan trailers, which employs the
expanded paratextual framework (Ortega 2014).

While the majority of the aforementioned elements of film and television culture fit within
Genetteds ver si oIi010)fexpanaionafithe ftamewor&is pasticulsrly strong
and influential within the field. Broadly speaking, three additional categories of texts are
considered to be paratextual due to the altered definition: (1) transmedia storytelling and

58 At that time the current concept of paratextuality has not yet been developed and term was instead
used to denote hypertextuality.

59 Ballyhoo is a historic form of a publicity stunt usually considered to be an excessive hype, often
hyperbolic and non-representative of a film or of another product that it aims to promote.
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adaptations (Hills 2013; Mittell 2012a, 2014, 2015; Nottingham -Martin 20 14; Pearson 2015;

Waites 2015)including merchandising (Scott 2017), (2) journalism and criticism

(Hernandez-Perez 2016; Lughi 2016; Menarini and Tralli 2016; Johnson 2017), and (3) fan-

and user-created texts, such as fandiscussions, fanfiction, fanvids, fan wikis or fanzines

(Mittell 2009, 2012b; Caldwell 2011; Hoge 2011; Sandvoss 2011; Hills 2013, 2015a, 2015b,

2015c¢c, 2015d; Veale 2013; Bakioglu 2014; G¢rsi ms
2014; Saunders 2014; Si mo Nallls; 3dhdvdss, YdBrgs,and ht y 201
Hobbs 2015; Boni 2016; Re 2016; Thomas 2016; Draper 2017; Hills and GardeHansen 2017;

Nishime 2017).

Even though fan creations are often studied as paratexts using the expanded framework
fandom and fan activities can be also studied usingthe original framework. In this regard, fan
studies scholars often analyze paratextual elements of fan fiction, including dedications,
notes, prefaces,tags and other traditional paratextual forms (Herzog 2012; Simonova 2012;
H. L. Hill and Pecoskie 2014; Leavenworth 2014; Fathallah 2016).

Digital and Analog Gam es

A similar schism between the original and expanded version of the paratextual framework

can be found in game studies.Here,  C o n s(2007y red@fmition is highly influential.  Still,
some scholars focus on paratexts in @ n e t drigin@l sneaning of the concept, including (in

an alphabetical order): covers( Ol i va-LaP®r ee, andernBtaCG@V &l 219 15016¢c)
FAQs® (Sherlock 2007), infographics ( Gv e | ¢ h, makind-@ materials and audio
commentaries (Glas 2016), packaging and distribution (Montfort 2006) , patches (Paul 2010;
Gv e |l ¢ h ,Roindtiéna(Payne 2012) rule books and manuals (Karhulahti 2012; Flanagan
2016 ; St er ¢ z e ws kJobin2@ &) &erms Dfru (Carter, &ihbs, and Arnold

2015), user interfaces (Drucker 2011; Galloway 2012; Dunne 2016)and websites( Gv e | ¢ h
2016a). Feelies’! present a contested areawhich some scholars deem to be largely

paratextual (Conway 2010; Peters 2014; Dunne 2016)while others consider them an integral
part of a video game(Karhulahti 2012) .

The expanded framework again brings the three aforementioned categories of texts into
guestion. In terms of (1) adaptations and transmedia storytelling, those ar e licensed games
(Gray 2010; B. Jones 2014; Booth 2015, 2016)video game adaptations of non-game texts
(Servitje 2014) and transmedia storytelling content such as tie-in novels, comics, web series
or alternate reality games (S. E. Jones 2007, 2008, Mukherjee 2015, 2016) The category of
(2) criticism and journalism includes the video game presgConsalvo 2007; Ensslin 2011;
Matheson 2015). Additionally, on the borders of (2) journalism and (3) fan-created texts one
can locate gameguides and walkthroughs®? (Consalvo 2007; Apperley and Beavis 2011;
Apperley and Walsh 2012; Mason 2013; De Grove and Van Looy 2014; Harper 2014;
deWinter and Vie 2016). Among the other (3) fan-created paratexts belong (in an
alphabetical order): after action reports (Mukherjee 2015, 2016) fan discussions(Ensslin
2011), fanzines (Ouellette 2014), livestreaming and | e t 6 s(Homd 2816;Mukherjee 2015,
2016; Burwell and Miller 2016; Jay emanne, Apperley, and Namsen 2016; Consalvo 2017)

60 The abbreviation standsfor fifrequently asked questionso.

61 Feelie is a physical object included in video game packaging. It usually belongs to the fictional world

of the game and in most cases it is required for solving ingame puzzles.

62 Some walkthroughs and strategy guidescanb e consi dered paratextual even w
framework due to their licensed nature. In this regard, Newman (2016) distinguishes between official

and unofficial walkthroughs even though he does not use the term paratext. Technically, the official

walkthroughs are allographic paratexts.
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machinima ( F e r n 8vard 20%4), memes (Carter 2015), mods (Hong 2015; Consalvo
2017), and theorycraft® (Paul 2011; Egliston 2017)

On the other hand, the reduced framework is less prominent and can be located only in two
articles: one dealing with rulebooks to analog roleplaying games (Jara 2013) and the other
with mostly verbal video game peritexts (Rockenberger 2014).

Some game studies scholars use the term paraludic elements instead of paratexts to highlight

the ludic nature of games. Howeve, the scope of thisconceptinfactf ol | ows Consal voos
revision as evidenced by the inclusion of fan creativity and does not enrich the paratextual

debate in any notable way(Denson and Jahn-Sudmann 2013; LeMieux 2014). Lastly, the so-

called endgame of the gameAdventure (Atari 1979) has been interpreted as a paratext

(Giappone 2015) as it provides a certain meta-commentary to the intradiegetic level of the

game. | would argue that metalepsis in general does not need to be paratextual as

paratextuality itself is not determined by its structural relation to diegesis ( see section 1.2.11

To summarize, paratext as an analytical concept is used throughout different fields to address
phenomenathatbothr el at e t werstde af the coneeptgfor example, trailers,
introductory sequences, or digital literature paratexts) but which also often go beyondits
scopeby introducing texts of external origins such as journalism and fan-created texts.

2.3.2 Research Methods and Approaches

The majority of paratextual research presented in the previous section employs the method of
textual analysis focusing primarily on paratexts, their connection to the main text and the
authorial vision behind their creation. Admi tt edl y, such appr(®¥lches f ol
example by replicating his method of choice i a close reading of paratextual material. The
dominant methodology can also beidentified as synchronic, taking into account only the
present state of paratexts within a given area.l will not go into detail on the particular
variations of the actual methods used in this strand of research, be itclose readings,
discourse analyses or case studies. It suffices to say that this line ofcholarly research
emphasizestextual structures and the interplay of a text and its paratexts. Instead, | will
focus on the outliers, which approach paratextuality from different angles and highlight its
other features (seechapter 1).

First of all, it is the historical work on paratextuality , which deliberately comments on
Genet t eadilgsynehroniecrapproach (H. Smith and Wilson 2011; Bredehoft 2014; Jansen
2014; Malone 2015). In this perspective, the evolution of particular paratextual genres can be
traced and analyzed, including a shift in functions and cultural meaning s over the course of
history . At the same time, archived paratexts can be used as a supplementary empirical
material for an analysis of historical reception. 64

Reception in general isclosely connected to paratextuality (see section 1.7, however actual
empirical audience studies in this area are rare. However, reception is often only
hypothesized or speculatedbasedonly on close readings of paratexts. At best, such an
exploration of reception could be understood as auto-ethnography, but only a few scholars
explicitly admit to using this method (see Rockenberger 2014) The inclusion of fan-made
texts within the expanded framework problematizes my earlier statement that reception is
largely missing from the empirical work on paratextuality. Although one can understand fan

63 Theorycraft is a specific approachto strategy guides based on a statistical analysis of gameplay data
and metrics, it usually emerges in competitive online multiplayer games.

64 However, the benefits of using preserved paratextual material for analysis of historical reception are
highly dependent on the version of the paratextual framework i the expanded framework allows for
criticism and journalism to be included as a paratextual material ( F e r n §Vard 20%4), while the
original definition encompasses primari ly promotional material ( Gvel ch. 2016 b))
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activities as a part of the reception process,the focus in the end isthe reception of the main
text and not of the individual paratextual elements . In consequence, e reception of
paratexts regardless of thechosenframework is currently underdeveloped. To my best
knowledge, there are only three articles that empirically analyze reception of paratexts. Most
recent is a surveyof trailer viewing practices (Johnston, Vollans, and Greene 2016) In 2013,
Andre Cavalcante (2013) analyzed online discussions aboutfilm p aratexts and Annette
Davison (2013) organized focus groups to studyhow audiences approachtelevision series
title sequences.

Other alternative approaches paratextual researchinclude experiment ( Appel and Mal el k
2012), normative research on media literacy (Apperley and Beavis 2011; Apperley and Walsh

2012) and various meta-studies such asbibliometric studies ( | st r ° mor |ReBaiurk )

reviews( Kl ecker 20 15er rReonddrizzg u2e0z1 7 )

2.4 Paratextuality Multiplied T Conclusion

Paratextuality has becomea contested ground in academia.Partlydue t o GWd®tt eds
tentative approach to paratextual theory, its objectives have been reevaluated and revisedon

its way into disciplines outside literary theory. The prevalence of figurative language in
Genetteds t heor andtcondusionto RPdratestst The @sholdsof Interpretation

makes any such appropriations possible and often even desirable Notably, the original

framework is largely shaped by its object of studyi a codexliterary book. However, even in

this context the original treatment of paratextual ity lacks finality . Genette himself admits that

the monograph does not cover all potential paratextual elements (namely translation, serial
publication and illustration) . Applying the original concept along with its mostly inductive

categories to other meda and cultural forms is challenging and inevitably leads to departure

from the orthodox ver siAsshovwnfnth€ grevieus seetiors, litdrarya me wo r k
theory mostly upholds the original definition except for afew particular refinements, such as

Mc Cr a c (R@&L®) 6rientation vectors. EvenWo | {2008b) paratextual framing , which

limits the scopeof the term to verbal peritexts belongs to this tradition , as it still accepts the

aut hori al (or publ i shhyGdenettd. i nt ent emphasi zed

Many of the revisions covered in this chapter distance themselves from the original to such

an extent that the decision of respective schol a
significantly different a ims is potentially more confusing than useful. In this regard, the

reduced versions of the paratextual framework (Wolf 2006b; Rockenberger 2014) are less

problematic as they focus on a subset of the original paratext, mostly verbal peritexts. The

expanded revisions (Consalvo 2007; S. E. Jones 2008; Gray 2010; Mittell 2015) range on

being all-inclusive, effectively presenting a slightly modified take on intertextuality in its

broadest sense(Kristeva 1969), encompassing also other types of textual transcendence

beside paratextuality, namely metatextuality and hypertextuality (Genette 1997a) In this

perspective, any seemingly peripheral element with a connection to a text isconsidered to be

paratextual. However, the notion of periphery is questionable as it no longer follows a unified

viewpoint. Genette (see section 2.} is mostly coherent in assuming the industry perspective

of authors and publishers. Through this lens, the majority of paratextual elements are

arguably peripheral and al so subordinate to a te
position of self-contained texts (such as transmedia storytelling and adaptations) and

externally-created texts collides with the production logic. It is no longer clear whose

perspective is being assumed when paratexts are claimed to become central to film and video

game cultures (Consalvo 2007; S. E. Jones 2008; Gray 2010) Suddenly, the relative

conceptual clarity of Gaedenedthowlblismitatontothpe nal def i nit
production perspective is replaced by a call for greater inclusivity of various stakeholders

(players, fans, journalists, academics, investors, etc.) who give importance to elements of
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media cultures. However, this adjustment problematizes the applicability of the concept of
paratextuality as a whole.

While the stakeholders can to a certain extent accept the hierarchy of texts as it is presented
by producers and publishers, their own texts and artifacts compete for the position of
centrality. | contest the idea that non -official texts are paratexts just because they might
share a perceivably peripheral position and a general intertextual quality with paratexts. First
of all, official and non -official paratextual elements are functionally different. Although they
all potentially provide a framing effect to a text, that alone does not make them necessarily
paratextual. Their origins are important in the way they influence a reception of such a
transtextual connection. In other wo rds, there is a palpable difference between paratextuality
and metatextuality, for example between a promotional material and a critical commentary.
Even in the rare cases of overlapping relationships of textual transcendence, for example
when a paratext of external authorship pretends to be an official paratext, such an outsider
intrusion into the realm of paratextuality can be resolved by the bearer of paratextual
authority who can step in and publicly discard the paratextual claim of a pseudo-paratext.

By expanding the scope of the framework, the lines between the original paratexts and
related concepts get blurred. Framing, transmedia storytelling, adaptation, criticism or fan
creativity become all embedded i n tnisefhdavimgav par at
certain intertextual connection and at the same time not being considered a text proper in a
given cultural area. If one accepts the expanded definition, nearly everything becomes a
paratext. However, the peripheral position of such texts is questionable as they are often
designed to be selfcontained narrative experiences, albeit with an explicit connection to
other existing texts that share the same fictional world. The primary function of transmedia
storytelling content is not to serve another text i on the contrary, these are texts proper in
terms of their respective artistic. Their synergistic connections to the other parts of a
transmedia storytelling franchise do not disqualify them from being considered as
noteworthy texts. %> On the other hand, traditional forms of paratexts such as prefaces or
notes are not selfsufficient and work only in tandem with the text they refer to. Thus, the
paratextual relationship of transmedia storytelling content despite being potentially present
is not its dominant quality and treating it as a paratext obscures its other functions and
values. Understandably, such a significant change to the underlying conceptualization of
paratextuality requires other adjustments, including the criticism and the subseque nt
rejection of the subordination of paratexts. The subservient role of paratextual elements is
one of the key defining points of Genettebs fran
the subordination can be assessed based on the production logic of given cultural industry,
looking, for example, at revenue. On the other hand, externally created paratexts (in the
sense of the expanded framework) might be dependent on a text, but they can feed on it
instead of serving it.

What follows this drastic expansion of the original framework is a need to classify the new

broad paratext into more practical categories whose elements would then finally share some
meaningful qualities among them. |In thifos sense,
example, the spatial distinction between peritext and epitext is widely adopted 7 or new

criteria and typologies are introduced (Gray 2010; McCracken 2012; Carter 2015; Mittell

2015; Dunne 2016).

The multitude of existing paratextual framework s would in an ideal case demandany scholar
to explicitly address their position on the matter. However, this is rarely the case as the

65 Not all parts of transmedia storytelling are equally important in practice though and they do not
receive the same visibility (see section 1.2).
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concept of paratextuality has become in certain fields, such as screen and game studg only
widely adopted after the aforementioned expansions of the framework by Consalvo(2007)
and Gray (2010). The resulting disconnect between individual paratextual traditions leads to
terminological confusion and perpetuates a mistreatment of revised framewor ks as if they
were the original.® Moreover, paratext as a concept is still subjected to further revisions (see
Rockenberger 2014; Carter 2015; Mittell 2015) as the current state of the analytical toolset is
often found lacking.

In the afterword to the edited volume Popular Media Cultures: Fans, Audiences and
Paratexts, Gray (2015) has revisited his previous contribution to paratextual research and
commented on the criticisms of paratext as a concept arguing that it is still valuable for a
critical understanding of meaning making processes.

[ €] a paratext is not si mpmifatgextsdothetwarleof si de of a t e>
texts and are functional parts of them. Sometimes they will represent a smaller,

specialized component of the text; sometimes they are its elite edge. Sometimes

they do everything the rest of the text does; sometimes they are entrusted to

conduct very particular tasks and to play very particular roles in the construction of

thetext So why bot her wi t hatalhhen?Woyndtjustfale r at ext o

about different parts of the text? My answer here is a practical one: weneed the

word as a reminder i an insistence, eveni to look at paratexts. (Gray 2015, 232)

Her e, Gray i n(¥987a)distincioa betwbea avork and a text suggesting that
paratexts participate in a processthat makes a work (the rigid object) into a text (the socially
processed meaning ofawork). However, there are many other phenomenathat co-create a
text and they are not all automatically paratextual because they participate inrelevant
cultural processes Where does one drawa line between a text, paratext and everything else
that relates to an act of reading? The negative definition embedded in the expanded
framework encompasses any noawork elements that are somehow connectedto the work in
the metaphorical center of a textual system. While this conceptualization does not necessarily
undermine the framing quality of paratexts, it potentially obscures other features of the
original framework, especially the issue of an authorial intention and the distinction between
industrial and reader interactions with a text .

The core issue behind both problematic sides of the expansionof Genettedbds framewo
overuse of the term paratext. Currently, paratext can signify a variety of things i mostly

relationships between texts or categories of textsi which no longer satisfy the original

defining criteria. The many versions of paratextuality reviewed throughout chapter 2 rarely

account for its theoretical foundations and instead they pluck the term paratextuality out of
Genetteds conceptual inventory and repurpose it
fields without too much concern for a systematic approach. In this regard, mostly the various

versions of the expanded framewo r k r epeat the shortcomings of Ge
paratextuality, which too has been limited by its empirical basis.

Beside the terminological and conceptual problems, paratextual research is lacking in terms
of the variety of empirical research methodologies. A majority of empirical work employs
some form of a close reading of paratextual elements. In consequence, audience and
reception research of paratextuality is rarely attempted despite the strong theoretical
implications of paratextuality to the study of media and textual reception. The impact of

6Arguably the most extensive parat ext(@0d9a)analysisofi nol ogy
Doct or Whmndesarp, b which he chains various prefixes and in consequence operates with

vaguely defined terms such as interparatextuality, meta -paratextuality or para -paratextuality. To add

to the confusion, he operates within the expanded framework and uses the prefix meta in non-

Genettian sense.
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paratexts on reception is often only hypothesized based on close readings and other forms of
textual analysis. On an empirical level, it thus replicates a fetishization of a literary work
criticized among others by Barthes (1987a, 1987b)at the expense of analysis othe actual
meaning making processes.

This unsatisfactory state of the paratextual framework requires a further revision, which is

presented inchapter3.My aim is to stay as close to the Gen:¢
while accounting for problemati c features of the framework and the criticisms raised by

scholars before me. | believe that paratextuality is a viable concept which in the context of

book publishing provided an additional insight into literary culture beyond other available

theories and concepts. It can yield similarly valuable understanding of the video game

culture.
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Chapter 3: Paratextuality Refined

A possible solution to the dysfunctional state of paratextual theory explored in chapter 2 lies
in redirecting the debate back to paratextuality and clarifying the derived terminology.
Furthermore, | call for a culture -specific update of the concept of paratextuality that will
acknowledge the differences between literary culture of the 20" century and the current
video game culture (see ®ction 3.2). Paratextuality is a cultural phenomenon and as such it is
influenced by conventions and traditions of a given cultural industry. The different media
technologies involved in the respective areasare relevant, however | assume amore socio-
centric perspective emphasizing the cultural implications of video games manifested through
negotiations of various stakeholders in video game culture. While the technologies in
guestion might be ontologically different, paratext uality as a conceptaddresses altural
meaning that is brought to life by social interactions. My complete treatment of the
framework is not meant to be an all-encompassing update ofthe concept of paratextuality for
any cultural industry, but primarily an appropriation for video gamesat the present moment
in time taking into account the historical evolution of video games. This reservation applies
primarily to the dimension of video game paratextuality, which are explored in section 3.3.
The general refinements, which | introduce in th e following section 3.1, are applicable to
other areas, as they deal with the fundamentals of paratextual theory.

3.1 TheNew Paratextual Framework

Genettebds framework provides only basic orientat
examples. If one moves pas book publishing whose paratextual forms have been largely

accepted by scholars §ee section 2.3.}, a proper definition of both paratext and

paratextuality is required. A general consensus is that paratextuality provides a framing for a

text i this is the figurative threshold effect. However, as Wolf (2006a) shows, framing entails

various phenomena and can be considered both a process and a manifestation of a frame (i.e.

the encoded framing). Assumingthat Gof f19B@héame and Wol fds framin
broadest and the most abstract concepts, the conceptualization of paratextuality needs to

provide a further specification, at least according to its general use in academia, which

primarily deals with materialized framings.

3.1.1The Refined Definition of Paratextuality

Along with Genette (1997a), | would argue that paratextuality is a type of textual
transcendence. It is a quality that goes beyond the internal structure of a text and facilitates
connections to other texts but also to the socio-historical reality , which envelops the text.
While paratextuality is usually understood solely as a relationship between texts, it is not
without a precedent to expand its reach and the elements which can sustain a transtextual
relationship. For example, architextuality in its original conceptualization connects an
individual text to a literary practice o r a genre (Genette 1992). Moreover, the factual paratext
(see section 2.1.3 accounts for the possibility that any contextual information about a text
(for exampl e,entityhcan establisthagpardiextuai rdlationship between itself and
the text. | would argue that the connection to a socio-historical reality, particularly any
comment on the position of a text within the socio-historical reality, is crucial in

distinguish ing paratextuality from other types of paratextual relationships. The acts of
informing about a text, explicating its origins or instructing a recipient about its potential use
T all functions belonging to basic manifestations of paratextuality as explored by Genette
(1997b) 1 intrinsically deal with the role of a text within the socio-historical reality. This
particular connection is what sets paratextuality apart from other types of textual
transcendence. Intertextuality is concerned with presence, either explicit or implicit.
Metatextuality presumes a critical evaluation of a text, an external viewpoint commenting on

64



Chapter 3: Paratextuality Refined

gualities of a text. Hypertextuality deals with transformation or a continuation of a text.
Lastly, architextuality attaches atext to an established practice or tradition .

Figuratively speaking, paratextualityisi[ €] an arrow pointing to the ¢
pointing to the actually existing social and his
(Galloway 2012, 42) Arguably, paratextuality not on ly points to the socio-historical reality but

explicates the role and the potential meaning of a text within the socio-historical reality.

Genetteds o wni tnherteasphiioel sdsgin@folned no't only of transit
t r ans a@enete h997b, 2)imply this exact relationship betwee n a text and the socio

historical reality , which is later explicated in the conclusion to Paratexts: Thresholds of

Interpretation :

[ €] the paratext provides a kind of canal l ock be
immutable identity of the text and the empiri cal (sociohistorical) reality of the
text 0s[ éPwebrimic ti ng t he t wW@endt®l997le A0 B)n fAl evel 0.

Essentially, paratextuality bridges the space between a text and the sociehistorical reality

and is achieved primarily by areference tothet e x bcistarical circumstancesi its
creators, origins, evolution, distribution, sale, or preferred reading. This specific type of
textual transcendence can be facilitated bya variety of elements of diverse substantiality. In
the context of codex books, Genette (1997b) acknowledges verbal, iconic, material and factual
(immaterial) sources of paratextuality (see section 2.1.3. In other media, one could easily
add other modes and semiotic resources. The proponents of the reduced framework limit
paratextuality to verbal elements (Wolf 2006b; Rockenberger 2014), while the review of
existing empirical research shows a preference towards tangible paratextual cues ¢ee section
2.3.1). The question of substantiality is explored later in section 3.3.3 where | present an
updated typology of this particular dimension of paratextual i t y dr awi ng on Genett
operationalization and on more recent advancements in the study of multimodality
(El'lestr°m 2010; Ryan 2014)

3.1.2The Refined Definition of Paratext

According to the gener al,panatds aeftextBmtraeintbe 6s t er mi n
paratextual relationship to another text, meaning that they ground it in a socio -historical

reality . However, this is not entirely accurate. Suchan assumption would treat textual

transcendence as a typology of texts instead of a typology of textuality amwl textual

relationships. Genette himself warns of this misleading conclusion:

If one views transtextuality in general not as a classification of texts (a notion that
makes no sense, since there are no texts without textual transcendence) but rather
as an aspect of textuality, and no doubt a fortiori of literariness, as Riffaterre
would rightly put it, the one should also consider its diverse components
(intertextuality, paratextuality, etc.) not as categories of texts but rather as aspects
of textuality. T hat is precisely how | understand it, though without the exclusion it
entails. The various forms of transtextuality are indeed aspects of ary textuality

[ €] [ e mph as(Genette 19979,i8)n a | ]

Any text is potentially and in fact inevitably paratextual i a text cannot be approached
without appearing in some form in the socio-historical reality, thus its existence abne if
noticed by a reader is what establishes the mostasic level of paratextuality. 67 In other words,

67 Any potentiall y self-contained part of a text i this is an epistemological matter, not an ontological

onei can be treated as a text or as a part of a greater textual system, which can also be understood as a

text of sorts wusing Bart he s thd idd¥i8ual agratertualityiohsuch ano n . I n c
element always contributes to the paratextuality of the whole system. For example, the authorship of a

trailer is relevant in the context of the authorship of a video game.
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proclaiming that a text is paratextual (or a paratext) is like saying that it is textual. These are

automatic qualities of anytextor t o use Genettedfiaspeptaeasoifonetxhea
in general. Nonetheless, Genettedecides to engage with categories btexts that are, in his

opinion, somehow more paratextual than others. The same of course applies to other types of

textual transcendence, for example an openly declared adaption of an earlier work is more

hypertextual than other texts. Similarly, a text that is easily classifiable within established

modes of discourse and genresvould be considered more architextual than a text that

escapes such convenient classifications.

