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ABSTRACT 

 Video games are a unique form of media in that they can persuade through 

interactivity. This thesis examines two categorical modes of video game interactivity, 

kinesthetic mechanics and non-kinesthetic mechanics, to suggest ways in which 

kinesthetic mechanics are more persuasive than non-kinesthetic mechanics. Video game 

mechanics are rules by which the game is played, and kinesthetics refers to non-trivial, 

time and space sensitive, dexterous inputs. This thesis utilizes methods of discourse 

analysis and autoethnographic personal narrative to look for five rhetorical methods that 

are utilized by game developers and experienced by players. This process suggests 

correlations between developer intention, user community experience, and my own 

gameplay experience. These rhetorical methods are: immersion and self-presence, 

kinesthetic resonance, narrative persuasion, affordance and enthymeme, and self-

determination theory (SDT) motivation. These rhetorical methods can be found in most 

contemporary video games and are utilized to get players to engage with a game and 

elaborate on the themes and messages therein. I hypothesize that each of these methods is 

more persuasive through kinesthetic mechanics and compare and contrast experiences 

with a game that has kinesthetic mechanics and a game that has non-kinesthetic 

mechanics to test my hypotheses. My findings suggest that kinesthetic mechanics can 

prove to be more persuasive through certain rhetorical methods, however, more data 

could be helpful particularly where community experience is concerned. I conclude with 

recommended methods and considerations for future research.     
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CHAPTER 1.  

INTRODUCTION 

 For decades now, video games have served as the doorways to entire universes of 

possibility. The cliché of traditional narrative media – books, film, television etc. – 

whisking the audience off to a world of adventure is very much present in the more 

emergent medium of video games; the big difference being the interactive nature of the 

form. It is this interactivity first and foremost that makes video games what they are and 

sets them apart from all other forms of media.  

There have been many ontological and existential commentaries on video games 

over the last few decades (Aarseth, 1997; Eskelinen, 2001; Huizinga, 1970; Karth, 2014; 

Murray, 1997); this thesis, however, aims to add to the burgeoning understanding of the 

more tangible aspects of video game design and operation. When new consoles are 

released, reviewers and fans write about the most minute details of a new controller 

(Coombes & Vjestica, 2021; Frushtick, 2020; Stein, 2020). More recently, as PC and 

console games can now play together (or crossplay1), there are debates between players 

across online forums about the fairness of playing a shooter with the accuracy of a 

mouse, against someone with a significantly less accurate controller. Our modes of 

interacting with video games - controllers, keyboard and mice, motion controls, etc. - are 

particularly important, as they serve as the necessary bridge between the real and the 

virtual.  

 
1 Crossplay, or cross-platform play is jargon used in video game media to denote a game that can be 
played online between multiple consoles or networks. Most commonly this is seen as a console game 
being able to connect with players playing the same game on PCs.  
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In contemporary gaming, genres and preferred playstyles run the gamut of options 

and accessibility. As developers and fans alike gain access to greater tools by which they 

can create games, the possibilities for interactivity and explorable play spaces continue to 

grow. Amongst the myriad genres of video games there are those with mechanics – rules 

by which the game is played – wherein both the play and input mode features slow and 

strategic puzzle-solving, or narrative exploration, and demand cognitive effort alone. 

There are also fast-paced action games that combine both cognitive effort and physical 

performance in their gameplay mechanics. This categorization is very broad and does not 

suggest that games fall in one category or the other, but simply exemplifies two opposing 

types of gameplay. This thesis explores the differences in the acts by which these games 

are played to suggest their rhetorical potential. This thesis utilizes the terminology of 

kinesthetic video game mechanics and non-kinesthetic video game mechanics, 

terminology brought forth by Karhulahti:     

A gaming challenge is kinesthetic if overcoming it requires nontrivial 
psychomotor effort, and it is non-kinesthetic if the nontrivial effort required to 
overcome it is cognitive alone. A gaming challenge is kinesthetic if altering the 
input device alters the nontrivial effort that is required to overcome it. Kinesthetic 
challenges entail performance in which timing is critical (time-critical 
performance) and non-kinesthetic challenges entail performance in which timing 
is not critical (time-free performance) (Karhulahti, 2013). 

My own autoethnographic experience of video games has indicated a preference 

for the kinesthetic, and I have found the Devil May Cry (DMC) series to exemplify this 

best. I will utilize an autoethnographic, first-person perspective here, and establish some 

narrative elements in order to help explain this preference. DMC is a kinesthetic game 
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series that mixes the control styles of fighting games with a third person perspective2 

action series. More often than not, the player takes control of Dante. Dante is a hybrid of 

human and demon who utilizes his super-human gifts by hunting down aberrant demons. 

Dante wields an array of fantastic demonic weapons and powers that allow him to 

perform some incredible stunts such as launching a demon 10 feet in the air with his 

sword before kicking it to the ground, teleporting to where it is going to land, and then 

ramming it with a motorcycle he summoned seemingly out of nowhere. I know this 

because not only did I just make Dante do these things in a recent play session, I also 

know the exact button inputs to make each action that I described occur in sequence. The 

mechanics of making the character perform these actions are kinesthetic not because the 

character’s actions are kinetic, but because my own performance in controlling him is 

dexterous, timing based, and deals with the awareness of the position and movement of 

the muscles and joints in my hands. Kinesthetic mechanics are common to action games 

like DMC but they also run the gamut of game genres including: action, fighting, 

platformers, and open world adventure games. I disagree with Karhulahti’s claim that 

kinesthetic mechanics are nothing more than challenges for the sake of being challenges 

(2013) and will address this further in the literature review.  

The purpose of this thesis is to show how kinesthetic mechanics are, in many 

ways, more persuasive than their non-kinesthetic counterparts. To be clear, this 

claim does not suggest that kinesthetic mechanics are demonstrably better or that they 

generally make for better games than non-kinesthetic mechanics; nor will this be an 

 
2 Third Person Perspective: Video games in which the camera perspective for the player is either behind 
the back or over the shoulder of the controlled character. 
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exhaustive review of either style of mechanic. This thesis simply suggests the ways in 

which kinesthetic mechanics work to persuade the players who engage with them, 

more so than non-kinesthetic mechanics do. This thesis will explore how kinesthetic 

mechanics persuade the player to enjoy the game, as well as feel immersed, and that 

the experience feels less mediated and thus makes them more readily open to 

elaboration on the messages and themes of the medium when compared to games 

utilizing non-kinesthetic mechanics. Utilizing discourse analysis of data gathered from 

game developer testimony, community comments and reviews, and my own 

autoethnographic gameplay experience, I seek to demonstrate the persuasive potential of 

kinesthetic video game mechanics. Persuasion in this context will be dependent upon 

immersion, motivation, and enjoyment. A more detailed discussion of these elements of 

persuasion is in order and will be contained within the literature review.  

Media consists of any means by which we communicate. It is easy for us to forget 

that even the air that carries our speech is a form of media. Over the millennia, human 

beings have utilized various forms of media in order to communicate, inspire, galvanize, 

unite, and in some of the worst cases, spread terror and loathing. Video games are a new, 

emergent, media form which communicates with its audience in ways that other creators 

of other forms could never really conceive of; and video game revenue is skyrocketing 

past that of both the film and sports industries combined (Witkowski, 2020; Williams, 

2020; Shirey, 2020; Mitic, 2020). With examples ranging from extreme anti-Nazi 

marketing campaigns (Wolfenstein II: The New Colossus, 2017), to the introspective 

journey of a father losing his youngest child to cancer (That Dragon, Cancer, 2016), 

these themes and messages are delivered through varying modes of interactivity that have 
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only been in existence for a few decades. The rampant popularity of video games and the 

broad range of messages that they encapsulate, exemplified above, suggest that 

understanding the ways in which video games communicate, and how that 

communication affects us differently has become significant. With this thesis, I hope to 

add to the discourse concerning how video games can be used to effectively 

communicate.   

A major body of psychological work that is used to analyze communication in 

video games is Self-determination theory (SDT). It is a body of work founded by Ryan 

and Deci (2000) in order to reevaluate motivation and motivational factors with the goal 

of promoting personal health and wellness. Instead of examining motivation on a 

quantitative level, SDT considers different types of motivation: autonomous and 

controlled. Engaging in an activity of your own volition with a sense of choice, 

willingness, or value is considered autonomous motivation. Conversely, if you are 

engaging in an activity based on external pressure or consequence – be it positive or 

negative – this would be controlled motivation. SDT suggests two different forms of 

autonomous motivation: Intrinsic motivation, in which you would do something because 

you find it “interesting and enjoyable,” as well as extrinsic motivation, which is fueled by 

“some separable consequence” (The Brainwaves Video Anthology, 2017). The research 

done in SDT in just over three decades has suggested that individuals enacting intrinsic, 

autonomous motivation have significantly better vitality, performance, and overall 

wellbeing (Happy & Well, 2017). These findings allowed Ryan and Deci to identify the 

factors that lead to intrinsic, autonomous motivation – and eventually, those that lead to 

extrinsic, autonomous motivation, which showed to be effective if the subject fully 
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understood and internalized its context. Put forth as the three basic psychological needs, 

the sensations of competence, relatedness, and autonomy have proven to promote 

autonomous motivation (Ryan & Deci, 2000). Competence suggests the sensation of 

learning and mastery. Relatedness suggests feeling connected and a sense of belonging. 

Autonomy suggests a sense of choice and freedom as well as a reflection or confirmation 

that you had made a choice.  

To contextualize this within the gameplay loop of DMC, learning and mastering 

the kinesthetic procedures required to control my avatar gives me a sense of competence; 

separately from DMC’s non-diegetic style meter which rewards the player with upgrade 

currency and visual effects feedback for performing successfully and creatively. I feel 

relatedness through my connection with my avatar. The more accurately I can perfect his 

actions, the more I project myself onto him, giving me a sense of belonging in this 

alternate world. I also care for my avatar’s well-being in this chaotic environment as he is 

my only link to this virtual world. Finally, the chaotic and creative freedom of movement 

as my fingers dexterously dance across the gamepad creating a flow of action at my 

command satisfies my need for autonomy in a way that many other games fail to live up 

to. In DMC pressing the same button three times in sequence will cause drastically 

different actions based on a variety of elements, most of which the player controls based 

on their own mastery of the game. These elements include the cadence of your input – 

hitting a button three times as fast as you can or hitting it three times with pauses between 

consecutive inputs actually causes very different outcomes; the location of your character 

– in the air or on the ground; or whether or not you are choosing to engage lock-on. This 

creates a sensation of deliberate choice of action contrasted with many other third person 
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action games which have an avatar go through a loop of very limited actions due to 

constrained variety during development.  
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CHAPTER 2.  

LITERATURE REVIEW 

The interactivity of video games sets them apart from all other forms of media; 

however, video games are not comprised of their interactive elements alone. Video games 

bring together various forms of media including video, audio, text, etc. and are made 

whole by the ability to combine these elements with interactivity. Is it appropriate, then, 

to utilize rhetorical analysis from multiple disciplines to understand how video games 

create meaning? It is likely true that video games are unique as a whole experience, and 

thus require something different to truly expound the possibilities of their rhetoric. This 

thesis, however, will consider narrative elements of a video game using narrative theory 

or the filmic elements with film theory. In this chapter, I will present research on video 

games, kinesthetics, and media persuasion that I have found to be significant evidence to 

support the rhetorical potential of kinesthetic mechanics.   

Procedural Rhetoric, Enthymeme, and Affordance 

In 2007, Bogost released a book entitled Persuasive Games in which he unveiled 

his theory of procedural rhetoric. Procedural rhetoric is a theory that, put simply, suggests 

that video games create meaning by way of processes; this allows one to view video 

games as operationalized rhetoric, interactive models, or simulations built specifically to 

impart a theme or message. He explained: 

Following the classical model, procedural rhetoric entails persuasion—to change 
opinion or action. Following the contemporary model, procedural rhetoric entails 
expression—to convey ideas effectively…Just as visual rhetoricians argue that 
verbal and written rhetorics inadequately account for the unique properties of the 
visual expression, so I argue that verbal, written, and visual rhetorics inadequately 
account for the unique properties of procedural expression (Bogost, 2008, p. 125).  
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  According to Bogost, the classical functions of verbal, visual, and oral rhetoric do 

not account for the lofty realms of expression and persuasion found within video games. 

Salen and Zimmerman’s (2004) definition of play was key in formulating Bogost’s 

theory: “play is the free space of movement within a more rigid structure.’ Understood in 

this sense, play refers to the “possibility space created by constraints of all kinds” 

(Bogost, 2008, p. 120). According to this definition, the possibility space would not 

simply refer to the 3D space, or virtual world that a game takes place in, rather, it refers 

to the many possible actions and interactions that become available within a context 

constructed by the rules of the video game. An empty space does not inspire creative 

action as much as a complex problem in need of solution. The “possibility space,” seems 

to be representative of a video game’s mechanics: “methods invoked by agents for 

interacting with the game world” (Sicart, 2008). 

 An example of Procedural Rhetoric that Bogost likes to use comes in the form of 

the game Animal Crossing. Released in the U.S. on Nintendo’s GameCube in 2002, 

Animal Crossing’s world of talking animals and colorful cartoon graphics provides a 

model for homeownership and long-term debt that can be understood by young children. 

The game begins with the player being offered a small and shabby house along with a 

hefty loan from a talking raccoon named Tom Nook. Following this, the player engages 

in a series of odd jobs such as catching bugs or picking fruit in order to earn money, so 

the player can pay off their loan, furnish their house, and eventually grow and customize 

their home to their liking. Bogost mentions his young child’s experiences with Animal 

Crossing as they discover – purely through engagement with the game and its systems – 

that acquiring more property necessitates more space, which means a bigger house, and 
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thus a larger loan with more interest. It would likely be difficult to describe the systems 

involved in long term debt and home ownership to a young child; by modeling these 

systems in video game form, Nintendo has managed to impart this somewhat complex 

concept, as well as notions for best practices, to someone who has never had to consider 

these things. 

 Before moving on from Bogost, it is important to address syllogism, enthymeme, 

and the simulation gap in order to derive an important locus of my analysis from 

procedural rhetoric. If procedural rhetoric is the label that explains the process-based 

system of making meaning known in this case as the video game, then enthymeme is one 

of the most common ways in which rhetoric is carried out through gameplay. It is the 

game developer’s way of convincing a player of something through gameplay, 

affordances, game environment, etc. without directly telling the player anything. 

Enthymeme begins with a syllogism. A syllogism is a form of logic-based reasoning 

which comes from Aristotelian rhetoric. Syllogistic reasoning utilizes deduction to draw a 

conclusion from two or more premises that are both presumed to be true. Usually, 

syllogisms have a major premise that is more general, and a minor premise that is more 

specific. The classic example is as follows: 

1. All men are mortal – major premise 

2. Socrates is a man – minor premise 

3. Therefore, Socrates is mortal – conclusion (Mill and Parker, 1882, Location No. 3119).  

Enthymeme is also a form of syllogism; however, it presupposes a premise 

without revealing it to the audience. If a normal syllogism is seen as deductive reasoning, 

enthymeme is the inductive counterpart. An example of this would be: 
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1. Hurting people is bad – omitted premise, presupposed by the text to be generally 

accepted and understood by the audience 

2. That man hurts people – minor premise included in the text 

3. That man is bad – conclusion  

Video games often leverage affordances and enthymeme within their mechanics 

or “possibility spaces” in order to suggest to the player various ways in which to play the 

game and complete objectives. According to Bogost: “a procedural model like a 

videogame could be seen as a system of nested enthymemes, individual procedural 

claims that the player literally completes through interaction” (2007, Location No. 908). 

The enthymeme makes up the building blocks of persuasive potential in a system of 

procedural rhetoric, with the omitted premise being what Bogost refers to as the 

“simulation gap.” In his review of Bogost’s work, Klabbers remarks on the rhetorical 

importance of closing the simulation gap in a convincing manner: 

The simulation gap emerges between the rule-based representation of the game 
and the (explicit or tacit) behavior rules of the player. Those two distinct rule 
systems may not match, and they might lead to varying meaning constructions. 
Fully-fledged games - consisting of interconnected building blocks of actors, rules 
and resources - are procedural models… The player - most of the time not being 
aware of it - closes the rhetorical loop. The persuasive value of a game depends 
on its capacity to close convincingly the simulation gap (Klabbers, 2011, para 14). 

The Legend of Zelda: Breath of the Wild does an excellent job of setting the 

possibility space for the player in the opening hours of play. The game leverages both 

affordances3 – any object or situation in which form implies function (Gibson, 1979) - 

and enthymeme to create a fantastical but believable world of exploration and adventure 

 
3 Affordances has its origins in HCI – Human-Computer Interaction. Affordances represent any object or 
situation in which form implies function. For example, a door with a handle affords being pulled, whereas 
a door with a bar affords being pushed.  
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for the player. You start the game in an area called The Great Plateau and must both 

obtain and master the game’s basic mechanical abilities before you can proceed to the 

much larger map of Hyrule. Through experimentation, the player is taught that the game 

world has a realistic physics system. If you attempt to swing a sharp object, like a sword 

or axe, at a wooden tree, you start to break down the structural integrity of the tree, and if 

you continue the tree will eventually fall towards the direction in which it has become 

structurally weak. You also learn that the player character, Link, can climb on any 

surface that would realistically have friction (this excludes surfaces like sheer ice or 

waterfalls that are slick with water), as long as his stamina holds out. Thanks to physics-

based affordances such as these last two examples, the player is persuaded that not only is 

the procedural system they are exploring a fully realized world, but any other physics-

based affordances they may attempt to interact with based on their knowledge of the real 

world, should feasibly work out, thus creating a deeper sense of immersion. These 

affordances fill the simulation gap, or the omitted premise, in a given enthymeme.  

In addition to more basic affordances, the game utilizes unique kinesthetic 

mechanics to create a multitude of enthymematic, multi-solution-based situations. The 

player receives five different runes or power-ups during their time on The Great Plateau. 

One of these runes comes in the form of remote detonated bombs of varying shapes that 

can be placed or thrown depending on the terrain and the given situation. For example, 

the player can opt to roll the spherical bomb down an incline slope and detonate it when 

it reaches a group of enemies at the bottom. This creates an enthymeme. The player 

knows that a declined hill affords the propulsion of a round, frictionless object; that is the 

unstated premise. If the player can then master the kinesthetic timing and precision of 
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placing the bomb, giving it momentum to roll, and detonating it at the right time, then the 

designer has done their job of convincing the player of a solution through affordance and 

enthymeme. However, there are other options for this situation as well. The player also 

receives a rune called magnesis which allows them to lift and control magnetic objects in 

the environment through kinesthetic interaction with the analog stick. With this rune, the 

player can create their own incline or decline platforms, toss heavy objects around, pull 

magnetic objects out of the ground, etc. This creates an opportunity for a multitude of 

enthymemes if the player can pull off the kinesthetic maneuvers or inputs required to 

enact whatever idea may be in their head. If these inputs prove too challenging, then that 

creates the opportunity for a different set of enthymemes. In highly kinesthetic action 

games, these input and affordance based enthymemes are constantly rushing through a 

player’s mind creating myriad opportunities for persuasion as we will see in the data 

analysis of this study.     