[ ] but they are also potentially,veegnd to varyi ng
text may be cited and thus become a quotation, butcitation is a specific literary

practice that quite obviously transcends each one of its performances and has its

own general characteristics; any utterance may be assigned a paratextual function,

but a preface is a genre (and | would claim the same fortitles); criticism (metatext)

is obviously a genr elGdnétte 1997a,Bphasi s original]

What then makes a text more paratextual and potentially warrants the label of paratext? The

answer to that question |ies in Genettebs unders
According to him, the core of the text remains mostly the same throughout time while its

presentation maintained by paratextuality adapts to the evolution of the socio-historical

reality: iBei ng i mmutable, the text in itself is incaj
in space and over time. The paratext i more flexible, more versatile, always transitory

because transitive 7 is, as it were, an instrum e n t of a d(&enéetta 1997b, 4Q8)0

But should one reserve the term paratextonly for genres or otherwise established cultural

forms or is it also applicable to individual texts and textual elements? Arguably,

paratextuality creates categoriesi paratextsi whose paratextual quality has been

established through tradition and widely accepted as such by involved stakeholders. In this

sense, covers, colophons or prefaces serve in general as tools of authorial control over a text,

setting the threshold for the rest of the text and thus functio ning as paratexts. Other potential

functions or relationships are secondary to this paratextual quality. Still, the actual

boundaries bet ween a par at e x, suctaas mhetatextd) arerblurdytas Gemetiet e x t s 6
admits in the empirical chapters of Paratexts: Thresholds of Interpretation

Nevertheless, the critical and theoretical dimension of the allographic preface
clearly draws it toward the border that separates (or rather, toward the absence of
a border that does not sharply separate) paratext from metatext and, more
concretely, preface from critical essay.(Genette 1997h, 270)

This would mean that individual manifestations of elements belonging to these categories no
longer have to be paratextual, or more precisely other types of textual transcendence might
take priority in deciding th e status of such a text. Formally paratextual categories can be
emancipated from their paratextual function (in terms of a textual system) through processes
of artistic experiment, modern cultural production or audience participation among other
possibilities. While they still remain paratextual at a very basic level, the relevance of this
particular aspect of textual transcendence can be reduced in favor of another textual quality,
including hypertextuality or metatextuality. Such a perspective also highli ghts the cultural
process of establishing paratextual genres. For example, prefaces traditionally address the
socio-historical situation of a text. However, when a certain preface breaks from this role i
such as the critical allographic prefacei it does not necessarily change the expectation of a
reader to learn more about the socio-historical implications of a text from the preface.

Considering that every text is paratextual on the empirical level, using the term paratext in
the context of individual texts and textual elements is pointless. What is exactly the measure
of the critical level of paratextuality that would justify such labeling ? Considering that it is a
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relative statement as every text is to some extent paratextual where does one draw the
comparison between texts, paratexts and other transtexts? The ideal categories of text and
paratext work on an abstract level but it is impossible to completely separate them on a
practical level. That would imply a possible distinction between a text and its paratextual
elements as if they were discrete parts of a texthat could be isolated from the rest of it.
However, such distinction would be artificial as it would separate aspects of textuality that
otherwise always appear together. Moreover, the measure of paratextuality is highly relative
and the term itself obscures other qualities of a text (or a textual element). This is especially
true when one ignores other possible types of textual transcendenceasit is often the case in
current paratextual research, which usually overlooks the theoretical foundations of
paratextuality.

First of all, one must not view the five types of transtextuality as separate and
absolute categories without any reciprocal contact or overlapping. On the contrary,
their relation ships to one another are numerous and often crucial. (Genette 1997a,
7)

However, Genetteds own e mpghesimptfieationswtbat He himselbwamg s t o
of. But as he later argues the terminological choice to treat individual textual elements as

paratexts is motivated by the issues of effectiveness and should not be taken for an

authoritative description of reality.

But above all, we must not forget that the very notion of paratext, like many other
notions, has more to do with a decision about method than with a truly established
fact . i T h eroperly spaakiegxdoes aotexist; rather, one chooses to
account in these terms for a certain number of practices or effects, for reasons of
method and effectiveness or, if you will, of profitability. The question is therefore
not whether the note does or does not "belong"” to the paratext but really whether
considering it in such a light is or is not useful and relevant. The answer very
clearly is, as it often is, that that depends on the casei or rather (and this
constitutes a great step forward in the rational description of facts) that that
depends on thetype of note. This conclusion, at least, will perhaps justify in the
long run (with regular use) a typology t hat at first glance is cumbersome.
[emphasis original] (Genette 1997b, 343)

Even with this disclaimer , the term paratext is potentially misleading if it is applied to
individual texts. However, this issue can be at least partly sidestepped by searching fomore
direct links to socio-historical reality within texts while avoiding reductive statements, such
as MAevery notldentifying liaks tp a soaid-historical reality is potentially
beneficial but locating them within discrete ele ments of texts and labeling those partsas
paratexts reduces the complexity of textual immanence and transcendenceln practical
terms, this means that individual prefaces should not be automatically treated as paratextual
based on their form (or genre) but instead one should look at the qualities that might make
them paratextual.

Therefore, | propose to reserve paratext for classification of practices, textual forms and

categories. After all, this is currently one of its many meanings,whi ch f ol |l ows Genett't
suggestion first explicated in Palimpsests: Literature in the Second Degree. In practical

terms, this means that textual categories such as prefaces or notes can still be considered

paratexts if discussed generally as an established pactice of a given cultural area.

Previously, | have called for a complete rejection of the term paratext arguing that it in its
most common meaning only leads to reductive interpretations where paratextuality obscures
any other types of textuality ( Gv e | ¢ h. Th2 prap6sad solution has been to instead focus
on sources of paratextuality in the context of the complete framework of textual
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transcendence.In retrospect, | found this decision counterproductive not only becauseof
how widespread the use of the termis (see section 2.3 but also due to its drastic

implications. Any negotiati ons between existing approaches to paratextual researchand the
proposed update would be less likely if there is no attempt of salvaging even the most
problematic parts of the terminology. While | still stand behind the claims that on the level of
individu al texts the term paratext causesoversimplification of textual relationships, | now
present a more moderate update of the framework. | reserve the term paratext for general
practices and forms whose paratextual qualities and functions can be assessed by
investigation of cultural conventions employed mostly by producers and related personnel
but also shared and accepted by other stakeholdersFor example, a trailer as a form of
expression across many different cultural industries is a paratext but individua | trailers
always have to be analyzed more closely in terms of sources of paratextuality in the context of
textual transcendence. While individual trailers are usually paratextual (at leastto some
extent), reducing them to paratexts oversimplifies the ric hness of copresent types of
textuality.

Additionally, this terminological update opens up paratexts to potential external authorship
although the resulting texts do not necessarily have to be paratextual to a notable degree. For
example, a fan-made trailer utilizes the established paratextual form but can possibly fulfill
different functions. In consequence, this proposed revision of the paratextual framework
bridges some of the discrepancies between the original and expanded version of
paratextuality, h owever only in terms of established paratextual practicesbut not on a level of
individual texts or textual elements .

3.1.3 Terminology Clarified

Going back to the definition of paratextuality, the issue of authorial limitation can now be
revisited and addressed The process of grounding a text within the socio-historical reality
does not automatically disqualify external authorship of either paratextuality or a paratext.
Hypothetically , this would mean that many notable extensions of the framework (Consalvo
2007; S. E. Jones 2008; Gray 2010; Caldwell 2011; Carter 2015; Mittell 2015)apply the basic
definition of paratextuality correctly , even if unknowingly, and in accord with its primary
function of creating a threshold. However, this argument would redeem the misuse of the
term paratextuality by the expanded framework only if there was nooverarching theory of
textual transcendence. Within the complete system, the concepts of metatextuality and also
hypertextuality are the aspecs of textuality that deal with externally-created textsreferring to
another text and they should be applied accordingly.68 Even though authorship is a not a
defining quality of paratextuality, it is its secondary characteristic, which distinguishes
paratextuality from other types of textual transcendence on an analytical level. In this regard,

Genette argueshat: A é] valid or not, the authorés viewpoi
performance, sustains (Ganette19879,808y es it , anchors

Inevitably, paratextuality as aquality of a text is often coupled with both metatextuality and
hypertextuality .6° A text must be usually first presented within a socio-historical reality
before a critical commentary can ensue. The same appliesto transformations of a text
(hypertextuality) , especially if they are openly declared as is often the case in fan creations
such as fan fiction or fan art. However, from an analytical viewpoint, it seems

68 Arguably, the category of allographic paratextuality presents a point of transition between regular
paratextuality and metatextuality in regards to authorship and the critical nature of a commentary.

69 This also applies to intertextuality and architextuality in general. For example, a quote in an
academic text is always accompanied by an information about the original source, thus presenting it to
a reader via a paratextual element. Belonging to a mode of discourse or a genre (architextuality) is
usually facilitated through paratextual eleme nts, for example by genre tags or in product descriptions.
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counterproductive to focus on a less accurate account of a textual situation (paratextuality)
when other concepts are more fitting (metatextuality, hypertextuality) . Arguably, this is a

result of aselectivereali ng of Genet t evihigh Geordg Sjanimek(2008) heor y
identified already in 2004 when his essay was first published in German:

That Genette [ é] sdnecordcehtd and specdicalty this onedl 9 8 7
from his original conceptual inventory and send it on a more or less isolated

jour ney through the cultural disciplines and that later it should find such

acceptance are indications of a problematic situation that needs to be diagnosed

from a cultural perspective. [emphasis original] (Stanitzek 2005, 29)

Here, | would contest the agency, which Stanitzek at least figuratively attributes to Genette in
regards to his control over the fate of paratextuality and textual transcendence in general.
Except for intertextuality and metatextuality, Genette has dedicated a monograph to each

type of textual transcendence (Genette 1992, 1997a, 1997hb)Therefore, he camot be easily
accused of picking favorites among his concepts Arguably, Paratexts: Thresholds of
Interpretation do not present the concept of paratextuality in the appropriate theoretical
context, asit is too preoccupied with the empirics. Ri chard Mackseybds forewor
sketch out the origins of paratextuality as presented in Palimpsests: Literature in the Se cond
Degree. Siill , such an important piece ofinformation should not be relegated to an

allographic paratext. The acceptance of paratextuality andthe relative rejection of other types
of textual transcendence within academia isnotent i r el y G e@onghility, ev@rsthough s
it possibly shows the usefulnessof paratextuality as an analytical concept.

The conceptualization of paratextuality is intrinsically tied to other types of transtextuality

and these origins should be recognized byany critical revision of the framework. In this

sense, | objectto some of the aforementioned implications of the expanded versions as |

propose an update of paratextualitythatt akes i nto account Genettebds t
as a whole.However, | also mostly reject the arguments behind the reduced framework.

Although they are more orthodox in the acceptance of basic qualities and dimensions of
Genettebds paratext, the reasoning behind the nar
primarily concerned with easily applicable analytical categories. From a theoretical

viewpoint, limiting paratextuality to verbal elements while generally considering it a link to

the socio-historical reality would be illogical. At best, it would require a new term , which

would attend to non -verbal grounding of a text within the socio -historical reality.

To summarize, | define paratextuality asan aspect of a textthat refers to the socio-historical

reality and potentially ¢ omme n tths reality. Paratéxieisxat 6 s p o s
practice, form or genre that is culturally established as facilitating paratextuality of a text.
The adjective paratextual denotes a relevant mea

historical reality : it can be applied to texts or elements of texts when comparing between
parts of a text or textual systems. Notably, paratextuality is understood as only one facet of
textual transcendence. Whenever another type of transtextuality more accurately represents
the specific quality of a text or of a textual relationship it takes priority as an interpretation of
such a quality. However, close attention is paid to the overlaps and interactions between
types of transtextuality.

At this point, | conclude the basic theoretical and terminological revision of paratext uality.
The concrete dimensions of video game paratextuality are explored in following sections,
which address the cultural specificities of video games and its implications for paratextuality
and paratext. With the knowledge of original categories (see setion 2.1) and later additions
(section 2.2), a more detailed and updated account of video game paratextuality is presented
in the following sections (3.3.1 to 3.3.4) based on the aforementioned definitions of
paratextuality, paratext and paratextual .
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3.2 Paratextuality in Video Games

The ways in which paratextuality is manifested is culture-specific. This is a logical implication
of its definition . After all, video gamesdo not have the sameposition in the socio-historical
reality asliterature , thus diff erent issues have tobe addressed by paratextuality, leading
potentially to specific paratextual genres. In other words, any detailed classification of
paratextual qualities and dimensions needs to be grounded in the realities of the analyzed
cultural area.”

The differences between book publishing and other cultural industries have been already
noted by scholars. The various revisions and additions to the original framework explored in
chapter 2 attest to that. While the basic notion of paratextuality is easily transferable if one is

willing to treat other cultural formsandartif act s as t eX97b)induG@eenet t e d s

categories do not apply as easily Additionally, cultural areas and related paratextual
practices change over time. This is why the original framework also fails to accurately capture
the state of literary publishing both before (H. Smith and Wilson 2011; Jansen 2014)and
after (McCracken 2012; Smyth 2014, Vitali-Rosati 2014; Malone 2015)the classical period
analyzed by Genette.Logically, the move to film, television or video games presents even
more challenges despite various instances of remediation which mimic certain aspects of
media technologies used in the respective areas.

By differences between codex book publishing and video game culture(and other potential
areas), | do not prim arily mean the technologies utilized. They themselves of course carry an
abundance of paratextuality asthe materiality of a medium is intrinsically tied to a
presentation of a text, which is in turn a paratextual phenomenon. Still, | would argue that
more important than the ontologies of specific media are the pr actices established around
them in terms of production, distribution, reception and appropriation. Technological
differences alone do not cause a dramatic shift in the ways in which paratextuality is
manifested. In this regard, Georg Stanitzek (2005) has notedthat a codex book and a film
(when observed in a cinema) structure their respective paratextual genres around the core of

the text in a very similarmanner: iJust as a book has two covers, a

on, @&ayl meast t hdihas ogeninyg and ddsingyciedits, and so on. And thus a
book can function as a ylmic organizer of
of the entire wo r k(Stamitzek 2005, 38) At the same time, the notion of authorship of these
two cultural forms is traditionally very different. While literature usually revolves around a
single authority of the writer, films are created by large collectives with a high degree of task
specialization. This particular aspect of production has significant implications for
paratextuality while it is largely independent from the underlying technology of the medium.

Video games do not exist in a cultural vacuum. Thus, acertain overlap of paratextual
dimensions and genresbetween video games and older types of media ecosystems is to be
expected As cultural artifacts, video games utilize and appropriate existing practices while
they possibly also introduce new specific forms, which might then find their way into other
cultural areas. Arguably, paratextual genres are not subjected tothe issue of technical
incompatibility but to logics of production, distribution and reception.  The impact of these
particular processes is addressed in thenext section following the main paratextual
dimensions as first presented by Genette.

70 Theoretically, it should be possible to create a more transmediaconscious version of a paratextual
framework that would take into account the convergence of media technologies and cultural industries
(Jenkins 2006a) . However, | would argue that such a broad scope would always come at a price of
more generic analytical tools resulting in less detailed explorations and interpretations.
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One important and rather basic question remains to be answered though. What is meant by

video games if one decides to study their paratextuality? Isit the video game culture, which is

in academia usually located around players(Shaw 2010)? Or is it the notion of video game

industry , which focuses primarily on the production and only as a sidenote on distribution
(Consalvo 2006; Kerr 2006; I p 2008; O0Donnell 20
2015), with rare exceptionsthat pay more systematic attention to circulation of video games

(Kerr 2017)? Does the video game presgCarlson 2009; Kirkpatrick 2012) fitin as a source of
metatextuality and a potential venue for promotional cont ent? And what about other types of

stakeholders who influence the way in which video games arepresented, for example by

introducing age ratings (Nikken and Jansz 2007; Dogruel and Joeckel 2013; Felini 2015)? |

would argue that all aforementioned concepts and phenomena contribute to the notion of a

video game as a cultural artifact and should be considered constituents of video ganesin the

sense of acultural industry (Hesmondhalgh 2007).He r e , [ mostly follow Aph
application of the concept to video games explicated in the following quote:

[ ] digital games ar e s batdmargelfrgmaccomplex r uct ed art ef :
process of negotiation between various human and non-human actors within the

context of a particular historical formation. Digital games cannot be understood

without attention to the late capitalist economic systems from which the y emerge

and the changing political, social and cultural contexts in which they are produced

and consumed. (Kerr 2006, 4)

This paradigm positions video games on the same level as filmtelevision or literature in

terms of their status as a cultural industry and emphasizestheir socially-attributed meanings.

| believe that this approach correspondst 0 Genet t e 0 stofpavaiexttiatityeira boake n
publishing , which he describesasii[ €] t he most socialized side of
(the way its relations wit(Benetth ¥097p,ddahdtimis ar e or gan
allows for a rigorous application of the concept of paratextuality to the study of video game

culture.

3.3 Dimensions of Video Game Paratextuality

G e n e tptesed@agion of paratextual dimensions follows the logic of linear models of
communication (Shannon 1948; Lasswell 2014) In Paratexts: Thresholds of Interpretation
(Genette 1997b) five aspects of paratextuality are addressedndividually in the following
order: spatiality, temporality, substantiality, pragmatics, and functionality ( see sections 2.1.1
to 2.1.5). However, this successionis counterintuitive as it leaves the more central properties
of paratextuality i functionality and pragmaticsi to be treated last even though theyboth
significantly influence the more basic dimensions of spatiality, temporality and

substantiality. The original sequence is structured along the lines of ncreasing complexity:
starting with two categories of spatiality and moving towards more intricate classifications of
other dimensions. Instead | propose to revert the original order and start with the core issues
of (1) functionality, moving then to the (2) pragmatic situation of authorship. Next, | address
the question of (3) substantiality and materiality . Lastly, the spatial and temporal dimensions
are treated together, as recent contributions explored in section 2.2.5 show that these
gualities are highly interconnected and often theorized using both spatial and temporal
metaphors.

3.3.1Function

While Genette never attempts to provide a systematic overview of paratextual functions, he is

clear about paratext 6s subor deiinmpkes dcermindemsedfhe t ext
functionality but the specific manner in which it is established has been only hinted at in the

original framework. Although, | have rejected the notion of subordination in the previous

sections of chapter 3, functionality is still a key aspect of my proposed redefinition of
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paratextuality. In the following paragraphs, | discuss the fundamentals of paratextual
functions in the context of the new framework and introduce a basic typology.

Broadly speaking, the function of paratext uality is any form of linking of a text to the
surrounding social reality. According to Genette (1997b) and some proponents of the reduced
framework (Rockenberger 2014), this means that paratextuality ( or more precisely paratexts)
always serves the main text. Such a claim is problematic for two basic reasons. First, it
implies that the source of paratextuality or the paratext can be completely isolated from the
text and that the two canthen be analytically approached as two separate entities. However,
according to the general definition of textual transcendence, paratextuality is an aspect of any
textuality, thus any text is always already paratextual if it exists in a sodo-historical reality
(Genette 1997a) Second, suggesting that a text serves itself is somewhat tautological and
does not shed any light on the role of paratextuality in video games, or book publishing for
that matter, without a more detailed ex ploration.

Arguably, the subservienceattributed to paratextuality and paratexts is supposed to address
the perceived hierarchy of such constituent parts of a text, suggesting that some elenents are
lessimportant than others and can be removed or changedwithout threat ening the integrity
of the text. According to Genette, that is the case with adjustments to the presentation of the
text, meaning paratextuality and paratexts, which adapt the text to the evolution of the socio-
historical reality. This statement implies thatthet e xt 8 s pr e s e nt itselficane
separated and that a change to the former does notignificantly alter the latter. Here,
Genet t e 0 sismaativtecdby the literary practices such as prefaces or later editions
and makes sense only in the specific context of literary publishing culture . Interestingly, such
a view both reinforces and conteststhe conservative approach to literary work s criticized by
Barthes (1987a, 1987b) Genette presumesthe centrality of a work but he immediately
relativizes it by pointing to the importance of p aratextuality as a framing tool. Actually, video
games provide an abundance of examples when changes are made not only tihe
presentation but to the game itself if onefollowsGenet t e 8s s i mp IPatchds brc
updates actually adapt the game tothe evolution of the socio-historical reality, be it criticism

and

di

t

st

or exploits of game design flaws.l n consequence, Genettebs argumen

of a text is culture-specific and comments only on particular literary practices but n ot on
general features of texts (in the broad meaning of the term as established in the
Introduction ).

With this knowledge in mind, | would argue that the inductive approach favored by Genette
conflates certain paratextual genres with the relationship of paratextuality as such.The
subordinate and peripheral status of some textual elements is not an implication of
paratextuality but rather a coincidence. Paratextuality itself is not subordinate or peripheral
in terms of im portance and role within a text: on the contrary it is an inseparable facet of
textuality. Still, some paratexts within specific cultural contexts indeed play a secondary role
to a main text. However, this is not a structural but a cultural issue. Thus, not all paratextual
elements are necessarily lowergrade constituents of a cultural artifact. In this regard,
Galloway (2012) argues that the intraface, avideo game element with a direct link to the
socio-historical reality, in a multiplayer video gametakes the central stage within the
gameplay experience.

Another basic aspect of paratextuality that relates to its functions is the matter of its
deliberate utilization. The majority of the paratextual genres explored by Genette strategically
addressthet e x t 6 s rptloessacib-historical reality, be it covers, prefaces or notes.
However, someinstances of paratextuality are arguably more incidental than deliberate, such
as unpublished older versions of a text discovered and made available to audiences by

historians and similar phenomena, which are labeled asii p 1t & x (Genétte 1997b, 395)
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Genette uses the categoriesi d e jpnd i d 6 f (ibid.)t tewdistinguish between the
strategic and incidental paratextuality and paratexts. To a certain extent, errors, flaws and
subsequent corrections also introduce this type of involuntary paratextuality by pointing to
the fallibility of the producers and the technologiesthat they employ.”* However, not all
paratextuality has to be either strategic or incidental, there is also a middle ground where
certain paratextual properties limit the a rtistic freedom of the producer due to technological
constraints, normalized cultural practices or legal requirements. In the context of video
games, warnings about the saving of a game state at every launch required by console
certification procedures are an example of such forced paratextuality(Blow 2012). This
particular information has to be included in any release that passes the certification process
but it can take different forms in terms of typography, color or placing on the screen.

Paratextuality and paratexts are not always a matter of unlimited choice on the part of the
producer, often they are inevitable and highly regulated by-products of any creative process.
Still, t he original decision behind the creation of a text can be attributed to the author and
one can assume the acceptance of responsibility for creatingthe necessary paratextual
elements. This includes complying with any regulations pertaining to the selected form of a
video game (or any other cultural artifact) suggesting that not all paratextual elements are
primarily tool sof authorial control. In consequence,the functions of paratextuality vary
accordingly from strategic to obligatory and inevitable based on the specificities of a given
cultural area.

What are the actual functions of video gameparatextuality and par at ext s? Genett e
approach can provide only basic orientation as it is deeply rooted within literary publishing
(see section 2.1.5 . R o ¢ k e (20lé) extensivéctassification of sixteen potential
functions is limited by the reduced definition of paratextuality , which recognizes only verbal
paratexts. Moreover, its scope is general and attempts to deal with paratextuality in all
media.On t he ot her (208hfanctionsl itypotogy is infdrened p rimarily by
television culture and employs the expanded framework. His three categories of ()
transmedia, (I ) promotional and ( Il ) orienting paratexts leave out a variety of other goals of
paratextuality such as instruction or correction. Additionally, transmedia storytelling content

in the sense of narrative extension is not primarily a paratextual quality according to both the
original and my proposed definition of paratextuality.

Any attempt to create a typology of functions has to balance the level of abstraction and
specificity. In this regard, one might think of Rockenberg e r gixteen categories asoverly
specificwhi I e Mittell s t hrleveuldarjue tha eombinlngthe t oo br oad.
deductive and inductive reasoning can help to construct a usable typology. Thus, | propose to
juxtapose the definition of paratextualit y and the existing paratextual genres ofthe video
game industry. Drawing on previous scholarly work presented in section 2.3.1and my
previous contributions ( Gv el ¢ h 2 0,Toliowing er@ehts af the video game culture
serve as the empirical basis of my proposed treatment of functions related to paratextuality
(in alphabetical order) : advertisements, boxes, coverscredits, EULAs?2, FAQs, introductory
sequences, makingof materials, manuals, official infographics, official websites, packaging
and distribution materials, patches, patch notes, screenshots trailers, terms of use, user
interfaces, and video game company logos.As a result of the emprical exploration and a
critical review of the previous contributions to operationalization of the functional

71Glitches and technical errors in particular can uncover the inner workings of a medium and the
technology, which was used to create a text, effectively commenting on its origins(B. M. Hill 2011) and
thus acting as sources of paratextuality.

72EULA is an abbreviationforanfie ruds er | i ¢ e n s,avhich gerveseasredaydl dontract
establishing the legal conditions of use of a software between its legally responsible creator and the
user.
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dimension, | recognize five basic functions of paratextuality: (1) referential, (2) instructional,
(3) interfacial, (4) corrective, and (5) revel atory. | further distinguish two sub -types of the
referential function: (1a) promotional and (1b) legal.

The most basic function of paratextuality is the (1) referential one, which addresses the object
at hand as a video game along with its common characteistics, such as its producers,
publishers, title, genre, technology used year of publication or number of active players.
Credits, introductory sequences, making-of materials, official infographics, official websites,
video game company logos, or video @me coversare all generally speaking referential types
of paratextuality. A wide variety of related sub-functions could be easily operationalized, in
fact any paratextual function is at least partly referential due to the definition of

paratextuality; it can only be established through linking of a text and the socio-historical
reality , thus requiring at least an implicit reference to a text itself.

Here, | inte nd to draw attention to only two specific categoriesof referential paratextuality
that are instrumental for the effectiveness ofthe video game industry. First, it is the (19
promotional function, which relates to the status of a video game as a commoditywhich can
be purchased by players. Elements such as packaging, trailers or official website®ften
emphasize the commodified nature of a video gameand aim to advertise it. Second, it is the
(1b) legal function dealing with the legal implications of purchasing and playing a video
game. EULAs and terms of use are paratextual elementghat focus onthe legal aspects of
paratextuality. However, any copyright notice, anti-piracy warning, age rating or any other
manifestation of self-regulation also fits within this category.

The remaining functions are arguably more complex and go beyond the basic meaing of
referentiality even though they inevitably invoke it by grounding the video game artifact in
the socio-historical reality . The secondfunction, which is particularly dominant in video
games due to their traditionally non -linear or ergodic (Aarseth 1997)structure, is (2)
instructional. Through this function, the usability and the active reception of a video game
artifact is addressed by explicating the preferred ways of playing. Manuals, FAQs or tutorials
fulfill this particular goal. This function is not video game -exclusive but can be foundin other
cultural areas as well. However, video games can be considered more demanding in terms of
the interactions with their technological aspects due toan arguably greater variance between
functionality of individual video game titles . For example, codexbooks largely share the same
linear organization and the relevant instructions thus do not have to be explicitly mentioned
on every occasion. Still, an expeimental book might point to its unconventional structure
through instructional paratextuality similarly to a video game. 73

The closely related @) interfacial function draws attention to the outward -facing features of a
video game(intrafaces), which establish the actual interface between it and the player (see
section 1.4.1. User interfaces (in the vernacular sense of the word), heads-up displays, video
game menus sound signals or even haptic feedback such as controller rumblingfacilitate this
type of paratextuality as they provide basic feedback loops of interactivity. Additionally,
customizable elements of interface (such as language slection, subtitles, and font size or
gamma correction settings) belong to this category. Again, parallels can be found in literary
publishing where interfacial functionality is usually more basic and seeminglyinvisible to a
reader. For example, page numbersboth in physical books and ebook formats show the

r e a dragréss achieved by turning of pages

Lastly, | want to address a set of two interrelated functions: (4) corrective and (5) revelatory.
The former category is introduced by creating a new version of a text which is then

73] have discussed this act of foregrounding of technological aspects in experimental literature in
section 1.3using the concept of technotext (Hayles 2002).
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communicated to be the official one. The term corrective suggests that therewas a problem in
the first place, but general updating follows the same logic as itestablishes hierarchy between
obsolete and up-to-date variations of a text. Patches, patch notes orgame updates fulfill this
function in the context of video games. The latter category is devised as an operationalization
of the involuntary instances of paratextuality caused by technical errors, lack of expected
functionality or undisclosed unconventionality perceived as a flaw. 7 This de facto function

(at least from the perspective of recipients) reveals information about the creation process,
utilized technologies or simply about a deviation from an established and normalized practice
within a particular cultural industry. Errors, bugs or glitches facilitate this type of video game
paratextuality.

The aim of my proposed typology is not to claim an exhaustive treatment of functional
aspects of paratextuality, but rather to provide a basic classification of the waysin which
paratextuality is establishedas a link betweena video game and he socio-historical reality .
Admittedly, more than the five presented functions (plus the two sub-functions) could be
easily identified .75 At the same time, some scholars also argue that paratextuality is
incompatible with certain textual functions such as diegesis’® However, | would argue that
introducing too many additional classes would make the typology unwieldy and hardly
applicable to actual elements of video game culture. Notably, the presented categaies are not
mutually exclusive; individual functio ns often appear together and complement each other.
This is partly caused by the fact that ome functions, namely the referential one, are more
general than the rest. This means that the other six functions and especially the two sub
functions (promotional and legal) can be considered aconcretization of basic paratextual
functionality. The proposed typology is not a means to its own end and should always be
applied as an analytical tool of a certain degree of abstraction in conjunction with actual
empirical material.

74 |In some cases, unconventional features tend to be interpreted as glitchesor bugs if not properly
disclosed ahead of a launch of a game. For example, the scalled infinite respawn glitch from Dead
Space 3(Visceral Games 2013)has been treated by players as a glitch even though it has been later
confirmed by the developer as an intentional gameplay mechanic( Gvel ch. 2015a)

75 For example, various types of reatmoney trade, subscription fees, paid DLC and microtransactions
(Mil ner 2013; Grimes 2015; Ni e b o ragcesgillelfom the2g@nie6 ;
could be positioned at the intersection of promotional and in terfacial function by being connected both
to the commodified and interactive facets of a video game. At the same time, these forms of commerce
often necessitate a legal framing(Lehdonvirta and Virtanen 2010; Lastowka 2011), thus bringing the
respective legal function into the equation.

76 Paratextuality is sometimes seen as a consguence of all extradiegetic (or non-diegetic) textual
elements as the conceptualization of text/paratext often follows the same dichotomic pattern as the
distinction between diegetic/non -diegetic elements (Galloway 2012). Both dichotomies are sometimes
understood as questions of center and periphery Gee section 1.2.1. However, such a perspective is
simplistic and implies a causal connection between paratextuality and diegesis. Terms such as the

il act o(Ganetté XMI7b, 179)andif i ct i on U997y 27&)ffiaaacea d f i ci &fronR@lf,at ext o

201),Apar at ext uaWaitgs 2015 Wpoxfict r an s me d i gMitfelh201b,t2€&1x dea with
textual elements that are seemingly both diegetic and paratextual at the same time. Ceexistence of
paratextuality and diegesis is, however, not paradoxical as it relates to two independent features of
textuality. The confusion between the two concepts is caused by the fictional nature of many literary
texts, which establishes boundaries between the level of narrdor and the events described in the
narration. When a fictional narrative is considered the core of a text, then its extradiegetic elements
often facilitate the paratextual grounding within the socio -historical reality. However, this is not a rule,
but only a coincidence. Paratextuality can as well be manifested by diegetic elements of a text. In the

Hart

context of video games, a diegetic part of a user i

in the Dead Space trilogy (EA Redwood Shores 2008;Visceral Games 2011, 2013), conveys paratextual
information while it at the same time fits within the fictional world. Thus paratextuality is not a
function of diegesis (or lack of it) and narration is not a function of paratextuality, respectively.

75
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3.3.2 Authorship

The dimension of authorship is one of the most divisive aspects of paratextualty . Asshown

in sections 2.2.1 and 2.2.2 the original and the reduced frameworks limit paratextual

authorship to producers and closely related parties, while the proponents of the expanded

version allow a completely external origin of paratextual elements. In the inclusive revisions,

authorship forms only a minor feature, usually solved by a simple distinction between two

basic types of authorshipi official and unofficial. Under the category of the unofficial belong
fan-anduserrcr eat ed texts or criticism. TB87)s approach
classification of intertextuality as review ed in section 1.1 notably the categories of secondary

and tertiary intertextuality . Interestingly, this exact typology hasbeen applied by Valentina

Reto paratextuality, resulting in two vaguely sketched types of paratexts: A €] secondary
(top down) and tertiary (ReR0ig,61pm up) paratexts [ é

Within my proposed framework, theoretically anyone can author a paratextual element of a
text, however in the cases of externalorigins, paratextuality is always obscured by
metatextuality (or hypertextuality) . Thus, if one sees paratextuality as one aspect of
textuality, then in situations of external authorship of potentially paratextual elements, it is
more relevant and accurate tofocus ontheir metatextuality caused by the arguably critical
distance of an extemal author. For analytical purposes, it is beneficial to limit the scope of
paratextual authorship to actors included in the original creation process of a text, its
publishing, distribution or to those who were delegated by the producers and given
temporary paratextual authority ( al | ographi c authorship in Genett:
Contribution of these actorsto the grounding of a text within the socio -historical reality is
always paratextual as these actors are incapable of criticacommentary, at least in terms of
the conventional understanding of such types of critical evaluation in the context of agiven
cultural area. It is for this exact reason, why user reviews written by members of video game
development teams are considered deceitful as they petend to be able of unbiased
assessment of (Faheg@0%l) own wor Kk

Previously, it has beensuggestedthat video games allow a certain degree of ceauthorship on
the part of players (Mukherjee 2015; Jennings 2016). However, | would argue that this type
of alternative authorship does not provide any paratextual claim to a player in regards to the
original video game as a cultural commodity and in this regard it acts only as a special type of
agency(Murray 1998; Poremba 2006) . Still, this does not bar players from establishing
paratextual elements to their own creations derived from a video game such as mods.
However, their paratextual reach only extends to their authorial contribution, not to the
original video game.

Moving on to the classification of producers, Genette (1997b) recognizesonly three types of
possible authorship of paratextual seesectionaut hori al
2.1.4). Sucha classification might fit literary publishing but it does not take into account the
large production collectives in video game development (Kerr 2006, 2017). The typology of
authorship of video game paratextuality can however draw inspiration from the scholarly
treatment of film and television industries, which also employ large aeative teams. In this
particular context, Caldwell (2011, 2014)suggeststhat workers create their own
paratextuality . As active participants in the creation process they have a certain paratextual
claim, but the privileged status of the recognized author is usually reserved for specific
members of a video game development team akin to film where the director is usually
considered the creative mind behind the text (Caldwell 2008) and is treated as such inthe
majority of paratextual elements (Gray 2010). Still, the resulting paratextual polyvocality
(Caldwell 2014) is a relevant aspect of any productionwithin the video game industry as it
comments on the socic-historic circumstances of video gamedevelopment. In this regard,
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Caldwell (2014) rightfully draws attention to the important subset of negotiations over a
t ext 6s thaehlmppénmwihin the circle of its original producers suggesting that
paratextual elements are key in understanding the overarching industrial struggles over
authorship and meaning:

[ ] maker s c¢ on s tthatmemdelyes threuglotéxis.Viedia tewts, by
definition, distribute agency across the networks of makers, tools and groups that:
(1) comprise them and (2) constantl-y reiterate tI

vocal 6 and o6pol ysemi cdi,ermmnas norte achd yt tbeern awasrei aws |
highly complex ways. The collective, negotiated nature of all production means that

multivalent, polyvocality is a fundamental industrial condition that requires

political -economic analysis to fully understand. (Caldwell 2014, 732, 737)

Another problematic aspect of the original classification is the rather vaguely conceptualized
notion of a publisher described by Genette onlyasfit he pub | i fGemnettedl99bo u s e 0
16). It is possible to reconstruct what fits within this category by looking at the particular
paratextual elements explored in the respective sections ofParatexts: Thresholds of
Interpretation . A wide variety of phenomena such as formats, coverstitl e pages,typesetting,
posters, advertisements or press releasesre all considered to be authored by the publisher.
Arguably, this reduces the manufacturing, publishing and distribution and the paratextual
elements created during these stages to one vaguamalgam of nearly everything that is
officially connected to a text but does not directly involve the persona of the author as the
enunciator of a paratextual message.A more detailed account of the individual actors

i nvol ved i n Apubl issehessargibtheaypolojyadfeawhorghipnsesupposed
to account for the different actors wh o from an official capacity establish links between a
video game and the sociehistorical reality. Even though it might be hard to trace the actual
authorship of paratextual elements used in a distribution chain, ideally at least three different
stages should be identified: publishing, distribution and retail, including both physical and
digital (Kerr 2006) .

To deal with the aforementioned issues of authorship, | proposea r ef i nement of Gen ¢
classification (see section 2.1.4 encompassing $x possible types of video gameparatextual

authorship: (1) authorial, ( 2) wor ker &s, ((43) dp®hdniiesduandab) 6 s
allographic. Compared to original framework, | add three new categories (2, 4, and 5) in

order to account for the complex production realities within the video game cate gory.

The first category relates to any paratextual statement traceable to the developer in the sense
of the whole production collective as one entity or its high-ranking, so called members, such
as lead designers, lead writers, lead producers or directos.

The second category contains paratextuality created mostly by the secallediibel ow t he | i n
(Caldwell 2008) workers or other talent without decision making privileges within the

development process This can also include celebrity voice actorsor film music composers

whose paratextual capacity ascreative contributors is used for promotion of a video game but

who are at the same time recognized as outsidersto the video game industry.””Wo r ker 6 s
paratextuality can beeither solicited, or unsolicited by the production team, resulting in acts

of compliance with authorial framing or resistance. Notably, the first historic Easter egg®in

77 A recent example is the publicity around the casting of the actress Natalie Dormer (of Game of

Thrones television series fame) as a character inMass Effect: Andromeda (BioWare 2017), including a
behind-the-scenes videq which was reported on by the specialized gaming presgPhillips 2017)

78 Currently, Easter eggs are understood as intertextual secret messages hidden by developers within a

game (Consalvo 2007; Montfort and Bogost 2009; Conway 2010; Nooney 2014). For example,

Minecraft -inspired (Mojang 2011) monsters in Borderlands 2 (Gearbox Software 2012)are considered

Easter eggs in the video game vernaculaf i Bor der | ands 2 .Easter Eggso 2017)
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the game Adventure (Atari 1979) is an example of worker blowback manifestedinawor ker 6 s
paratext following a disregard for the designer Warren Robinett who was not allowed by the
publisher to publicly claim authorship (Montfort and Bogost 2009; Nooney 2014) .

The categories of (3) publisherds, (4) distribut
the other important actors in video g ame production and distribution beside the actual

developers. These slightly more peripheral entities can either share paratextual materials or

create their own in order to promote and sell a video game product. In some cases, certain

parts of the video game industry can fulfill more roles at the same this applies, for example,

to platform owners such as Sony or Microsoft or digital distribution platforms like Steam.

Lastly, the (6) allographic paratextuality addresses the instances where third parties (external
to the core production process and not participating in the publishing, distribution or sale of
the video game) are commissioned to create a paratextual element This type of authorship is
relatively speakingless prominent in video games comparedto literary publishing, especially
in terms of visible allographic paratextuality such as prefaces of postfaces. However,
allographic literary devices such as epigraphg® are sometimes used also in video games. For
example, the adventure gameseriesUnchart ed (Naughty Dog 2007, 2009, 2011, 2016)is
known for including epigraphs attributed to various historical figures, such as Francis Drake
or Marco Polo. Less visible instances of allographic paratextuality are various instances of
outsourcing of potentially paratextual elements such as trailers or manuals.8® The actual
authorship of these paratextual genres is often anonymous or at least notexplicitly
referenced in the text itself.81 From the viewpoint of a recipient, such anonymous types of
allographic paratextuality canbe consi dered authori al or publ i sh:¢

The proposed typology has certain limitations. First of all, the actual origins of many official

paratextual elements are not always possible to trace to its responsible authors, thus the

relatively detailed distinc tion of specific actors within the game industry (compared to

Genet t e 6-sketthedcatedorigs) is not always applicableDue to this fact, an umbrella

category of corporate or industry (Caldwell 2011) paratextuality should be used instead for

any official paratextuality that lacks concretization of its producers but is considered in

accord with the authorial or .publisherdés framing

Secondly, some types of potential paratextual information authorship have not yet been
explicitly acknowledged in the presentation of the typology. Most notably, it is the non -
human actor authorship of the game technology. Video game software or hardware can
address the position of the video game in the socichistoric al reality, for example by
providing official player statistics, error notices or other automated or procedurally -
generated paratextual elements.| would argue that this type of paratextual authorship forms
a special subcategory of the allographic paratextality as it is in a sense delegated by the
production collective to the video game as a norrhuman actor.

79 Epigraphs (quotes presented at the beginning of the text and providing a framing effect) are a very
specific type of allographic paratextuality as they are often used without the knowledge or permission
of their original author. Genette dedicates a full chapter to their exploration (Genette 1997b, 144 60).
Arguably, epi gr ap h éhistorice readity i$ relatively minirnah compsireddd other
paratextual genres. However, the act of selection and atribution of an epigraph inevitably comments
on entities and events outside of the text itself, which are part of the socio-historical reality, thus
combining intertextuality and paratextuality.

80 For example, the visual effects and animation company Blur Studio has created a number of CGl
(computer-generated imagery) trailers for big budget video game titles such asLeague of Legends
(Riot Games 2009), Star Wars: The Old Republic (BioWare 2011)or The Elder Scrolls Online
(ZeniMax Online Studios 2014).

81 This applies primarily to technical communication and technical writing (Kimball 2017), see section
1.6.
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At first glance, seemingly objective genres of unofficial video gamewikis (Mittell 2009,
2012b; Thomas 2016), player statistics obtained via APIs (application programming
interface), or so-called player dossier$2 (Medler 2011) and other skill -building resources
based on game analytics(Egliston 2017) feel similarly paratextual and potentially allographic .
But there is a distinction to be made as to the actor who seécted and publicized such data If
such an actor fits within one of the proposed six categories, then the relationship is
paratextual. However, if it is a completely external third party (such as a player, fan, or a
journalist), then the act of selection and disclosing of information about the position of a
video game within the socio-historical reality is already metatextual and implies cert ain
critical distance. In practice, revealing any information that the authors or publishers of a
video game want to keep confidential creates a metatextual relationship between the
presented information and the video game.& The reasons for confidentiality can range from
hiding undesirably low number of active players to intentionally obscuring game mechanics
to make it harder for players to play the game efficiently as certain playstyles might
discourage players from investing into additional monetization offers such as
microtransactions.

Patronage is a related issue of paratextual authorship.Usually, financial investment or
backing does not provide a person with a paratextual authority. Genette (1997b) mentions
patronage only passinglyin the context of dedications as a paratextual genre which
sometimes includes reference to the patron of a text. Thus, the information about a patron is
relevant in terms of paratextuality as it
a patron is under normal circumstances still an outsider incapable of wielding a paratextual
authority. However, crowdfunding introduces a notion of co -creativity (A. N. Smith 2015),
which contests the traditional understanding of patronage since backers are at least partly
included in the creative process. Their input might be minimal i such as naming an inngame
character or providing a likeness for it T but due to their active participation they are entitled

to paratextual authorship inthe senseof wor ker 6 s paratextuality.

Lastly, materiality of a video game itself is a source of paratextuality and as an individual
dimension it is explored in mor e detail in the next section 3.3.3. This has implications for
authorship . Additionally, the question remains who to attribute the authorship of material
aspects of a video gameo, given that some parts of a video game are provided by third
parties, be it game engines, other middleware (Charrieras and lvanova 2016), packaging or
merchandising ? Here, | would argue that the creative decision to use a certain technology
takes precedence over the actual creation of hat particular component of the video game.
Thus, any paratextuality originating in material aspects should be considered as authorial,
publ i sherdés or potentially corporate if it
for utilizing third -party components.

3.3.3 Substantiality and Materiality

Generally speaking, paratextuality and paratexts are usually considered to be at least partly
verbal. Many of the empirical sources of paratextuality studied by scholars (see section 2.3.]
are either entirely verbal (prefaces, manuals, notes) or at the very least the verbalform
constitutes an integral or even dominant part of the analyzed multimodal mixes, such as the

82 Player dossiers arefi dta-d r i ven Vvi sual reports compr i Meder of
2011), which can include various statistics and trophy achievements even across multiple games or
platforms.

83 Hypothetically, the already revealed game sfatistics by a third party can be retroactively sanctioned
by the producers of the game shifting the previously metatextual relationship towards a paratextual
one. An example of this is a fanmade progress tracker of weekend multiplayer challenges in Evolve

a

uncoyve

pl a)

(Turtle Rock Studios 2015), whi ch has been highlighted on Evol veos

administrators (Evolve 2015).

79



Chapter 3: Paratextuality Refined

movie poster, introductor y sequence, user interface ottrailer. The actual substantial form of
a paratext is however rarely explicitly addressed, except for the worksemploying the reduced
framework , which limits the scope of paratextuality only to verbal elements (Wolf 2006b;
Rockenberger 2014)

G e n e t(19%76) swn treatment of substantiality is limited by his object of study.
Nonetheless, he recognkes at least four types of substantiality of paratextuality and

paratexts: (1) verbal, (2) iconic, (3) material, and (4) factual (see section 2.1.3. | would argue
that for video games the range of possible types of substantiality should be extended to
include all semiotic resources (Van Leeuwen 2005; Kress and Van Leeuwen 2010)r modes
(El'l estr©°m 20 Ltbized iKvidecsgame Zturedak the majority of them are able
to create a link between a text and the socischistorical reality . Unfortunate ly, the breadth of
both of these interrelated concepts makes it practically impossible to use them as a basis for a
typology. Such an attempt would spawn a nearly infinite number of categories and new ones
could always be suggested as combination opreviously identified modes.

This particular problem of overly specific and often overlapping categories has already been
noted and the academic debate about modes, modality, media and their potential
classification is still ongoing and without a clear consensus (Ryan 2014). Thus, using the
micro -level approach of semiotic resources is not beneficial if the aim is to provide an
overview of basic possibilities of paratextual expression.E | | e spbignantly summarizes
this unwieldiness of the concept of semiotic resource:

[ ] a mode is understood as any semiotic resour Ceée
produces meaning in a social context; the verbal, the visual, language, image,

music, sound, gesture, narrative, colour, taste, speech, touch, plastic and so on.

This approach to multimodality has its pragmatic advantages but it produces a

rather indistinct set of modes that are very hard to compare since they overlap in

many ways that are in dire need of further theoretical discussion.( EI  estr°m 2010,

14)

It seems necessary to reach a certaindvel of abstraction that would solve the innumerable

variety of modes and semiotic resourcesGenett ebs typology already att
umbrella terms for potentially broad types of substantiality. In this sense, the verbal category
encompasses written and spoken word. Similarly, the material category is even broader and

includes typography, formats or covers as technical properties ofa text capable of carrying a

cultural meaning.

Foll owi n@01Ayamd sl | ¢26110)e° exanipke, | propose an update of
Genetteds of fwhichiegplicatesdht faq thataimeich wider array of semiotic
resources and modes carbe utilized to facilitate paratextuality. The new classification is not
supposed to be exhaustive Rather, its aim is to provide a basic orientation for analytical
work, which then needs to acknowledge existence of individual modeswithin the four
broader categoriesof (1) semiotic, (2) sensorial, (3) technical/material, and (4)
factual/cultural . Additionally, paratextuality can be established through the combination of
elements of varying substantiality.

84 Ryan assumes a bottomup approach to classification of modes and distinguishes between three

broad categories:fis e mi ot i ¢ ,fstudbcsh rminceeld andifmeh ¢ iuo ad (KHyam28ld,si on o

29).

8SEl |l estr °m pr ocgorsdoasspergpective tdking into accountfour modalities, which then

include particular modes: A mat er i al ,fAnsoednasloirtiyadl, i snoadtail a tt e Mp o raad modal i
isemi oti c(@BbbHakt t § dThe dderf mo@aktigs is based on increased complexity,

starting with the inevitable and most basic material mo dality and ending with the most complex type

of semiotic modality.
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The semiotic category(1)i s devi sed as an extension of Genett e
includes various semiotic codes along with their different manifestations, for example spoken

and written word. The sensorial category (2) encompasses various primarily non-code

elements experienced through five basic human sensesand it is fundamentally a revision of

the original iconic category, which included illustrations . The technical/material category (3)
operationalizes the impact of an inscription technology (Hayles 2002) i a printing press or a

computer T on the form of a text. As a primary prerequisite of presentation of a text within

the socio-historical reality, the material conditions of a text are always at least partly

paratextual (see section 1.3. Examples of this category in video games are the game cartridge

as the physical object, game files, resolution or framerate.

Lastly, | intend to preserve the often criticized category of factual paratextuality (4) even
though it is in its original form practically inapplicable in an actual empirical analysis (see
section 2.1.3. Still, it serves as a reminder that the paratextual connection can be potentially
emancipated from its material form and can then be circulated as a contextual information.
More importantly, th e addedcultural emphasisis supposed to explicatethe paratextual
conventions of a given cultural areathat either do not have to be expressed but are inferred
by the recipient anyways, or can be siwbverted by withholding paratextual information that is
under normal circumstances expected to be conveyedFor example, anonymity is
paratextually relevant although it is someti mes
name.8¢ This hidden paratextuality i a meaningful absence of information that refers to the
position of a text within the socio -historical reality 7 lacks materiality of its own and thus can
be only considered as a part of the category of factual/cultural substantiality. In this regard,
Beth McCoy (2006) has studied missing captions and curatorial elements in photography
exhibitions, while | have analyzed the incomplete information about language versions in
promotional leaf lets of early spoken films in Czechoslovakia( Gv e | ¢ h. TiR€&iw® b )
articles can be used to classify two ideal situations ofhidden paratextuality: (1)
unconventionaland (2)conventi onal . Mc Coyds approac¢lh deal s w
which go against an established paratextual practice. The lack of curatorial paratextual
elements is meaningful because exhibition attendees are used to having additional socie
historical contexts to whatever is displayed. On the other hand, the absence of information
about a language version of a sound film captures the historical practice(2) around the year
1930 when this particular detail has not been considered important enough to be included in
promotional materials. There is also a third possible situation i a transient onei in which a
convention is being established but still not followed by the majority of producers (or related
parties). All three types of hidden paratextuality influ ence the presentation of a text within
the socio-historical reality and belong to the factual/cultural substantiality.

3.3.4 Spatiotemporal Dimension

Genette (1997b) treats spatiality and tempo rality as two separate qualities in Paratexts:
Thresholds of Interpretation . However, the later additions to the framewor k such as
entryway and in medias res paratexts (Gray 2010) or initial, internal, and terminal

paratextual framings (Wolf 2006b ) show that these two dimensions are closely
interconnected (see section 2.25). Thus, | propose to deal with them as constituent parts of a
spatiotemporal dimension , which only together relate to actual paratextual practices.

Starting with the spatial par t of the dimension, | agree with the numerous critics of the
dichotomous peritext/epitext distinction (Lunenfeld 1999; S. E. Jones 2008; Carter 2015)
that such a perspective is simplistic in its portrayal of spatial rel ations within various cultural

86 Genette calls this particular type of anonymityafide f act o (&enette ¥90vib,t43) Besides,
he also acknowledges false anonymitieswhich could be understood as cryptic onymities, for example
when the name of the author is hidden in an unusual place in the book.
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industries, including literary publishing and video games. While a certain measure of

proximity and distance would be beneficial for understanding paratextual relationships,

peritext and epitext categories are too broad and gruggle to stay relevant as analytical

concepts outside of the codex book contextNewl v i ntroduced categories ¢
(2010) off-site, on-site, and in-f i | e o r (2006) in-gaame, $n-system, and in-world lack

proper theoretical grounding and are tentative at best, even though they provide basic

orientation in possible locations of both digital and physical paratexts (see section 2.25).

Instead of searching for discrete categories, | propose to treat spatiality as a continuum
organized by its relation to a video game suface. Figuratively speaking, the surface can take
various forms but in terms of video game culture | limit it to two basic types of a surface: (1)
physical and (2) digital. The former is manifested in the game storage medium assuming that
the game in quedion has such a discrete material manifestation, for example a Blu-ray disc,
game cartridge or a video game arcade cabinet housing a singular game. The latter type
consists of various executablesthat immediately initiate a start of the game, for example
desktop icons, console dashboardicons, digital distribution library game page s, or executable
game files. Paratextual elements can be then located outside of the surfaceor beneath it,
allowing for more precise identification of spatial relations.

The temporal part of the proposed treatment of the spatiotemporal dimension is based on the

relative timing of a paratextual element to the original launch of a game, utilizing the primary
criterion of Genet tsésctione.inh Alongwith spatiplity,|l prapose s (

to treat temporality as a continuum in which paratextual elements can be located before or

after the launch of the game for three main reasons.First, the video game launch is

traditionally the most important moment of the productio n cycle (Kerr 2006, 2017) and thus

it is usually supported by the greatest amount of paratextual elements. While certain events

in a life cycle of a video game are becoming comparably important, such as the start of the

Early Acces$” period (Galyonkin 2015) or releases of expansions, patches and ugates in

online multiplayer games, the actual release of a video game still remains the most notable
milestone.Second, the criterion of relative timing to
video game culture due to the large production collectives. Lastly, the duration of a

paratextual element is an important aspect of video game culture, especially due to patches

and updates( Pa u | 2011; Sher | og¢vhicntaldeprevioG\pardtestial 2 01 6 a)
information obsolete. However, duration eludes a simple classification and cannot be

captured using a singular classifying criterion that could be used in conjunction with the

proposed operationalization of spatiality.