While the systems in Animal Crossing do serve as an example of procedural 

rhetoric, and Breath of the Wild demonstrates enthymeme, I would suggest that these 

examples are not highly kinesthetic games. Animal Crossing focuses too much on 

thematic systems, and while Breath of the Wild does indeed feature kinesthetic mechanics 

in the timing for some of its combat and the precise analog motion for puzzle solving, 

these are fairly simple kinesthetics and I plan to focus on games that are highly 

kinesthetic in my analysis in order to make a clear delineation. The process of actions 

undertaken by a player in the mundane world and the subsequent execution of action by 

the avatar is a process that can persuade and express. The mechanical processes 
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undertaken by the player in Animal Crossing are far too simple to be considered 

kinesthetic- based on Karhulahti’s definition. 

Kinesthetic VS Non-kinesthetic  

 In 2013, Dr. Veli-Matti Karhulahti published an article on Gamestudies.org 

asserting that kinesthetic video game mechanics are “aporetic rhematic.” Taken from the 

work of French narratologist Gerard Genette, aporetic rhematic is a term suggesting a 

challenge with no meaning. In his 1997 work on paratexts, Genette ascribed the term 

rhematic to titles which referred to a text’s form rather than its contents: “the title may be 

still more indefinite, but always patently directed at the text itself and not at its object” 

(Genette, 1997); this is contrasted by thematic titles which relate directly to the subject 

matter or objective of a text. Thus, Karhulahti’s determination of kinesthetic video game 

mechanics suggests that they are aporetic rhematic, or challenges devoid of any thematic 

meaning of their own.  

Negotiations players have with games can be referred to (or given meaning) as 
‘conflicts,’ ‘fights,’ ‘struggles,’ et cetera, yet these are not meanings in a thematic 
sense. While semiotic context may, and often does, charge these negotiations with 
thematic potential, an actualization of that potential is optional in terms of 
persuasive success. In this sense, the rhetoric of gaming is fundamentally empty 
in meaning, a rhematic (Karhulahti, 2013, para 4). 

It is not Karhulahti’s interpretation of Genette that I take issue with, but what he ascribes 

rhematic to. In an unpublished manuscript I wrote in 2019, I argued by way of procedural 

rhetoric, SDT, and presence, that kinesthetic video game mechanics do present themes of 

their own outside of those already highlighted by the narrative or aesthetics of the game; I 

think this will be clear in parts of my analysis. The reason this is pertinent is that I am 

still working within the confines of Karhulahti’s definition of kinesthetic mechanics, and 
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I believe an analysis of this definition is in order. It is important to note that Karhulahti 

purposefully veers from previous approaches to video rhetoric such as those of Salen, 

Zimmerman, and Bogost. 

The rhetorical properties specific to the videogame are sought in the actual 
empirical encounters that occur when players take on game challenges. As 
opposed to a practice of ‘making claims or arguments about things’ (Bogost, 
2008, p. 123), gaming will be examined as autotelic persuasive performance; as a 
rhetoric with no claims, arguments, or extractable thematic meaning (Karhulahti, 
2013, para 3). 

I, however, do recognize Salen and Zimmerman’s approach to play as an 

exploration of the possibility space, and suggest that the autotelic vicarious performance 

at work in kinesthetic games is all a part of Bogost’s process. In fact, I do not see 

gameplay as autotelic. I believe that gameplay does serve a purpose apart from itself. 

Look only to research on gameplay creating better cooperation (Velez et al., 2014), or 

Bavelier’s work on the benefits of playing action games (Bavelier, 2012). Due to 

Karhulahti’s rejection of Salen and Zimmerman, he refuses to see kinesthetic gaming as 

anything other than a challenge rather than viewing it as play. He suggests that video 

games provide two different types of challenges: kinesthetic and non-kinesthetic – he 

even goes so far as to suggest that the term gaming is an appropriate term to encompass 

both and that they should have taxonomically different designations, a notion I am not 

entirely opposed to. It is from this distinction between kinesthetic and non-kinesthetic 

challenges that Karhulahti generates his definition:  

The difference between kinesthetic and non-kinesthetic gaming challenges is 
found in the vicarious moment that condenses in the player’s input: a gaming 
challenge is kinesthetic if altering the input device alters the nontrivial effort that 
is required to overcome it. Needless to say, this excludes input devices the 
operation of which is a challenge itself…In kinesthetic challenge the required 
nontrivial effort is at least partly psychomotor, whereas in non-kinesthetic 
challenge the required nontrivial effort is solely cognitive. If altering the input 
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device alters the required nontrivial effort, the challenge is kinesthetic. 
Kinesthetic challenge entails time-critical performance, and non-kinesthetic 
challenge entails time-free performance, both in either time-critical or time-free 
frameworks (Karhulahti, 2013, para 16).  

Karhulahti puts heavy emphasis on time constraints, triviality, and input device. 

His emphasis on input device is to suggest a later point he makes about these kinesthetic 

challenges being patterns and that their mode of input can be different, while the pattern 

remains the same, thus rendering them indistinct and supporting his claim that they have 

no theme. I wholeheartedly disagree with his view but will not spend the time here to 

refute it, instead pointing to my analysis to speak for itself. It is his specificity of non-

triviality and time constraint that I do agree with. Working from Karhulahti’s baseline, I 

define kinesthetic mechanics as video game mechanics that require psychomotor skills 

for non-trivial, dexterous, time and space constrained inputs. 

Kinesthetic Spectatorship 

With rhetorical methodology in mind, I reason that the vicarious and performative 

nature of kinesthetic video game mechanics would be important to address; in order to do 

so, I turned to Stanton Garner, Jr.’s book Kinesthetic Spectatorship in the Theatre. 

Throughout the book, Garner Jr. addresses the phenomenological, cognitive, and 

neurological implications of performance and motion and the vicarious experience 

thereof. Garner Jr. also stresses his preference for Husserlian phenomenology, as well as 

the perception-based phenomenology suggested by Merleau-Ponty. Garner Jr. also asserts 

that his book intends to utilize both phenomenology and the cognitive sciences to inform 

one another. A brief primer on phenomenology is in order:  
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 Derived from the Greek words phainomenon and logos, phenomenology means 

the study of things shown. Founded by Edmund Husserl in the 20th century, 

phenomenology began as a means of critiquing the Cartesian Methodic Doubt which 

spanned from what is known as Descartes’ cogito: I think, therefore I am. Whereas 

Descartes was uncertain of the existence of the outside world beyond the thinking self, I, 

Husserl concerned himself with the thinking self’s ever-present consciousness of the 

outside world. Husserl insisted that consciousness is always conscious of something other 

than itself (PHILO-notes, 2017, Dec 26). Phenomenology is defined by the Stanford 

Encyclopedia of Philosophy as:  

The study of structures of consciousness as experienced from the first-person 
point of view. The central structure of an experience is its intentionality, its being 
directed toward something, as it is an experience of or about some object. An 
experience is directed toward an object by virtue of its content or meaning (which 
represents the object) together with appropriate enabling conditions. (Smith, 
2013). 

To put it more simply, phenomenology is the study of human experience from the 

subjective, first-person perspective. Phenomenologists study how the consciousness of 

the subject – the conscious self - reacts to or is affected by perceivable phenomena in the 

outside world. Husserlian phenomenology is characterized by intentionality. “In 

philosophy, intentionality is the power of minds and mental states to be about, to 

represent, or to stand for, things, properties and states of affairs” (Pierre, 2019). My 

understanding is that intentionality has to do with directing the consciousness towards 

phenomena; like being aware of a barking dog; or, say, playing a video game. This 

dovetails with the notion of Epoché, another pillar of Husserl’s early work which 

essentially refers to “bracketing” off one’s presupposed notions of a phenomenon, as well 

as possible interferences, in order to experience the purest form of consciousness directed 
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towards said phenomenon. Merleau-Ponty differs from Husserl in his emphasis on the 

body. Merleau-Ponty did not see the mind and body as separate entities, as Descarte did 

and as did many then-contemporary philosophers; rather, he focused heavily on our 

image of our bodies, looking at early psychological experiments with amputees and their 

reports of phantom limbs. Merleau-Ponty developed a perceptional phenomenology 

dependent on body image making it highly pertinent to kinesthesia and kinesthetics. 

Having provided the philosophical background, I can begin to examine Garner Jr.’s work 

more deeply.  

 In addition to the concept of intentionality taken from phenomenology, 

Kinesthetic Spectatorship in the Theatre introduces ideas on the rhetoric of movement, 

self-movement, animateness, motility, and kinesthetic perceptions including kinesthetic 

empathy, and kinesthetic awareness, that I find useful to my claims. Kinesthetic 

Spectatorship in the Theatre “insists that our response to other’s movements forms part 

of our broader sensorimotor attunement with our environment” (Garner Jr., 2018). 

Garner Jr. does a good job of highlighting the importance of movement in human 

society. He makes the interesting observation that we often think in kinetic terms: 

thoughts racing, memories resurfacing, someone feeling down, are all examples of this. 

There is also a commentary on our own psychomotor response to vicarious experience, 

such as wincing or tensing up when you see someone who is about to get hurt. This 

phenomenon is also seen in video game players who may lean their torso to one side 

when taking a tight turn in a race; or wrenching a controller upwards in an attempt to 

reach a higher point at the end of a jump. The text often refers to the work of 

phenomenologist Maxine Sheets-Johnstone who reminds us that we are born with a 
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“primal animateness… [through which] we literally discover ourselves in movement” 

(1999); supplemented by Garner Jr.: “Infants as young as fourteen hours old are able to 

imitate the head movements and tongue protrusions of adults” (2018). This comes as 

commentary on the text’s opening discourse between a school of thought known as 

kinesthetic empathy and the scientific discovery of mirror neurons. Kinesthetic empathy 

“describes the ability to experience empathy merely by observing the movements of 

another human being” (Reynolds & Reason, 2012), while mirror neurons – discovered by 

a team of scientists led by Dr. Giacomo Rizzolatti - describe neural networks in humans 

that activate in the same manner when “goal-directed movement is observed, and when it 

is executed” (Garner Jr., 2018). Kinesthetic Spectatorship in the Theatre looks to the 

work of the more phenomenologically inclined kinesthetic empathy, as well as research 

into mirror neurons to provide a useful kinesthetic vocabulary.  

 In his text, Garner Jr. describes the phenomenon of animateness. Derived from the 

word animate, it is defined in adjective form by the Oxford Dictionary as “endowed with 

life, living, alive; (esp. in later use) alive and having the power of movement, like an 

animal.” He, as well as Sheets-Johnstone, refers to humans as animate beings, who prefer 

animate movement. To support this claim, Garner Jr. cites the point-light display 

experiments introduced by psychophysicist Gunnar Johansson (Garner Jr., 2018, 

Location No. 605). In Johansson’s point-light display experiments, a moving human 

figure would be filmed with lights attached to their joints. The filmed lights are then 

displayed on a dark background. Without motion, the lights appear to create a random 

shape, but when the film is played, the animate, biological motion is immediately 

recognizable to test subjects. Subjects can recognize the motion of a biological figure 
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with fewer dots, through noisy backgrounds, and even claim to know more personal 

details of the moving figure such as sex, age, intention, emotions, and even identity. 

Human perception of biological movement is based on “experience and expertise” 

(Garner Jr. 2018).  Our animateness, by way of our motility – or capability to move – 

gives way to what Garner Jr. refers to as self-movement: 

In self-movement I understand myself to be the agent of my movement, and I 
experience my movement as purposive. Movements so defined can be 
distinguished from the many other movements that comprise my motility. These 
include the automatic, largely unconscious movements made by the body’s 
interior organs…They include, as well, the realm of involuntary movements that 
human bodies make… By contrast, the movements that characterize intentional 
human interaction with the environment—and that most preoccupy theatre and 
dance as movement mediums—are marked by a sense of agency. With self-
movement, I experience myself as the owner and initiator of my movements. Self-
movement in this specific sense is characterized by a number of qualities, or 
aspects. Kinesiologists Barbara A. Gowitzke and Morris Milner list the elements 
of voluntary movement as follows: initiation; regulation of speed, force, range, 
and direction; and termination of movement (Garner Jr., 2018, Location No. 
1085-1099). 

Based on concepts presented by Garner Jr. I argue that movement through non-

kinesthetic mechanics in video games has an automatic, mechanical sensation 

different from the biological animateness of self-movement experienced through 

kinesthetic mechanics. Whereas Garner Jr. claims that the kinesthetic perceptions of 

self-movement can be both purposeful and joyously spontaneous, I believe that non-

kinesthetic mechanics allow only for purposeful movement and lack the creative and 

joyous spontaneity found through kinesthetic mechanics. This disparity in perception 

would make humans more inclined to the more animate kinesthetic mechanics thus 

heightening their overall rhetorical potential. 

The vicarious aspect of kinesthetic spectatorship is explained by Garner Jr. by 

confronting the phenomenological I can, with I cannot, in a phenomenon he refers to as 
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kinesthetic resonance. Interestingly, this is very similar to the concept of play explained 

by Salen, Zimmerman, and Bogost that I covered earlier: what one can do versus what 

one cannot do, due to a system of constraints, or “what lies in my ability as an embodied, 

intentional being with what bounds it” (Garner Jr., 2018). Kinesthetic resonance attempts 

to explain vicarious sensations garnered from observing movement. For Husserl, I can is 

“the perceived ability that is necessary if one is to act. [It] depends on motility and 

kinesthetic awareness…[resting] on social and ideological structures that constrain its 

field of operation. This constraint is both liberating and inhibiting” (Garner Jr., 2018). In 

the text, Garner Jr. describes his observation of a graceful dance routine that his 

constrained motility and experience could never physically achieve. His imagination, 

however, is free to explore the possibilities of I can: 

In such moments, my kinesthetic imagination plays freely with I can, projecting 
me into a realm of movement possibility that frees me from my inflexible body’s 
limitations (its I cannot) by vicariously eclipsing them. At the same time, this 
feeling of liberation—of moving more freely [than] I ever could in reality—is 
shadowed by my awareness of the dancer’s exertion, even—and especially—
when it appears effortless (Garner Jr., 2018, Location No. 2296). 

 It is my opinion that this account of kinesthetic resonance, playing freely with I 

can and I cannot, is an accurate account of my own experience in engaging with highly 

kinesthetic video game mechanics. Physically, I would never be able to double jump or 

swing around a sword as large as my own person as though it were light as a feather, but 

my in-game avatar can; and because my in-game avatar can, I can imagine myself able to 

do so. Kinesthetic video game mechanics take this imaginary kinetic agency one step 

further by granting the player the ability to control these actions. This connection to the 

player’s avatar leads me to my next section on media enjoyment and narrative persuasion. 
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Immersion, Narrative Persuasion, and Media Enjoyment  

This final section of the literature review will recall self-determination theory and 

look at concepts of media enjoyment and engagement to further expound upon 

immersion, motivation, elaboration, and enjoyment as they pertain to my claims. This 

section will discuss theories in the field of narrative persuasion and media enjoyment 

including transportation, identification, and self-presence to analyze how they 

complement and are complemented by kinesthetic video game mechanics.  

 In 2012, Przybylski et al. published a research study with the intention of 

exploring intrinsic motivation as it pertains to playing video games. Utilizing previous 

psychological research on well-being and self-esteem (Rogers & Dymond, 1954), as well 

as SDT, Przybylski et al. suggested that video games that fostered congruence between a 

person’s actual-self and their ideal-self – similar to Garner Jr.’s I can/I cannot - would 

increase a player’s intrinsic motivation to continue playing. Immersion and identification 

would serve as moderators of persuasion that deepen the game’s ability to be enjoyable 

and motivate the player. The study showed that greater convergence between a player’s 

game-self and ideal-self caused greater intrinsic motivation and fulfillment of the 

psychological needs of SDT. This finding supports previous studies suggesting that 

humans will naturally seek out opportunities to reduce discrepancies with their ideal-self 

characteristics (Deci & Ryan, 1985; Higgins, 1989; Rogers & Dymond, 1954). 

Findings at both within-subjects and between-subjects levels of analysis indicated 
that the experience of ideal-self characteristics during play was associated with 
increased motivation to play video games and accounted for variability in 
postgame emotion…This finding lends support to a position held by many 
interactive-media researchers: that immersion in virtual environments is a key to 
identification…Future research can extend our work by examining the 
mechanisms and features through which games provide opportunities for 

https://journals.sagepub.com/stoken/rbtfl/0qkVrITXs4I8c/full
https://journals.sagepub.com/stoken/rbtfl/0qkVrITXs4I8c/full
https://journals.sagepub.com/stoken/rbtfl/0qkVrITXs4I8c/full
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immersion and for the expression of ideal-self characteristics (Przbylski, et al., 
2011, para 32). 

My qualitative analyses of video game play presented in this thesis is likely to show that 

the results of this study are highly supportive of my claims. The target games for this 

study seemed to be mixed between kinesthetic and non-kinesthetic, including games such 

as The Legend of Zelda, Team Fortress 2, Peggle, Final Fantasy, World of Warcraft, and 

Bookworm. I believe that kinesthetic mechanics are responsible for fostering deeper 

sensations of immersion, identification, and fulfilling the needs of SDT more than non-

kinesthetic mechanics. This exploration of “mechanisms and features through which 

games provide opportunities for immersion and for the expression of ideal-self 

characteristics” is directly referred to in the literature as above. Kinesthetic mechanics 

allow for this expression of ideal-self characteristics more strongly than non-kinesthetics.  

Przybylski et al. conflate their definition of immersion with presence: the illusion 

of non-mediation (Lombard & Ditton, 1997). Immersion is defined by the Oxford 

Dictionary as “the state of being completely involved in something.” This is also known 

as psychological or mental immersion which emphasizes a person’s cognitive devotion to 

whatever they are being immersed in. This is in contrast to perceptual immersion which 

is concerned with sensory levels of immersion (Lombard & Ditton, 1997). The intention 

in Przybylski et al.’s study was to see if a player was in such a deep state of involvement 

that they no longer notice the mediation by which they were engaging with a game. 