The resulting model of the spatiotemporal dimension is a two -dimensional space where the
two axes (x for temporality, y for spatiality) intersect a t the point of the launch and the
surface, creating schematic quadrants in which any potential paratextual element can be
located (see Figurel). However, many paratextual genres (which would be labeled original in
Genett eds drapasitieneddirektly at the y axis, meaning at the time of a launch.

87 Early Access is fundamentally a monetization model in which a game in early development stages is
available for purchase and play, providing funding fo
similar to alpha and beta stages of games except for the monetized access. The model has been

gradually incorporated into various digital distribution platforms, including Steam or GOG.com.
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Figure 1: A model of the spatiotemporal dimension of paratextuality

The primary perspective assumed in this operationalization of the spatiotemporal dimensio n
is the matter of production meaning that the positions in the diagram are established on
producer s 6 orsdagdinat anltheii astdakptading within a process of reception.
Still, some reception-focused and arguably hermeneutical terms such asthe initial, internal,
and terminal paratextual framings (Wolf 2006b) can be at least partially re-conceptualized as
possible coordinates of the inside-part of the spectrum of spatiality . In other words, due to

the fact that most videogames havefi paratl | 'y fi xed (Ebéesén? ma#fRhetdt 9o 19
temporal dimension of reception can be at least partially translated into a question of
spatiality within the virtual space of a video game (i.e. below the digital surface of a video
game). This distinction is only possible due tothe fact that in the proposed model the
operationalization of spatiality goes beyond the simplistic peritext/epitext distinction and
instead is conceived as a continuum which allows for more detailed treatment of both
distance and depth and applies both to the physical and the digital surface.8® Not all formerly
peritextual elements are equal in their position within a text. For example, introductory
sequences which would be in previously labeled as entryway(Gray 2010) or initial (Wolf

88 E| | e s(20d®) does not specifically talk about video games in this regard but instead argues that
hypertexts and music accompanying video ganes have patrtially fixed sequentiality. This claim can
however be easily applied to video games as their organizational structure is similar to that of
hypertexts (Aarseth 1997).

89 Technically, it is possible to locate surface in both the physical and the digital sense and classify
paratextual phenomena according to their relative location to both the respective surfaces. For
example, the foiled-up game box might make up the surface and its contents which are accessible only
after opening the packaging, are then located in the inside spectrum of the continuum including of
course any paratextual elements such as manuals or legal information on a game disc.

83



Chapter 3: Paratextuality Refined

2006b) paratexts, are positioned and also encountered closer to the digital surface compared
to the ending credits. Secret messages such as therfit video game Easter egg inAdventure
(Atari 1979), which informs the player about the identity of the designer of the game, are
hidden even deeperwithin the game and thus less likely to be encountered by a playeror at
least only after passing through more surface-positioned paratextual elements.

The main benefits of the model are on the one hand the simplification of the original
framework and on the other hand the acknowledgement of the interconnectedness of
spatiality and temporality of paratextual elements. The former is achieved through the
selection of unifying criteria relevant to video game culture i the launch and the surface of a
video game The latter is a motivation for the holistic treatment of paratextuality , which is
established and then experienced at a certain time at a certain place This location within the
spatiotemporal dimension is relevant to its functionality. In this regard, the quadrants of the
model provide basic orientation in terms of particular paratextual genres. For example, video
game trailers with promotional function can be mostly located outside of the game and before
the launch, with exceptions such as trailers for downloadable content, which are released
later. Similarly, patch notes bearing primarily referential and secondarily corrective function
usually appear after launch and outside, while the actual patch applies below the surface of
the game.

There are of couse other relevant issues of spatiotemporality beside what can be attended
directly by the proposed model such as the aientation of paratextual elements (McCracken
2012), which can benefit from the unified approach to spatiality and temporality . In this
regard, the formerly purely spatial categoriesof centrifugal and centripetal vectors could be
updated to treat also spatiotemporal phenomena. The new centerwould then be understood
as the up-to-date version of atext and paratextuality can then reach both outside but also to
history and future. For example, it can inform both about a previous state of a game as well as
about planned updates.

Ephemerality (Grainge 2011; Gray 2016)is also an important quality connected to the
spatiotemporal dimension. Generally speaking, video games are often subjeted to updates

and patches, which render some paratextual elements of older date obsolete and possibly in
need of an update themselves. The more spatially removed sources can be archived by players
and fans, while the internal parts of a video game can becompletely revised by producers
resulting in erasing of a paratextual information altogether. Paradoxically, certain parts of

the paratextual surround can lose touch with the video game after the release even though
paratexts are usually considered the more mutable part of a textual system, not only by
Genette but also by game studies scholars:

Although games are not immutable in the sense that there is only one way to play
them, they can be more static and fixed than their surrounding discourse. And that
discourse is much easier to change, amend, update, or retract than even a patcih
arguably a paratext itselfd to a computer game. (Consalvo 2007, 21)

I have previously explored official websites of video gamesas one of the potential venues of
outdated paratextuality ( Gv e | ¢ h. M&@ng dinfilar paratextual genres are abandoned after
the launch of the game in favor of more direct communication with actual players as opposed
to potential customers who are the usual focus of thepre-release period of the production
cycle. Arguably, the more distant a paratextual element is from the video game and its
evolution after launch, the lesser chance it has of being updated accordingly.In consequence,
the ephemerality can take form of either deletion or outdatedness partly based on the
spatiotemporal location of a given paratextual element.
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Chapter 3: Paratextuality Refined

In this chapter, | have presented the updated versionof the paratextual framework. |

understand paratextuality as one aspect of textual transcendencewhich should therefore be

addressed within this particular theoretical context . The main implication of this stance is the

rejection of the externally authored paratextuality included in the expanded versions of the

framework, as there is another type of textual transcendencel metatextuality i which is
reserved for such instances of critical commentaries° In pursuit of terminological clarity, |
explicitly address the differences betweenthe concepts of paratextuality, paratext and

paratextual and refine their meaning . | define the first as link between a text and the socie

historical reality. Paratext is reserved for practices, forms and genres but not for individual

textual elements, while the adjective denotes a measure of paratextuality of a certain textual

element in comparison to other partsofatext. Thi s set of
f r ame (012) kvork oG iatérflace and mydpsevious
contribution on paratextuality in official co mmunication of video games( Gv el ¢ h.Th20 1 6 a)
oft-used threshold metaphor for the function of paratextuality is interpreted as a connection

to the socio-historical reality surrounding any text.

(1997b)or i gi nal

def i ni

The introduction of particular dimensions of paratextuality is preceded by acall for the
culture -specific treatment of paratextuality i with regards to video games as a cultural
industry . This is due to the fact that the conceptof paratextuality itself originally dealt with
book publishing as a social practice and many of its cdegories were devised inductively
through close reading of literary paratextual elements.
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Table 1: Overview of paratextual dimensions and their operationalization

The four main qualities of paratextuality are approached in the context of video games and

the respective current practices. Contrary to Genette (1997b), | start with the more
fundamental dimensions and leave the formal features to be addressed last, effectively
reverting his original order. First, | deal with the function and identify seven main types of

how a text is connected to the socio-historical reality by paratextual elements: (1) referential,

(1a) promotional, (1b) legal, (2) instructional, ( 3) interfacial, (4) corrective, and (5)
revelatory. Second, | explore the issue of authorship and proposesix categories relevantto
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video game cul ture: (1) authorial, (2) workeroés,
and (6) allographic. Although dr awamogedétalenm Genet
consideration of actors involved in video game production and distribution, inclu ding non-

human actors, which in this case belong to the allographic category along with other

delegated third parties. Third, | broaden the potential sources of paratextuality by drawing on

social semiotics and multimodality resear ch. Four general types of substantiality are possible

to facilitate paratextuality (1) semiotic, (2) sensorial, (3) technical/material, and (4)

factual/cultural. Lastly, | simultaneously address both the spatial and the temporal

dimension using a two-dimensional model based on relative timing to a video game launch

and relative proximity/depth to a video game surface. Spatiality and temporality are two

closely interconnected dimensions, which can only benefit from being operationalized in one

unifying model. In this regard, | reject the reductive peritext/epitext distinction and propose

to treat spatiality along with temporality as a continuum.

Of course, other dimensions could be introduced and they might be equally relevant for
certain areas of paratextuality. However, | would argue that the aforementioned four
categories constitute the basic facets of paratextuality and are applicable to nearly any
paratextual element.

For example, Genetteds temporal distinction betw
(see section 2.1.2 does not fit the notion of authorship in mainstream video game industry.
While certain individuals within game development have publicly known personas , which are
attributed to particular projects or studios, at large the video game indus try operates rather
on logic of brands, similarly to film animation (McCulloch 2015; Aronczyk 2017). Thus, the
death of the author does not present any meaningful information that would influence a
meaning of a paratextual element. The same reservation applies to the duration of a paratext,
which has been devised based on the deliberate act of deletion issued by the author or the
publisher. The complex industrial structures make it hard to track any such decisions to
individual actors in video game industry, let alone understand the reason and the meaning of
any such deletion of a paratextual element.| have previously argued that ephemerality and
obsolescence is an important issue relevant to certain paratextual forms (such as official
websites) in video game culturethat tend to go out of touch with the evolution of a video
game product( Gv e | ¢ h. Stll,0 cbiésider this a side issue, which does not directly
influence the basic properties of video game paratextuality.

Compared to Genette, lalso streamline certain aspects of the pragmatic dimension (see
section 2.1.4) in favor of more systematic and approachable criteria. Overall, the original four
different pragmatic typologies are too detailed and particular to be applied to paratextual
elements in general. In my proposed framework, the degree of authority is partly
compensated by the more nuanced treatment of authorship , which also includes the umbrella
category of corporate (or industrial) authorship for official paratexts without a clearly
designated responsible party. The addressee ofmajority paratextual elements is usually the
public, making further categories too circumstantial for a general typology. Lastly, the
illocutionary force is combined with the separate dimension of functions and presented as a
unified set of types of paratextual functionality.

Concerning contributions from other scholars, the most relevant addition to the dimen sions
of paratextuality are Mc Cr a c (2@L2) directional vectors. However, | would argue that
they do not belong to the basic properties of paratextual elements. For the specific cases
where they provide better understanding of paratextuality, they can be easily added as a new
layer to the proposed four dimensions.
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Chapter 4. Reception of Paratextuality

The aims of the following chapters are twofold. Starting with the issues of reception, | first
intend to show that paratextuality is an aspect of any textuality and that its reception is
relevant to the reception of a text, to which it is connected. Second the selected examples of
video game trailers and their audience reception are analyzed using the new frameworkin
chapter 5. The empirical research itself is divided into two parts: a formal paratextual

analysis of twelve video game trailers and the qualitative exploration of online discourses
about the selected trailers. Both parts are designed to testthe framework in the field for the
first time and look for empirical support for its revised terminology , which rejects the
reductive label of paratext and emphasizes the interconnectedness of paratextuality and other
aspects of textual immanence and transcendence.

Paratextuality as a phenomenonis directly tied to t he reception process of a text primarily by

ensuring that it happens at all by informing about the existence of the text. This is the goal of

the promotional function (see section 3.31) of paratextual elementsi to draw attention of a

player towards a gameand to persuade them to buyit. Other dedicated paratextual genres

such astutorials and manuals go beyondmerely infforming about a gamanls exi st en
provide cues as how tosatisfyingly play it.

There are many ways how to approach a gamgor any text for that matter. The player is an

active participant in meaning -making processes and can inteéact with a game in a variety of

styles. Paratextuality along with its main functions is not an exception to this notion of active

reception and interpretation . For paratextuality to be efficient and successful, it has to be

received as paratextuality and understood by audiencesin its capacity of linking a video game

to the surrounding socio-hi st ori cal reality and eimipl aining the

According to theorists of reception such as Iser(1972, 1978) Jauss(1970, 1982), Eco (1972),
Hall (1973) or even Miller (1979) and Barthes (1987a,1987b), there is a certain degree of
freedom in terms of interpretation of what atext and its reading mean (see section 1.}.
Especially, Eco and Hall provide concrete conceptualization of possible readings, which |
have reviewed inchapter 1 Here, | want to go one step further and propose a combination of
their approaches, which compensates for the shortcoming s of the individual models. The
ideological limitations of the concept of preferred reading (Hall 1973) can be overcome by
adding aberrant reading (Eco 1972)back into consideration. After all, the decoding activity of
audiences does not necessarily equate to their ideological intention. In other words, the
factual and ideological parts of a decoding process are connected but remain autonomous.
Thus, possible readings might stray away from the preferred correct decoding (as envisioned
by the sender of the message) due to both technical and ideologial reasons. In order to chart
a more exhaustive model of interpretation, | propose a two-dimensional continuum ( see
Figure 2) with possible readings located within a quadrant bordered by axes x and y, standing
for factual and ideological decoding, respectively. At the intersection of the two axes lies the
ideal preferred reading, which requires a factually correct decoding. Further away from this
point are located other possible readings based on the degree of factual incorrectness and
ideological opposition. The proposed model accounts both for technical and ideological
aspects of communication by combining Ecobds and
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Figure 2: A two-dimensional model of possible readings

The autonomy of reception applies to video games and the act 6 play, including any narrative
and representational content. Usually, producers have a certain playstyle in mind when
designing and developing a game and their notion of preferred reading or play is
communicated mostly through paratextual elements with th e instructional (or interfacial)
function. Thus, paratexts potentially serve as a tool to ensure preferred readings and to
prevent undesirable readings by influencing both the technical and ideological aspects of a
decoding process. Codewise, paratextscan cont ain information about
including insights into the encoding process, which might help readers to choose an
appropriate code during the decoding stage. In terms of ideologically-driven interpretations,
par atexts ¢ an seabtbntewarss the hegemorecxdiscburse even though it may
not change a The&s améanasrthata suedessial ceeeption of paratextuality,
technically also a preferred reading of sorts, should increase the chance that a player then
interacts with a game in a way desired by its authors. After all, paratextuality is a part of the
text and its encoding contributes to the overall meaning.

However, not all paratextuali ty is efficient in instructing players how to engage witha game
in the preferred way. Such paratextual failure can occur due to various reasons. For example,
it may be causedby factual incorrectness, ambiguous and vague phrasingof paratextual
elements (Yucel 2014) or by disputes among the producers and other directly involved parties
resulting in paratextual polyvocality (Caldwell 2014). Paratextual framing can be also
deliberately rejected by a player who might technically understand the implications of the
employed paratextuality but still can decide to play in an oppositional or subversive way
(Aarseth 2007). Genette (1997b) acknowledges that the functional side of paratextuality does
not always reach its goals. In accord with the rest of theParatexts: Thresholds of
Interpretation , which focuses on the production perspective of literary publishing , he
attributes paratextual ineffici ency to its producers and not to the recipients:

From the fact that the paratext always fulfills a function, it does not necessarily
follow that the paratext always fulfills its function well. Several years of frequenting
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the paratext have at least convined me of[ € the great conscientiousness with
which writers perform their paratextual duty (some would call it their paratextual
drudgery). Contrary to the impression that could be created here and there by
some behavior that is far too accommodating, most writers set their sights not on
an immediate or facile success but indeedon a more fundamental and more

fi n o bslceeds: having their work be interpreted correctly (according to their
lights). The main impediment to the effectiveness of the paratext generally does
not arise from a poor understanding of its objectives but rather from the perverse
effect (hard to avoid or control) that we have met several times under the
whimsical name of the Jupien effect:91like all relays, the paratext sometimes tends
to go beyond its function and to turn itself into an impediment, from then on
playing its own game to the detriment of its text's game. [emphasis original]
(Genette 1997b, 409 10)

The act of promotion puts a paratextual element into an arguably subservient role. However,
advertising can have its own artistic value, which can in certain situations clash with that of
the promoted text. In this regard, Genettetakes a normative stanceand explicitly advises
against making paratextuality overly decorative:

[ €] t lbakmoratentpting than its title is better than a title more tempting
than its book; well, things (in general, and these things in particular) always

become known. The procurer mu s(Genette 1997b,v er shadow it
94)
Genetteds warning can be und eressntatvitydf pramsotiomal cal | f o

paratextuality. In other words, the temptation of a paratextual element should be
proportionate to the quality of a text. This comes as no surprise from Genette who is very
explicit about the subordinate function of paratextual ity. However, as | have argued in
chapter 3, paratextuality is just one aspect of textual transcendence andtherefore it cannot be
ever completely isolated from the rest of textuality and presented in an ideal form of a timid
servant as Genette suggestsln practice, certain paratextual elements can become over
present and possibly responsible for creating unreasonably high expectations.

Along the same lines, Suzanne Scott hasecently noted that paratextual elements might be in

practice harmful to the economic success of a text by excluding certain interpretations and

thus discouraging respective audiences from accessing the text. Talking about merchandising

for Star Wars: Episode VIl i The Force Awakens (Abrams 2015) and the controversial

absence of action figures of the main female character Rey, she argued thati Par at ext s ser
a gatekeeping function, greeting certain audiences and deterring others, and toys serve this
function mor e f or €SeditdoL7, 342)h thimoase,sdmie fans sfStar Wars

might have been discouraged from watching the film as the merchandising suggested that

there are no notable female characters despite the fact that Rey is arguably thd i | moé s

protagonist.

A

Overal, Scott 6 s o0bsGernveatttieobns aanddvi ce t o Isimglggandp ar at e xt
always in service ofthe text remind us of K| i n ¢1889)&a s d Wo 0(19g0% arghireents

about the potential economic benefits of openness of interpretation, which | have discussed

in mor e detail in sections 1.5 and 1.6respectively.

The current ethos of technical writing seems to be built around these recommendations
(Kimball 2017) . Technical communication in general is considered to be successful if it does
not attract too much attention to itself and at the same time allows for a smooth operation of

91 Genette derives the term for an overly tempting and decorative paratextual element, which risks
scaring the recipient away, from t lhneSearchofllostfiimelupi en fr
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a technical artifact. Only in a case ofa failure does technical communication become visible
and that is already a problem. When manuals haveto be consulted, some other part of
technical communication, such as the user interface design,has not been helpful enough. In
other words, invisibility of technical communication is a desirable quality. According to
Genette, the same can be also said about paratextuality:

Her e as el sewher easpettdf the paratexpceuldieasity sause it to

direct a little too much attention not to the text but to the fact of the book as such:

AThi s i s a nov eprocldnys thy tabtetofocontemsuoflloe,s0 Mi s.®r abl es
i T h isays the paratextmor e gener al |Sucha statesnentis notpod k . 0

course, false, andno truth is better left unsaid. But an author may also wish his

reader to forget about this particular truth, and one sign of a paratext's

effectiveness is no doubt its transparency: its transitivity. The best intertitle, the

best title in general, is perhaps the one that goes unnoticed. [emphasis original]

(Genette 1997h, 316)

The notion of invisibility ties into a greater debate on immersion and alienation. In video
game design, immersion is often regarded as the goalCalleja 2011) According to this
perspective, enabling a smooth and uninterrupted gameplay experience should increasethe
pl ayer 6s ofagameyArgaahly, too obtrusive paratextuality can draw the player
away from the text towards its status as a text. Especially, when actions do not lead to
expeded outcomes (based on conventions or paratextual information), the text of a video
game gets obscured by its dysfunctional parts for example by unresponsive menus The
player then tries to make sense of what is happening in thegame and how it relates to their
role as its operator based onthe cultural understanding of a game within the surrounding
socio-historical reality. Of course, this paratextual awarenesscan be instigated on purpose by
the producers to achieve a critical distance from a game in the sense of the alienation effect
(Brecht 1961). In individual cases, the player should be able to tell if the act of breaking the
immersion is intentional or erratic. That would mean that even though paratextuality can
take the center stage for a limited amount of time, then this is the alienation effect taking
place. In other words, the breaching of conventions is enabled by otherwise functional and
invisible paratextuality . This does not mean thatreception of paratextuality is not important
or relevant but that in many casesit becomes overshadowed but other aspects of textuality,
given that it is fulfilling its functions successfully and facilitating the preferred or at least a
technically correct reading.

However, invisibility of paratextuality does notequateto its lack or absence. The action role-
playing game Dark Souls (From Software 2011)is a notable example of unconventionally
minimal paratextuality, at least in terms of the tutorial and other instructional elements.
Daniel Vella (2015) has explored how many of the game mechanics are left unexplained and
that certain in-game descriptions of in-game objects are intentionally vague and cryptic. This
might increase a sense of secalled ludic sublime for some playersi a process of uncovering
t he g ame 0 sdrivenybyg theeneed ferainderstanding and knowledge. On the other
hand, the same lack of ckarly understandable paratextual information can drive others to
search for metatextual commentaries and guidesonline, resulting in a significantly different
experience of nearly complete ludic transparency. Although metatextuality lacks the
paratextual authority of official communication, it can still provide useful instructions to
complete the game.The question remains whether the latter approach to Dark Souls should
be considered a type of oppositional (or negotiated) reading as it rejects the mydery but
accepts some parts ofgameplay challenges.Nonetheless, the minimal paratextuality of Dark
Soulscan be received at least in two drastically different ways, suggesting that paratextuality
is indeed influential but not deterministic for the process of reception of avideo gameas a
whole.
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To summarize, paratextuality is subjected to a process of reception and its reading carshape
the gaming experience.This impact of paratextual phenomena is in no way deterministic. On
the contrary, it is influenced by other factors such as video game conventions, established
cultural practices or discussions among stakeholders. In an ideal situation, a successful
interpretation of a paratextual element from both the technical and ideological perspective
should increase chances of a preferred reading of a video gamd.aim to treat the complex
issue of reception of video game paratextuality by empirically exploring reception of video
game trailers, which tread the line of being paratextually functional and self-sufficient as
texts in their own right . They aretherefore a prime example of the need fora nuanced
treatment of paratextuality and its cultural understanding through the combination of both a
formal analysis and reception research. In this regard, my revised framework is suited to
address the interconnectedness of textual qualities, which are particularly complex in the
case of video game trailers, for two particular reasons. First, the newdefinition of
paratextuality treats this phenomenon asan integral asped of any text existing in the socio-
historical context. Second, the terminological choiceto limit the term paratext only to
practices (and not on the level of individual texts) helps to avoid reductive observations
otherwise caused by anoveruse ofthe term paratext. In the next section, | begin with a brief
exploration of video game trailer s as a potential paratextual genrebefore | present the
findings of the empirical research in chapter 5.

4.1 Video Game Trailers

Traditionally, trailers are considered promotion al material (Johnston 2009, 2013) or a
paratext with a strong promotional function (Kernan 2004; Gray 2010). Originating in the
film industry around 1912 (Johnston 2009) , trailers have been adopted at the end of the 20"
century by other cultural industries including video game s( G vhe2D16b, 20164,
forthcoming) , book publishing ( Vo i gt 2 0 1 3 or pedorfance ard (Pregce 2011)
Recently, Ed Vollans (2015) has tracked the evolution of atrailer from a purely cinematic
means of expression to its current meaning of basically any audiovisual form of promotion .
Both the promotional and paratextual approaches to trailers imply a subordinate role to
another text.

What makes a video game trailer paratextual? | have previously explored some of the

potential links to the socio -historical reality using an example of the reveal trailer for Mass

Effect: Andromeda ( Gv e | ¢ h. Elénfedts$sach as age ratings, corporate logos, launch

dates or statements about the claimed representativity of a trailer all establish paratextual

connections between a trailer, game and the sociehistorical reality . Other arguably more

subtle links can be found in the actual used footage, voice over, orscreen blurbs, which serve

as a preview of what a player might expect from the final video game. In practice, any explicit

admi ssion of the trailerodés rol e alsstorecareditgibyer t i sen
referencing the video game as a commodity.

At the same time, trailer can be also considered a short audiovisual artistic form with notable
decorative value (Rockenberger 2014)or transmedia potential ( Gv e | ¢ h, wiich dab b )
overshadow the text itself. Trailers can beemancipated from the presumed subservience
when they are utilized as a form of fan expression (Williams 2012; Ortega 2014) or a type of
performance®? of a text (Hesford 2013). Still, even though a trailer might be recognized as a
self-contained experienceand a text on its own merits, this does not mean that it cannot at

92 |n this regard, trailer i s understood as a cinematic performance of textual material akin to a theater
performance of a drama. According to Hesford (2013), this perspective partially emancipates trailers
from their subordinate position and turns them into noteworthy performances.
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the same time facilitate paratextuality. In this regard, | have previously sketched a typology of

video game trailers based on their paratextual connection to avideogame( Gvel ch. 2015b)
Each of the three proposed typeshighlight a potential focus of a video game trailer: (1)

performance, (2) transmedia, and (3) interface. The second category 6 transmedia trailers

explicates the possibility of a trailer being both paratextual and also constitutive in te rms of

transmedia storytelling. To a certain extent, non -film trailers are more likely to escape the

constraints of being regarded as mere paraexts as they often requirethe creation of new

content. This applies especially to early stages of video game development when actual

gameplay footage is not yet presentable but the advertising of the game has already begun

(Carlson 2009).

All'in all, video game trailers exposethe problematic featureso f G e n(E97b)eriyinal

framework and its many appr opriations reviewed in the previous chapters. Paratextuality is

not all that there is to say about any text or textual element that link s video games to the

socio-historical reality. Thus, an interest in paratextuality should not obscure other potential

gualities of a textual element. Arguably, the popularity of trailers in general (Johnston 2008)

helps to expose the factthati [ €] t here may be additional pl easu
trailer viewing, and that the trailer -audience relationship is informed by more than simple

i nformati onal e x ¢ h a n g e(Jolanktan ubllarfs,ared tGreene 20t6p60)t e nt . 0
Video game trailers are no exception to the online popularity of this particular audiovisual

form. In 2016, the reveal trailers for the first -person shooters Battlefield 1 (EA DICE 2016)

and Call of Duty: Infinite Warfare (Infinity Ward 2016) ranked among the most liked and

disliked videos respectively on YouTube with the combined number of views reaching the 90

mill ion mark in April 2017, roughly a year after their release.In June 2017, the 1tminute

trailer for the experimental video gameEverything (OReilly 2017) has won a jury prize at a

shorts film festival, thus qualifying for the Academy Awards in the category animated short

fim(AVIS 2017: Triumph-Afnarmal8 oho cFu nmemst aSrtyeal t he .
While this is reportedly the first time a video game trailer achieved such a level of formal

recognition within the film indu stry, it further proves the self -sufficient quality of at least

some video game trailers.

According to arecent survey of trailer audiences (Johnston, Vollans, and Greene 2016)

nearly 83% of the 500 respondents have beenat some point in time disappointed with a film
after seeing itstrailer, suggesting rather high prominence of what Genette calls the Jupien
effect.93 Two basic interpretations are possible. Firstly, viewers attribute a certain degree of
representativity to trailers , which also applies to the overall cinematic quality of both the

trailer and the promoted film . This expectation of accurate representation is among other
things fostered by the usually indexical®* relationship between atrailer and atext. In the case
of video game trailers, this applies primarily to performance trailers , which use gameplay
footage. An inaccurate representation of a text by the trailer can leadto a disappointment for
audiences Three out of four clusters of responses identified by the authors of the
aforementioned survey relate to a possible disappointment caused by atrailerfiaccuy acy o
Abest bits andittrhael |terra ibleetrt@ohnstorh\Lolanst andeGreeriel mo
2016, 73). The last remaining cluster of i s p o pdrtlg suggests a differentinterpretation :

93 The exact wording of the survey questionis:i Thi nki ng about ntotheiifdatares i n r el a
films, has there been an occasion wHhlhngonWwollansswer e di s a
and Greene 2016, 72)

“Accordi ng (1985)demiatic tgpeldyy so-called index signs are caused by the referent.

Thus, the act of repurposing content from a text within a trailer creates an indexical representation of

the text in question, similarly to the fact that a photograph is considered to be indexical in its

relationship to what is captured on it. In other words, indexical signs confirm the existen ce of the

referent. Trailers that use new footage specifically created for promotion can be understood as

primarily iconic signs.

92



Chapter 4: Reception of Paratextuality

viewers comparethe text with its trailer and are disappointed by its hypertrophied
representativeness which they were not expecting. Especially, the clusters of fiaccuracy 6and
fspoileroare practically opposite in their implications for the resulting disappointment and
uncover the ambiguous role of trailers, which are supposedto be representative without
disclosing too much information. Nonetheless, the empirical findings suggest that audiences
approach trailers with a certain thirst for paratextual information even tho ugh they can
appreciate the quality of its cinematic expression.

I would argue that vid eo game trailers are more diversethan their film counterparts , which
aret he primary focus of Johnst ofdlasgreafeoardaliliys 6 and
has implications for the reception of video gametrailers as potential bearers of

paratextuality. Historical examples such as the reveal trailer for Dead Island (Techland 2011)
show that even non-representative trailers can be highly regarded for their artistic and
promotional quality and that they do not have to harm sales of an inaccurately portrayed

video game (Hamilton 2011) . However, it is necessary to go beyond anecdotal knowledge and
approach the issue of reception of video game tailers and their paratextual qualities more
rigorously. The measures of visibility, invisibility, and appropriateness of any paratextual
element are highly contingent and need to be explored within the specific contexts of video
game culture. Moreover, the role of a video game trailer as a potertial bearer of a paratextual
quality is not purely a matter of its formal characteristics but it is influenced by audience
reception. In the next section, | describe research methodology whose aim isto analyze
paratextual qualities of a sample of video game trailers and their audience reception using the
updated paratextual framework presented in chapter 3.

4.2 Methodology

The empirical part of the thesis is constructed to offer as completea picture of paratextuality
of video game trailers as possibleand reflects both the production and the audience
perspectives in two interconnected but individually presented empirical parts : (1) a formal
paratextual analysis of video game trailers, and (2) a discourse analysis of online discussions
about the previously analyzedvideo game trailers. The former provides a necessary basis for
the latter as it highlights the paratextual qualities of the selected trailers, which then
inevitably influence how trailers are received and discussed online. That does not mean that
the formal qualities of trailers determine the process of reception since viewers are active
participants in the meaning making processes. Still, the features of a trailer might be
referenced or implicitly reflected within the discussions despite the varying levels of freedom
of reading including both the factual and the ideological decoding (see section 1.7)The
formal analysis thus attempts to show the key aspects of the perceived preferred and
technically correct reading as assessed by the researché&r with regard to the paratextual
gualities of a trailer.

Due to the fact that the two empirical parts are based on the same sample of video game
trailers, | first present an overview of the data collection. This stage alone has multiple steps:
(1) selectionof video games, (2) selection of trailers for the respective games, (3) selecting
sites of online discussions and (4) collection of online discussions. | describe these stages and
move onto the discussion of employed research methodsand the matters of presentation of
the findings.

9% Only three video game trailers have been listed by respondents of the survey compared to tens of
individual films and telev ision series.

9% Here, the potential bias of the researcher, including personal trailer preferences or previous gaming
experiences, should be largely mitigated by employing the rigorous paratextual framework as the
guiding tool during the formal analysis.
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4.2.1 Video GameCorpus

First of all, a sample of diverse but comparable video game titles needs to be constructedin
this regard, | limit the scope of the analysis to mainstream video game production, which has
the necessarymarketing budgets to invest in extensive creation of video game trailers
(Carlson 2009). A typical blockbuster game features five to ten trailers prior to its launch. 97
Other segmentsof video game industry, such as the indiegame scene usually have limited
access to traditional distribution and promotio nal channels and deliberately utilize other
alternative marketing tools to distance themselves from the mainstream video game
production (Lipkin 2012; Garda and Grabarczyk 2016; Sharp 2016). Thus, even though indie
developersoften employ the trailer promotional form , it plays a different role in the overall
promotional mix .

Despite the reduced scope, mainstream production isheterogeneous Due to the lack of
previous empirical research, | aim for exploratory research design and prioritize a
gualitatively saturated sample as opposed to a fully representative selection of games.
Considering that there is no authoritative typology of mainstream video game titles, | depend
on my expert knowledge asa game studies scholar and a video game journalist to create a
valid corpus of diverse, yet comparable video game titles.To achieve this, | apply specific
non-subjective criteria of (1) number of players and (2) release date. As he main criterion for
selection of particular video game titles, | choose the number of players (single-
player/multiplayer) due to the fact that online multiplayer games often continue to receive
trailers long after their launch, potentially using trailers for different aims than the

traditional pre -release promotion. Reception of paratextual qualities of a trailer can changeif
a viewer has already played a promotedgame, thus the relative timing of a video game launch
to the date of data collection on August 17, 2016 is considered as an additional selection
criterion. To limit any potential bias that | might hold towards particular video games and
their trailers, | include video games, with which | both have direct gameplay experience with
and which | have not played in an equal proportion (4:4).

Out of the eight selected gamesfive were published before the date of data collection while
the remaining three still awaited their release(see Table2). Three of the selected games are
primarily multiplayer exp eriences: League of Legends(Riot Games 2009), The Elder Scrolls
Online (ZeniMax Online Studios 2014), and Overwatch (Blizzard Entertainment 2016) .
Three provide both single-player and multiplayer modes, however with different emphasis on
the two constituent parts: Battlefield 1 (EA DICE 2016) can be consideredmultiplayer -
oriented, while in both Deus Ex: Mankind Divided (Eidos Montreal 2016) and Mass Effect:
Andromeda (BioWare 2017) multiplayer mode s are peripheral to a single-player campaign.
The last two gamesi BioShock Infinite (Irrational Games 2013) and The Witcher 3: Wild
Hunt (CD Projekt RED 2015)i are solely single-player. The selected games are also slightly
varied in terms of their countries of origin: Battlefield 1 was developed in Sweden,The
Witcher 3: Wild Hunt in Poland, Deus Ex: Mankind Divided and Mass Effect: Andromeda in
Canada, the other four games inthe US.%8

97 There are no official records or statistics that would support this estimate on a large scale.
Admittedly, this statement is based mostly on anecdotal knowledge. For example, The Witcher 3: Wild
Hunt lists eleven trailers on its official YouTube channel.

9% Japanese video games are intentionally omitted from the sample as they represent a very specific
segment of the global market. All selected video game titles have international launch dates and are
available to players across America, Europe and Austrdia usually within the same week. However,
many Japanese big budget games are first released in Japan and only afterwards localized for other
languages and markets(Consalvo 2006). This means that Japanese trailers might be available online
long before the international versions, creating a unique promotional condition compared to Western
video games.
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Video Game Developer Publisher Launch Date 99

League of Legends Riot Games Riot Games October 27, 2009

BioShock Infinite Irrational Games 2K Games March 26, 2013

The Elder Scrolls Online ZeniMax Online Studios | Bethesda Softworks | April 4, 2014

The Witcher 3: Wild Hunt | CD Projekt RED CD Projekt May 19, 2015

Overwatch Blizzard Entertainment Blizzard May 24, 2016
Entertainment

Deus Ex: Mankind Eidos Montreal Square Enix August 23, 2016

Divided

Battlefield 1 EA DICE Electronic Arts October 21, 2016

Mass Effect: Andromeda | BioWare Electronic Arts March 21, 2017

Table 2: List of selected mainstream video games (in a chronological order)

4.2.2 Trailer Corpus

In the second step(see Table 3, | have constructed a qualitatively diverse sample by

choosing twelve video game trailerson the video-sharing platform YouTube, taking into

account three criteria: (1) type of footage used( Car | s on 2 0003b), (2)Gpesfiac h 2
trailer according to its paratextual focus ( Gv e | ¢ h, (3prélative kiming of a trailer release
date to avideo gamelaunch.

Regarding the first criterion, three basic types of footage are represented in the sample:
gameplay, CGI and live-action. This variety also ties into the two most prominently featured
types of trailers 1 performance and transmedia. The former type usually claims a closer
indexical relationship betweenatrailer and avideo gamethrough use of gameplay footage
presented asa staged performance( F e r n §vard 20@9). The latter can be considered
more independent and potentially engaging in transmedia storytelling. The types of selected
trailers have been assessedluring a pilot study using a formal analysis based on the
paratextual typology of trailers ( Gv e | ¢ h. A th@reldethiled paratextual analysis of the
trailers is discussed in section 4.2.5and presented in section5.1

Out of the twelve trailers, two were released after the actual launch of the game.League of
Legends Cinematic: A New Dawn was published nearly five years after the launch of the
game without any particular connection to any post -launch events, content updates or
patches. The Witcher 3: Wild Hunt 7 Blood and Wine || Launch Trailer ("Final Quest")
promotes the downloadable content Blood and Wine made available for purchase roughly
one year after the initial release of the game.Both of these trailers can be easily compared to
their respective video games, in the latter case at least to the main game if noto the DLC.

Another important factor regarding the timing, is the availability of a gameat the date of data

collection. Even though atrailer itself may have been released beforea video game, players

can later engage in retrospective viewing comparing their gameplay experience toatrailer

(Zanger 1998). This can lead toa discursive shift in online discussions and influence the

overall reception T while re-watching, other qualiti es of a trailer might come to forefront,

such as factual inaccuracy or he prominence of spoilers (Johnston, Vollans, and Greene

2016). Out of the twelve trailers, eight allow such a retrospective viewingat the date of data

collection; the four exceptions are Deus Ex: Mankind Divided i 101 Trailer, Deus Ex:

Mankind Divided 1 The Mechanical Apartheid , Battlefield 1 Official Reveal Trailer and

Mass EffectE: Andromeda Official EA Play 2016 Vi

9 The respective launch dates in most cases apply worldwide. However, whenever there are more
launch dates for a video game, the North American one is listed as it is usually the earliest. For
example, Mass Effect: Andromeda was released in North America on March 21, 2017 and in Europe
two days later on March 23.
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Trailer Date Time Views Comments Footage Type Code

League d Legends Cinematic: A New 712014 6:27 29,974,058 75,802 CGl transmedia LOL

Dawn

BioShock Infinite Beast of America 10/2012 1:37 850,940 1,699 | gameplay | performance BS1

Trailer

BioShock Infinite TV Commercial 3/2013 1:04 2,067,006 2,851 CGl transmedia BS2

The Elder Scrolls Online i The Alliances 1/2013 5:47 6,061,571 25,375 CGl transmedia TES

Cinematic Trailer

The Witcher 3: Wild Hunt 7 The Sword 6/2014 2:21 4,509,977 10,530 | gameplay | performance TW1

of Destiny Trailer

The Witcher 3: Wild Hunt i Blood and 5/2016 1:37 2,819,338 2,963 | gameplay | performance TW2

Wine || Launch Trailer ("Final Quest")

Overwatch Cinematic Trailer 11/2014 6:00 9,639,137 19,744 CGl transmedia ow1l

Overwatch Gameplay Trailer 11/2014 5:56 4,986,811 8,332 | gameplay | performance ow2

Deus Ex Mankind Divided i 101 Trailer 4/2016 6:10 1,462,004 2,208 | gameplay | performance DE1

Deus Ex: Mankind Divided i The 5/2016 3:58 701,919 2,724 live- transmedia DE2

Mechanical Apartheid action

Battlefield 1 Official Reveal Trailer 5/2016 1:19 44,326,916 349,963 game | performance BF
engine

Mass Ef f ec tedaOfficahEAr o 6/2016 1:58 2,548,268 7,828 mixed mixed type MEA

Play 2016 Video footage

Table 3: List of selected official trailers, ordered chronologically by the game dasinch date
(number of views and comments on official channels on YouTube as of August 17, 2016)
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4.2.3 Sites of Online Discussions

Online user discussions provide insight into dominant discourses of a given cultural area or a
community. Compared to methods of surveys or focus groups, ther e s e a riropactis 6 s
minimal and mostly limited to the selection of particular discussion threads. Due to the fact
that paratextuality as a concept relates to cultural meanings of video game production and
publishing practices, the spontaneous character of online discussionspresent a relevant
venue where shared attitudes, opinions and discourses are made public

As the primary site for online discussions, | have selectedthe official YouTube video pages.
They can be aasily considered to be the official sources of the trailers and in most cases
garner the most views and comments Moreover, by lacking any authoritative metatextual
commentary (at least in terms of non-user content), YouTube sites are effectively a neutral
ground where different video game stakeholders can watch trailers and then engage in
discussons acrossdivision s of fans, non-fans and anti-fans (Gray 2003) . Nonetheless,

trailers are also covered by the gaming press and the respective comments sections of
relevant articles provide a spacefor discussion. Thus, as a complementary source of empirical
material three gaming news sitesi Eurogamer.net, Kotaku.com, and Polygon.comi have
been selected based on my expert knowledge, although | am not personally affiliated with any
of the websites. Kotaku and Polygon are based in the USA and belongo the most respected
specialized press outlets. Eurogamer.net is a British news gaming site which focuses on the
European part of the video game market. All three websites are aggregated by Metacriti¢
which further proves their respected status within the video game culture.

To find relevant journalistic articles , | have conducteda Googlesearchusing a combination
of the name of the selected game, name of the trailer and the respective gaming news welite
and limiting the search results to a one month range from the original release of the
respective trailer. Altogether, twenty-two relevant articles have been found which either
inform solely about one of the twelve selected trailers or feature it promin ently and explicitly
as a part of a bigger story 6ee Table4).

Beside the difference of metatextual framing between YouTube andpressarticle comments,
these two online environments also manifest varied forms of ephemerality (Grainge 2011;
Pietrzyk 2012; Pesce and Noto 2016) YouTube as a relatively stable site allows for
retrospective watching of trailers and its comments sections are thus showing a mix of
comments across the lifetime of a video, including comments from the ini tial release of the
video to newer contributions closer to the date of the data collection on August 17, 2016.0n
the other hand, press articles are usually obscuredin a few days after their publication due to
the logics of a newscycle. In consequence, they rarelyreceive anylater comments. In this
regard, they provide a historical snapshot of the reception of video game trailers at the time
of their release.
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Article Site | Trailer Date | Comments
League of Legends new cinematic tailer Polygon LOL | 8/2014 47
could be its best yet

BioShock Infinite's New Trailer Brings You Kotaku BS1| 10/2012 434
the Beast America has to Offer

BioShock Infinite explodes back on the scene | Eurogamer BS1| 10/2012 29
with new trailer

BioShock Infinite commercial features a Polygon BS2 | 3/2013 33
hanging, a Handyman and heartbreak

BioShock Infinite commercial brought Polygon BS2 | 5/2013 13
Elizabeth to life with 3D scanner and a

cosplayer

Three Avatars Do Battle In This Six-Minute Kotaku TES | 1/2013 221
Cinematic Trailer For T he Elder Scrolls

Online

Stunning Elder Scrolls Online cinematic sets Eurogamer TES| 1/2013 42
the three-way battle scene

Elder Scrolls Online cinematic trailer heralds Polygon TES | 1/2013 7
start of beta sign-ups

The Witcher 3: Wild Hunt trailer sets up Polygon TW1 | 6/2014 39
Geralt's date with destiny

Witcher 3: Wild Hunt gets February release Eurogamer TW1 | 6/2014 119
date, new trailer

Watch Blizzard's Overwatch introduction, Polygon OwW1l | 11/2014 17
which is basically a Pixar animated short

Overwatch's gameplay shows a gorilla versus Polygon Oow2 | 11/2014 5
the grim reaper versus an angel versus a

robot

Battlefield 1 announced, watch the first Polygon BF | 5/2016 125
trailer for the WWI shooter

Why does EA's Battlefield teaser includea Polygon BF | 5/2016 14
disclaimer about endorsements?

Battlefield 1 is the new World War 1 Eurogamer BF | 5/2016 168
Battlefield game

Battlefield 1 now the top-rated trailer on Eurogamer BF | 5/2016 73
YouTube

The Next Battlefield Is Called Battlefield 1, Kotaku BF | 5/2016 935
Set In WW1 [UPDATES]

Let's Check The Battlefield 1 Trailer For Kotaku BF | 5/2016 123
Historical Accuracy

BioWare Shows Some New Bits Of Mass Kotaku MEA | 6/2016 313
Effect Andromeda

Watch Mass Effect: Andromeda gameplay in Polygon MEA | 6/2016 32
a new galaxy'where you are the alien'

What do we know from the new Mass Effect: Polygon MEA | 6/2016 26
Andromeda Trailer?

Mass Effect Andromeda trailer teases new Eurogamer MEA | 6/2016 40
human character

Table 4: List of selected articles aboutvideo game trailers, ordered chronologically by the
gamebdés | aunch date

4.2.4 Collection of Online Discussions

As Jenkins (2006b) advises when doing Internet research and especially when utilizing
gualitative methodology, it is important to work with  a manageable amount of data that is
both qualitatively saturated but not overly big that it would threaten to overwhelm the
researcher. In practice, this relates to scaling down of potential material. Alone the most
popular trailer from the corpus i Battlefield 1 Official Reveal Trailer i has nearly 350,000
comments on YouTube. Thus, onlythe 40 top comments from YouTube video pagesand all
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their respective replies are included in the sample. irop commentsois the default setting on
YouTube andit should therefore provide a valid representation of the online user comments
section any regular viewer might see below a vide.190

Given the fact that there are significant differences in the number of comments of the
selectedarticles (see Tabled), | limit the amount included for the sample to first 200 per
article .10

Altogether, 34 different venues of online user discussions have been collected summing up to
480 YouTube comments including all their respective replies and 1752article comments.

4.2.5 Method s of Analysis

The analytical part of the thesis examines two corporai (1) video game trailers and (2) online
discussions. These two sets of empirical material require specific research methods. The
former is oriented at exploring the formal qualities of the selected trailers using the proposed
paratextual framework, while the latter deals with the discourses about video game trailers
and offers a glimpse ofthe audience reception as manifested in online discussions. The main
methodological consequence of the chosen approach is the rejection of the reductive label of
paratext, which would otherwise reduce video game trailers to a role of mere subordinate and
secondary texts within the video game culture.

Both approaches arequalitative and exploratory. Regarding the first method, | do not make
any claims regarding the quantitative distribution of the identified traits of video game
trailers . While the corpus does not pretend to be wholly representative of the general trailer
production in video game industry, it is diverse enough to provide a qualitatively rich account
of paratextuality within video game trailers. Regarding the second part of the empirical
research, theparticular discursive stances are identified according to their treatment of
trailers as both texts and paratextual elements. | do not make any claims aboutthe
proportions of the identified discursive stances. In this regard, the corpus itself and the
findings stemming from the analysis are not re presentative of the general discussions about
video game trailers. Still, the diverse corpora of games, trailers and online discussions should
provide a qualitatively saturated sample of video game culture. Arguably, the particular
discursive stances relae to larger attitudes and opinions and shed light on the status of a
video game trailer as a potential bearer of paratextuality.

Formal Paratextual Analysis

Regarding the analysis of paratextual elements, there is no established rigorous method
available at the moment. Genette (1997b) is in practice employing what one could call a
dormal paratextual analysis éthroughout the majority of his monograph but he never actually
explains his approach. At best, it can be understood as close readingGenettealso utilizes a
relatively large amount of contextual information about authors, publishers and literary
history in order to comment on the cultural meaning of particular paratextual elements.
Moreover, he combines the inductive logics of close reading with the deductive features of the
paratextual framework, applying t he mostly theoretical criteria and classifications to

100 Under normal circumstances, YouTube displays only the first 20 top comments, meaning that in
order to see the other 20 a user has to click ai s h o w buttan enge. Replies are usually displayed
collapsed with only one or two being visible from the outset. The rest has to be manually reveakd by
clickingivi ew al |button wherex siarelsfar the total number of replies in a comment thread.
One comment can have between zero to tens of replies, significantly increasing the volume of user
contributions.

101 Still, this reduction applies to only four out of the 22 articles. Thereby the total number of
comments as shown in Table 4 covers the entirety of user contributions, including both comments and
replies.
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individual texts. Recent works on paratextuality include some type of empirical analysis but
they as well lackclear methodology even though they sometimesvaguely refer to approaches
of rhetoric, textual analysis, textual forensics or case studies(see Kernan 2004; Consalvo
2007; S. E. Jones 2008; Gray 2010).

A connectedissue is the proper treatment of empirical material. Although Genette
acknowledges diverse types of substantiality of paratexts, the core of his empirical work lies
in verbal peritexts. Compared to fairly simple and mostly monomodal paratextual elements
of literary publishing, video game trailers are complex multimodal texts , which require
careful consideration of all employed semiotic resources(Van Leeuwen 2005; Kress 2010;
Kress and Van Leeuwen 2010; Norris and Maier 2014) This means that any selected method
has to reflect the rich layers of video game trailersand the interactions between them.
Additionally, a specific actualization of a given video game trailer has to be first selected
before one can proceed to its analysis. | access the selected trailersn the official channels on
YouTube using the desktop browser Firefox. In comparison, YouTube mobile apps might
show less of the additional content such as video game descriptions owarious overlay
elements.

Paratextuality as a phenomenon is concerned wth the presentation of a text within the socio -
historical reality. As such, it inevitably engages with the overall discourses of a given cultural
area. In this regard, | call for using a modified version of multimoda | discourse analysis®2to
explore the paratextual qualities of video game trailers. The paratextual links to the socio-
historical reality should be evaluated within the overall context of promotion and trailer
culture in general. The analytical processdraws from established discourse analysis
methodology (Fairclough 2003) and focuses on individual semiotic elements such as choice
of words, images, sounds,music including their spatiotemporal location in the trailer and the
representational relationship to a video game as well adarger phenomena such asthe overall
structure of a trailer or overarching argumentative stances.

Similarly to Genettebs approach, the employed
deductive reasoning by confronting the contents of a trailer with theoretical and

historiographical knowledge about video game cultural industry. This feature of the proposed

formal paratextual analysis allows for the study of particular paratextual elements and

gualities within the context of general promotional practices and conventions. The awareness

of a traditional form of a video game trailer enables a researcher to also spot the missing

paratextual features, which might be equally meaningful as those that are present in atrailer
(McCoy 2006; Gvelch 2016b)

The presentation of the results of the formal paratextual focuses on generalparatextual
gualities of trailers. | organize the relevant sections according to common characteristics and
traits and not by individual trailers. Moreover, the findings of the formal paratextual analysis
are reflected in the discourse andysis of online discussions, which might be influenced by the
formal qualities of the selected trailers.

Discourse Analysis of Reception of Video Game Trailers

As | have shown in sections2.3.1and 2.3.2, the research of the reception of paratextuality is
lacking, save for a few exceptiongCavalcante 2013; Davison 2013; Johnston, Vollans, and
Greene 2016) In consequence, the design of both the data collection and the actual analysis
of the reception of paratextuality cannot build on proven and validated methods and
approaches. At the same time, the absence of similarlyoriented work provides an

1021 have previously applied this particular method to film leaflets, programs and other promotional
ephemera from the 1930s( Gvel ch. 20160b)
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opportunity for innovati on and breaking new ground. Fundamentally, my chosen approach is
a discourse analysis of online user discussions, however its particular aspects require a more
thorough explanation.

The collected online discussions are explored using the method of discourse analysis
(Fairclough 2003) , focusing on the reported reception of video game trailers. Admittedly , this
approach can only deal with publicly shared discursive stances but this should not be seeras
a limitation but as a feature of the chosen analytical method in conjunction with the

empirical material. Arguably, the publicly shared opinions related to video game trailer
reception are constitutive in terms of cultural meanings of trailers within v ideo game culture.
After all, paratextuality is manifested as links to the socio -historical reality and these
connections are often based on cultural conventions, which emerge from stakeholder
negotiations and interactions. As | have argued insection 4.2.1, the potential paratextual
status of a video game trailer is shapedby audience reception, which can be inductively
studied in the online discussions and confronted with the findings of the formal paratextual
analysis.

As this is the first attempt in studying reception of video game trailers, | prioritize exploring
the discursive stances before looking at individual participants in online discussion or
communities, which they might belong to. An ethnographic approach might yield additional
insight int o motivations and overall video game preferences behind the particular approaches
to video game trailers, but the discourses are more directly connected to the issues of
paratextuality and how they are understood within video game culture.

For the sake ofthe discourseanalysis, the collected material is treated as dominantly mono-
modal in the sense of a written word (Van Leeuwen 2005; Kress 2010; Kress and Van
Leeuwen 2010; Norris and Maier 2014). Still, various verbal linguistic elements of different
levels and complexity are taken into account, e.g. the choice of words, syntax, the structure of
argument, literal meaning , framings, or the dynamics of polyvocal discussion exchangeEven
though typography can be used as a semiotic resource®n YouTube and the comments
sections of Eurogamer, Kotaku and Polygon allow for embedding of pictures and GIFs, onlya
minority of commenters utilize these affordances, further justifying a mono -modal approach.