Identification is defined by Cohen (2001) as:  

A mechanism through which audience members experience reception and 
interpretation of the text from the inside, as if the events were happening to them. 
Identification is an imaginative process through which an audience member 
assumes the identity, goals, and perspective of a character (2001, p.1).  
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Cohen cites various studies (Basil, 1996; Huesmann et al., 1984; Maccoby and Wilson, 

1957) that highlight the persuasiveness of identification. If you strongly connect with a 

character in a narrative by way of their goals, mindset, aesthetics, or even just wanting to 

be like them, you are susceptible to experiencing identification with that character. The 

intentional, animate, and enthymematic control options afforded by kinesthetic 

mechanics allow for a greater chance at identifying with said character.  

Transportation, similar to presence and a prerequisite for identification, is a form 

of narrative persuasion. An individual can be considered transported into a narrative 

world when they have completely suspended their disbelief. In the words of Green, 

Brock, and Kaufman (2004):  

Transportation into a narrative world may be a prerequisite for identification with 
fictional characters. Central to the process of identification is the adoption of a 
character’s thoughts, goals, emotions, and behaviors, and such vicarious 
experience requires the reader or viewer to leave his or her physical, social, and 
psychological reality behind in favor of the world of the narrative and its 
inhabitants (2004, p.318). 

According to Green, Brock, and Kaufman, a transported individual is enjoying a piece of 

narrative media to the point that they have completely bought in to the conceit of the 

narrative story world, and their own reality has fallen away. Transportation is possible 

through both hedonic and eudaimonic enjoyment of narrative media as well. This means 

that whether you are enjoying the primal carnage of an action movie or interrogating the 

difficult and uncomfortable themes of a serious drama, you can be just as likely to be 

transported. Transported audiences have also shown “more story-consistent beliefs and 

opinions than their less transported counterparts” (Green, Brock, and Kaufman, 2004, p. 

313), I understand this as a greater likelihood to elaborate on thematic messages of 
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media, underlining the persuasive strength of transportation. Based on the literature, I 

argue that kinesthetic mechanics are more transportive than non-kinesthetic mechanics.  

 Nabi and Kremar differentiate media enjoyment from simply liking by referring 

to the experience of engagement with a piece of media as a whole. You may like the story 

of a film you are watching, but you may not have enjoyed the film because your seat was 

uncomfortable, or maybe you did not enjoy the way the film was shot. In my experience, 

kinesthetic video game mechanics have increased my enjoyment through SDT need 

fulfillment and self-presence. Rabindra Ratan writes that “the experience of self-presence 

involves using a virtual self-representation as if it were integrated with the physical self” 

(2011). Taken from the concept of presence (Lombard & Ditton, 1997), self-presence 

suggests a psychological state in which mediated virtual representations of self are taken 

as real or non-mediated. This includes emotion, body schema, identity, and sensation 

(Ratan, 2013). Ratan breaks down self-presence into three different categories: proto, 

core, and extended based on Riva, Waterworth & Waterworth’s layers of presence 

(2004). Proto self-presence refers to how deeply a virtual representation of self is 

integrated into one’s body schema. Ratan suggests that high proto self-presence would be 

experienced through ease of interaction with a virtual representation. The means by 

which you are controlling a virtual avatar or interacting with a virtual medium would 

come so instinctively that your cognition could easily be convinced that the avatar or 

representation is an extension of your body, making it a part of your body schema. Due to 

their non-trivial nature, it is unlikely that ease of interaction will be initially experienced 

through kinesthetic mechanics. Proto self-presence with a virtual avatar or representation 

can develop by strengthening the skill needed to execute and control the avatar’s complex 
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actions; incidentally, this would fulfill the SDT need of competency. I believe based on 

my gaming experience that there is some authenticity to the idea of complex abilities in 

the game world requiring practiced skill to execute, thus deepening the player’s conceit 

that this world is real and creating a stronger sense of immersion. 

         The next form of self-presence is core self-presence. Core self-presence is 

experienced through emotional response elicited by interactions experienced through the 

self-representation or avatar. High levels of core self-presence manifest through 

physiological emotional reactions such as gasping when in shock or frowning at negative 

information. Finally, extended self-presence deals with identity. High levels of extended 

self-presence are caused by a self-representation aligning with important and personal 

facets of a player’s identity or ideal-self. Extended self-presence is easily found in any 

video game that utilizes a character creator. Due to self-presence being a psychological 

sensation where virtual representations of self are seen as real and extensions of oneself, 

the congruence of game-self and ideal-self has a deeper psychological effect when the 

player is experiencing self-presence.  

 In 2018, Jonathan van’t Riet et al. published a research study designed to compare 

the effects of a “persuasive digital game” to those of non-interactive media. The study 

specifically scored persuasiveness across three different parameters – immersion, 

identification, and willingness to help. In this study, immersion and identification served 

as mediators of persuasive effects; interactivity creates persuasiveness, which could then 

be scored based on levels of immersion and identification. Immersion here is defined as 

the player’s motivation to play a game, based on (Crutzen, Van ’t Riet, & Short, 2016). In 

their own words: “we assessed immersion as a mediator of the persuasiveness of 

https://www.tandfonline.com/doi/full/10.1080/01973533.2018.1459301
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persuasive games, reasoning that the interactivity of persuasive digital games will lead to 

increased immersion and that increased immersion will lead to a stronger persuasive 

effect of playing the game” (van’t Riet, et al., 2018), a statement that I cannot help but 

agree with. The study has a basis in construal level theory (Liberman & Trope, 1998), 

which suggests that information received in short temporal and/or social distance from 

the individual will be processed quickly and attentively. The conceit here is that 

information received interactively has a short social and temporal distance from the 

player because interactivity constantly engages the player.  

The video game the researchers chose was a game by the name of Against All 

Odds in which the player assumes the role of a refugee from an unnamed, war torn 

country. The game was made in association with Games for Change with the intention of 

persuading or influencing players – making it a persuasive game – to reach a level of 

empathy, influenced by immersion and identification, that could translate to a real-world 

willingness to help refugees. What I find interesting and pertinent about this study is that, 

like the Przybylski et al. study before it, the researchers suggest “future research should 

focus on the game characteristics that contribute to the game’s persuasiveness. Possibly, 

games that satisfy players’ need for competence to a greater extent may be able to exert a 

greater effect” (van’t Riet, et al. 2018). I suggest that kinesthetic mechanics are the 

persuasive characteristics this study’s authors may have been looking for. Against All 

Odds is no longer playable through Games for Change, and my attempt to reach the 

developers at the United Nations High Commissioner for Refugees (UNHCR) has not 

been met with a response. What I can gather from the available information is that the 

game seems to be a simple, 2D, point and click adventure game – non-kinesthetic. I 
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believe it is due to this reason that Against All Odds received the lowest scores for 

immersion when compared to text and film in van’t Riet’s study.  

To summarize, video games create meaning through a unique form of rhetoric 

known as procedural rhetoric – creating meaning through process. I believe kinesthetic 

video game mechanics can impart greater meaning through the process of learning and 

mastering them. I define kinesthetic mechanics as video game mechanics that require 

psychomotor skills for non-trivial, dexterous, and time constrained inputs. A common 

form of rhetoric that video games like to employ is known as enthymeme. An enthymeme 

is a form of syllogism that presupposes a premise, leaving the player to deduce what is 

not revealed. Considering the concept of enthymeme presented here, I argue that 

kinesthetic mechanics allow for a greater depth and breadth of enthymemes during 

gameplay, giving them greater rhetorical potential than non-kinesthetic mechanics. 

In addition to procedural rhetoric and enthymeme, the persuasive potential of 

kinesthetic mechanics is informed by the vicarious and performative characteristics of 

kinesthetic spectatorship. These characteristics include: animateness, intentionality, 

kinesthetic empathy, and kinesthetic resonance. I argue that kinesthetic empathy and 

resonance are more thoroughly expressed through animate and intentional kinesthetic 

mechanics. Non-kinesthetic mechanics will prove to have an automatic and mechanical 

nature that is not indicative of the biological and intentional motion of animate beings.    

Finally, kinesthetic video game mechanics also allow for greater narrative 

persuasion through immersion, identification, transportation, and self-presence. Based on 

the literature, I believe this thesis will show that these forms of enjoyment-based, media 

rhetoric are strengthened by kinesthetic mechanics and weakened by non-kinesthetic 
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mechanics. For the purposes of this thesis, I have included my definition of immersion: I 

consider immersion a prerequisite for narrative transportation, identification, and 

self-presence; if a player is showing signs of any of these effects, they can be 

considered immersed. Before these deeper cognitive layers of immersion though, I 

will also consider a player who is deeply focused on a game and motivated to play as 

immersed as well. Furthermore, any sign that a player has suspended their disbelief 

to engage with the conceit of a game for the purposes of deeply focused play suggests 

immersion. If the player engages with or elaborates on the ideas and messages of the 

game, whether they agree with those messages or not, they can be considered 

immersed. In this way, the game has utilized its rhetorical methods to persuade the 

player and immersion is an indication of persuasion. This definition borrows from 

both relevant research studies as well as the Oxford definition and will serve as a 

standard by which I judge persuasion during my qualitative analysis. Further, the intrinsic 

motivation granted by fulfillment of the three psychological needs described by self-

determination theory (SDT) – autonomy, competency, and relatedness – will serve as a 

determining factor of immersion, motivation, and enjoyment, thus indicating persuasion. 

The levels of media enjoyment associated with identification and transportation make it 

more likely for an individual experiencing this level of enjoyment or immersion to 

elaborate on the themes and messages of the media form they are engaged with (Green, 

Brock, & Kaufman, 2004). If an individual engages in elaboration on the themes and 

messages of a media artifact, that media artifact can be considered persuasive.  

For the purposes of this thesis, I will be looking for correlations across what I 

believe to be the persuasive elements of kinesthetic video games – procedural rhetoric, 
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enthymeme, animateness, intentionality, and the ability to cause immersion, 

transportation, identification, or the motivational fulfilment of the needs of SDT. I will be 

writing an autoethnographic, personal narrative of my experience in playing a kinesthetic 

video game and a non-kinesthetic video game to expound upon the persuasive or 

rhetorical potential of each game. I will then cross reference my experience with the 

reported comments of users and professional reviewers in the online video game 

community, as well as direct statements from developers sharing their opinions on how 

and why these games are persuasive. I will use discourse analysis to analyze the 

comments of players and developers. I hope to see if there is some correlation between 

my own beliefs, what is held as significant by the community, and what the developers 

believe it is that makes their games persuasive. I hope to show how different ludic 

elements – kinesthetic or non-kinesthetic mechanics – can affect the persuasiveness of a 

given game.  

Based on the arguments I make in my literature review, I hypothesize that my data and 

analysis will show:  

1. Kinesthetic video game mechanics will make a game more persuasive than non-

kinesthetic mechanics. 

2. Non-kinesthetic video game mechanics allow for less affordance based and 

enthymematic persuasion making them less immersive, and thus, less persuasive 

overall. 
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3.  Non-kinesthetic video game mechanics are less persuasive due to a lack of 

animateness and intentionality in their animations, as well as a general lack of 

kinesthetic resonance. 

4. Due to a lack of direct, intentional control, non-kinesthetic video game mechanics 

do not allow for the sensations of self-presence, transportation, or identification as 

strongly as kinesthetic video game mechanics do. 

5. Non-kinesthetic video game mechanics are not as intrinsically motivating as 

kinesthetic video game mechanics because they do not fulfill the needs of SDT – 

competency, autonomy, and relatedness - as well. 
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CHAPTER 3 

METHODS    

 In this section I give an overview of the methods of qualitative analysis that I 

utilized to explore my claims. These include discourse analysis, autoethnography, and 

interaction mapping.  

Discourse Analysis  

 In order to make determinations regarding persuasiveness of the reported 

experiences of video game play by both the game developers and the video game playing 

community, I will be utilizing discourse analysis. The concept of discourse analysis 

builds on the foundational work of Foucault (1970) who states that:  

Discourse in general, and scientific discourse in particular, is so complex a reality 
that we not only can, but should, approach it at different levels and with different 
methods (p. xv). 

In keeping with Foucault’s complex and varied ideation of discourse, Schiffrin, 

Tannen, and Hamilton (2001) define three main categories of discourse: “(1) anything 

beyond the sentence, (2) language in use, and (3) a broader range of social practice that 

includes non-linguistic and non-specific instances of language” (p. 1). Similarly, Gee 

(2015) points out three forms of discourse analysis: First, discourse analysis “studies how 

things are said and written” (p. 18) from the perspective of syntax and linguistics. 

Second, “discourse analysis studies how sentences connect, combine, and pattern across 

the sequence and flow of time in written or spoken language used in different contexts 

and situations” (p. 19). This second form refers to Schiffrin et al.’s “language in use” or 

what Gee calls “situated meaning” (p. 19). Third, discourse analysis is “related to the 
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study of cultures and social groups that share knowledge and practices with each other” 

(p. 19). This third form of discourse analysis is politically charged and focuses on how 

uses and interpretations of language affect systems of power. Hodges, Kuper, and Reeves 

(2008) categorize these three forms of discourse analysis as “linguistic,” “empirical,” and 

“critical” discourse analysis respectively.  

For the purposes of this thesis, I have engaged in empirical discourse analysis, 

focusing on language in use, or Gee’s “situated meaning.” Following Hodges et al. 

(2008), my sources of data will be “samples of written or oral language and texts; and 

data on the uses of the text in social settings.” My analysis then consists of 

“microanalysis and macroanalysis of the ways in which language and/or texts construct 

social practices” (p. 571). The “text” of the discourse I have analyzed consists of 

interviews and presentations from video game developers, video game reviews from 

players, and professional video game reviews from critics. I have analyzed the language 

used to describe the subjective claims in experiencing the “social practices” of 

developing video games, playing video games, and being persuaded by video games. I 

will then categorize the language used amongst my five rhetorical methods – Immersion 

and self-presence, SDT motivation, kinesthetic resonance, narrative persuasion, and 

affordance and enthymeme – in order to analyze and correlate intended experiences of 

persuasion and reported experiences of persuasion. 

To exemplify empirical discourse analysis in the realm of video game studies, I 

look to Toh (2015) whose dissertation presents a multimodal discourse analysis of video 

games to develop a ludonarrative model of gameplay interpretation. The empirical mode 

of his study  
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Focuses on the players to understand how they interpret the relationship between 
narrative and gameplay based on their interaction and interpretation of the 
multimodal semiotic resources (language and visuals) (p.74).  

In this way, my thesis and Toh’s dissertation are similar in that we are both discursively 

analyzing language used by players in describing their interpretation of video game play. 

He specifically examined interpretations of ludonarrative, an element of video game play 

that is important to my own study in that the narrative of one’s own play is instrumental 

in creating an immersive environment, and ludonarrative dissonance can certainly work 

against immersion; but this element is not deeply detailed within my thesis. I, on the 

other hand, am looking at a broader range of persuasive elements.              

Autoethnography 

 The second method that I utilized in this thesis is autoethnography. 

Autoethnography is defined in the International Encyclopedia of Communication 

Research Methods as: “a research method that uses personal experience (“auto”) to 

describe and interpret (“graphy”) cultural texts, experiences, beliefs, and practices 

(“ethno”)” (Adams, Ellis, & Holman Jones, 2017, p. 1). Autoethnographic researchers 

seek to better understand cultural events or phenomena by reflecting on their own past 

experiences. The autoethnographic researcher records a first-person account of these 

experiences and, by combining autobiography and ethnography, they create a narrative 

with the goal of having an empathetic effect on the reader. This allows for an insider and 

intersectional perspective of more esoteric and abstract ideas and sensations to be shared 

(Bruner, 1993; Croucher & Cronn-Mills, 2015, p. 137-138; Denzin, 1989; Ellis, 2004; 

Holman Jones, 2005; Spry, 2001). 
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 Ellis and Bochner (2000) stress the importance of shifting away from the 

contemporary conformity of academic writing. They assert that narratives can be more 

evocative than neutral observations, and that some phenomena cannot simply be 

measured by quantitative means. In reference to examining video games through the lens 

of autoethnography, Kout (2019) suggests that “writers/researchers bring experiences to 

consciousness through articulating thoughts and feelings” (p.68). Kout is one of few 

examples of autoethnography utilized in the study of video games. Others include Chen 

(2016) and Borchard (2015). Borchard (2015) utilizes autoethnographic introspection to 

“think about how individual game play involves [the player’s] mental integration into a 

virtual environment” and interrogate the ideologies of identity and marginalization in 

both the Grand Theft Auto series, and Super Columbine Massacre RPG!. Borchard’s 

individualistic “mental integration” is similar to the concept of immersion that I look for 

in this thesis. I make special mention of Kout because he, like me, utilizes personal 

narrative specifically as his autoethnographic method. Kout borrows from Ellis (2004) to 

define personal narrative in which researchers “view themselves as the phenomenon,” 

writing “evocative stories specifically focused in their academic as well as their personal 

lives” (p. 45). These autoethnographic researchers hope that the topics of their writings 

“matter and may make a difference” (p. 46). Personal narrative fits perfectly for my 

thesis. Video games, and more specifically my preference for kinesthetic mechanics, are 

both a significant part of my personal life, and the focal point of my academic studies. I 

also include an account of “sensory and emotional experience” (Ellis, 2004, p. 46) during 

my personal gameplay. In order to analyze their work, autoethnographers use a process 

known as reflexivity in order to come up with introspective epiphanies. This process is 
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characterized by imagery such as “bending back” or “looking inward and outward” (Ellis, 

2004, p. 37). Kout (2019) describes reflexivity as  

The capacity to question one’s experiences and translate a process through which 
personal stories are reflected through and upon in order to validate them. The 
process of reflexivity allows writers to draw meanings that go beyond personal 
accounts and towards an understanding of culture and of our world (p. 65-66). 

I believe that it is likely that my autoethnographic account of my gameplay experience 

will allow me to interrogate which aspects of kinesthetic or non-kinesthetic video games 

mechanics are more or less persuasive to me.  

Qualitative Analysis of Video Games 

 In 2006, Consalvo and Dutton presented a “methodological toolkit for the 

qualitative study of games.” In this article they cite scholars such as Konzack (2002), 

who intended to create a typology for video game analysis by presenting seven “layers” 

by which a game must be analyzed. Consalvo and Dutton, however, suggest that these 

layers “conflate many elements,” and “little is offered in the way of suggestions for how 

to analyze these particular elements” (para. 5). They also make mention of Aarseth 

(2003), who argued that to conduct a qualitative study of a game, “we can study the 

design, rules and mechanics of the game… we can observe others play, or read their 

reports and reviews… [or] we can play the game ourselves” (p. 3). Consalvo and Dutton 

(2006) go on to point out that Aarseth’s main point was not to suggest a methodology but 

to assert the importance of both playing a game and seeking out as much information as 

possible about it from other sources. I believe my thesis will show that I have followed 

Aarseth’s suggestion. I present extensive backgrounds on the games I have chosen to 

analyze including discourse on both their development and reception, as well as the 
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general structure of the games themselves. Consalvo and Dutton’s article serves yet a 

greater purpose for this thesis in validating the importance of two tools for qualitative 

analyses of video games; interaction mapping and gameplay logging.  