The discursive stances presented in the next chapter are supported by quotes from the
collected empirical material . For greater transparency, user comments are labeled by their
origin using the codesfrom Table 3 to designate the particular trailer and an abbreviation for
the sitei (YY) stands for YouTube, (E)for Eurogamer, (K) for Kotaku, and (P) Polygon. For
example, BS1Y means a YouTube comment toBioShock Infinite Beast of America Trailer .
Online discussions about video games often featurea high degree of specific information
about a given video game, including its characters, mechanics, skills, etc. To allow for easier
comprehension, lesser known facts are explained in square brackets within respective quotes

ResearchEthics

Due to the differences between the original context of the discussions which can be by me
users interpreted as a fan space,and the new context of a scholarly work, the quotes are
anonymized to protect the privacy of commenters (Sveningsson 2009; Busse and Hellekson
2012). Only minor spelling corrections have been made to ensure easier comprehension
These edits and the shortening of quotes signaled byf{ édJshould decrease the chance that
the user comments might be backwards searchable on the Internet(Beyer 2012), further
ensuring that the privacy of commenters is not violated .
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Chapter 5: Analyzing Video Game Trailersand Their
Reception

This chapter is divided into two parts , which both engage inthe empirical analysis of video
game trailers using the new framework of paratextuality. First, | present a formal analysis of
trailers focusing primarily on t heir paratextual traits by applying the new framework
presented in chapter 3. The second part deals with reception of video game trailers as
observedin online discussions and identifies particular stances towards trailers based on
their perceived paratextual and textual qualities. Together, the chapter explores the empirical
implications of the redefined concept of paratextuality, especially the call for a more nuanced
treatment of paratextual elements, which contests the binary thinking that a cultural
phenomenon is either a text, or a paratext.

5.1 Formal Paratextual Analysis of Video Game Trailers

Previously, trailers have been often consideredto be paratexts (Genette 1997b; Kernan 2004;
Gray 2010). This approach highlight s the subordinate position of trailers within the
production logic of the cultural industries , which employ this particular audiovisual form for
promotional purposes. Recently, it has been argued that trailersoffer an enjoyable viewing
experience, which surpasses theembedded informational value of learning about an
upcoming feature film or a video game (Hesford 2013; Vollans 2015; Johnston, Vollans, and
Greene 2016) Still, researchers have rarely addressed what contributes to this ambiguous
status of trailers, which makes them to beunderstood both as paratextual phenomenaand as
textsin their ownright( Gvel ch. 2016 a

The analysis aims to remedy this issue by looking at individual elements of video game

trailers . Although sourcesof paratextuality are of the primary interest, they are evaluated

within the context of the whole video game trailer, includingitsarguab | v At ext ual 0
constituents such as itsunique aesthetics or any original content. To avoid unnecessary
descriptivism, | focus on particular trailer traits across the whole corpus of the twelve video

game trailers, using the individual casesas examplesof general trailer qualities. This

approach fits the exploratory research design and provides more insight into what

contributes to a trailer & garatextual quality than a thorough but disconnected analysis of
individual trailers would achieve.

In the followin g paragraphs, | start with a discussion of the four dimensions of paratextuality ,
which have been presented insection 3.3. This generaltreatment of paratextuality tackles the
basic implications of video game trailers as an established promotional genre Afterwards, |
move to individual elements of trailers and analyze their impact on the paratextual/textual
status of a video game trailer.

5.1.1 Paratextuaity at the Level of a Trailer

In order to systematically explore paratextuality of video game trailer s, | follow the typology
of the main dimensions of paratextual phenomena as put forward in the new framework (see
chapter 3). After all, a proper typology should provide an applicable and rigorous tool for
empirical analysis of video game trailers, first addressing their central qualities, which in turn
influence the other related aspects of theexamined phenomenon.103

103|n sections2.1and3.3 | have cr i (1D9h) arigirl fr&rewoektfor theGscision to
start with the less important dimensions of spatiality and temporality , which might be easier to
operationalize but say less about the cultural meaning of paratextual elements than the
underdeveloped dimensions of pragmatics and functions. Instead, the organizing principle of any such
typology should be the core quality of paratextuality, its functional capacity to connect texts to the
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Beyond analyzing paratextual qualities of video game trailers, the following presentation of
empirical findings illustrates the benefits of a more systematic approachcaused by
meaningful organization of paratextual dimensions . Although the dimensions are
conceptualized as separate facets of paratextual phenomenathey are in practice
interconnected. Due to their numerous overlaps and interaction s, it is beneficial to follow the
causal links by starting with the core dimension of functionality . Otherwise, | would be forced
to simply state the spatiotemporal conditions of video game trailers before being able to
comment on the reasons behind the stategic choices to position trailers prior and outside of
a video game.

Functionality

The most basic function of the analyzed twelve trailers is the referential one, which is being
facilitated by various elements from title sto used footage.In this regard, trailers establish

two1%4 instances of paratextuality , which are nevertheless intertwined ( Gv e | ¢ h. FidtD 1 6 a )

they ground themselves in the socic-historical reality and comment on their status as trailers.
Second, trailers also inform about the existence ofa video game and connect it to the same
socio-historical reality as they themselves occupy. For example, all the title s of the selected
trailers are thus at leastdoubly paratextual and explicitly address their own audiovisual form
and connect it to their respective video game.

Only rarely do trailers stop at referential functionality. Notably, all the other functions
facilitated by trailers are nearly exclusively aimed at the video game and establish its
paratextual position within the socio -historical reality. Moreover, just by assuming thetrailer
form, signaled by the discursive framing of an audi ov i stheaelphenomena
of video game culture effectively becometrailers and accept the promotional function
attributed to this genre (Vollans 2015). In other words, trailers do not need to manifest basic
promotional features, such as informing about a release dae or showing avideo game
product in its standardized form, to be perceived as a part of promotion. Even the
designation fAcinemati cd thusitdlsaimgies@prentogodal a s
function . This can be seen on the case dfOL, which has been reported by Polygon in a story
entitled League of Legends new cinematic trailer could be its best yet (Gera 2014). The same
audiovisual text is also regarded as a trailer in online discussions as Ishow in section 5.2.

The dominant promotional function of video gametrailers hasdirect implications for the
other dimensions, especially spatiotemporality , which is addressed fully in a separate section
To be able to fulfill their promotional role, trai lers are located outside therespective video
game andin most cases appear before its launch tofacilitate hype building (Gray 2010),
inform ing about so-called coming attractions (Kernan 2004; Johnston 2009) and creating a
notion of consumable identity (Klinger 1989). This timing relates to video game pricing

a

trai

strategieswhi ch usually start at the manufacturerds s

of the launch and then see a gradualdecreasein value over time. After release video games
also go through more significant limited time offer discounts such as the widely known Steam

socio-chi st ori cal reality. To achieve this, the new

ordering of dimensions and prioritizes functionality before the more formal characteristics.

104 Or more precisely, trailers create at least two instances of paratextuality. Based on the perspective
and the expressed selfreferentiality of individual trailer elements, parts of a trailer can also be
understood as potentially separate textual phenomena capableof manifesting their own paratextuality.
This micro-level of paratextual analysis is further investigated in section 5.1.2 Here it suffices to say
that such an overdetailed account of paratextual effects can end up being more confusing than
enlightening. The two identified instances of paratextuality are enough to capture the cultural
understanding of video game trailers, especially when the unit of analysis throughout this section is
the whole trailer.
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sales1%5 The initial sales at the full price of avideo game commodity are incentivized through
pre-order bonuses, which are featured in the pre-release trailers (BS1, DE1, and DE2)

The commodity form of a video game, which is marketed by trailers, is subjected to various
legal regulations, including copyright (Lastowka 2013) or consumer rights and protection
(Chew 2011) In consequence, video game trailers are often required to comply witha legal
framework or they uphold self-regulation conventions and thus include paratextual elements
that fulfill the legal function. These can be age ratinghotices (Nikken and Jansz 2007;
Dogruel and Joeckel 2013; Felini 2015), copyright and trademark information or legal terms
of special promotions.

Trailers can also suggest(but not comprehensively explain or prescribe) a certain playstyle.
This limited instructional functionality is achieved by using gameplay footageSuch a staged
perform ance of avideo game might be interpreted as worthy of mimicking. Some trailers
explicitly highlight the instructional function and even present diverse scenarioswhich can
be reenactedwithin the video game byits audiences. For example,DE1 shows possible
playstyles and discusses albeit in -character of the protagonist, the diegetic consequences of
choosing one over the others.

Lastly, video game trailers can potentially serve the revelatory function when engaged during
the so-called retrospective viewing (Zanger 1998). When compared to the actual video game,
players can spot the differences between it and the trailer and infer, for example, that the
video game changed later in the development after the trailer in question had been released.
This functi on is largely involuntary and it is based on audience interpretation of the
referential relationship between the video game and the trailer. Within the corpus, it is
especially relevant for TW1 and OW2 which use early gameplay footage thatdiffers from th e
final product. These discrepancies have been noted by commenters in the online discussions
and are further explored in section 5.2.1

Other functions are mostly missing from the twelve analyzed trailers at least in relation to the
video game Still, some rudiments of interfacial and corrective functions can be located
within the trailers even though they play a marginal role compared to the dominant
promotional quality . Trailers on YouTube exhibit a low level of interfacial paratextuality ,
which consists of a simple playback intraface (see sectionsl.4.1 and 3.3.) and beside various
technical settings shows progress through the sequence of avideo. The discontinued
annotations feature previously allowed for correction of outdated paratextual information in
a trailer. For example, TWL1 includes an annotation displayed over the previously announced
release dateand informing that the launch had been postponed by roughly three months
from February to May 2015. Technically, the annotation in question serves as aorrective
paratextual element, which creates a new iteration of the trailer due to technical capabilities
of YouTube as a videshosting platform.

To summarize, the selected video game trailers are characterized by a strong promotional
function, which is complemented by the basic referential function. The legal function is also
present, especially in age rating notices, which are a result of sekregulation within the video
game industry. The other remaining functions are not completely missing from the co rpus,
but appear only rarely and play marginal roles in a trailer as a whole.

105 The topic of video game discounts and special pronotions has so far eluded scholarly examination,
it is nonetheless a frequent topic of the specialized press and industry insiders(see Curtis 2012; Rohrer
2014).
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Authorship

While trailers prominently communicate the authorship of a given video game, their own
origins are often left unexplained. Logos of developers and publishers in mostcases precede
the cinematic content of a trailer and frame the following audiovisual content as belonging to
the official vision of the video game intellectual property by the responsible first parties.
Therefore, all selected video game trailers belong b the umbrella of corporate or industry
authorship (see section 3.3.3. This particular type of authorship is only implied.

When distinguishing between de jure and de facto layers of authorship, the corporate
category always relates to the former. In reality, every trailer has its own creators. However,
their contribution might not be credited, at least in the context of official video game trailers
on YouTube. The resulting anonymity of the makers of trailers resonates with the general
issues of authorship of paratextual genres and technical writing (Stanitzek 2005; Kimball
2017) and reinforces the notion of a subordinate role of a video gametrailer. Developers and
publishers are highlighted in a trailer without any necessary involvement in its creation
process, while the actual producers of the audiovisual text that is being viewed are denied
their public claim of authorship. Of course, the de facto authorship of a trailer often surfaces
despite the conventions that cause the omission of this particular paratextual information
from the contents of a trailer. For example, LOL and TES have beencreated in cooperation
with the animation studio Blur , which includes both videos on its official website in the
section Work (Blur 2017a, 2017b). With this knowledge in mind, the de facto authorship of
these two trailers is allographic i outsourced to a third party uninvolved in the production of
a videogame.

Paradoxically, certain elements of trailers receive more recognition for the artis anship behind
their creation tha n the trailers as a whole This relates especially to licensed music used in a
trailer. For example, BS2 and BFfeature full credits for the two respective songs:Beast by
Nico Vega andSeven Nation Army by The White Stripes in the remixed version by The Glitch
Mob. The former trailer includes the information in the verbal description of the video on
YouTube, while the latter besides linking to an iTunes!% page in the video description also
displays the song credits at the end of the video next to other paratextual information such as
footage disclaimers or copyright. Here, again the authorship status is allographic even though
the musical score has not been commissioned but merely licensed The paratextual qualities
of licensed music are explored in more detail in section 5.1.2 Notably, not all licensed tracks
from the corpus have received the same treatment. BS1 features the same song asSR but
without credits. TW2 does not disclose the authorship of the licensed songBlessed with a
Curse by Bring Me the Horizon. In case of both present and missing authorship information,
viewers often discuss trailer music, as | show in greater depth in sections 5.2.1 and 5.2.2

To summarize, the authorship of trailers is implicitly attributed to video game companies

that have created the promoted game. The real makers of the selected trailers often remain in
anonymity, suggesting that their role withi n the video game industry is considered less
important. Interestingly, the authorship of licensed music receives more attention.

Substantiality and Materiality

When analyzing the form of a trailer and its relevance to paratextuality, it is necessary to
select its concrete actualization within a specific context. In this regard, | examine the
selected video game trailers on the official c ha

106 Interestingly, the link leads to the original version of the song Seven Nation Army by The White
Stripes and not the remixed version by The Glitch Mob, which is featured in the trailer. However, this
particular oddity might have been a part of the licensing deal and does not change anything about the
allographic authorship of the track.
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(Gillespie 2010) features, such asvideo descriptions and diverse overlay elements as
functionally be longing to the trailer even though they are technically not a part of the
originally uploaded video file. Still, for any regular viewer these arguably peripheral elements
of a video game trailer are nonetheless connectedo the video and their relevance is backed
by the paratextual authority that has chosenYouTube for dissemination of their trailer.

All in all, video game trailers are complex multimodal phenomena exhibiting mostly semiotic
and sensorial categories of substantiality. In practical terms, this encompassesmoving image,
music, sound, spoken word, written word, voiceover,typography and other resources,
including qualitatively unique combinations of the aforementioned elements. | go into

further detail about some of these elements of a video game trailer, which are relevant for
facilitation of paratextuality , in section 5.1.2 Here it suffices to say that most of these
resources can facilitate paratextuality, for example by explicitly describing the
representational relationship between a trailer and a video game via semiotic messages, or by
utilizing the same sensorial content. At the same time, the rich substantiality of trailers
distances them from a trailer, as it requires the creation of at least some original content.
Gameplay trailers are in this regard closest to their respective video game, but they
nonetheless require video editing and minor audiovisual elements such as logos.

The digital nature of video game trailers on YouTube decreases the importance of the

technical/material categ ory of substantiality. The video sharing platform in question imposes

only a few relevant limitations on the form of a trailer, namely the linear sequencé®” and the

visual quality divided into widely recognized levels of image resolution (for example, 1080p).

A more remote but arguably still technical quality of a trailer stems from the repurposing of

gameplay footage. In this regard, a gameplay trailer is constrained by the capabilities of a

video game engine. This limitation is however only mediated in a trailer and not directly

caused by the trailerbés format or its actualizat

As an established, albeit formally loose promotional genre (Vollans 2015), trailers invoke
certain cultural meaning even if they do not explicity communicate it. This is especially
relevant for paratextual qualities of trailer s, which are often established purely by the
factual/cultural substantiality. This includes the promotional function and anonymity of
trailer makers, which | have mentioned in the previous sections. In the former case, even a
minimal r eferential relationship between a text and a trailer implies the promotional function
of the secondartifact, such as in the case of LOLwhich lacks many of primarily promotional
elements ashighlighted in section 5.1.2 The latter is caused by the absene of credit to the
creators of a trailer. Still, it is without a question that any artificial text, including a video
game trailer, has to be authored by someone. The omission of such informationthus works to
strengthen the subordinate role of avideo game trailer.

To summarize, video game trailers are complex nultimodal texts. One the one hand, their
rich audiovisual form emancipates them from being solely focused on presenting a video
game in the socic-historical reality. However, specific resources, such as gameplay footage,
can directly connect them to a video game in a paratextual fashion. Furthermore, the
factual/cultural substantiality is highly formative for the paratextual status of a video game
trailer, including its conventionalized promotional f unction.

107 Before May 2017 it was possible to experiment with the structure of a trailer on YouTube using the
now discontinued feature of annotations, which could function as a shortcut to a specific frame of the
video ( Gv e | c h. Still,Gady @ltematively structured trailer still showed the linear sequence of its
video fil e dueinttafacet he YouTubeds
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Spatiotemporality

The spatiotemporal condition of the analyzed trailers can be understood as a consequence of
the dominant promotional function as | have indicated in the section on functionality. All
twelve trailers are located outside of their respective video games. While it is technically
possible for a trailer to be included in a video game in its entirety, such a location would be
only alternative to the external one.1%8 In most cases a trailer could be included in some other
game but not in the game to which it refers, meaning that its position would still be external.

The temporal side of this dimension is slightly more varied among the analyzed trailers (see
Table 5). Ten out of twelve were released prior to the launch of the respective game, ranging
from as early aseighteen months to one week The two remaining trailers were made public

with one and nearly five years of delay, respectively.

Time Difference in

Trailer Code Months
Overwatch Cinematic Trailer ow1 -18
Overwatch Gameplay Trailer ow2 -18
The Elder Scrolls Online i The Alliances Cinematic Trailer | TES -15
The Witcher 3: Wild Hunt i The Sword of Destiny Trailer | TW1 -11
Mass EffectE: Andromeda Of ff MEA -9
Battlefield 1 Official Reveal Trailer BF -5
BioShock Infinite Beast of America Trailer BS1 -5
Deus Ex: Mankind Divided i 101 Trailer DE1 -4
Deus Ex: Mankind Divided i The Mechanical Apartheid DE2 -3
BioShock Infinite TV Commercial BS2 0
The Witcher 3: Wild Hunt 1 Blood and Wine || Launch TW2

Trailer ("Final Quest") 12
League of Legends Cinematic: A New Dawn LOL 57

Table 5: Overview of the relative timing of the trailer release to the video game launch

(ordered ascendingly by the time difference)

As the relative timing has been one of the selecton criteria for the video game trailer corpus,
it is impossible to make any judgements based on the distribution of the time difference
among the twelve trailers. Nonetheless, even the postlaunch trailers can potentially promote
a video game or its parts. In the case of TW2, the promoted commodity has been the final
piece of downloadable content for the main game.League of Legendsis an ever-evolving
online multiplayer experience and the trailer in question can be understood both as a
promotional tool aim ed at newcomers but also at the stable playerbase.Moreover, the game
utilizes the freemium 199 monetization model (Nieborg 2015, 2016; Hart 2017) and allows for
continuous investment even years after the original launch.

To summarize, the spatiotemporal condition o f the selected trailers is rather homogeneous.
In order to efficiently fulfill their promotional function, video game trailers are located

108 For example, The Wi tcher 3: Wild

Hunt

A (Whiah is Mat iacludedin Openi ng

the trailer corpus) is a trailer based on the introductory sequence of the game. While it matches the in-
game cutscene regarding its contents, the tailer also includes additional elements such as release date
or a visual representation of the video game packaging. In this particular case, it is hard to tell what is
the original location and form of the video in question. Moreover, the same footage positioned in a
video game might as well lose its claim to be considered a trailer due to the fact that its spatiotemporal

condition completely aligns with that of the video game.

109 Freemium means that a video game can be played for free but fans can invesinto
microtransactions providing various additional content. In the case of League of Legends
microtransactions include, for example, new outfits (so -called skins) for the playable characters.
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outside of a video game.The temporal aspect is slightly more varied among the sample, but it
nonetheless follows commercial interest of video game companies. Even trailers released
after the launch of a game, can promote a video game or its parts and motivateeconomic
behavior.

5.1.2 Trailer Traits and Elements

The overall characteristics of a video game trailer can beto a certain degree tracked toits
constituent parts and the interactions between them. Especially, the paratextual qualities and
their specific facets such as the diverse functions are established byndividual elements of a
trailer. This perspective corresponds with the methodological implication of the rejection of
the term paratext in the sense of a concrete text defined by its paratextual quality (see
sections 3.1.2 and 3.1.3. In consequence,the researcher needs to look for actual sources of
the link s between a trailer, video game and the sociehistorical reality. The presented
exploration of trailer traits and elements follows a previous analysis of the reveal trailer for
Mass Effect: Andromeda ( Gvel ch. 2016a)

As in the section about the dimensions of the selectedtrailers, | look for general ten dencies
across the whole corpus prioritizing a more interpretative approach to a mere description of
individual trailers. While | have follow ed the four dimensions of paratextuality as the
organizing principle in the previou s section,identifying and analyzing trailer traits and
elementsis admittedly a more freeform endeavor, as there is no authoritative list of trailer
components. | define a trailer element based on two criteria: ( 1) a self-contained nature and
(2) a functional focus in terms of established paratextual relationships between the trailer,
video game and concrete sociehistorical circumstances. In consequence, two categories of
elements arise based on which citerion takes precedence: (a) formally defined elements,
such as titles ordescriptions; and (b) functionally defined elements, for example promotional
or authorship -oriented paratextual messages.The former category applies mostly to elements
outside of the actual video file on YouTube, which are separatedby the platform itself. T he
latter is employed to more internal parts of a trailer to avoid redundant and overly
descriptive accounts of functionally similar phenomena . For example, developer and
publisher logos are treated together, as they both relate to authorship of a video game

The ordering of the trailer traits and elements is governed primarily by their location within a
trailer, starting with broader and liminal phenomena and moving inside the sequence of the
video from both its ends. This meansthat the issues of the context of a trailer and its
structure are discussedbefore more particular and internal components. Last, | address the
potentially textual elements that contest the subordinate paratextual role of a video game
trailer. Admittedly, the topics of site and structure do not fit the definition of a trailer element
as described in the previous paragraph. Nonetheless, their relevance for the paratextual
guality of a video game trailer justifies their inclusion in the analysis.

Site

YouTube as a platform hosts diverseaudiovisual content whose nature ranges from purely

amateur to commercial (Gillespie 2010; Cunningham, Craig, and Silver 2016). The presence

of a video on this site does not imply a paratextual or any other specific quality regarding

both textual transcendence and immanence (Genette 1997a) In other words, a video on

YouTube might as well b e(if diné Wwod useesuch asimplificatidnt he par a
of cultural phenomena); the platform does not discriminate against either of these ideal

categories Nonetheless, YouTube provides a variety of paratextual information about any

video and allows for ready-made creation of other potentially paratextual elements, including

the title, description and overlay elements. Moreover, the obligatory datai date of

publicatio n, number of views, likes and dislikesi clearly comment on the status of a video
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within the socio -historical reality by providing a very simplified account of historical

audience reception. Recommended and similar videos sidebar or the comments sectionalso

connect the video to the surrounding socio-historical reality. However, since these particular

elements are notauthored or controll ed by the producers of a video game trailer, their actual

contents are primarily in a metatextual relationship to the vid eo. The playback intraface also
relates to the issues of paratextuality, mostly
as | have already argued in the sectionon substantiality and materiality.

Structure

Before | go into detail on particular el ements of the twelve analyzed video game trailers it is

necessary toexamineh ow t hey f i t ovérall structuee (ihcluding thee aloéest

surroundings on YouTube, such as the title or description), since the location of a trailer

element has direct implications for paratextuality. Traditionally, paratextuality as a

phenomenon is understood ashappening within liminal spaces, both literally and

figuratively. The former relates to the formal organization of a cultural artifact, its tangible

edges sich asa book cover or opening (and closing) frames of a film. The latter thematizes

the questions of textual integrity and leads to the distinction between thet e xt 6 s itsor e and
presentation in the socio-historical reality. The structure of a video gametrailer is primarily

connected to the literal understanding of liminality.

Expectedly, many paratextual elements find themselves at the beginning or the end of a
temporal sequence For example, age rating notices, company and game logos opethe video,
while copyright information, footage disclaimers or hyperlinks to other promotional

materials tend to close it. Still, a liminal position alone does not equate paratextuality. A
trailer can start with original footage and only then turn to more paratextual elements. For
example, TW1starts with an age rating, but the trailer then immediately switches to
gameplay footage and shows the logo of the video game company roughly halfvay through
the video at 1:12time mark.

Besides the obvious temporal structure of a video game trailer, YouTubeenables
palimpsestine effects due to the existence ofvarious overlay elements, which can add new
information but sometimes also obscure the original part of a trailer. Using these tools, the
owner of the video can create layers of visual content where the topmost layer is located
figuratively closer to the spectator than the underlying video file , thus inhabiting the liminal
space | discuss these specific forms and their implications for paratextuality in an individual
section about overlay elements.

Title

Despite their short and purely verbal form, ti tles facilitate complex paratextuality and
establish links between themselves, the trailer, video game, and the socichistorical reality.
Similarly to the practices of literary p ublishing, video game trailer titles can be also
understood as being formed by three distinct elements per Genetted ariginal classification:
WAt i,(2)hesoubtand(B)&@genr e i NiD97b, &6) Howewver, trailer titles are in a
very specific situation compared to a title of a literary work. Aside from being a separate
audiovisual text spatially removed from a video game, trailers also serve as a promotional
tool. This makes their titles potentially doubly paratextual, grounding both the trailer and the
video game within the socio-historical reality. This two-step paratextual connection has
direct implications for the first part of a video game trailertitle i (1) the main title itself i
which in all twelve casesrefers to a video game or its specific part. For example, in TW2it is
the downloadable content Blood and Wine for The Witcher 3: Wild Hunt .
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Formally speaking, (2) subtitles are the most diverse element of a video game trailer title.
One of their primary functions is to clearly distinguish between all the trailers that exist for
one video game. However, this role can be fulfilled in two basic ways which Genette has
already identified in the context of literary publishing: (@) At h e m@®9vb¢c8i)and (b)

i r h e mé&l99irbs 86). The first category usually relates to the narrative of the trailer and
includes poetic subtitles like A New Dawn (LOL), Beast of America (BS1), The Alliances
(TES), The Sword of Destiny (TW1), Final Quest (TW2), and The Mechanical Apartheid
(DE2). The second type offers a more prosaic designation, focusing on the formal
characteristics of a trailer, such as its role within the promotional strategy or its focus on
either gameplay or cinematicsi Cinematic Trailer (OW1), Gameplay Trailer (OW2) 101
Trailer (DE1) or Official Reveal Trailer (BF). The original event at which the trailer was first
presented can also serveas a rhematic subtitle, see for exampleMass Ef fect E: Andr on
Official EA Play 2016 Video (MEA). These two approaches are not mutually exclusive;
thematic and rhematic title elements can appear next to each other within one title as in the
case ofThe Witcher 3: Wild Hunt 7 Blood and Wine || Launch Trailer ("Final Quest")
(TW2).

Genre indications (3) explicitly address the cultural form of a trailer and connect it to an

existing practice. In this regard, genre indications are both paratextual and architextual. The

former quality is established by r-hiftmicalence to a
reality. The latter is caused by the actual form of this paratextual reference’i the fact that

producers have chosen to frame the audiovisual text in question as a trailer. Expectedly, the

most common genreindication isfi t r a appearmg@in eight titles. The alternative

designationsii ¢ i n e nilaDt)j ficcoo mme r(BSR)aahddi v i dMEAPare represented in

the corpus once each.Only DE2 lacks anyexplicit genre indication.

Despite the choice offormally different subtitles and the slight variance among genre
indications, titles as a whole andcombined with the actual video file rather dutifull y take on
their paratextual role and inform a viewer about what they are going to seeby clearly
designating the trailer as the chosen audiovisual form, its defining characteristic , and the
video game

Description

Similarly to titles, official video descriptions have to reflect the doubly paratextual situation
of being a paratextual element of another potentially paratextual element (the trailer).
Although mostly monomodal as well, descriptions are less conventionalizedthan titles . This
might be partly caused by the lack of space constraints®While there are no direct literary
equivalents to descriptions, pleaseinserts (see section 2.1.% partially resemble them due to
their role of quasi-press releasegGenette 1997b) Video gametrailer descriptions are
relatively standalone elements, which on their own facilitate paratextuality of a given video
game. As such, descriptions often summarize paratextual information available in a trailer
and expand on it with further details, including hyperlinks to various official sites and social
networking profiles of the video game or the developer. If a viewer decides to follow these
connections to other elements of video game culture, the actual movement is only partly
centrifugal (McCracken 2012)i n t he sense of distancing oneself
distinction (see section 2.2.5 does not capture that this particular vector can be also

110Both the title and the description have no hard limits to th eir length, however only the first circa

hundred characters (including spaces) of the title are visible in various display modes on YouTube.

Regarding descriptions, a significant amount of content is usually obscured in the default setting. To
seethefuldescri ption a user has to click the AShow morebod
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understood as arbital, meaning a trajectory that stays within the zone of paratextual
phenomena spatially remote from the video game.

In some cases descriptions do not explicitly acknowledge the existence ofa trailer and
instead refer directly to avideo game. For exanple, TW2 offers a lot of additional
information about the downloadable content concerning playtime and the fact that it is the
last video game adventure featuringthe protagonist of the series, but it never mentions the
trailer :

For the last time become the professional monster slayer Geralt of Rivia and
explore Toussaint, a remote land untouched by war, where you will unravel the
horrifying secret behind a beast terrorizing the kingdom. Blood and Wine is a 30+
hour adventure full of dark deeds, unexpected twists, romance and deceit.[ € ]
[emphasis added] (TW2)

A nearly opposite approach can beseen in the description of BS2, which first refers to the
narrative of the trailer and only afterwards touches upon the sociohistorical circumstances
of the video game, namely its launch date:

Watch as Booker DeWitt, with weapons in one hand, and powerful vigors in the

other, takes a death defying leap onto the SkyLine, to rescue Elizabeth from the

floating sky-city of Columbia. BioShock Infinite, o ut Mar c[ampBagis h. [ €]
added] (BS2)

Descriptions functionally surpass what their vernacular designation might suggest. They are
not merely describing atrailer, instead they address the overarching socichistorical
circumstances of the video game industry both implici tly by spatial proximity to atrailer and
explicitly by a direct reference to a video game, official websites, social networking profiles
and other parts of the intellectual property. Regarding their paratextual functionality,
descriptions echo therole of video game trailers as a whole,manifesting mostly the
referential function including the promotional and legal sub-functions.

Overlay Elements

There arefive types of overlay elements available on YouTube, all of which create
palimpsestine effects when displayed over a trailer i (1) annotations, (2) cards, (3) end
screens,(4) branding watermarks, (5) subtitles and closed captions. Due to their crude
aesthetics compared to the visuals of a video game trailerand their liminal position , they are
usually relegated by their creators to take up paratextual duties. Their actual functionality is
however rather diverse and based on the specific type of the overlay element.

Regarding the twelve trailers, annotations (1) offered the greatest variability among the
overlay elements byinhabit ing any place within the temporal sequence and the visual fame
of the video game trailer. However, they were discontinued by YouTube on May 2, 2017 due
to incompatibility with mobile devices (YouTube 2017). The actual content of annotations
was not constrained by any prescribed task as is the case withall the other overlay elements.
Annotations acted in diverse roles from supplying further details about a video gameto
serving as hyperlinks leading the viewer away from the site of the trailer to official websites or
social networking profiles (similar to descriptions they encouragedcentrifugal and orbital
movements). Most notably, annotations were able to fulfill the corrective function by
obscuring a part of atrailer and showing new up-to-date information. As | have mentioned
earlier while discussing functions of trailers in section 5.1.1 TW1 uses anannotation to fix the
launch date after it has been postponed by three months.

The successos of annotations are (2) cards, (3) end screens and (4) branding watermarks,
which all fulfill similar roles . The most significant difference is their location within the
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temporal sequenceand the visual frame of a video game trailer. Cards (2) can be accessed
anytime using a small circular icon designated by a lowercase characterfidin the upper right
corner, but are teased and displayed over atrailer only for a brief moment. The end screens
(3), as the name suggestsappear exclusively within the last twenty seconds ofa video. They
are more visually striking as they can show previews of other videos, channel logos or custom
pictures for hyperlinks to approved websites. Lastly, branding watermarks (4) operate on a

l evel of the whole channel and are displayed ove
and by clicking them a viewer can immediately subscribe to achannel. Compared to
annotations, these three types of overlay elements are constrained by their prescribed érms
and thus barred from acting as correctives. In consequence, cards, end screens and branding
watermarks are not able to truly manipulate a trailer beyond the confines of their respective
locations at the outskirts of a visual frame and temporal sequence.

Out of all the overlay elements, subtitles and closed captions(5) are arguably the simplest
paratextual phenomena; they offer nearly no new information and only supply redundancy

for the semiotic resources already present ina trailer. Notably, subtitles and closed captions
exclusively deal with a video game trailer and establish only its paratextuality in the sense of
the referential function . In other words, they do not directly refer to a video game as such
save for theassociation with its trailer. Subtitles and closed captions are a less prominent
feature of the selected video game trailers being includedin only five videos (TW1, DE1, DE2,
BF, and MEA). While the num ber of available languages varies from as much as sixten for
BF to one for MEA, subtitles nonetheless accommodate a given trailer for different language
contexts or in the case of English captions primarily for viewers with hearing impairment. 111
In both cases, the act of presenting a trailer to specific audiences fits the definition of
paratextuality. Moreover, translation has been considered a paratextual phenomenon already
i n Ge nE97b)eriyinal framework and as such has been studied using examples from
literary p ublishing and screen industries (see Fornasiero and WestSooby 2011; Matamala
2011; Rolls 2011; VuailleBarcan 2011) A notable exception are the autc-generated English
captions for DE1 whose algorithmic authorship makes them partly metatextual . This stays
true even though the owner of atrailer has an option to disable YouTub e 6 s aut omati c ca
feature. By enablingautogen er at ed captions, t ratdeadtpaniabs pr oduc el
responsibility for the content of the captions , suggestingalso a paratextual quality. Still, any
resulting dissonance between thesupposedly redundant semiotic resources might function as
acritical commentary. For example, captioning the abbreviation for the European age rating
systemfi P E GRaon-European Game Information) as i P e g ig PEL might ridicule the
video game lingo.

Legal Paratextual Elements

Moving onto elements included in the vide o file, eleven of the selected video game trailers
start with an (1) age rating notice (Nikken and Jansz 2007; Dogruel and Joeckel 2013; Felini
2015).112Considering its inclusion in a trailer as part of self-regulation of the video game
industry , it can be understood asa primarily legal paratextual element along with (2)
copyright information (Lastowka 2013)or (3) legal conditions for special promotions and
other limited offers .

Out of these three broad categories,(1) age rating notices, which are presented in a simple
visual style and sometimes accompanied by a voiceover (BS2, DE1, DE2grguably convey the

111Hypothetically, the same language captions can be also used by viewers who watch trailers with
sound turned off, allowing for better comprehension in settings where loud volume is unacceptable, for
example at the workplace.

112The exception is LOL, which does not feature an age rating notice. This omission fits the overall
scarcity of paratextual elements in LOL.
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largest amount of paratextual information . Beyond stating the minimal age of a player, these
notices disclose the cultural form of a promoted commaodity (the video game), specific types
of content deemed potentially harmful to underage audiences and also the timing within the
development cycle of a video gamg Gv e | ¢ h. In2h6 dopues,)age ratings of two different
agencies can be found' the Entertainment Software Rating Board , which operates in the US
and Canada and the Pan-European Game Information, which, as the name suggestsis
relevant to most European countries.113For any viewer familiar with age rating systems, the
inclusion of a notice by these two regulatory bodies already communicates thatthe trailer
refers to a video game.These notices also someimes feature concrete warningsfor specific
characteristics of a video game.For example, BS2 lists five potentially harmful aspects of
BioShock Infinte:A Bl ood and Gor e, I ntense Violence,
of Al cohol &sptevidusrbsaarch lmas shown, similar ratings can cause
(although rather rarely) the so-called forbidden fruit effect among younger players who might
pursue the offensive content because it is restricted by authorities (Nikken and Jansz 2007).
More importantly, these detailed notices inform a viewer about the potential themes of a
video game even before the actual promotional message of the trailer startsWhile it is more
incidental than deliberate, age rating notices nonetheless participate in promotion of a video
game by pointing to its specific features. However, not all notices include such detailed
accounts. Before the video game is submitted for rating, the regulatory bodies supply only
provisional warnings. The difference between a mncrete notice and pending rating is
culturally meaningful and informs a viewer about the stage of the development of avideo
game in question. BS2 and TW2 are the only two trailers from the corpus that include a final
age rating. This is possible due totheir release oneweek before andnearly one year after the
game launch, respectively(see Table §. Other trailers , which have preceded ther respective
video game at least by three months include only provisional notices.

Compared to age ratings,(2) copyright notices usually appear at the end of a trailer.
Considering that trailer s prominently feature logos of video game companies, copyright
statements are largely redundant as a paratextual phenomenon. The main added value is the
information about the a ctual legal ownership of avideo game intellectual property. For
example, TES includes the following copyright notice:

E 2013 Zeni maThe BtlerdScralst Omiime developed by Zenimax
Online Studios LLC, a Zenimax Media Company. Zenimax, The ElderScrolls,
Bethesda Softworks and related logos are registered trademarks or trademarks of
Zenimax Media Inc. in the US and/or other countries. All rights reserved.
[emphasis added] (TES)

A viewer might thus learn about the legal form and trademarks of involved companies,
acquiring better understanding of the socio-historical circumstances of avideo game in
guestion. In this particular case, any longtime player of The Elder Scrolls series can notice
that The Elder Scrolls Online is developed by a different studio than the main games such as
The Elder Scrolls V: Skyrim (Bethesda Game Studios 2011)The trademark and copyright
information included in trailers is not always limited only to developers and publishers. For
example, DE1 and DE2contain extensive legal information about all the logos used within
the trailers, ranging from platform ssuch as PlayStation 4 and Xbox One tahe hardware
manufacturer AMD or the digital distribution platform Steam. TW1 and TW2 also explicitly

Langt

acknowledge the hypotext of the videogame:i The Wit cher game is based o

113An exception is, for example, Germany, which uses its own rating system called
Unterhaltungssoftware Selbskontrolle (usually translated as Entertainment Software Self-Regulation
and officially abbreviated as USK).
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Andrzej Sapkowski. All other copyrights and trademarks are the property of their
respective ownhers. 0

A very specific copyright information can be found in BF, which is, as a whole,rich on various
paratextual cues Besidesthe regular copyright notice, attri buting Battlefield LtoAi EIl ect r oni ¢
Ar t s ,thetrailer@lso informs about the depiction of military equipment within the game:

iNo weapon, vehicle or gear manufacturer is affi
t hi s dJaemfrealdveapons invideo gamesis a contested area. Licensing itself is

sometimes deemed morally questionable as weapon manufacturers can then benefit

financially from sales ofa military -themed video game (Parkin 2013). Depiction of guns

without a proper license falls under fair use or free speech doctrines in some legal systems

but not in others and might thus lead to lawsuits whena video game is sold on global

markets. In this regard, any disclaimers or other legal information about representation of

potentially trademarked or otherwise protected property comment on the soc io-historical

reality in which the video game is situated.Interestingly, copyright notices rarely address the

legal status ofartrailer, focusing instead on avideo game

Lastly, (3) legalconditions specify the socio-historical circumstances of special offers

featured in a video game trailer, including pre -order incentives and bonuses (BS1)or beta

versions ofavideogame (BF) Thi s both | iteral and figurative n
the edges of the visual frame at the end ofa t r aempoeal ségeience. As a paratextual

phenomenon, it puts any promotional claims into a legal context in order to prevent any

potential confusion among players who would like to participate in special offers. However, it

is usually not required by law, meaning that inclusion of such additional para textual

information can be interpreted as atransparent business behavior.

Authorship -oriented Paratextual E lements

As | have mentioned in section 5.1.1 the authorship of trailers is rarely considered worthy of
mentioning in the trailer itself. 14However, the developers and publishers of avideo game are
heavily featured in trailers as can be also seen on the case of copyright notices discussed in
the previous section. Logos of video game companiesoften visually frame the trailer from

both ends, appearingin most cases right after age rating notices and then again duringthe
closing frames along with abundance of other mainly paratextual elements such as end
screens or copyright information. Thepu bl i sher 6s | ogo often ,precedes
following even if unintentionally the overall logic of liminal spaces. Publisher, who is
arguably more remote from a video game is introduced first and thus inhabits a space

further away from the core of a video game trailer whereas the developersémore intimate
connection is supported by the relative proximity of their logo . Of course, another
interpretation of this sequence is that the publisher is the more important actor, which in
some cases owns the developer, and the first position signals this privilege within the video
game industry.

The most prominent spotlight among the selected trailers is reserved for producers from
BioWare who are shown working on Mass Effect: Andromeda in MEA. In this case, it is not
only the brand and the corporate form of video game development that is being revealedto
viewers (as is the case with company logos), but also individual developers in their

114The only exception among the selected twelve trailers is LOL which on its end screen includes a
preview and a link to a making-of video about the trailer (League of Legends 2014) The video itself
features selected individual workers who participated in the creation of the trailer but as a whole it is
more concerned with an artistic vision than with a full account of a trailer production. Moreover, i t
lacks any explicit mention of the animation studio Blur , which worked on the trailer along with Riot
Games.
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workplace. Arguably, such an explicit connection between a video game and its creators
should provide a strong paratextual quality . The actual reception of this promotional strategy
has been rather polarizing, as | show in section 5.2.1 Here it suffices to say that the some
players have voiced their preference to see gameplaynstead of behind-the-scenes footage.

Another notable caseof authorship -oriented paratextuality can be found in BS2. This trailer
does not include any company logos, instead it cryptically alludes to a previous game by the
developer Irrational Games stating that BioShock Infinite comes:fi Fom the makers of the
highest-rated first -person shoot of all time*. *Based on Metacritic average rankings across
al | p | a(BS2pThewsleo@ame in question is the original BioShock (2K Boston and 2K
Australia 2007) . However, the referenceto a six years old video game titleis potentially
confusing considering that two weeks beforeBioShockwas published the studio known as
Irrational Game s since 1997had been divided into two separate entities: 2K Boston and 2K
Australia. The Bostonian branch changed its name back to Irrational Gamesin 2010. This
intricate corporate history, which is hinted at within the two short sentences, might be
deciphered by seasoned video game fans but to a newcomer it may soundke a vague
promotional phrase . Nonetheless, it is an attempt to ground an upcoming video game in the
socio-historical reality, thus g ualifying as a paratextual element despite its questionable
efficiency.

Authorship in video game culture is not limited only to human actors, as | have argued in
section 3.3.2. In the context of video game trailers, information about technological tools
utilized in the development of a video game addresses this norhuman co-authorship . Within
the corpus, BF and MEA display the logo of the Frostbit e engine. Beyondrevealing the
underlying technology of these two video games, such paratextual information est ablishesa
connection between individual games that use this particular engine and creates
expectations, especiallyregarding the visuals of a promoted video game.

Commodity -oriented Paratextual E lements

Many of the previously discussedtrailer traits and elements arefunctionally promotional. For
example, the information about authorship can be easily used for promotion , especially when
a developer has a successful track recordsuch asthe Irrational Games. Here, | intend to
focus on potentially paratextu al elementsthat are included in a video file, directly address the
commodity form of a video game and communicate it to the viewers of a trailer. Among these
elements with a strong promotional function belong release datespre-order incentives, pre-
releaseversion invitations , representation of video game packaging,c ol | ect or & s
platform logos or newsletter sign-ups. All this promotional information regularly appears in
video game trailers and frames a video game as a commodity that can be purchsed or is,
broadly speaking, a product of the video game cultural industry (Kerr 2006, 2017;
Hesmondhalgh 2007). After all, not all video games require an upfront payment to be played
but might incentivize financial investment through other means, suc h as by offering
additional content via the freemium model (Nieborg 2015, 2016; Hart 2017), as is the case of
League of Legends

Despite the advent of alternative distribution models , production cycles of many mainstream
video gamesare still organized around the traditional launch of afinal and complete product
(see section 3.3.4. These central dates are often promoted by trailers if a concrete launch
date or at least an approximate release window are known (BS2,TW1, TW2,DE1, DE2,and
BF). Purchasing video gameright at launch is further incentivized by pre-order bonuses,
which attempt to persuade players to pay the full price without access to pressreviews and
thus decrease the potential impact of negative critical reception (BS1, DE1,and DE2). In the
context of multiplayer video games, players are often invited to partici pate in testing pre-
release versions of agame. Sec a | | e d usdallyeun forsadimited amount of time and do
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not require any payment.1 n cases o f,théyale aceessible tnlytd seleabed fans.
Open betas available for the general public appear closer toalaunch of avideo game. Within
the corpus, TES, OW1, OW2 and BF informabout these testing stages andbffer viewers the
chance to sgn up to play the video game ahead of its dficial launch. 115All these elements,
which highlight the temporal circumstances of video game production, add to the overall
paratextual quality of a video game trailer by directly referring to the industrial logic based
around official release dates and terative development process. The latter is especially
relevant in multiplayer games, which go publicly through numerous alpha and beta stages
before launch.

Packagingand related physical objectsappearin trailers (BS1, BS2, DE1, and DE2),even
though vid eo gamesdo not require any tangible form to be experienced and played. Various
digital distribution platform s attest to this fact. Notably, some developers and publishers
create mock-up physical copiesof video gamesthat are only availably digitally, e xclusively for
promotional purposes (Dunne 2016). The packaging of video games, including any special or
coll ectorés editi ons iaarglably&Hisericaly-condéioneddoamofi i si n g,
avideo game which is no longer necessary fordistribution. | ts inclusion in a trailer
nonetheless emphasizesv i d e o ¢pommuoalified nature, further grounding it in the socio -
historical reality. Moreover, the expensivepremium versions of a video game, which contain
diverse memorabilia , not only serve as a source of additional revenue, but alsgitch a notion
of a collectible status of a video game

Platform logos can also be understood as promotional paratextual element s as they connect a
video game to established video game channels (BS1, BS2, TW1, DE1, DE&hd BF). An
owner of given hardware immediately understands that the promoted video game is going to
be released for their platform of choice and that they might consider buying and playing it.
The same can be said about logos of online retailers such as Steamwhich is associated with
PC gaming (DE1 and DEZ2).

Lastly, newsletter sign-ups and other options to subscribe to official promotion shown in
trailers refer t o the fact that the trailer is only one part of a complex marketing strategy (DE1,
DEZ2 and MEA). Any similar subscription serves as a promise of more promotional materials
that are to come and that a viewer canstart following in a systematic manner from the
figurative threshold of a trailer. In other words, this paratextual element communicates the
redundancy embeddedin business practices ofvideo game industry. A trailer might be a
unique promotional tool, but there are other advertisements spread -out through sites of
video game culture, which fulfill the samefunctions.

Licensed Music

| have already argued that licensed musié1¢(BS1, BS2, TW2, and BF)s a specific part of a

video game trailer, especially due to the fact that its authorship is publicly acknowledged

compared to the authorship of a trailer as a whole, which stays anonymous by current

conventions (see section 5.1.1 It is also widely discussed by audiences regarding its impact

on a trailer, as | show in sections 5.2.1 and 5.2.2 Paratextual quality of licensed musicis also

rather unique compared to other elements of video game trailers and out of the literary

devices analyzed by Genettg1997b) it comes closest to the complex nature of epigraphs. In

literary publishing, epigraphs are quotesplacedigener al |l y at the head of
ofawo r KGenette 1997b, 144)that usually fulfill one or more of the three following

115 Arguably, this rather detailed information about video game development might make players more
aware of the production routines than film viewe rs.

116 Music in general has been studied as an important element of trailers (Deaville and Malkinson
2015; Johnston 2015).
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functions: (1) justify the title, (2) specify or emphasize the meaning of a text by a means of
commentary, or (3) back the text using the authority of a quoted person. As an allographic
paratextual practice, epigraphs can be technically used without a permission or delegation In
other words, any author can put a quote of a famous person at the start of their book without
facing any legal repercussions. This inexpensive nature of epigraphs distinguishes them from
other allographic paratextual elements, such as allographic prefaces of postfaceswhich have
to be under normal circumstances commissioned. Proper epigraphs in the original sense of
the term also appear in video games, for example, in the Uncharted series, which features
quotes from historic figures in introductory sequences (seesection 3.3.2).

What makes licensed music resemble epigraphs are the second and the third function
highlighted by Genette (1997b). Regarding the former, a well-chosen song can strengthen the
impact and meaning of a video game trailer. This can be seen in BS1 and BS2vhich both use
the song Beastthat echoesthe themes of a societal struggle of an underprivileged social class
explored in the game itself. Admittedly , the same effect could bealso achieved with an
original composition. However, what makes licensed music stand out is the third function. By
associating itself with a popular song, a trailer might increase its cultural status. For example,
the international hit Seven Nation Army can help Battlefield 1 in its aspiration to becomea
blockbuster. Arguably, this has been also themain reason behind many literary epigraphs,
which have been believed to be able to elevate given text to the heights of aquoted person
and their achievements. In this sense, Genette describes epigraphs aga signal (intended as a
sing) of culture, a pd®dWe6d)d of intellectuality.

Still, the paratextual status of licensed music differs from epigraphs in two aspects (a) the
location and (b) the contract between the video game company and the performer.Licensed
music usually accompanies the whole trailer or its major part. However, it is still easily
distinguishable from the rest of atrailer and as such can provide at least semiliminal

framing. While existing musical compositions cannot be used without a permission or

license, the licensing contract between the producers of the video game (and the trailer) and
the owner of the rights for the song is a rather simple financial transaction compared to the
commissioning of a preface or any comparable allographic paratextual element. Due to these
reasons, | consider epigraphs the closest fit for the paratextual role of licensed music in video
game trailers.

Blurbs

Another instance of quotes used for a paratextual effect is the practice ofso-called blurbs
(BS2 and TW2). Although the full text of a press reviewis in a metatextual relationship to a
video game, the repurposed statements used in promotionare primarily paratextual as they
are handpicked by developers and publishers to praise the game in question. The external
origins of blurbs are supposedto make any laudatory comments feel authentic and sincere in
their assessment ofa video game. To support their credibility, blurbs are attributed to a
concrete source. However, ky being removed from their original context, where a singular
positive statement might be balanced out by an overall negative feel of the review blurbs
partly lose their critical potential and become a promotional tool.

Similarly to epigraphs, authorship of blurbs is technically allographic. Quotes from the press
can be used without a permission as they represent onlya small excerptfrom the original
critical commentary. Moreover, the higher the status of a press outlet that published such a
review, the better impression it can potentially make on viewers. For easier recognition of the
cultural authority , blurbs are usually attributed to publications and not to individual critics,

at least based on the selected trailersFor example, BS2 informs that Entertainment Weekly
reportedly said that BioShock Infinite isfi é a st un ni.Wdgikeepigeaphs, blarbs 0
are available only after journalists have had a chance to play or review the gameThis means

117



Chapter 5: Analyzing Video Game Trailers and Their Reception

that only trailers close to the launch date feature this type of quotes. Within the corpus, only
two video game trailers employ this paratextual practice i BS1 and TW2.

Genette (1997b) only mentions blurbs in passing while exploring the very broad category of
publ i s her dndhispramary interestiis the etymology of the term. Nonetheless, these
specific quotesdeservethe attention from paratextual scholars asthey uncover the complex
nature of textual transcendence, specifically the blurred boundaries between paratextuality
and metatextuality. Here, the function of a textual element should take precedence in
distinguishing its transtextual nature before a purely formal treatment based on authorship
and the original context of a blurb. The proposed framework is able to deal with such hybrid
phenomena as it acknowledges the full range of textual transcendence. The function of a
blurb is not to impartially assesshe quality of a video game but to present it to its potential
audiences as worthyof their attention and positively received by t he video game press.n this
regard, blurbs are dominantly paratextual becausethey frame avideo game in the socic
historical reality according to the aims of its producers.

Footage and Footage Disclaimers

The core content of a video game trailer is relevantto its overall paratextual quality,
notwithstanding the actual type of footage used. The vernacular distinction between
gameplay, CGl, and live-action highlights the importance of the representational relationship
betweenatrailer and avideo game( Gv e | ¢ h. Whileé daéplay scenes carclaim the
closest connection to a video game, the relative lack thereof is equally significantfrom a
paratextual perspective.