 As I mentioned, Consalvo and Dutton (2006) intended to a create a new 

“methodological toolkit.” This toolkit consists of four areas of analysis that “represent the 

components of a game most relevant for play,” and they “allow for comparison across 

games, to help researchers start to identify larger patterns in games and/or genres” (para. 

9). This is significant to this thesis as it entails a cross-genre comparison of gameplay 

mechanics. These four areas are: object inventory, interface study, interaction map, and 

gameplay log. Object inventory and interface study are fairly self-explanatory. Object 

inventory refers to the design of objects – both aesthetically and functionally – that are in 

or can be placed in the player’s inventory, whereas interface study suggests elements of 

discursive importance in a game’s interface. These elements include the player’s health 

bar or a running score that remains on screen. Interface study will come up often in my 

data and analysis, but object inventory is rarely mentioned within my data set. I do not 

find this element necessary to my study of kinesthetic and non-kinesthetic video game 

mechanics.   

 I find interaction mapping and gameplay logging to be Consalvo and Dutton’s 

(2006) most significant areas of analysis for my thesis. Interaction mapping examines 

“the choices that the player is offered in regards to interaction - not with objects, but with 

other player characters, and/or non-player characters (NPCs)” (para. 23). To exemplify 

interaction mapping, Consalvo and Dutton suggest that the researcher maps the full series 

of dialogue choices throughout a given game. For my thesis, I have mapped an extensive 
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list of the player’s input-based interactions and the controller layout in the games I have 

chosen to analyze. This allows for a thorough investigation of their range of kinesthetic 

or non-kinesthetic interactions which will affect levels of persuasion. 

 Gameplay logging is similar to interaction mapping in that it can show the range 

of freedom available to the player. Gameplay logging is concerned with the world of the 

game, as well as unexpected or emergent elements of play. This can come in the form of 

interactions that the developer did not expect or intend the game to have, as well as the 

“overall ‘look and feel’ of the complete world that the game constructs” (Consalvo and 

Dutton, 2006, para. 32). Emergent gameplay and the “look and feel” of the game world 

represent important aspects of persuasion that will be reflected in my data set. My own 

gameplay logging is represented by my autoethnographic personal gameplay narratives. 
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CHAPTER 4 

SITES OF ANALYSIS 

The games I have chosen to analyze are Devil May Cry 5 (DMC5) and Persona 5. 

DMC5 features kinesthetic mechanics, and Persona 5 features non-kinesthetic 

mechanics. Both myself and the community hold these games in high regard, proclaiming 

them in some cases to be the best of their respective genres (Donaldson, 2017; Peppiatt, 

2019). Both games are also recent releases: Persona 5 was released in 2017 and DMC5 

was released in 2019. These are both high budget games that are playable on the newest 

hardware; they stand equally at the pinnacle of what traditional, controller based, 

interactive media can be. At the time of this writing, DMC5 holds a review score of 88 on 

Metacritic.com – a website that aggregates professional and user reviews from around the 

internet, with professional reviews from heavy traffic websites holding significantly more 

weight than others – and Persona 5 has a score of 93. Most recently Capcom reported in 

February of 2021 that DMC5 had sold 4.1 million copies (Sinha, 2021) making it the 

best-selling game in the series. Likewise, Atlus reported sales of over 3.2 million copies 

for Persona 5 in December of 2019 (Kerr, 2019) and this is boosted by sales of the 

expanded re-release, Persona 5 The Royal, with sales surpassing 1.4 million copies in 

July of 2020 (Maher, 2020). I have played the most recent, expanded versions of both 

games for my personal gameplay analysis: Devil May Cry 5: Special Edition, and 

Persona 5: The Royal. I have not delved into any of the additions made by these 

expansions, and both games have been played on a PlayStation 5, with a DualSense 

controller. It should be noted that the DualSense controller has the same exact layout as 
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the DualShock 4 from the PlayStation 4, the console both games were initially released 

on. A primer on controller layout is in order.      

 

Figure 1 DualShock 4 (Left) DualSense (Right); Retrieved from Tweaktown.com (Strickland, 2020) 

Pictured above in Figure 1, both the DualShock 4 (left) and the DualSense (right) 

are equipped with four face buttons (X, Square, Triangle, and Circle) on the right side of 

the controller. The face buttons are often utilized for primary actions such as interacting 

with the environment, using items, attacking, etc. Opposite the face buttons is the D-pad 

(Directional Pad) which varies in its use between games. In some games it serves as a 

means by which to more precisely input directions, and in others, these four buttons allow 

for additional functionality similar to the face buttons. There are two analog joysticks, 

left and right; the left analog stick is most commonly used to control the movement 

direction of the player character, while the right stick most commonly allows for camera 

control in order for the player to change the perspective of their camera quickly. Both 

joysticks can also be depressed; these inputs are known as L3 and R3 respectively and are 

often assigned functions similar to those found on the face buttons. There are two buttons 

on the shoulders, L1 and R1, and behind those are the triggers, L2 and R2. These inputs 

can be used in a variety of ways, however L2 and R2 are almost exclusively reserved as 

the inputs for aim and fire in shooting games. There are three buttons closer to the center 

of the controller: Options, Share, and the PlayStation button. Options is near to the right 

and is used to open the game menu which allows players to access game specific settings; 
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the Share button is near to the left and is used to open the system level Share menu. The 

Share menu allows players to create custom videos and images from their gameplay or 

even broadcast gameplay in order to share with the community. At dead center is the 

PlayStation button which will bring up the system level menu. Just above the PlayStation 

button, is the touchpad. The touchpad can be swiped in the four cardinal directions for 

various inputs, and can also be depressed on the left side, right side, or center. Many 

games will utilize the depression of the touchpad in order to open the in-game map. 

Following this familiarization with the controller, I want to give a thorough background 

and description of both games so that the reader has context for gameplay and narrative.  

Devil May Cry Background and Structure 

Starting life as a prototype for a sequel to Capcom’s 1998 hit Resident Evil 2, the 

original Devil May Cry sparked a new type of third person perspective game with a heavy 

emphasis on action compared to its survival horror roots. Director Hideki Kamiya 

discovered a glitch in Onimusha: Warlords – another third person perspective Capcom 

game with roots in Resident Evil – that would allow the player to juggle their enemies in 

the air when using the right attack inputs. Kamiya would design the original Devil May 

Cry with this sense of stylish action and command of the play space in mind. The work 

Kamiya and Team Little Devils put into the original DMC would go on to inspire a 

myriad of successful games including God of War, Viewtiful Joe, Okami, and Bayonetta, 

going so far as to even inspire a new sub-genre of action games: stylish action or 

character action.  
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Figure 2 Retrieved from Store.Playstation.com. Left to right; V, Nero, Dante 

For the majority of the series, players assume the role of Dante, a half-demon, 

half-human who works as a demon hunter for hire out of his shop: Devil May Cry. Dante 

is generally seen dressed in a long red leather coat and pants, with a gun holster and a 

giant sword strapped to his back. As corroborated by the community in Appendices B, C, 

and D, Dante’s edgy dress fits well with his overly confident and devil may care attitude; 

in the narrative he so rarely lacks the power necessary to back up his taunting one-liners. 

The question then becomes whether the player can learn the game’s inputs in order to 

embody Dante, or at least learn them well enough that they can achieve some satisfying 

level of style and creativity in using the expansive combat system. Following Kamiya’s 

work on the original DMC, Capcom appointed Hideaki Itsuno to direct the series from 

the sequel onward. Itsuno’s experience with Capcom’s fighting games such as Street 

Fighter Alpha Series, Street Fighter 3, Rival Schools, and Powerstone, as well as his flair 

for chunni – a Japanese term that refers directly to an obsession with being overtly cool 

and edgy, a la Dante – would prove invaluable for the series going forward. 

The general structure of a DMC game has remained fairly intact throughout the 

series. Fully embodying the moniker “pure action game” (Itsuno, 2019; Hoggins, 2019), 

DMC’s gameplay is mainly composed of building “combos.” This heuristic and 
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enthymematic dance of combat involves responsive action and reaction as the player is 

constantly inputting commands and moving their character while trying to discern which 

inputs will lead to specific attack animations that flow into each other to best deal with 

the AI4 controlled enemies. Players must also manage resources like hit points (HP5), 

which deplete every time their character is hit with an attack and losing all of them leads 

to a “game over.” Another resource to keep track of is devil trigger (DT6), a resource that 

allows players to either empower some of their attacks or continually drain to allow the 

character to enter an empowered state where all of their attacks deal more damage, and 

they regenerate HP slowly for the duration. DMC also features some light, environmental 

puzzle solving and platforming7, such as matching keys to specific doors, or timing 

jumps between moving platforms, respectively.  

The free-flowing and dynamic nature of DMC combat that allows players to 

discover their own forms of play is complemented by the style ranking system. A staple 

of the series, the style ranking system is a non-diegetic letter grade that appears on screen 

as the player engages in combat. The system can grant letter grades ranging from D-A 

followed by S, SS, and SSS (Smokin’ Sexy Style) for the most polished of players. Your 

grade goes up based on performance; the more varied your attacks and the less you get 

hit, the better your grade. Better grades offer higher payouts of red orbs, the in-game 

currency that allows players to power up Dante and the other playable characters with 

 
4 Artificial Intelligence: Referring to any non-play characters (NPCs) or enemies.  
5 Hit points or health points: Representing the player’s total health which if depleted will result in a game 
over. 
6 Devil Trigger: An in-game resource unique to the Devil May Cry series.  
7 Platforming: A term used to refer to a specific type of gameplay in which the player must utilize 
movement mechanics – jumping, sprinting, crouching, etc. – to navigate their character across multiple 
platforms.  
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more interesting and stylish8 actions. In order to avoid subjective valuation, it is pertinent 

to analyze the terms “style” and “stylish” as these terms will come up often in the 

following discourse regarding both DMC and Persona. Merriam-Webster defines style as 

a distinctive manner of expression or a distinctive manner or custom of behaving. Oxford 

defines stylish as fashionable or attractive. I believe these two definitions work well 

together in this context as the upcoming discourse refers to style as a desirable, aesthetic 

trait that confers unique expression. The style ranking meter in DMC adds a layer of 

extrinsic motivation that pushes the player to defeat their enemies and look cool doing it. 

Technical, real time action at this level involves concepts like hit-stun, wherein either a 

character or enemy takes sufficient damage, and enters this state that prevents them from 

controlling their inertia until they have stopped taking damage for a short amount of time. 

In addition, there is animation cancelling, a technique by which the recovery frames of 

one animation can be cancelled by preemptively starting another animation. A long-time 

staple of DMC is an ability called Enemy Step that allows the player character to cancel 

nearly any of their other animations by jumping off of an enemy’s head; this requires 

practiced timing and spacing. A large online community has even developed around 

performing the most stylish combos that earn the highest grades. YouTube hosts a myriad 

of so called “combo mad” videos featuring all six entries in the DMC series. It is 

important to note that a game does not necessarily need to be an action game to have 

kinesthetic mechanics. There are examples of highly kinesthetic platformers such as the 

Super Mario Bros. series – particularly the most recent, Super Mario Odyssey – as well 

as kinesthetic puzzle games such as Portal and Portal 2.  

 
8 Style/Stylish: Unique and appealing form of aesthetic expression. 
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It is important to have knowledge of the plot for purposes of narrative persuasion 

as this thesis suggests that elements of narrative persuasion can be heightened by 

kinesthetic mechanics. All DMC games feature 20 distinct stages or levels bookended by 

cinematic cutscenes that advance the narrative. As stated before, levels may contain some 

platforming or puzzle solving, but they generally consist of open combat arenas that stop 

the player from being able to progress any further until they have defeated all the enemies 

that spawn. There are also boss fights9 that serve as epic confrontations that test the 

player’s skill and strategy. In DMC5 players take control of legendary demon hunter 

Dante, fledgling hunter Nero, and a mysterious new character named V. A new demonic 

threat has risen in Redgrave City and the heroes set out to face it head on. After a 

crushing defeat by antagonist Urizen, the heroes are beaten and scattered in the opening 

mission of the game. The clock is then rewound so that players can play through the 

events that led to Urizen’s rise to power. It is up to the player to reunite the three heroes 

and find a way to defeat Urizen. All three characters have highly distinct play styles that 

match their personalities. Nero is both straight forward and furious, feeling as though he 

has something to prove. V is slow and distant as he utilizes summoned familiars in 

combat due to his frailness. Dante, having the most experience of the three, is both deadly 

and graceful. Throughout its 20 levels, the game’s narrative explores themes including 

sibling rivalry, estranged parental relationships, obsession, not taking family for granted, 

and acceptance of oneself.       

 
9 Boss fights: Large, end stage enemies that are supposed to challenge the player and put their skills to the 
test. 
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To accentuate the sheer breadth of kinesthetic mechanics on display in DMC5, 

Appendix A, partially retrieved from Gamewith.net (2019), details all of Dante’s 

unlockable actions available to players throughout the game. In the interest of being 

concise, I have chosen to include only Dante’s actions, as not only is his list the most 

extensive – adequately making my point – but due to my own preference for this 

character and the self-presence and identification I feel from playing as him, I chose to 

focus my playtime on him (barring a small exception I will address in my 

autoethnographic analysis). Appendix A begins with the basic controller layout for 

DMC5 showing inputs on the left and resulting actions on the right. Continuing on from 

here, Appendix A then showcases Dante’s “abilities” with the name of the ability shown 

in the left column, and in right column the input is shown on top, with the resulting on-

screen action described below it. The descriptions of these actions are taken directly from 

the in-game skill menu in order to represent the developer’s intention in describing these 

skills to a new player, as well as the learning process a new player must go through when 

encountering these skills for the first time. This process engages game elements of SDT, 

enthymeme, affordance, narrative persuasion, and kinesthetic resonance. The player will 

engage with all of these rhetorical methods in discovering the various actions available to 

the character. Dante’s abilities generally represent utility actions such as his Kick Jump, 

which allows him to press his feet against a wall in order to jump off of it rather than 

utilizing his double jump ability, Air Hike. Abilities like these are useful for traversal and 

setting up different combos. For example, Air Hike can only be used once before the 

player touches the ground again so Kick Jump can be useful when a wall is nearby and 

the player needs to remain in the air either to dodge an attack or continue a combo. 



47 
 

Following the Abilities section are sections dedicated to each of Dante’s weapons. These 

sections of Appendix A are organized identically to the Abilities section.   

Persona Background and Structure  

Persona 5 is the most recent game in a long lineage of Japanese role-playing 

games (JRPGs) from Tokyo-based developer Atlus. For the uninitiated, role-playing 

games (RPGs) are games that are most often associated with earning experience points 

and “leveling up” characters as well as specific attributes such as strength, dexterity, and 

intelligence; the direct analog is Dungeons and Dragons. In contemporary RPGs, there is 

a heavy emphasis on narrative and often times the narrative interactions – such as deep 

dialogue trees rife with different paths and decisions – are more heavily emphasized than 

any other feature in the game. RPGs also contain side-quests – dalliances from the main 

scenario that help to realize the setting as an inhabited world – as well as several systems 

for customization, like leveling up and allocating statistic points or “stats” to specific 

character attributes and crafting, that make the player feel as though they are playing a 

bespoke character, or a “role,” within the world of the game. JRPGs are distinguished 

from RPGs due to their heavy emphasis on telling a story compared to Western RPGs 

that often focus more on gameplay. JRPGs are also known for their ensemble casts of 

characters that tend to join the player character as a party, and of course the many 

Japanese themes common to their art, narrative, and worldbuilding. JRPGs most 

commonly feature turn-based combat: non-kinesthetic game mechanics. 
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Figure 3. Joker (center) and The Phantom Thieves from Persona 5. Arsene depicted in the back. Retrieved 
from Megamitensei.fandom.com 

The first Persona game appeared in 1996 as an off-shoot of the Shin Megami 

Tensei (SMT) series. It was originally released as Revelations: Persona, and later 

rebranded as Shin Megami Tensei: Persona. What makes the SMT series interesting is 

that during its turn-based combat encounters with various demons, the player has the 

option to chat with the demons and resolve combat encounters through dialogue options 

rather than violence; the player could even convince demons to fight by their side making 

SMT a pioneer of the monster collection mechanic four years before the release of the 

first Pokemon games. The success of SMT, and by an extension Persona, can be traced 

back to two main figures, Atlus co-founder Kouji Okada and artist Kazuma Kaneko. 

According to Gamespot’s The History of Persona (Seipke, 2017), SMT is often 

associated with blending the real world and the occult and it was the positive reception of 

Shin Megami Tensei: If…’s use of teenagers fighting against a high school infested with 

demons that prompted Atlus to produce a video game series focused on high school 

students battling the occult, Persona. These students would endear themselves to players 

as “believable characters with relatable problems” (Seipke, 2017).  
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Figure 4 Persona 5 Control Layout Retrieved from official online manual at Atlus.com 

The Persona games are narrative driven JRPGs with many ties to occultism, 

religion, and mythology, and feature turn-based combat. Another unique aspect of this 

series is the massive social simulation at play. As previously mentioned, the games cast 

the player as a Japanese high school student and that experience would not be complete 

without having to find a way to fit into society. In the Persona games there are a number 

of non-player characters (NPCs) and active party members that the protagonist can form 

a relationship with – known as confidants in Persona 5. Through dialogue options, in-

game events, and even combat with these characters by your side, you can increase the 

protagonist’s standing or “social link” with these characters unlocking both extensive 

narrative background as well as stat bonuses and active benefits for combat. On top of 

balancing social links, Persona 3 saw the introduction of a calendar system in which the 

plot of the narrative would take place over the course of a calendar year, and the player 

would only have a limited number of activities that they could participate in each day; as 

well as a set date by which they need to complete the next story mission. This ticking 

clock structure forces the player to choose how the life of the protagonist – usually an 

unnamed allegory for the player – plays out. Do you spend time improving social stats so 

you can increase social links? Or do you spend time grinding out new combat skills so 

you will be prepared for difficult story challenges ahead? The social links serve to 
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increase relatedness through empathetic character interaction and autonomy through 

dialogue options, while the calendar system serves as a constraint to highlight autonomy 

in the form of the player having to carefully consider which activities to engage in each 

day.  

As was the case with DMC5, it is important to present significant, thematic 

elements of the narrative here. This is especially true of Persona 5 because, as will be 

shown in my analysis section, Persona 5 is first and foremost a narratively driven game. 

The titular Persona is not merely a rhematic title, the narrative themes of the series 

borrow heavily from Philosopher Carl Jung. Jung describes the persona as a “kind of 

mask.” He says that “we use this mask to confront society and the expectations it foists 

on us” (Walker-Emig, 2017). In the Persona games, the characters manifest their 

personas as ethereal, humanoid spirits to combat demonic forces. The Persona series is 

very cerebral and cognitive in its narrative. Jung’s notion of the persona acting as a 

protective mask is taken to a literal level in Persona 5, as the characters’ personas first 

appear as masks upon awakening. When the characters rip those masks off, their persona 

takes form as a humanoid apparition that can be utilized to do battle against demons 

known as shadows.  “By shadow,” Jung says, “I mean the ‘negative’ side of the 

personality, the sum of all those unpleasant qualities we like to hide” (Walker-Emig, 

2017). Shadows are the enemies found in the Persona games. As the quote suggests, they 

consist of the most negative parts of the psyche and in the Persona games they become 

stronger based on the perceptions of their real-world counterparts. These battles take 

place in a parallel dimension known as the metaverse. The metaverse is a cognitive world 

made up of Jung’s “collective unconscious”:  



51 
 

The collective unconscious is made up of a collection of knowledge and imagery 
that every person is born with and is shared by all human beings due to ancestral 
experience. Though humans may not know what thoughts and images are in their 
collective unconscious, it is thought that in moments of crisis the psyche can tap 
into the collective unconscious (Fritscher, 2020, para. 6).  

In the metaverse, the environment, denizens, and even the clothing that the characters 

wear is all shaped by people’s perceptions of themselves and the systems around them. 

Due to its subjective nature, the metaverse takes on many different forms in Persona 5. 

The most dangerous shadows are those of authority figures who abuse their power, and 

the main characters manifest their personas by finding the resolve to rebel against this 

unjust oppression.  

Joker and his comrades in Persona 5 – known in game as the Phantom Thieves – 

soon learn that affecting someone’s shadow in the metaverse can cause drastic changes in 

their real-world counterpart. The game follows this group of teenagers, the Phantom 

Thieves, each of whom has been oppressed and tormented by unfair structures of 

authority. These authority figures have deeply distorted perceptions of reality. For 

example, a teacher and coach at their school views himself as king and the school as his 

castle; a place in which all the female students and teachers wish to become romantically 

involved with him, and the athletes he coaches are subject to whatever physical torture he 

deems necessary as sufficient training. Joker and the phantom thieves use their personas 

to infiltrate the metaverse and “steal” the distorted desires of these individuals in order to 

cause a perspective shifting change of heart in their real-world counterpart. 

When infiltrating the metaverse, Joker and the Phantom Thieves engage in turn-

based combat with the shadows that they encounter there; this can often end in 

conversing with the shadow and getting them to join Joker as a new persona. These turn-
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based combat encounters make up the bulk of the game. When a combat encounter 

begins, Joker, accompanied by three other party members, is depicted standing across 

from the enemy shadows. 

 

Figure 5 Persona 5 battle menu Retrieved from VG24/7.com 

To make a clear case for the difference between kinesthetic and non-kinesthetic 

inputs, it is pertinent here to describe the non-kinesthetic nature of Persona 5’s inputs. As 

seen in Figure 5 above, nearly every button on the controller corresponds to one 

particular action when in combat. For example, the triangle button is used to summon 

your persona; doing so will cause the persona’s character model to show up behind the 

active character and a menu listing that particular persona’s skills will be shown on 

screen. Navigating this menu is handled with the directional pad which is also used to 

select an enemy target. The player can then confirm a selection within the persona menu 

by hitting the x button, or they can exit the menu by pressing the circle button. These 

inputs are not sensitive to timing or positioning because all parties have fixed positioning 

in combat. Due to the lack of timing or positioning constraints, these inputs are trivial to 

execute, making them non-kinesthetic. The only time a character will move during 

combat is in the associated animation that plays after selecting what action they will take. 

This movement does not affect the ability for the player character or the enemy to make 

contact in any way. Accuracy and evasion are character statistics that determine whether 
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an attack will land or miss; this is not affected by the player’s timing or accuracy of 

inputs as in a kinesthetic action game. The only slight exception here is the Gun action. 

The active character can take out a gun when the player hits the up button on the 

directional pad. After selecting a target, the player can then unleash a hail of bullets 

limited by the character’s current ammo count by rapidly pressing the X button. When 

there is a lag between presses, the active window to shoot will end, making this action 

subtly timing-based. The input here is still trivial, and there is no need to worry about 

aiming or positioning as in a video game of the shooter genre.  

 To describe how the non-kinesthetic combat plays out, turn order is determined 

by the stats of the characters’ personas and that of the shadows. On any Phantom 

Thieves’ turn, the player can choose to use a physical attack, use a ranged physical attack, 

use an item, attempt to escape the battle, defend, or summon their persona to use a skill 

that costs a resource called SP; these options are laid out in a stylish and easy to use menu 

around the active character. SP is a limited resource that can only be refilled with certain 

consumable items, or by meeting certain conditions. This is an important strategic aspect 

of the game because the elemental skills used by the characters’ persona are among the 

most important aspects of the player’s arsenal. There are 10 different elemental attributes 

in the game. If you can attack an enemy’s elemental weakness, they will be knocked 

down and unable to act for one turn and you will be allowed to take a subsequent turn. If 

you knock down all enemies at the same time, you can engage in a powerful all-out 

attack. Often it is in the player’s best interest to achieve an all-out attack by spending as 

little SP and taking as little damage as possible. There are also various skills that cause 

status ailments such as rage which forces characters to use their physical attack on their 
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turn until the ailment is cured. Each option in combat has an associated animation, and 

while these animations are incredibly stylish, they do not change throughout the course of 

the game and become repetitive very quickly. It should also be noted that, for narrative 

reasons, the personas and shadows are depicted as figures from myth, literature, and 

religion which are formed of the collective unconscious. For example, the first persona 

that Joker obtains is a demonic depiction of Arsene Lupin, the French gentleman thief. 

Being that Joker steals the distorted desires of the delusional, this is an appropriate 

persona for him.  

Similar to DMC, the metaverse in Persona 5 contains some light platforming and 

puzzle solving as well. When outside of combat in the metaverse, the player has direct 

control of Joker by utilizing the left analog stick. Joker’s actions are fairly limited in this 

context. He can sprint by holding in R2 and take cover in hiding spots by hitting the X 

button when prompted, making it a context-based action. There are various objects for 

the player to hide behind in the metaverse. Often the player will see a prompt to press the 

X button when looking towards one of these objects. Hitting the X button when seeing 

this prompt will play an animation that has Joker perform an acrobatic dive into the 

aforementioned hiding place. Joker is now essentially magnetized to this object. He can 

move around its perimeter, and he can target other hiding spots or enemies within range 

by using the directional pad; or the player can detach him by hitting the circle button. 

When in a hiding spot, Joker cannot be detected by the various enemies patrolling the 

metaverse, even if he happens to be directly in their line of sight. This allows the player 

to enact an ambush on the enemies. If an enemy is within range of the player, that enemy 

can be targeted and when they are close enough, the player gets another contextual X 
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button prompt that allows them to ambush. Ambushes allow players to surprise the 

enemy and guarantees that the player will act first in combat despite statistics that might 

otherwise allow the enemies to act first. Due to the fact that positioning in the game 

world and the timing of the enemies’ movements are factors, the hide and ambush 

mechanics in Persona 5 are very similar to kinesthetic mechanics. I still deem these 

mechanics non-kinesthetic because they are trivial to execute and there is no imminent 

pressure on the player to do so. When in range of an enemy or hiding spot, the prompt 

will display and as long as the player hits it, the action will be automatically performed. 

This is in contrast to a kinesthetic mechanic in which performing an action is entirely 

dependent on the player’s skillful execution of inputs. At any point during the execution 

of a kinesthetic mechanic, the player can change their input or perform an incorrectly 

timed button press that causes the animation to change or fail entirely.   

The platforming in Persona 5 however, is context based, and therefore, not 

entirely kinesthetic. Figure 6 shows context-based platforming in Persona 5, while Figure 

7 shows the more freeform platforming available in DMC5. In Persona 5, there is no 

jump button and the only free movement the player has access to comes in the form of 

walking or sprinting. In the video in Figure 6, I use a grappling hook in order to reach a 

higher platform. There is no element of timing to this action, and the positioning has a 

large margin of error, making it trivial. Whenever the light on Joker’s wrist flashes blue I 

can hit the L1 button to have the action of utilizing the grappling hook and reaching the 

new platform automatically play out for me. Then, to get down from the higher platform, 

I need to specifically walk to the edge of the balcony in order to receive a prompt for the 

context action to “jump down.” I cannot freely jump around or use Joker’s grappling 
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hook in this game. These actions are not a part of Joker’s usual motility they are only 

available in a particular context. Comparatively, DMC5 does have some similar context-

based platforming, but the DMC5 video in Figure 7 shows how I have access to the jump 

and double jump actions whenever I choose to execute them. Additionally, I also have a 

limited range of control over my motion values when in the air. If I want my character to 

move towards a platform when jumping, I have to actually push him in that direction. In 

the video in Figure 7, I need to time and direct my jumps to match with the collapsing 

platforms. No context action here will automatically move my character for me. This is 

non-trivial, kinesthetic platforming. 

 

Figure 6 Persona 5 Context Based Platforming. Refer to Supplemental Video 1 

 

Figure 7 Devil May Cry 5 Platforming. Refer to Supplemental Video 2 

Another major non-kinesthetic component of Persona 5 comes in the form of the 

social simulation. When not battling shadows in the metaverse, the player attends class 

during the day, and spends time with friends or other confidants afterwards. Getting a 

correct answer to a teacher’s question during class can lead to an increase in Joker’s 

intelligence stat, which can then unlock new opportunities to interact with his more 

studious peers. There are also myriad opportunities to hang out with the other Phantom 
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Thieves, getting to know them better and increasing the likelihood of character 

identification via the expansion of their personal narratives. Nearly all of these 

interactions consist of non-kinesthetic mechanics, more often than not contained within 

fairly simple dialogue trees that give the player a sense of agency during the bespoke 

scenes in which these events play out. The player’s primary inputs in the social 

simulation come from selecting options in dialogue trees by using the directional pad to 

scroll through options and hitting the X button to confirm. Once again, this is a trivial 

input with no timing or positioning constraints, making it non-kinesthetic.  
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CHAPTER 5 

COMPARITIVE INPUT MAPPING 

 As mentioned in the methods section, Consalvo and Dutton (2006) recommend 

interaction mapping as a means for a more complete qualitative analysis of a video game. 

To reiterate, one of the ways they recommend doing this is by mapping all possible 

dialogue choices applicable to the game being analyzed. Persona 5 offers a plethora of 

dialogue choices throughout its campaign; however, all of these choices are entirely non-

kinesthetic. Owing to the fact that this thesis deals mainly in input modes – whether those 

modes are kinesthetic or non-kinesthetic – it would be redundant to map out all of the 

non-kinesthetic dialogue options as their non-kinesthetic nature and mode of input does 

not change throughout the game. Devil May Cry 5, comparatively, offers a diverse array 

of actions whose varying inputs are all kinesthetic. In this section I provide a comparative 

mapping of the basic inputs from both games, as well as a sample of DMC5’s more 

kinesthetic actions that set it apart from a non-kinesthetic game like Persona 5. 
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Figure 8 DMC5 Basic Inputs Figure 9 Persona 5 Basic Inputs 

Basic Inputs    

 Depicted above in figures 8 and 9 respectively, are the default control layouts for 

both DMC5 (left) and Persona 5 (right) as they are mapped to a standard PlayStation 5 

DualSense or PlayStation 4 DualShock 4 controller. As these charts plainly show, each 

button is mapped to at least one distinct function. The major difference here is that your 

play style can shift in Persona 5. In DMC5 you are always heading into or away from a 

combat encounter and combat is the main form of gameplay. Persona 5 has gameplay 

sections both within dungeons, which focus on combat and some non-kinesthetic 

maneuvering, as well as in the “real world” which focuses on trivial exploration and the 

dialogue choices that make up the social simulation available in the game. It is for this 

reason that each of the Persona 5 inputs have multiple functions based on context. This 
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context is never timing based or dexterous; however, the only situation in which spatial 

context becomes a factor is when the player character requires close proximity to 

whatever they are interacting with. Again, this spatial context is highly trivial throughout 

the game and does not qualify as kinesthetic.  

 DMC5’s kinesthetic inputs are vastly different from Persona 5’s non-kinesthetic, 

contextual inputs. Depicted below in figure 10 is an example of some of these inputs that 

take a single function – “Melee Attack” on the △ button – and alters this function through 

a number of variables including number of inputs, cadence, proximity, and accompanying 

inputs on the left stick to produce various actions through kinesthetic mechanics.  

 

Figure 10 DMC5 Kinesthetic Inputs 

 This should serve to exemplify the difference between the input modes of these 

two very different games and further show the difference between kinesthetic and non-

kinesthetic mechanics. In Persona 5, varying inputs such as the ones depicted in figure 10 

would not alter the player character’s actions in any meaningful way. Pressing multiple 

buttons in different orders or with a varying cadence would not have any intentional 

success within the confines of Persona 5. Whereas this variety of skill-based, dexterous 
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input that creates multiple actions is the core of DMC5’s gameplay. See Appendix A for 

more examples.  
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CHAPTER 6 

DEVELOPER EXPECTATIONS: DISCOURSE ANALYSIS 

 I am looking for correlations between what developers expect are the most 

persuasive elements of their games, what the community experiences when playing these 

games, and what I experience when playing these games. I can think of no better place to 

start than with creative conception. This section will entail a discourse analysis consisting 

of presentations and interviews from the developers of DMC5 and Persona 5. At the 

Game Developer’s Conference (GDC) 2019, the creative director of DMC5, Hideaki 

Itsuno, with help from producer Matt Walker, gave a presentation titled “Devil May Cry 

5: Creating a Standout Action Game” (Itsuno, 2019). In his presentation, Itsuno outlined 

the core elements that he believes makes DMC5 the success that it is, the major pillars 

that tie the experience together and make it compelling and persuasive. Itsuno calls his 

approach to designing DMC5 “game design by reverse engineering emotions.” His 

objective is to invoke a specific emotional response in the player by leveraging reality 

and expectation and utilizing deductive reasoning to conclude which aspects of an 

experience will be emotionally impactful. The chaotic acrobatics of DMC that laugh in 

the face of physics can certainly invoke awe. According to Itsuno, “this is the feeling you 

want to go for when someone’s playing your action game. The way we see it, this has not 

changed at all in the last thirty years” (Itsuno, 2019).  



63 
 

 

Figure 11 Itsuno exclaiming "YES!" after overcoming a difficult challenge; (Itsuno, 2019) 

 To Itsuno, action gameplay is all about invoking the sense of accomplishment and 

awe that comes with overcoming a difficult challenge; he accomplished this in DMC5 

with the following design philosophy: “figure out the trick to winning yourself, brush up 

the technique to carry that out, don’t let players give up on themselves” (Itsuno, 2019). 

This design philosophy hearkens to those elements of immersion, kinesthetic resonance, 

affordance, enthymeme, and motivation. Immersion comes from being so focused on 

playing that you tense up enough to feel the explosive accomplishment when you 

succeed; if you aren’t deeply focused on the game, thus immersed, the rest of the process 

will not follow suit. Affordance and enthymeme come from observing the enemy 

behavior. Itsuno suggests that part of designing an action game so that players feel like 

they discovered a solution on their own is intelligent enemy design. Itsuno exemplifies 

this concept in his GDC presentation by introducing two enemies from DMC5.  

 

Figure 12 Riot (Center) Fury (Right) (Itsuno, 2019) 
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Figure 12 depicts concept art for an enemy called Riot (left), concept art for 

Riot’s final version in the game (center), and final concept art for an enemy that evolved 

from Riot called Fury. Riot and Fury are both reptilian demons that the player will face 

off against throughout DMC5, but their behaviors differ. Riot’s hunched posture suggests 

a more primal nature, and it is indeed prone to pouncing at the player with a more 

straightforward tactic, and often resorting to moving on all fours. Its large, powerful legs 

make for great tools to move about the space and literally get the jump on the player with 

one of its pouncing attacks. Riot’s shape also allows it to tuck and spin when it jumps, 

providing it with another form of attack that actually changes its hitbox10 and motion 

timing in order to mix up the player. Riot can also swing its tail to bat the player around 

and can protrude large claws from its hands enabling swiping attacks that deal massive 

damage, though due to its more primal nature, Riot doesn’t always use its claws and 

sometimes prefers to dive at the player’s face first to take a bite. The characteristics I’ve 

described here are based on behaviors observed in-game. These are evolutionary 

affordances that this fictional, biological creature has evolved. A player who can deduce 

that a creature with muscular legs backing up when fighting them is about to pounce, has 

just solved an enthymeme. Riot’s animate motions (kinesthetic spectatorship) and 

physics-based affordances that allow for enthymematic deduction (procedural rhetoric) 

prove immersive in that the player needs to commit to focusing on them to come up with 

a solution they and help to suspend the player’s disbelief because the movements make 

sense based on the player’s understanding of physics. Of course, learning to deal with 

Riot efficiently is where the kinesthetic resonance (what motions can I or can’t I utilize to 
 

10Hitbox: An unseen area of detection used to define the point at which objects will collide and influence 
each other in a video game. 
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defeat this demon?), motivation, and ultimate “Yes!” feeling that Itsuno describes can be 

achieved. In Itsuno’s (2019) own words: 

Give the enemy a design where players can predict their action based on its 
appearance. We do think that having the player be able to actually observe the 
enemy’s behavior and be able to figure that out on their own, that really does link 
to that yes feeling; that feeling of accomplishment when they’ve beaten that 
enemy 

 Itsuno’s second example comes in the form of Fury as I mentioned, which Itsuno 

(2019) himself introduces with an enthymeme: “He’s standing up straighter than 

[Riot]…the [player] sees that and instantaneously, they know that this one is going to act 

more intelligently than the other ones.” Walker is suggesting an enthymeme in which one 

can deduce that a bipedal organism, standing upright and walking like a human, may act 

more intelligently than a bestial quadruped. Indeed, Fury does act more intelligently as it 

dashes around the player trying to confuse them, and also has the ability to disappear 

from sight briefly when it attacks. Fury does not tuck spin like Riot, does not attack with 

its tail or with its jaw, this creature only attacks with the blades protruding from its arms; 

its behavior is more intelligent, less primal.  

 Along with these elements, Itsuno goes on to speak about another kinesthetic 

mechanic that deals with non-binary success and failure. This helps to motivate the player 

to continue playing the game. For this he describes a mechanic that Nero had in DMC4 

called MAX-ACT. Nero’s sword, Red Queen, has a motorcycle throttle on its handle. 