Under normal circumstances, an informed viewer with a basiclevel of previous gaming
experience should be ableto tell the difference between different types of footage and thus
correctly interpret the paratextual messageof a given trailer. While gameplay trailers aspire
to show how the video game looks in action and emphasize the indexical relationship
between the trailer (as a sign) and the game (as a referent), CGI and liveaction trailers are
able to focus onthe themes and the mood of the game without being constrained by the
limitations of a game engine. Both ideal approaches are capable to facilitate paratexuality of
a video game, however the latter allows a trailer to more easily break away from its
promotional duties and pursue an artistic quality of its own. This does not mean that the
semiotic relationship between a video game and a trailer footage detemines its textual (or
paratextual) status, but this particular structural connection is considered culturally
meaningful with in the promotional practice and the video game culture in general This can
be evidenced by various calls for accurate advertising which revolves around the notion of
representativity 1 the ability to truthfully represent a video game by a trailer. Failing to
comply with these audience expectations can cause player protests or boycott§ Gv e | ¢ h
2016a).127] explore this topic from the perspective of viewers throughout section 5.2.

To prevent any potential backlash, many current video game trailers include footage
disclaimers,8which explicitly address the representativity of atrailer. However, there is

117The latest notable controversy arose in the second half of 2016 around theallegedly misleading
promotion for No Ma n §HelloSSlames 2016). Players have issued official complaints about its
trailers and screenshots shown in the product listing on Steam. However, the British Advertising
Standards Authority found no breach of advertising regulations (Advertising Standards Authority
2016). Nonetheless, cases like this show that representativity of video game trailers is a disputed issue
within the video game culture and as such it is still being negotiated by involved stakeholders. In other
words, the assumption that an informed viewer should be able to correctly interpret the paratextual
claim of a trailer does not capture the current state of affairs.

118 According to Rebecca Carlson(2009) , the practice of footage disclaimers emerged only after a
misleading trailer for Killzone 2 (Guerrila Games 2009) had appeared at the Electronic Entertainment
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currently no established form of footage disclaimers. It is up to the producers how they

phrase their note about representativity of a video game trailer. Within the corpus, only four

trailers explicitly disclose what type of footage is used and how it relates to the actual

gameplay (BS1, BS2, BF, and MEA)Three basic approaches to disclaimess can be observed

on these particular examples: (1) a positive definition, (2) a negative definition, (3) and a

combination of both . Thefirst category appears in BS1 and directly answers the question of
representativity: Ai Thi s trail er was -enagdien e ntAithowhtgie f Or m i n
statement is not entirely correct as the trailer also features various logos and visualizations of

video game packing, the cae audiovisual content fits the description. Arguably, t he so-called

i i-amgined f o ddesangtdave to mean the same thing as gameplay footage as can be seen

in BF, which combines both the positive and negative definition: i F r o s™ dametergine
footage representative of Xlisdiscldinmeseemsito suggast t u a | g
that the trailer is running on the same technology and hardware as the video game does but

the scenes depicted are nonrinteractive and therefore not the actual gameplay of Battlefield 1.

MEA is even more cryptic due to the useof the negative definition in its disclaimer , which

saysthati Not al | i mages [are] r epr Bleawaraingimigre of act u
make a viewer more cautious about the content of the trailer, but it also implies that some
images are indeed repregntative. The additional note abouti Space | mages Courtes

SpaceX andoesNoAlgl to clear up the confusion caused by the ambiguous
disclaimer as the trailer combines different types of footage, including also live-action from
the offices of the developer and potentially also gameplay and CGI. Lastly, BSZfeatures the
simplest disclaimer, which decisively rejects any connection between the trailer and
gameplay footage:A Not act ual g a.nkemrigh nemainiagotrailarg do dot
include any explicit information about used footage.

Admittedly, footage disclaimers are more important in pre -release stages of video game
production cycle when it is impossible for a potential player to compare afinal product with
its trailer. According to this logic, LOL and TW2 could do easily without disclaimers. The
termsfi g a me pahdafiycd ne mant itchee trai |l er 6s <ampdansatefoe can f u
the lack of explicit information about the trailer footage (TES, OW1, OW2). Even if one
accounts for theseimplicit paratextual signs, three trailers still lack any indication of their
representativity. For example, TW1 consists mostly of gameplay footage but includes ahree-
secondglimpse of an in-game cinematic at 2:12. DE1 combines various types of footagen the
beginning, but its majority focuses on actual gameplay. Lastly, DE2is a live-action trailer.
While this type of footage might for some players automatically signify that the trailer does
not represent gameplay, there are still video games that heavily feature real-life acted
scenes!?®|n such acase live-action would be technically gameplay footage.

Missing Paratextual Information

The absence of footage disclamers relates to a larger issueof missing paratextual

information , which might result in a lack of a sociohistorical context. The previously
discussed paratextual elements are mostly employed strategically(although some of them are
obligatory) to provide a framing to a video game from which its developers and publishers
can benefit. Various promotional tools embedded in trailers attempt to persuade a viewer to
buy and play the given video game although one might always question their efficiency (see
chapter 4). It is their presence in a trailer by which the paratextuality of a video game is

Expo (E3) in May 2005. By the speaker on stage, the trailer, which consisted purely of outsourced CGl,
was presented & portraying actual gameplay. The expectations raised by this widely reported but non-
representative promotional material eventually led the developers to shift the development to then

new hardware of PlayStation 3 in order to stay true to the CGl trailer (Almaci 2011).

119Video games that utilize live-action in their gameplay are usually called either full motion video
games (FMV), or interactive movies. None of the selected eight games uses this type of footage.
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facilitated . However, absence of certain paratextual information can be equally meaningful
and deliberate. The three types of hidden paratextuality i unconventional, conventional, and
transient (see section 3.3.3 1 can be also observed among the selectettailers. For example,
LOLOs omi ssion of an age rat i ngtonabnissitge can be co
paratextuality. In the context of video game trailers, conventional missing paratextuality
might include the price of a video game commodity or the authorship of a trailer. The former
would make a trailer quickly out dated as prices of video gamedecrease rather quickly after
launch. The latter reinforces the notion that a trailer is a promotional tool in service of a more
important text 7 the video gamei whose authorship is given priority . Regarding the
transient hidden paratextuality, footage disclaimers are in this state of flux. While they are
common in video game trailers, their inclusion has yet to becomea norm.

The absence of a paratextual infomation does not automatically determine how a trailer is
going to be received. Still, it can influence the way audiences discuss video game trailers even
though individual viewers may take different stances towards the lack of information as |
explore throughout section 5.2,

Potentially Textual Content

So far, the formal analysis has focused onthose trailer e lements and traits that are potentially
paratextual. To stay true to the proposed framework and its rejection of the reductive label of
paratext, it is necessary to explore phenomenahat might make trailers textual in the sense of
autonomous cultural artifacts with more than just informational value. As Hesford (2013) has
previously argued, trailers can be understood as a type of performance imbued with a
cinematic expression. Although trailers do not have a strict established form but rather

exhibit basic shared aesthetics(Johnston 2009; Vollans 2015), the notion of a cinematic
expression of a video game can indeed provide a unique artistic value to a trailerpotentially
qualifying it as a text in its own right. Acting as a synecdoche to a video game, trailers can
attempt to capture the essence of the promoted text and present it in a visually striking
package which is short enough to be successfully disseminated on the Internet(Johnston
2008) and experienced even by the uninitiated. Thus, the rhetoric of a video game trailer

its claim to showthebest fAbi t so of aplaytimaceumtedgratensof hourd ahd
still aspire to some level of representativity i might make it an enjoyable viewing experience.
Vi deo game performances, such as preammg(ongy met at
2015; Mukherjee 2015, 2016; Burwell and Miller 2016; Jayemanne, Apperley, and Namsen
2016; Consalvo 2017) potentially also provide entertainment beyond commenting on a given
video game, but they lack the rhetorical quality of a trailer , which promises a professionally
created visual spectacle.

Aside from its form, aesthetics and rhetoric, a video game trailer can emancipate itself from
its paratextual duties by including original content. By subverting the indexical relationship,
which has been estadlished in the film culture, trailers can engage in transmedia storytelling

( Gv e | ¢ han@kdometdxtually autonomous. Usually, this is achieved through the use
of CGlI (LOL, BS2, TES, and OW1) and liveaction (DE2) footage. However, if a video game
goes through significant changes during its development after a release of a gameplay trailer,
even gameplay footage can potentially be disconnected enogh from the final game to be
considered original or constitutive in terms of transmedia storytelling. Technically,
transmedia storytelling content would rarely be strategically deployed in such a manner, but
it can nonetheless provide viewers with non-canon i ¢ a | i what Atithe samstome,nar i os.
the effect of comparison caused by nonmatching gameplay scenes between the trailer and
the video game is paratextual as it invokes the corrective function by foregrounding the
realities of video game production.
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For example, TW1shows a different version of the video game thanthat which was published
eleven months later. First, the trailer uses an older version of the game engine including
different lighting and particle effect s. This arguably technical layer of the trailer has caused a
controversy about a perceived downgrade of the final game(Purchese 2015) Second, some of
the character models have undergone significantoverhauls. This is especially evident on the
sorceress Yeneffer (seen briefly in the trailer at 1:40) who belongs among the main cast of the
game. Lastly, an entire story moment, which is prominently featured in the trailer, has been
changed. The main protagonist no longer appears beforethe whole imperial court but

receives a private audience with an emperor.The last two discrepancies can be interpreted as
original content of the trailer, the former showing an alternative look of a character and the
latter exploring a different story development. All these issues are also explored regarding
their audience reception throughout section 5.2

Original or disconn ected footage is only one of the possible ways how to establish autonomy

of a video game trailer. For example, new narratives can help distinguish a trailer from a

video game, also inthe context of CGI and live-action footage. In this regard, BS2 shows ore

of the main characters, Elizabeth, as she is being hanged by a lynch mob. While this scene
does not happen in the game, it fits the overall fictional world , which operates on the basisof
alternate universes. It might be interpreted as non -canonical but it further removes the

trailer from the game by deciding not to merely adapt its actual storyline. Another

emancipating factor might be original music. For example, TW1 features its own score, which

is not reused within the game even though its opening secords resemble the first track The

Trail from the official soundtrack. The trailer music theme was createdbyt he game 6 s
composersMar c i n P rczapndPergiahBchuttenbach andlater released for free on the

d e v el avebsite, deportedly duetoafandemand ( i Downl oad t he Main Theme
Sword of Dest i ninthisdagseahe briginal track 2sélfihdshbecome

autonomous but it has also helped to elevate the trailer above its otherwise subordinate role.

*kk

Video game trailers possess various qualitiesthat make them potentially textual . Treating
them as mere paratexts reduces their complex form to but a few overexposed traits. At the
same time, many trailer elements undermine any semblance of autonomy as they directly
focus on a video game and establish its paratextual footing while neglectinga t r aowl er 6 s
socio-historical status. The invisibility of trailer authorship, the instrumental form of titles or
the relatively high degree of paratextual redundancy and intertextuality (facilitated by
hyperlinks) all mark trailers as expendabletools with a clear promotional function. The
formal analysis can go only as far as to observe this conflicted and ambiguous nature of video
game trailers, which despite sharing a large number of traits are still a diverse group of
audiovisual texts. The actual reception of the selected twelve trailers is exploredin the next
section and picks up on the questions of their paratextual/textual status within the video
game culture.

5.2 Reception of Video Game Trailers

With the knowledge of the formal qualities of the selected video game trailers, it is now

possible to analyze their audience receptionand see how it corresponds with the previously

presented findings. Overall, the viewer reactions include a great variety of topics,

argumentation and emotions. | classify the relevant discourses on video game trailer

reception based ontwo basic principles, which have surfaced from the formal analysis: (1) the
paratextual connection between atrailer and a game,and (2)thet r ai | er 6 s aut onomy
in its own right. The former manifests primarily in discussions about representativity and

accuracy, while the latter takes form of an appraisal of cinematic expression, artistic values or

specific elements of a trailer. These two broadaudience approaches to video game trailers are
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not mutually exclusive and their interactions are also explored in a section about the (3)
holistic perspective, which reconciles the two polarizing principles and accepts the
ambiguous nature of video game trailers.

Thea u d i e wndeeswri@ling of trailers as both paratextual phenomena and noteworthy
texts follows the findings of the formal analysis (see section 5.} and the methodological
implications of the updated framework of paratextuality presented in chapter 3. The
presented discourse analysis serves to analyze the nuances of these approaches and the
reasoning behind their public declaration in online discussions. It also shows that conflicting
views of paratextuality , including its disputed impact on a cultural status of a text, are not
limited to scholarl y discussion but also appear during everyday reception of video game
trailers.

Due to its explorative design, the analysis does not make any claims regarding he
prominence of individual discursive stances. The main goal of this section is to chart and
understand all the possible approaches to video game trailer receptionbased on the selected
empirical material. The gualitative richness of the analyzed arguments stems from the
selected discussion threads and thus primarily relates to the respective mainstreamvideo
games,their trailers and the specific online sites. Due to the diverse and relatively large
sample on all three mentioned levels, | consider the identified discourses to be indicative of
the overall mainstream video game culture and applicable to reception of video game trailers
in general. While there might be other specific and noteworthy reactions to video game
trailers that are missing from the empirical material and t herefore also from the discourse
analysis, | believe that the presented findings provide an extensive qualitative overview of
online discussions about video game trailers.

5.2.1Emphasizing the Paratextuality of Video Game Trailers

| identify two main approaches to the interpretation of a video gametrailer as a dominantly
paratextual phenomenon: (a) relay and (b) representational. The former sees a trailer as a
figurative relay between a viewer, video game and the surrounding sociehistorical reality.

The efficiency of this relay relationships causes trailers to be overlooked and omitted from

the discussions. Instead viewers exclusively focus on a video game and ignore the existence of
a trailer that has initiated this paratextual presentation of avideo game.The latter focuses on
the informational value of a trailer and its ability to stand in for a video game. This particular
discursive stance explicitly acknowledges the existence of a trailer but judges its quality based
on both the declared and perceived representational relationship. According to this
perspective, a trailer is primarily an information source for a video game. The trailer as a
whole and its constituent parts are evaluated with regards to their ability to accurately and
satisfactorily present a game tothe viewer.

Relay Discourse

The relay approach is characterized by a disinterest in a trailer signaled by acomplete lack of
acknowledgement of its existencein a user comment. Overall, this implies that an
unquestioned paratextual link betweenatrailer and a video game has beeninferred by a
viewer. A trailer is approached as an information source and it is reeived in its capacity to
conveyfacts abouta game. In other words, it works as a perfect relayin accord with the
mission of paratextual elements as conceived by Genettg1997b) and draws attention away
from itself to a game, which is then commented on, even though the actual text that is being
received at that particular moment is avideo game trailer. Thus, the industrial hierarchy of
video game culture phenomenag, in which a video game is the centralobject, is accepted on
the side ofthet r ai | er 6 sThisputd theerelay discaurse very close to the
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(ideologically) preferred reading. The difference between viewing a trailer and playing a game
is understated in some user reactions in favor of the aforementioned relay relationship.

This relay discourse can take place both before and aftethe launch of a game. Inthe pre-

release stags, this approach to trailers is manifestedinst at ement s about viewer
expectations of a game feelings of hype or declarations of pre-ordering. All thes e reactions

focus primarily on a video game without even mentioning its trailer .

TWZ1-E: This is going to be one of the best games ever made. | am certain of it.
MEA-E: Looks bloody awesome, cannot wait for it.

DE2-Y: | am so hyped.

BF-Y : [ €] | alr-erdedy have a pre

After alaunch,e x pect ati ons gi ve wa )predioos gameplay expeeesicsof pl ay
Thesecomments again focuson a game without mentioning the trailer that effectively
initiated such reminiscing.

BS2-Y: Will there ever again be a game so extraordinary flawless and beautiful
with t his wonderful fantasy experience, plots, locations, graphics, characters and
performances, will there ever be a masterpiece like this again?

TW1-Y: Not going to lie, the bestpart of the game was in Kaer Marhen [in -game

location] with the other witchers. Even when we got drunk, | didné6t do anyt hing
crazy because lwas scared of Yemefer [female character], because Ithought that if

sheis angry, then no assfor Geralt [protagonist] .

In the context of video game seriessuch asMass Effect, players are able to sharepast gaming
experiencesbefore a launch ofa next installment , which is promoted by a trailer . As in
previous cases trailer s serveas a mere relaywhose existence is not plicitly acknowledged .
This time the paratextual relationship does not stop at a video game that is represented in a
trailer but extends to an entire video game series. Admittedly, trailers often only imply the
existence of previousparts of a video gamefranchise. For example, BS2refers to the first
entry in the BioShock series, albeit only by its critical achievement of becoming highest
ranking title on Metacritic at a certain point in time. MEA never explicitly mentions the
original Mass Effecttriiogy but f or a seasoned fans of the serie
promises a new beginning in a different setting. To a large extent,the connections between
individual games and a trailer are inferred by viewers based on their knowledge of video
game culture. Still, as both BS2 and MEA show,a trailer might deliberately motivate this line
of thinking using subtle allusions to previous video games.

MEA-Y: This looks amazing! | recently played the Mass Effect trilogy for the first
time this year and man was | blown away. | had a great experienceplaying it and
I'm just so pumped for Andromeda . Can't wait to see what this new galaxy has in
store for the main character and the interesting characters they will come into
contact with. Including who will join us 0 n our quest. One thing | loved was the
great backstory given to each character that was part of your crew and learning
more about them and being able to get attached tothem [ é ]

MEA-Y: The only negative stuff | can say about the Mass Effect] trilogy is the
ending which was shit for so much stuff that happened, but the rest of the trilogy
was perfect, especially for me who loves scifi and pays attention to the smallest
details and story. | felt like | really was on another real world tripping balls. | give
the Mass Effect trilogy 9.5/10.
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Online discussions of video game trailersare often diverted away from a trailer and towards a
game, be it an upcoming one or a previous part of a seriesAdmittedly, this shift does not
have be directly caused by a isrokinlvidengame a vVvi ewer
culture. Other comments also influence a flow of a discussion and what might seem as a
deliberate neglect of a trailer might have been a gradual process of moving from the topic of a
trailer towards a game as the latter is undisputedly a more robust cultural artifact. Thus the
suggested relay effect does not necessarily have to be immediate andompletely frictionless.
Still, comments that exclusively dealwith a video game make up a significant amount of the
analyzed discussions andare not being considered as ofttopic in any way. This shows that
trailers are effective in establishing a paratextual relationship between themselves, a video
game and the socichistorical reality. The object of reference is for many commenters more
interesting than the sign representing it. Within the relay discourse, the act of watching a
trailer builds up abasic awareness of goromoted game. The expectations based on this
approach are unconditional and do not question its source, whether it is the trailer or some
other element of the video game culture. The relay effect also extends both ways regarding
the temporal dimension, it can be a basis for projection of future gaming experiences or for
revisiting of memories of already releasedgames.

Represenational Discourse

A more explicit link between a trailer and a game is assumedwithin the representational
discourse. According to this perspective, a trailer is considered primarily a representation of a
game. The accuracywith which a trailer portrays a game, is evaluated and discussed by
viewers. As in the case of the relay discourse, a traileremains subordinate to a gameand
functions as a source of paratextual information. However, here the actual content of a trailer
becomesrelevant for a discussion about a video game and vice versa In other words, the
proponents of this discursive stance engage in comparing various facets of a video game and
a trailer.

The notion of representativity of a trailer is assessedn two levels: (1) the whole trailer vis-"-
vis the whole game and (2) their particular elements. The first level is characterized by a
general treatment of a trailerds representationa
factors are relevant regarding the overall paratextual claim of a trailer: (1a) footage and (1b)
genre conventions. Various types of footageinfluences how the proponents of the
representational discourse receive a trailer. Expectedly, gameplay footage, as the only one
that under normal circumstances establishes an indexical connection between a trailer and a
game, is preferred due to its higher degree of potential representativity. Differences between
video game genres extend in some cases also to a promotional practice. For exampl&/IMOs
(represented in the corpus by The Elder Scrolls Online) are known for utilizing high budget
CGl trailers. The second level can be organized into four main categories of trailer elements
(2a) visuals, (2b) gameplay mechanics, (2¢) narrative, and (2d) music. While footage has
direct implication s for the representativity of both visuals and gameplay mechanicsthese
elements arenonethelessdiscussed across different types of footage and thus present
independent topics of the representational discourse. The same reservation applies albeit in
a limited degree, to narrative and music; in the case of staged gameplay performance they
can be fully determined by a video game. At the same timea t r anardatevye abdsmusic can
distance themselves from a video game anchecome noteworthy autonomous elements of a
trailer capable of creating complex paratextual effects. They alsohave a potential to
contribute to a trailerds textual status.

In section 5.1.2 | have discussed the formal aspects of the selected twelve trailers regarding
the (1a) used footage and the practice of footage disclaimers which explicitly addresses the
representational relationship between a trailer and a video game.With that knowledge in
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mind, it is possible to analyze the audience reception of different types of footage according
to the representational discourse. Its proponents usually prefer gameplay footage trailers
over CGIl and live-action. This preference suggeststhat they are first and foremost interested
in what a trailer cansay about a game and not as much in the traileritself. In other words,
representativity is considered a desirable quality and something video gametrailers should
strive for. Accordingly, a trailer using gameplay footage is considered by many to be the
default form and any deviation is criticized for its lack of representativity.

MEA-Y: Would have loved to see actuagameplay.

MEA-Y: [ é] they promised to show gameplay but are
one cares about.

LOL-P : |l &m just not a fan of marketinggtrailers th
it iLsagué oflLegendsand it s i |-kasedl gagaesdtheir charactery
arend6t characters. Theydre just empty puppets. Le

anything more than that.

TES-K: To be honest, I'm a little sick of these cinematic trailers of late. They do not

represent the game in any way whatso-ever. They are neat to watch, but when

thatdos the entire commercial for the product, | '
| want to see the game in action, not some high end movie trailer style crap.

The focus of the representational discourse is the video game product as such. Any seemingly
peripheral information although potentially paratextual might be disregarded on the grounds
of straying too far away from what viewers consider important i the video game itself. It is

not only transmedia storytelling content (such as CGI and live-action) that is interpreted as
off-topic but also behind-the-scenes documentary shots featured inMEA.

MEA-E : I can't say | under st andartyhde atnhdi nfikmankgi nbge hi n
of 6o style trailersé Even for someone who under st :
still kind of takes a bit of the magic away seeing people creating the characters, and

a voiceover telling me how they've created all this stuff just for me.[ é ]

Footage dsclaimers are an integral part of discussions about representativity. While they can
be understood as an attemptto prevent potential aberrant readings of a trailer, even the four
trailers from the corpus that explicitly disclose the nature of used footage (BS1, BS2, BF, and
MEA) do not completely eliminate confusion among their viewers. The following comments
show a dispute about the technically correct reading of BS2.

BS2-Y : I't says actual fgckme¢l ay footageé |ike

BS2-Y: It literally saysat0:07 iNot act ual g a e pebl gayne doesot a g e o
not look as good as this, it's a prerendered trailer.

The uncertainty about the meaning of a disclaimer can be partly caused by its vague or
ambiguous phrasing (see secton 5.1.2). This is especially relevant for BF and MEA whose
disclaimers can be interpreted in a multitude of ways. While BF has raisedquestions about
wh at-enfinefootaged but Anot a aneansafér thegrapnesepttiaty aj the
trailer, MEA has surprised its audiences by an inclusion of behind-the-scenes footage from
the offices of the developer BioWare which some viewershad at first mistaken for computer
animation. However, they quickly realized their technically incorrect reading and jokingl y
commented on the unexpectedness of documentary shots in a video game trailer.

BF-P : Hard to get ex<®intgededbC Gl drfaullley fiihmt shows
gameplay what so everé Electronic Arts [publishei
releasing a very underwhelming trailer that they built up and hyped up for quite
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some time. They could have really stolen the show if they showed a gameplay
trailer. That would have gotten people much more hyped.

MEA-Y: | was dropping my jaws at the hyper-realistic CGI then | realized | was
looking at BioWare's artists.

MEA-Y : I do think ités funny that todayds games
trailer is using CGI or live -action footage.

Authorship of footage is also relevant for its representativity. Gameplay trailers can be
attributed to developers or publishers using the umbrella category of corporate authorship
(see section 3.3.3. On the other hand, alternative footage such as CGl orlive-action can
imply external origins as their content is not gameplay. The missing indexical connection to a
video gamemeans that other parties, which are not directly involved in the development of a
game, might have created anon-gameplaytrailer in question. The allographic authorship
potentially undermines the representativity of an outsourced trailer if information about its
creators becomes known to viewers. As | have shown irsections 5.1.1and 5.1.2 none of the
twelve trailers explicitly addresses its origins. Even though all the trailers are thus presented
as de jure corporate, the de facto allographic (outsourced) authorship is discovered by
commenters and discussed in the case of LOland TES.

LOL-Y: Riot Gamesdidn't technically make this. Blur did this one and A Twist of
Fate [another CGl trailer for League of Legends].120

The aforementioned comment has been writteninan answer to other viewer

Gamesto create more CGl trailers, which would feature new playable characters. It can be

interpreted as a clarification of the socio-historical circumstances of the trailer, including its
potential representation of the current state of the game. In this regard, allographic trailers

are not exclusively in the hands of the developers but also depend on the external animation
studio Blur, which was commissioned to create LOL

Video game(1b) genresalter the shared understanding of representativity of video game
trailers . Overall, paratextuality as a cultural phenomenonis largely dependent on
conventions. Massively multiplayer online games (MMO) and related genres stand out when
compared to the rest of mainstream video game production due to their frequent use of non
gameplay trailers. Most notably, World of Warcraft (Blizzard Entertainment 2004) and its
developer Blizzard Entertainment are known for high production values of their cinematic
promotional videos. Within the corpus, the MMO genre spedficity is relevant to The Elder
Scrolls Online and its CGl trailer created by the external animation studio Blur. Some of the
commenters have pointed to the fact that the MMO genre is usually promoted by cinematic
trailers.

TES-E: Well, it wouldn't be an MMO without a super cool cinematic that bears
little resemblance to the actual game.

TES-K: To be fair, that cinematic [cinematic trailer for World of Warcraft ]
represented a seminal point in the history of MMO. | still remember the day it
came out. | got goosebumps because I'd been waiting to jump into theWorld of
Warcraft [ é ]

This particular promotional practice influences the expected representativity of a video game
trailer. Even without a footage disclaimer, TES is considered a proper trailer for MMO whose

120 This particular quote is also used in a related article about representativity in video game trailers
(Gvelch farthcoming)
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