With this, Nero can rev an engine on the back of the blade adding explosive force to his 

attacks. In gameplay, the players need to engage with the kinesthetic mechanic by timing 

trigger poles during an exact frame of animation during each of Nero’s swings of Red 

Queen. If successful, the player can fully charge the sword and get a massive damage and 
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motion value bonus quickly and mid-combo; if unsuccessful, they get nothing, in DMC4. 

In the video in Figure 13, you can see my gameplay as Nero in a practice space. I try to 

hit L2 at the exact frame to get a perfect MAX-ACT. When I do, the meter in the upper 

left-hand corner of the screen fully lights up. Following this, I perform the Streak attack 

once with, and once without MAX-ACT to show just how much the attack changes 

without this buff. 

 

Figure 13 Devil May Cry 5 MAX-ACT Demo. Refer to Supplemental Video 3. 

 

Figure 14 MAX-ACT Frame Data (Itsuno, 2019) 

 In DMC5, MAX-ACT works a little differently. Instead of only one frame of 

animation granting the player any success, the player can now be granted partial success 

for getting close, in the form of partial charges for Red Queen. There is still reason to 

strive for a perfect MAX-ACT as only that will give the player a full charge, but they are 

no longer penalized just for trying by receiving nothing for their kinesthetic effort. In 

keeping with this idea, Itsuno was quoted in an interview with The Guardian:  
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What makes action games fun hasn’t changed in 30 years. You come up against a 
challenge, and maybe you don’t beat it the first time, but you know what you did 
wrong. You know what you’re going to do next time. And you better yourself, 
you overcome that challenge on your own terms, and by doing that you feel this 
immense sense of accomplishment (Lum, 2019). 

 Kinesthetic Resonance and character identification are bolstered by DMC5’s 

photorealistic art. Throughout my research into the DMC5 developer insights, there has 

been significant mention of the game’s photorealistic art style. Figure 2 is an accurate 

depiction of the three playable characters, and they retain that level of fidelity even 

during the game’s most tumultuous scenes of chaos and bravado. Producer Matt Walker 

even comments that the photorealism lends very well to Dante’s one liners and haughty 

taunting of his enemies. The photorealism helps to establish believable physics for 

kinesthetic resonance, as well as character identification. A more human looking face, 

even if it is engaged in over-the-top action, would be easier to connect with. Itsuno 

mentions that action games often require techniques like the motion cancelling that I 

mentioned above in order to feel more responsive (Devil May Cry, 2019), but this 

becomes much more technically difficult when striving for photorealism. It becomes 

important to strike a balance so that the motions are responsive to inputs, but the 

characters also look feasibly accurate performing such an action in order to create 

immersive suspension of disbelief, as well as kinesthetic resonance; DMC5 has 

undoubtedly achieved this, as will be apparent moving forward in my analysis. To quote 

Lead Game Designer Yoichiro Ikeda: “we’ll keep working to make games where the 

better you get at them, the cooler you look, and the more you want to show off your 

moves to other people” (Devil May Cry, 2019). 
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The developers believe that the successful, persuasive elements of DMC5 involve 

learning, looking good, getting better, and feeling accomplished. As I have laid out, these 

elements do involve kinesthetic resonance, animations that exude animateness, 

immersion, motivation, enthymeme, and affordance. Narrative persuasion is present to a 

significantly lesser extent. It can be argued that the focus on photorealism in the art style 

and animation helps to portray a world that looks and moves in a way that is feasible 

considering how loosely DMC5 tends to play with real world physics; this then makes the 

player more likely to suspend their disbelief of this particular story world. It can also be 

argued that the awe-inspiring actions of the characters can create identification by the 

player wishing to emulate them. Finally, Itsuno mentioned in his GDC presentation that 

the entire scenario of DMC5 was with a singular moment in mind, in which Nero would 

interfere in the fatal duel between Dante and his brother Vergil – Nero’s father – in order 

to settle the longstanding rivalry (Itsuno, 2019). It is in this moment that Itsuno is able to 

invoke emotion; but it isn’t restricted to cinematics – though that was his example. The 

emotional shock and awe of seeing these characters accomplish impressive feats by the 

player’s hand is DMC5’s strongest persuasive tool.  

 

Figure 15 "The whole scenario was designed for this moment" (Itsuno, 2019) 
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Figure 16 Nero's Awakening in game (Devil May Cry 5, 2019) 

 Unlike Itsuno, Katsura Hashino, creative director of Persona 3,4, and most 

recently Persona 5, does not often speak to the mechanics of playing the game. Hashino 

does not speak much of the turn-based combat, rather, he talks mostly about the scenario, 

the themes, the characters, and the overall style of Persona 5. In an interview with 

Japanese website 4Gamer.net, translated on PersonaCentral.com, Hashino states that “the 

battle system is the way it is because we’ve cultivated that know-how” (Reggy, 2016). 

Series creator Kouji Okada says the turn-based battle system “[isn’t] just about gaining 

experience… another thing we were very conscious of was the idea that the battles 

themselves are also event scenes” (Shmuplations, 1996). It seems the Persona developers 

put the most persuasive stock in aspects of narrative persuasion for their games, a stark 

contrast to the pure action and accomplishment of DMC. Persona 5 brings the ability to 

negotiate with the enemy back to the series, a staple of SMT games that was missing in 

Persona 3 and 4. These negotiations are narratively persuasive as they suggest something 

about your character based on your answers. Incidentally, this also fulfills the autonomy 

of SDT. Persona 5 is also the first game in the series to feature bespoke dungeons known 

as palaces, a far cry from the randomized, procedural hallways that constituted the 

dungeons in previous entries in the series. See figures 17-20 below. 
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Figure 17 Person 4's First Dungeon Retrieved from Neoseeker.com 

 

Figure 18 Persona 5 Palace Retrieved from Lparchive.org 

 As seen in figures 17 and 18, there is a large transformation in dungeon design 

from Persona 4 to Persona 5. In Persona 5 the dungeons, known as palaces, are multi-

layered structures that run the gamut of locations and designs with layouts that evoke the 

style and plot of the game.  

The locations are what you would imagine a Phantom Thief would explore. Like 
long-distance trains and luxury cruise ships—places evoking royalty—with areas 
like ancient ruins, appearing as locations that took shape from the warped feelings 
within people’s hearts (Reggy, 2016). 

 

Figure 19 Madarame's Palace in Persona 5 Retrieved from Gamerant.com (Blackstock, 2021) 
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Figure 20 Kamoshida's Palace in Persona 5 Retrieved from Megamitensei.fandom.com 

Lead character designer Shigenori Soejima has worked on the Persona series 

since its inception; it is thanks largely to Soejima and composer Shoji Meguro that 

Persona 5 has its distinctive style. Siliconera.com details a reveal event that Atlus hosted 

to discuss the design decisions for Persona 5’s user interface (UI). Soejima has remarked 

that the angles of the UI and the game’s general emphasis on crimson with black and 

white interspersed was intended to evoke an active, passionate aesthetic with easily 

contextualized information (Wong, 2017). My section on community experience below 

will show how substantial, affective, and integral the art design is to the game experience. 

 

Figure 21 Joker (Center) and the Phantom Thieves from Persona 5 Retrieved from 

Megamitensei.fandom.com 

The plot of Persona 5 evokes picaresque romance novels like the gentleman thief 

Arsene Lupin; the aforementioned “phantom thief” style is a feature of the game. When 

the main character is in the metaverse, his style of dress even changes to match that of a 
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gentleman thief, and even some new movement options – albeit entirely context-based, 

and thus, non-kinesthetic – are available to the player to evoke the movements of a 

phantom thief more properly. As described by Hashino, “the character movement in 

Persona 5 was built from the general “picaresque romance” themes of the game. Roguish 

heroes behave in a way in which they are very aware of how ‘cool’ they look” (Reggy, 

2016).  

Hashino revealed that initially, he was thinking of a backpacking theme for 

Persona 5 in which the plot would take players all around the world, but the 2011 

Tohoku Earthquake made him refocus on looking inwards towards Japan. Hashino 

wanted to look towards the adventurous spirit of the human mind to inspire the plot; the 

thought “don’t remain how you are, try something different” and the notion of an “inner 

revolution” became significant to him. This line of thinking brought about the “phantom 

thief” style:  

Speaking of thieves, I think they’re easy to understand…[They] act carefree and 
do as they please, while seeking their treasure. Isn’t it quite refreshing? We 
wanted to fuse the vibe of longing to be a free man with Persona. (Reggy, 2016). 

With the Phantom Thieves, Hashino hopes to tell a story of a society that could reform 

itself from within. According to him, this is a direct departure from normal Japanese 

genre fiction which generally tells stories that feature invading forces coming from 

without (Bailey, 2017). Hashino hopes to tell an engaging and relevant story that would 

resonate with players and leave a lasting effect:  

Role-playing is all about experiencing someone else’s life. My goal is to create 
games that affect the players’ real lives in some way. But that sort of change can’t 
be forced on them by creators—it comes from being personally affected by the 
game. By experiencing a fictional situation through the eyes of a character, you 
can step back and evaluate your own life in the real world. (Bailey, 2017). 
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It is clear that the developers of Persona 5 find the most persuasive aspects of the game 

to be the overwhelming style in both movement and aesthetics, and the elements of 

narrative persuasion. The portion of Persona 5 that sees the player living out the daily life 

of the protagonist shows a relatable, real world situation that is easy to become invested 

in and creates the conditions for transportation and identification. Many of the stories 

encountered outside the metaverse are heart-wrenching and thought-provoking tales of 

contemporary human drama. Beyond this, the picaresque double life of the Phantom 

Thieves and their mission to reform society is enviable, which can lead to identification.     
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CHAPTER 7 

 COMMUNITY EXPERIENCE: DISCOURSE ANALYSIS 

 Community consensus is important to elucidate the rhetorical impact of these 

video games. Once again, this thesis aims to explore the ways in which kinesthetic video 

game mechanics can be more persuasive than non-kinesthetic video game mechanics; in 

order to show this, I researched rhetorical methods that I felt were important to the 

persuasive potential of video game mechanics. In the last chapter, I highlighted what the 

developers of two different games – one with kinesthetic video game mechanics, and one 

with non-kinesthetic video game mechanics – felt were the most persuasive properties of 

their games. Through empirical discourse analysis I evaluated what the developers 

thought were persuasive about their games and applied this evaluation to my chosen 

rhetorical methods, the most significant of these being an immersive sense of style, 

intrinsic motivation to play the game via SDT, kinesthetic resonance, and narrative 

persuasion.  

Now, I need to repeat this same method of empirical discourse analysis with 

comments from the broader community of video game players in order to assess what 

elements of these games have persuasive effects on the players and if these elements line 

up with developer expectations. Community may be something of a misnomer here. I had 

originally intended to present findings from within comment and discussion threads 

dedicated to these specific games in gaming-based online communities. I spent time 

delving into a number of these threads on websites including Ign.com, Gamespot.com, 

Gamefaqs.com, Destructoid.com, and Kotaku.com, among others. The comments I read 

were often lacking in specificity, articulation, or some form of pattern by which I could 
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categorize these comments into my rhetorical methods. I resolved to focus instead on 

reviews of these games. By shifting my focus to analyze reviews, I hoped to be able to 

analyze first-hand experience of playing a particular game and what parts of that 

experience may have been more or less valuable – or persuasive – to the writer. This does 

not suggest that reviewers are not part of the gaming community, but rather, that they are 

a smaller sub-set as opposed to the broader community.  In order to do this, I have 

included what I found to be the most noteworthy comments from four professional critic 

reviews, as well as the top ten “most helpful” Metacritic.com user reviews for each game.  

Coding Key for Community Discourse Analysis and Categorization 

The table in Appendix B represents the top ten “most helpful” user reviews of 

Devil May Cry 5 and Persona 5 on Metacritic.com at the time of this report. The 

categories of the table represent my rhetorical methods highlighted in the literature 

review. Immersion persuades the player to suspend their disbelief about the fictitious 

story world as well as persuading them to direct deep focus towards the elements of the 

game. Self-presence is a form of presence, a state of immersion in which the player no 

longer fully recognizes mediation. In video games, self-presence is derived from a level 

of intuitive control over the actions you are making your avatar perform, or simply the 

character itself. This sense of intuitive control is often associated with levels of 

immersion in video games, and so these categories have been combined. Any comments 

that suggest general immersion in the game world characterized by focus, enjoyment, or 

intuitive control – negative or positive – have been placed in this category.  

Motivation is represented by any comments that suggest a desire to continue 

playing or to get better at the game; this can be either specific extrinsic motivation from 
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the game systems, or the intrinsic motivations of SDT including competency, relatedness, 

and autonomy. Comments representing kinesthetic resonance indicate animate 

animations in the game that evoke the phenomenological possibilities of I can/I can’t. 

Animations without this sense of animateness are more easily recognized as routine, 

robotic, and lacking intentionality. These comments refer to any sensation in the player 

suggesting kinetic possibility or the motility of their character. Any comments that 

suggest a player was inspired to consider their possible freedom of motility or lack 

thereof represents kinesthetic resonance. I categorize this way to highlight moments in 

games that both inspire kinesthetic resonance as well as those that do not or may make 

the player long for a greater sense kinesthetic resonance and motility. Comments on 

narrative persuasion reference the narrative or plot of the game and its ability to cause 

transportation into the story world or identification with a character. The enthymeme and 

affordance of procedural rhetoric are represented in comments that reference autonomous 

action by the player that fills a “simulation gap” by completing a syllogism, or the 

player’s ability to recognize or utilize objects or situations in the game environment in 

which form implies function. These categories remain uniform between Appendix B that 

represents the common user, and Appendices C and D that represent professional video 

game critics. It should also be noted that comments may be duplicated as they are likely 

to fit into more than one category.  

Non-Professional Review Analysis 

As seen in Appendix B, many of the comments from the common users fall in line 

with developer expectation. There seems to be less love for DMC5’s narrative than Itsuno 

wanted to preach, and there is some negative commentary on the repetitive nature of 
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Persona 5’s turn-based battles. While DMC5 runs the gamut of rhetorical methods, 

Persona 5 seems to persuade mainly through narrative, which is certainly within 

expectation. DMC5 seems to persuade the users mostly through kinesthetic resonance 

and SDT motivation, which, again falls within my own expectations as well as Itsuno’s. 

The comments displayed here by the general public clearly lack articulation, specificity, 

and the deeper levels of thought that will be displayed by professional reviewers who are 

paid to think about ludic elements and have a greater wealth of experience doing so. 

These comments tend to amount to little more than “I like this game.” Thus, while these 

comments are interesting and important to my findings, I will be putting greater emphasis 

on the feedback from the critics. 

Professional Review Analysis     

I chose which professional reviews I would analyze based on website traffic and 

personal preference.  

 

Figure 22 Website Traffic Over a 3 Month Period in 2020 

 Figure 22 represents the monthly visits for five different online video game media 

outlets from April 20th to June 20th of 2020 in the U.S. (courtesy of analytics website 

Similarweb.com). The media outlets in question include IGN.com, Gamespot.com, 
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Kotaku.com, EasyAllies.com, and Polygon.com. IGN and Gamespot undoubtedly 

represent two of the most popular online, global video game media outlets; it is for this 

reason that I chose to prioritize their professional reviews of DMC5 and Persona 5 for 

my analysis of community experience. Somewhat more niche is Kotaku.com, and even 

lesser known is Patreon and Youtube based video game media group EasyAllies. I chose 

to examine these two outlets due to my personal preference for their passionate and 

meticulous game reviews; these two outlets also offer a somewhat broader range of 

representation as they are not corporate juggernauts like IGN and Gamespot. Finally, I 

added popular video game media outlet Polygon.com to the graph for another point of 

comparison. Again, I am analyzing reviews from IGN.com, Gamespot.com, Kotaku.com, 

and EasyAllies.com.  

Once again, the data displayed in Appendices C and D categorize noteworthy 

comments from these professional video game critics across my five rhetorical methods. 

The results of this categorization are not all that surprising. DMC5, being a pure action 

game, displays greater rhetorical potential in kinesthetic resonance and SDT motivation. 

Persona 5, being a narratively driven JRPG, displays greater rhetorical potential through 

narrative persuasion; the ability for the game to transport or identify with its audience. As 

both the developers and the critics suggest, both games have an incredibly well-defined 

sense of style that creates a feeling of immersion. The stylish look and feel of these 

games make the player want to engage deeply with these worlds. As shown in the 

appendices, an overwhelming majority of comments have been categorized under 

immersion and self-presence. This excess of comments indicating immersion makes 
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sense, as the first priority of a video game is to get the player to focus on it and suspend 

their disbelief about the story world. 

  The professional critics make a clear case for the sense of immersion, kinesthetic 

resonance, and SDT motivation offered by DMC5. Mitchell Saltzman, the Devil May Cry 

5 reviewer for IGN.com, writes that “[these games] aren’t just about killing every enemy 

in a room. They’re about how you killed every enemy in a room, expressing yourself in 

an almost artistic and highly technical dance of swords, guns, and lots of jump cancels” 

(2019). This quote exemplifies the creative freedom and motility represented at the core 

of DMC5’s gameplay. In the words of Kotaku reviewer Heather Alexandra: “the allure of 

Devil May Cry isn’t simply the chance to play as a deadly demon hunter; it’s a chance to 

feel completely in control of your body” (2019). Matt Espinelli of Gamespot.com adds 

that “the challenges are kept consistent, supplying riveting duels and new layers of 

complexity that inspire you to improve. [This makes] the simple objective of clearing 

rooms of enemies continually exhilarating” (2019). Gameplay is so constantly kinetic that 

the player is coerced into examining the full range of motility between themselves and 

their character on a second-to-second basis, questioning what actions the character can 

perform here, and which of those actions the player will be able to successfully execute 

which constitutes kinesthetic resonance. Being able to make these assessments and act on 

them in an expressive and creative manner highlights the autonomy on display through 

the gameplay, while the ability to execute these actions and perform them as the player 

expects, highlights competency. The EasyAllies reviewer, Moore (2019) puts it best: 

Just dashing toward an enemy, knocking it into the air, and then clobbering it with 
a few different weapons makes you feel like a minor god. The sensation is both a 
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result of how it looks, and the inherent satisfaction of knowing that you 
thoughtfully sequenced button presses in the right way. 

 Espinelli’s comments point out that these challenges of kinesthetic resonance and 

dexterity successfully motivate the player throughout the game, and although the 

objective of a stage or encounter can often be generalized as “defeat these enemies” the 

combat is interesting and engaging enough that the player is immersed despite the 

simplicity of their objective. The “riveting duels” Espinelli refers to offer a sense of 

animateness that permeates the entire experience and adds to the sense of kinesthetic 

resonance by “[inspiring] you to improve.”  

 A point of contention amongst the DMC5 reviewers regards the game’s narrative. 

At first they seemed content with the narrative, as it served the purpose of providing 

some entertaining plot to serve as a backdrop for the high-octane action. Alexandra 

(2019) writes: “everything is stylish enough in the moment that I was enthralled. It’s only 

looking back that I realized that not a whole lot had happened in terms of raw plot or 

valuable character growth.” Meanwhile, Moore points out that “[the protagonists’] stories 

blend together in a way that ends up being very intimate and more filled with emotion 

than one might expect [but] with that said the conclusion is a little flimsy” (2019). What 

is interesting about these takes on DMC5’s narrative is that while the plot of the narrative 

may not be highly transportive, it showcases characters that urge identification, and the 

kinesthetic mechanics actually create opportunities for narrative persuasion. Alexandra 

(2019) writes:  

Devil May Cry 5 delivers even more by letting its protagonists’ personalities shine 
through in combat. When I play as these characters, I understand exactly the type 
of people they are. Nero is angry. Not simply in that tough-guy, video game 
protagonist sort of way—he’s pissed off. Brushed off as ‘dead weight’ by Dante 
during their ill-fated fight and reeling from the tragic loss of his right arm months 
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before the game’s start, Nero has a lot to prove. Playing as Nero means 
channeling his frustration and loss into combat against any demon who wanders 
into your path. 

This example shows that Alexandra was able to become highly invested in this character, 

primarily through gameplay. Both Nero’s kinetic and evocative animations and inputs 

alike deeply communicate what type of character he is, and how he might be feeling in 

the moment creating not only narrative persuasion, but a sense of self-presence in the 

intuitive and expressive characters of Nero and Dante. “Playing as Dante is really about 

expressing yourself. There are so many attack combinations available that you can’t help 

but get sucked into learning the nuances of his every ability to achieve your desired style 

and flair” (Espinelli, 2019). This concept will be further expounded upon in the analysis 

of my personal gameplay experience. I surmise from their comments that these critics 

find the narrative plot in DMC5 to be serviceable to contextualize the gameplay. It is this 

addictive, immersive, and motivating kinesthetic gameplay that allows these narrative 

elements to become persuasive. They feel connected to the characters because they enjoy 

engaging in learning to become them and pursuing their own expressive sense of style in 

so doing.  

Reviewers of Persona 5 almost universally praised its narrative by remarking on 

the excellent thematic writing style:  

Persona 5 is an apt reminder about how easy it is to shrug off the outside world 
while getting absorbed in your own concerns. Though, rather than simply and 
cynically resting on that observation, the game urges the player to face problems 
head on, regardless of how difficult or unpopular an action might be. It’s a theme 
that feels both remarkably contemporary, and importantly timeless. (Moore, 2017)   

In addition to this, Persona 5 is said to have excellent character writing with examples 

both within the main cast, which while it “neatly fits into classic anime archetypes 
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initially, over time everyone reveals the baggage they carry and, as you solidify your 

bonds, they start to show their complexities, creating emotional moments where you 

work through their pain together” (James, 2017); and without: “I found myself almost as 

interested in some Confidants’ stories as I was in the main plot” (Goldfarb, 2017). These 

are clear examples of narrative persuasion, as well as immersion and motivation. 

Narrative persuasion is enacted here through both transportation and character 

identification. Moore’s quote above indicates deep focus on the themes and messages of 

this story to the point of being immersed and even beyond that to suggest that he was 

transported in playing this game. Additionally, the quotes from James and Goldfarb 

indicate connections with these characters that signal identification. Any form of 

empathetic reaction or the simple desire to be similar to a character or even to befriend 

them signals this. All of this, of course, is to say that these levels of narrative persuasion 

are possible even without kinesthetic mechanics, allowing a comparison to be made as to 

which form of gameplay mechanics may be more supportive of this form of persuasion. 

If anything, this does not show that kinesthetic or non-kinesthetic games are more 

narratively persuasive, but that they can be equally narratively persuasive depending on 

the combination of writing.  

The critics have found persuasion through elements of affordance and enthymeme 

to be stronger in DMC5 than in Persona 5. This is an important factor in my argument, 

and these concepts can be difficult to grasp. It is for this reason that I want to expound 

upon these elements once more before providing the critics’ remarks. Affordance and 

enthymeme refer to the player’s ability to learn and problem solve. As a reminder, 

affordances are objects or situations in which form implies function. When a human 
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being sees a door with a handle, they know that they should pull it open, versus a door 

with a flat, horizontal bar across it that should be pushed. Enthymeme is a slightly more 

complex concept dealing with making conjectures. It is a tool game developers use in 

order to teach players indirectly. Enthymemes can and do often utilize affordances to 

reach a teachable conclusion and this is an important element of procedural rhetoric. In 

game, the player draws conclusions based on background knowledge and observable 

behavior in order to complete an enthymematic deduction. A classic RPG example would 

be defeating an enemy with an affinity for the fire element by using water attacks. The 

affordance here is that water extinguishes fire. The player then utilizes this affordance as 

an implied generalization to come to an enthymematic conclusion: If I attack a fire enemy 

with water, it will inflict maximum damage. Again, the implied knowledge that water 

extinguishes fire is omitted in the previous statement, making the conclusion an 

enthymeme. Hamilton references this scenario almost exactly in Persona 5:“sometimes 

it’s as easy as noticing that an enemy has white skin, blue hair, and opened with an ice 

spell. Probably a good idea to try fire, in that case” (2017). This is a fairly basic 

enthymeme however, and one that becomes common knowledge after the first time it is 

solved, as it is a binary issue dealing with the properties of water and fire. Consider 

instead a more kinetic problem. What if the player was faced with two different enemies, 

one heavy and lumbering, and the other moves erratically and likes to pounce? By 

observing this behavior, the player may surmise that they should lie in wait to counter an 

enemy that is faster than themselves or move quickly to counter the slower enemy. This 

creates an enthymeme that is subject to change based on the context of the situation. 

Timing, performance, and position in space are all factors in making a suitable 



84 
 

assessment as to how the player should act or react. These two examples show the core 

difference in affordance and enthymematic deduction available between Persona 5 and 

DMC5. 

In reference to DMC5, Moore (2019) writes: “it wouldn’t matter how interesting 

the characters are if the enemies and bosses didn’t force you to apply [learned] concepts 

in creative ways and they absolutely do.” Furthermore, Alexandra (2019) adds that “as 

you play and earn orbs to purchase new abilities, the game world transforms from a paint-

by-numbers kiddy book to a blank canvas where you are the master.” DMC5 has the 

player constantly coming up against new situations and new concepts to learn. Couple 

this with the constant influx of new abilities and enemy types, and the player is met with 

a series of ever-changing enthymemes with simulation gaps to fill in a variety of different 

ways. Compare this to the “familiar turn-based formula” (Goldfarb, 2017), “most easily 

described as Rock, Paper, Scissors” (Hamilton, 2017), of Persona 5’s non-kinesthetic 

combat system, and it starts to make clear how this game may fall short in the area of 

affordance and enthymeme. Hamilton (2017) puts it best: “once you know what you’re 

up against, fights become more predictable [than] strategic.” I will elucidate this concept 

further in my personal gameplay narrative but consider the recent examples I offered. The 

mechanical nature of Persona 5 leaves its combat encounters devoid of positioning, 

timing, and performance-based challenges. Enthymematic deduction in this game comes 

largely from deciding which of the 10 elemental affinities or other status effects will be 

most effective in defeating an enemy. DMC5 on the other hand deals with animate 

behaviors, positioning, timing, and the player’s ability to perform. Moore (2017) even 

makes direct reference to “the doldrums that tends to set in during lengthy turn based 
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rpgs” in Persona 5. This refers to the idle and repetitious nature of non-kinesthetic, turn-

based combat encounters. “Doldrums” have a negative effect on immersion and 

persuasion.  Perhaps these encounters could be more engaging with the greater breadth of 

affordance and enthymeme offered by kinesthetic mechanics.      

The critics make note of elements of both games that actually cause a reduced 

sense of immersion. In DMC5, where both playable characters Dante and Nero are shown 

to be enjoyable and intuitive to control – a form of self-presence – taking control of the 

new character V is seen very commonly as a low point of the game across all four 

reviewers. This serves as a break in self-presence; playing as V is not intuitive, putting 

more emphasis on thinking about the controller in the player’s hands, which is a form of 

mediation. “V’s missions are the weakest of the trio, mainly because his movement feels 

so much more limited compared to Dante and Nero” (Saltzman, 2019). In addition, most 

reviewers took issue with the environments in DMC5, stating that “the environments 

toward the end are also too similar to one another” (Moore, 2019); and that “the 

environments are not as varied as they have been in the past, and you’ll be traveling 

through a lot of similarly demon-torn cityscapes and hellish underground chasms” 

(Saltzman, 2019). This reduces immersion as well as narrative persuasion because 

noticing the similar environments will detract from transportation by reminding the 

player that the space they inhabit has been manufactured. Similarly, there was a negative 

reaction to the Mementos dungeon in Persona 5, with critics calling it “comparatively 

unremarkable” (Moore, 2017). Mementos is a vast, randomized dungeon where the 

player spends a large amount of time engaging in consecutive battles in order to level up, 

a common practice in RPGs known as “grinding” in video game jargon. Since so much 
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time is spent here engaging in repetitive combat, the similar environment detracts from 

the overall sense of immersion.     

Based on the rhetorical methods outlined in the literature review, I hypothesized 

that this discourse analysis of community gameplay experience would show that the 

kinesthetic mechanics of DMC5 would be perceived as the most persuasive gameplay 

element. Both of these games seem to be so well made according to their reception, that 

the critics were able to forgive some of their shortcomings; similar to the issue with 

Persona 5’s repetitive non-kinesthetic combat, the critics are somewhat forgiving of V’s 

sections in DMC5 once they get used to playing as him. Persona 5 was universally 

praised for its writing with the exception of one critic who suggested that the story sticks 

too close to established JRPG tropes, and eventually grows a little too much beyond its 

scope (Hamilton, 2017). I believe Hamilton is referring to some elements near the end of 

Persona 5’s narrative that become hyper existential and philosophical and may stretch 

beyond the initially implied scope of the game. However, the other three critics praised 

the relatable cast, exploration of serious themes, and the optimistic spirit of rebellion 

found throughout Persona 5’s narrative (Goldfarb, 2017; James, 2017; Moore, 2017). 

Based on this analysis, Persona 5 lacks enthymeme, affordance, and kinesthetic 

resonance, however the strength of its narrative persuasion seems to be enough to make it 

just as persuasive as a game that features kinesthetic mechanics: but it does seem to lose 

some of the player’s focus during the non-kinesthetic combat sections that don’t heavily 

feature narrative. These non-kinesthetic combat sections are also what the player will 

spend most of their time doing when playing the game. There is an interesting insight for 

future research here. While the narrative of Persona 5 has certainly shown to be its most 
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persuasive element, there is comparatively little mention of narrative in the DMC5 

reviews. This suggests that a way to more distinct method to compare the subjective 

effects of these very different forms of persuasion – gameplay and narrative - may be 

valuable. Additionally, there is a question of subjectivity: some players are going to be 

more persuaded by gameplay than narrative, and vice versa. This subjectivity extends not 

only to the player but the genre of the games being utilized as sights of inquiry as well. 

DMC5 and Persona 5 could not be more different in how they play (placing them in 

different game genres), but their notions of style, self-expression, and rebelling against 

oppression are incredibly similar. This is important to consider when reading the next 

section on my own autoethnographic gameplay analysis.      
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CHAPTER 8 

AUTOETHNOGRAPHIC ANALYSIS 

Now that I have described community experience and developer expectation, it is 

time to examine my own experience in playing these games to identify correlations 

regarding their persuasive potential between my own experiences and those reported by 

the community and expected by developers. This will be an autoethnographic, personal 

narrative of my play sessions with DMC5 and Persona 5 with introspection and analysis 

interspersed throughout. My Persona 5 play session will cover the first half of the game’s 

third Palace, and my DMC5 session will cover three levels, each played as a different 

character: one each for Nero, V, and Dante. To contextualize this, Persona 5 is roughly a 

97.5 hour game if you focus on solely the main story, while DMC5 takes roughly 11 

hours to play the main story based on estimates from Howlongtobeat.com. The difference 

in breadth between the two games makes my two play sessions somewhat comparable at 

around 3 hours for each game. It should also be noted that I have beaten both games prior 

to these play sessions and so I have prior knowledge of what to expect from both story 

and gameplay; it is also for this reason that I have scaled the difficulty up to a harder 

level in both games. For DMC5 I played on the “Son of Sparda” difficulty unlocked after 

completing the game once on the normal level. For Persona 5 I played on the “hard” 

difficulty level.  

Persona 5 Autoethnographic Analysis 

 It is imperative for me to set up the narrative here because, as the community 

experience and developer expectations have shown, narrative persuasion is Persona 5’s 
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strongest rhetorical methodology. My play session in Persona 5 begins with an 

infiltration of Kaneshiro’s Palace. At this point in the narrative the Phantom Thieves are 

somewhat established having “stolen” the overly distorted desires of two prior, 

oppressive individuals which caused them to have a change of heart. Kaneshiro is a 

Yakuza boss who sees the district of Shibuya as his personal bank. He takes advantage of 

the high school students who spend time there and has his underlings extort them with 

doctored pictures to either pay him outright or push his drugs at their school. The plot 

centers on Makoto, the newest Phantom Thief. She is the senior class president at Joker’s 

high school who aspires to go into law enforcement due to familial connections. Her 

concern for her fellow classmates as well as the constant pressure she feels from her 

position of status are empathetic traits that create the opportunity for character 

identification. Makoto enters the Metaverse with the other Phantom Thieves who were 

investigating Shibuya, since the Metanav – the phone app that allows them to move 

between reality and the Metaverse - alerted them to a Palace in the area. During their 

investigation they fall prey to one of Kaneshiro’s extortions. Upon coming face to face 

with Kaneshiro’s oppression, Makoto awakens to her persona and is able to fight 

alongside the Phantom Thieves. Throughout my time in the Palace, frustrations with 

Kaneshiro’s corruption, as well as pride in Makoto’s ability to stand up for herself, come 

and go through the back of my mind. These are elements of narrative persuasion that are 

expressed by both the writing and the environment, but may or may not be expressed by 

the non-kinesthetic gameplay mechanics specifically as will be seen moving forward. 

Mechanically, Makoto joining the party allows me to add a member to my party who can 

use the nuke element which was not accessible to me prior to Makoto joining. 
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Figure 23 Entrance to Kaneshiro's Palace (Persona 5, 2017) 

 As my gameplay continues, I encounter elements of the game that add to 

immersion and narrative persuasion. The inside of Kaneshiro’s Palace looks like a grand 

bank you might see in New York City with an otherworldly green glow permeating the 

space, as well as an upbeat, jazzy soundtrack that punctuates the feeling of sly infiltration 

playing. The people there are all worn out ATM machines, indicating how Kaneshiro 

perceives anyone who enters his domain. The shadows walking around here resemble 

bank guards, and there are plenty of benches and expensive looking pieces of abstract art 

to hide behind. It is important to make use of the hide and ambush mechanics. As 

mentioned previously, these mechanics allow me to hit the X button to leap into a hiding 

spot that completely prevents the enemy from detecting me. As long as these spots are 

close enough together, I can chain movements between them. I can also use hiding spots 

to ambush the enemy. I want to clear the enemy out of this area so I can freely explore. If 

any of them spot me, the alert level will rise making future enemy encounters more 

difficult. The best practice is to sit in a hiding spot and wait until an enemy is close 

enough so I can ambush them. The enemy shadows move along fairly predictable, 

scripted paths. If I ambush, I can start a combat encounter with advantage, and I will be 

able to attack before my enemy does. This set of mechanics greatly plays into immersion 
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and narrative persuasion as focusing on hiding and ambushing makes me think and feel 

like a phantom thief.  

As my gameplay becomes more involved, I not only experience immersion and 

narrative persuasion, but the non-kinesthetic combat provides the first example of 

enthymeme. Once I ambush a shadow, Joker slickly jumps on top of them and pulls the 

mask off their face uttering “show me your true form” harkening to the game’s 

previously mentioned Jungian roots, another element of narrative persuasion. Next there 

is a big animation that depicts splattering drops of red and black ink as the enemy 

shadows spawn; everything from pixies to Cerberus dogs could jump out in this Palace. 

Diametrically opposed to the enemy is my party of four Phantom Thieves, and because I 

ambushed, Joker gets to take his turn first. 

 

Figure 24 Turn-Based Battle Against the Orobas Shadows (Persona 5, 2017) 

As can be seen in figure 24, I have a number of options here. I am no longer in direct 

control of Joker; I can only select the options that appear to me in the battle UI. As long 

as I don’t do anything, all of the characters will cycle their idle animations until I decide 

to act. This is non-kinesthetic. The first thing to do is to determine the enemy’s weakness. 

In the example provided in figure 24 I am fighting three enemies called Orobas, 

represented as horses with the body of a man. I know that my current teammates have 
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access to the elements lightning, nuke, and ice, so with Joker being a more flexible 

character who has access to multiple personas, I will try to attack with an element that my 

teammates don’t have to make up for their lack of flexibility; this is an example of 

enthymematic deduction in this game.  

The main non-kinesthetic gameplay plays out in this way: I summon a persona 

and attempt to use a wind spell, which hits the enemies and does reduced damage as the 

word “resist” shows up in red over each enemy along with the damage numbers. 

Following this, one of the Orobas is allowed to attack. He uses a fire spell with an 

animation that has him whip his tail at me. The whole team takes fire damage and my 

party member who primarily uses ice is actually taken out. I can now assume that because 

these enemies are using fire damage, they may be weak to ice; this is another form of 

enthymematic deduction. Since my ice user is down, I’ll have to wait until Joker’s next 

turn to try it. In the interim, the many Orobas get to attack me multiple times. They each 

use the same attack animation, whipping their tails at me every time. While the animation 

is expressive the first two or three times I see it, seeing this same attack play out multiple 

times reduces any animate qualities it may have had; I now perceive this animation as 

highly robotic and automatic. I can predict the exact movements of the beasts every 

single time, removing any life-like quality it once had. There is no kinesthetic resonance 

either because I do not have the freedom to move. When the enemy attacks, they do not 

even physically touch my character when they use a spell, despite their tail whip 

animation. Even if they were physically touching my character, it isn’t my turn so I can’t 

act, and even if it were my turn, I do not have control over the motion values of my 

characters when in battle.  
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This encounter will reveal the presence of multiple rhetorical methods in non-

kinesthetic gameplay. Once Joker is able to act again, I try my ice spell and it hits the 

weakness of my enemy. There is an extra tone to accentuate this as the attack goes out 

and the word “weak” comes up over each enemy as my teammates resound “nice one, 

Joker!” Now that the enemies have been hit by their weaknesses, they are lying hurt on 

the ground and a “holdup” begins. As a reminder, the “holdup” mechanic occurs when 

each enemy has been hit by a weakness or status effect that knocks them down. An 

animation plays in which each Phantom Thief pulls out their gun as they close in on the 

enemy. This animation is automatic, and after viewing it multiple times in which I have 

no control, it loses its animateness. During a “holdup” I have the opportunity to talk to 

the shadows, perform an “all-out attack,” or cancel the “holdup” and return to regular 

battle. I choose to talk to the enemy with the options to either extort money, items, or 

even the aid of the enemy itself in the form of a new persona. I try to talk things out and 

enlist their aid. The shadow speaks in a happy intonation, and if I am going to win their 

trust, I am going to have to match their positive outlook with my answers. The shadow 

asks me questions about relationships and vacations; I choose to go along with what 

they’re saying and be hopeful. This can also be seen as a form of enthymematic 

reasoning. I know this shadow is positive, so I should choose the most positive answers. 

In the end, the shadow finds that my personality aligns with their own and they join me as 

a new persona. This is also a great use of narrative persuasion and immersion. This is an 

RPG, meaning I choose what kind of Joker I want to be. I could simply beat each shadow 

senseless, but I would rather sympathize with them and get them to join my cause. This is 

also a great example of autonomy, relatedness, and competency – SDT motivation. My 
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desire to play Joker in my own way and making choices achieves autonomy. The 

narrative persuasion of conversing with the shadow and relating to them, as well as 

reveling in victory with my teammates, achieves relatedness, and my ability to get better 

at the game to achieve success in both combat and conversation without spending too 

many of my resources achieves competency. Combat continues in much this same way 

throughout the Palace. The only difference is that I often opt to use an “all-out attack” 

rather than engage in conversation once the “holdup” begins. The “all-out attack” causes 

a big red splash screen with all Phantom Thieves streaking across it to cause massive 

damage in one big attack. This same animation plays every time I use an all-out attack. In 

addition, there is no longer any enthymematic deduction for any enemy I encounter 

whose weaknesses I am already aware of.  

As I continue through the Palace, I encounter some puzzles that cause me to move 

and position carefully as security cameras now line the rooms that I am moving through; 

if these cameras spot me, the alert level will rise. The movement here is fairly trivial, so it 

is not considered kinesthetic. By discovering air vents and secret doors to move through, 

I am able to locate a switch that turns off some of the cameras. Each time I discover a 

new interactable element in the environment, like the air vents or the camera switch, the 

game takes control away from me so my teammates can remark at it. The remarks come 

up in the form of text bubbles in the lower thirds of the screen with a defined and stylized 

anime version of the speaker. This conversation does add to narrative persuasion and 

relatedness; however, stopping the action repeatedly to take control away from me 

detracts from immersion.  
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 Hashino is definitely proven to be right that the narrative persuasion and 

immersive sense of style in Persona 5 are the strongest rhetorical methods at work in this 

game. The work that Soejima and Meguro did to create immersive, stylistic animations 

and sounds that enrapture the player and underscore every interaction is immersive and 

narratively persuasive. The liberal use of crimson and black punctuates the passionate 

sense of justice that the Phantom Thieves seek: a Robinhood story of stealing from the 

powerful to give to the downtrodden, another example of narrative persuasion. The 

smooth jazz blaring from the battle soundtrack makes me feel like a sly and confident 

thief planning my next move, motivating me to solve the puzzle of combat with clever 

finesse – providing immersion and narrative persuasion. The animations of the Phantom 

Thieves are stylish as Joker fearlessly bounds between hiding spots or leaps to an 

enemy’s back to remove their mask and start a battle. The movement here hearkens to the 

theme of being a Phantom Thief, while the removal of the mask hearkens to the game’s 

narrative Jungian themes. These are both examples of consistent narrative elements that 

deepen transportation. Similarly, the green glow of the Palace, uniform dress of the 

shadows patrolling as bank guards, and civilians represented as broken and used ATMs 

underscore the sense of conformity and oppression teaming within this space. These 

visual and audio touches are highly immersive, however there are some non-kinesthetic 

elements of the game that have the opposite effect. The movements of the guards are 

fairly stiff and predictable, lacking an animate quality. The conversations between the 

Phantom Thieves when you discover new interactive elements add greatly to relatability, 

but more often than not remove control from the player for far too long, detracting from 

immersion and presence. By Persona 5’s non-kinesthetic nature, the only time I am in 
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direct control of Joker is during exploration, and while his controls are certainly not 

unintuitive, they are very basic and lack any unique quality; they could be utilized for 

nearly any bipedal character moving around a virtual space, which detracts from the 

possibility for self-presence. For my personal experience, I want to recall Nabi and 

Kremar (2004) who suggested that media enjoyment is taken as a whole experience. In 

my experience of playing Persona 5, I sit back and watch things play out more often than 

I am actively making them happen, and this is less enjoyable for me than being in 

constant control of the action.  

Devil May Cry 5 Autoethnographic Analysis 

Similar to my Persona 5 narrative, I need to frame my current place within the 

game’s plot. My DMC5 play session begins with a level featuring Nero who is portrayed 

as a young devil hunter with something to prove. This is near the halfway point of the 

game – level 8 of 20 - and Nero and V have been working to regain their footing since 

suffering a crushing defeat at the hands of Urizen in the opening mission of the game. 

They now must climb Urizen’s demonic Qliphoth tree in search of Dante and a way to 

defeat their mighty foe. After an establishing cutscene, I get control of Nero as he utters 

“all right…just you wait, you big bastard. I’ll drag you all the way down here.” He’s 

raring for a rematch with his new nemesis, eager to prove that he won’t be brushed aside. 

Nero’s attacks and animations are fairly basic when compared to Dante’s selection of 

maneuvers. His animations accentuate his frustrations since he is not as experienced as 

Dante. One useful skill in particular that Nero has is called Red Queen Combo B. By 

tapping the melee button once, giving a short pause, and then tapping it repeatedly in 

quick succession, Nero will forcefully and furiously slam his sword into the ground with 
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some slight forward momentum. This attack is useful whenever an enemy is knocked 

down or put into hit-stun as it deals a lot of damage, the successive attacks maintain hit-

stun, and the final hit is strong enough to guard break or interrupt any enemy that may be 

charging at you; this is helpful since I will be mostly rooted in place while executing this 

skill. In supplemental video 4 and screenshot below, the small controller on the bottom 

left side of the screen represents my real-time inputs. The buttons light up blue whenever 

I press them or remain blue for a hold.  

 

Figure 25 Red Queen Combo B (Devil May Cry 5, 2019). Refer to Supplemental Video 4. 

 Nearly all five rhetorical methods are on display with this single skill. There is 

possibility for the identification associated with narrative persuasion to take hold when 

using this skill if you identify with Nero’s frustration and desire to be stronger. Nero’s 

fury can be easily felt every time he uses this combo, and the biological, thinking player 

is in complete control of the animation as it requires successive inputs from the player 

giving it an animate quality. Kinesthetic resonance is on display as Red Queen Combo B 

is an active kinetic choice among the I can/I can’t options available to the player. It is up 

to the player to decide what situations call for this skill or when to cancel the animation 

early due to danger; this also adds an enthymematic quality depending on the situation. 

For example, if Nero uses this skill against the Hell Kaina enemy, a skeleton in a black 

robe with a wooden scythe, it makes sense that their guard will break after Nero’s sword 

slams against their scythe multiple times. There is also an intentional focus of 
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consciousness placed upon whatever the target of this skill may happen to be. Moving 

through Nero’s mission, things can become somewhat repetitive for a veteran of the 

series as his skill list is not nearly as expansive as Dante’s. This repetition can become 

immersion breaking, but there are enough dangerous and challenging situations that keep 

me on my toes and force me to use skills in different ways to keep myself safe. Nero also 

has the unique ability to target an enemy and either pull them to him or vice versa, 

depending on their size, at any time. This ability also punctuates Nero’s impatience.    

 We now move on to V’s mission, which will display a negative sense of narrative 

persuasion and kinesthetic resonance. V once again, is a new character to the series. His 

origins and motivations would be unknown to a new player. In his mission he is looking 

for the devil sword Sparda, a powerful artifact that was named after and once wielded by 

Dante’s father. V hopes that the Sparda will help to defeat Urizen. Narratively, V is 

incredibly frail and for this reason he cannot fight on his own. He summons three 

demonic familiars: a panther named Shadow for close ranged attacks, a large bird named 

Gryphon for ranged attacks, and a massive creature known as Nightmare is summoned as 

a fiery comet from above when he activates his devil trigger. V has a stereotypical “goth” 

appearance. He wears all black, is covered in tattoos, and walks with a gaudy, raven 

headed cane and a book of depressing poetry he sometimes reads aloud as he fights. I 

don’t much identify with V’s aesthetic style or insistence on maintaining an air of 

mystery. My disassociation with V is further increased by his gameplay mechanics. As I 

said, V cannot fight on his own, the familiars have to fight for him because of his frail 

body. The player commands the familiars to fight and has to position V so that he does 

not get attacked. Many of DMC5’s inputs require specific positioning and timing. But 
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you cannot directly control where in space the familiars are standing or the direction they 

are facing; this makes certain attacks overly cumbersome as they will not always go 

where the player wants them to and it is often difficult to reorient my mind to consider 

which way a familiar is facing when certain attacks call for inputs that take such a thing 

into account. It is for these reasons that V’s kinesthetic resonance becomes difficult 

because I am not always entirely sure what it is that I can/I cannot do.  

 For narrative reference, Dante’s first mission begins after a cutscene showing his 

perspective as a child. It shows the last moments he has with his mother during an attack 

on his family’s mansion. The forces of Hell are not happy with Dante’s father, Sparda. As 

a demon himself who married a human woman, he decides to defend humanity from 

demon kind. This is a piece of lore that is well known to players since the original game, 

but it has not been shown in a cinematic way before. After hiding Dante in a closet, his 

mother wishes him well and then scrambles to look for Dante’s twin brother Vergil 

followed by a scream and an explosion that end the sequence. What follows is Dante’s 

initial meeting with V, who has come to enlist the legendary devil hunter’s help in 

defeating Urizen. It is important to keep these framing elements in mind for the purposes 

of narrative persuasion. The next scene has Dante entering the Qliphoth tree with his 

companions Lady and Trish en route to Urizen. Trish utters “first come, first served on 

the targets right?” These characters are overwhelmingly powerful; they’ve dealt with 

Urizen’s ilk before, and they know it. It puts me in the headspace of embodying one of 

these confidently powerful characters. I want to be able to match their boasting with my 

own skill; this is a form of character identification. When I get control of Dante, he says 
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“did that guy really do this? Well, there’s no accounting for taste.” He knows Urizen 

somehow, and he, of course, insults his enemy as has always been his style.  

The following will expound upon the performative process of kinesthetic 

gameplay in DMC5. I approach the first combat arena and four empusas, the game’s most 

basic enemies, spawn. What appears to be a sanguine spider web covers the exit to this 

space and I am forced to fight. I begin targeting the closest empusa by holding in the R1 

button. I then push forward on the left stick and hit the triangle button; this executes one 

of Dante’s most useful abilities, Stinger. He dashes forward with the point of his sword 

thrust before him and beams into the enemy. As I make contact with the first empusa, I 

let go of the left stick and keep the triangle button held down to extend my combo into 

the Million Stabs ability. This executes a maneuver that is very much what it sounds like. 

Dante stabs his sword blazingly fast into the enemy several times. As my hits land, the 

style gauge starts to fill and Dante’s battle music for DMC5 begins to play. My reasoning 

to execute the previous maneuver comes from all five rhetorical methods. I identify with 

Dante’s boastful taunting. He is a competent and capable character that I wish I could 

emulate. It makes sense for him to dash headlong into danger with a Stinger; though the 

timing can be tricky to then transition into Million Stabs, but due to the motivational 

factors of competency and autonomy, I want to prove to myself that I can both make the 

right choice and execute properly on it. The finesse with which this is done once again 

allows me to identify more with the character. This is also a factor of kinesthetic 

resonance as I must question first what actions are available within my character’s 

motility, and then which of these actions I am competent in executing. The affordance 

and enthymeme are presented by way of kinesthetic resonance as well as the examined 
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behavior of the enemy I am facing. The empusa is a mantis-like creature which looks to 

just barely balance on its two spindly legs. (See figure 26). 

 

Figure 26 Empusa Retrieved from Devilmaycry.fandom.com 

Being one of the game’s most simple enemies, it is fairly slow with easily telegraphed 

attacks that come out when it lurches its torso back to try and come down sharply with its 

two pincers. Examining this behavior, I know that if I have options to get in quickly to 

attack – the Stinger – this will be the best choice so I can isolate one of them and the rest 

don’t all gang up on my flank. Of course, all of these thoughts occur in a matter of 

seconds and this deep focus signals immersion. The following sections provide continued 

exemplification of kinesthetic gameplay with more varied situations and performance to 

show how this process can permeate an entire play session.   

I target the next empusa which is fairly close to the other two, so I opt to use 

Dance Macabre. I know that they move slowly, but they tend to group up, and if the 

cadence of their attacks is not in sync, I may be interrupted by one when landing an 

attack on another. I use enthymematic deduction and kinesthetic resonance to choose an 

attack that can hit multiple enemies in a wide area. By holding in R1 and moving the left 

stick from back to forward, based on the direction Dante is facing, and then pushing the 

circle button, Dante does a quick step forward, closing in on the enemy and allowing me 
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to complete the Dance Macabre animation sequence by rapidly pressing the circle button. 

This animation features a sequence of sword swings that also hit the area around Dante in 

case there are too many other enemies close by. At the end of Dance Macabre, Dante 

does a powerful, wide sword swing that knocks the enemy away, so instead of finishing 

this combo, I cancel the animation by transitioning into DSD Combo C. I press the 

triangle button twice for two sword swings, pause and then press the button twice more, 

which has Dante stand in place and spin his sword rapidly like a propeller (See figure 27 

and supplemental video 5). Within my own competency as a player, I know I can get the 

timing right to cancel Dance Macabre into DSD Combo C. The majority of the Dance 

Macabre animation has spread out the empusas, and now I can capitalize on the one I 

have targeted with a more focused attack.  

 

Figure 27 DSD Combo C (Devil May Cry 5, 2019). Refer to Supplemental Video 5. 

 As I finish off the second empusa a deep, guttural voice calls out “Apocalyptic!” 

My style rank has just reached A. Three more enemies spawn: two green empusas, 

smaller flying enemies that can hit me with weak attacks but mainly exist to heal the 

other enemies, and a large empusa queen. I have to take out those green empusas first, or 

they’ll undo any damage I deal – another example of enthymeme. I work my way up to 

the final empusa and the empusa queen. I hit R2 to switch to the Balrog weapon, a pair of 

cestus, pauldrons, and greaves that allow pugilistic attacks. I take the empusa down with 
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a series of kicks and then engage the queen empusa. She tries to grab me with her large 

pincers, but I switch to punch mode and the resulting haymaker counters her pincer. 

Punch mode is great for this enemy because I can connect with a series of punches and 

utilize Welter Move to weave in and out of attacks when the queen tries to grab me. This 

choice once more shows kinesthetic resonance, competency, autonomy, affordance, and 

enthymeme. I start punching, but I get overzealous and mistime my Welter Move, 

allowing the queen to land her grab. My style rank goes down, and my only option is to 

activate my Devil Trigger to get out of the grab. Now in DT form, I switch back to kick 

mode and Swordmaster style to deliver a capoeira style series of kicks as she tries to leap 

on top of me, but the enhancement from DT counters her attack. I finish the queen as the 

announcer resounds “Smokin’ Sexy Style!”  

This is a massive and meticulous example of kinesthetic mechanics in action. 

Every input demanded my focus, deduction, and execution at a moment’s notice, in real 

time. Dante’s free flowing and expert range of maneuvers made me play with kinesthetic 

resonance to truly make me feel like a legendary devil hunter. The possibilities within I 

can/I cannot shaped every second of this encounter as I freely played with the kinetic 

possibilities of the situation. I thought less of the narrative plot during combat sequences, 

but Dante’s connection with Urizen and the previous glimpse at his past did linger in my 

mind. I also recognized my identification with Dante in that I wish I could be such a 

capable and confident character. His animations are very animate, showing haughtiness, 

bravado, and a sense of motility even in the face of grave danger, and the realistic art 

style of the graphics, as well as the pulse pounding metal soundtrack that fades in louder 

as my style rank goes up, helps to punctuate this. My conscious intentionality was always 
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directed at my target, and the sheer volume of enthymematic possibility was near 

limitless; do I engage this enemy in the air where it’s safer, or on the ground where I can 

move about more freely? Do I utilize a slower, guard breaking attack that roots me in 

place? Or do I utilize attacks that land multiple hits and keep me moving out of my 

enemies’ grasp? Finally, I was motivated to finish this encounter with the highest, triple S 

rating and full HP, one of the best possible outcomes. My choices showed both autonomy 

and competency, and my accomplishment reflects Itusno’s “Yes!” moment as I was able 

to overcome this challenge to the best of my ability. Dante and Nero both have intuitive 

and comfortable control layouts that allow me to engage with self-presence, more so with 

Dante due to identification. My preference for Dante over Nero and V is a form of 

relatability as I align with that character and anyone else who also prefers to play as him.         
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CHAPTER 9 

DISCUSSION 

With my personal play experience concluded, I can now identify correlations 

between the developer expectations of their games, community (critics) experience, and 

my own autoethnographic experience in order to identify common persuasive elements. 

To do so, I want to once again define the rhetorical methods by which I judged the 

persuasive potential of both games: Devil May Cry 5 and Persona 5. Immersion is not 

only a prerequisite for narrative persuasion and self-presence, but it also represents the 

willingness to suspend one’s disbelief and become deeply focused on a game or story 

world and its conceits; this deep focus also extends to gameplay mechanics. Presence is a 

deeper form of immersion in which the immersed being experiences the sensation of 

non-mediation; self-presence expresses itself as an intuitive extension of one’s motility. 

Narrative persuasion is a term I utilized to suggest a state of media enjoyment via 

narrative elements that can induce transportation or identification. Transportation is a 

state of immersion in which the transported being has entirely suspended their disbelief, 

they are so infatuated with the story world that reality can take a back seat in their mind. 

Identification is a similar state to transportation, but it is specifically induced through a 

character in the narrative. When an individual experiences identification, they may like 

the aesthetics or values of a character, or just wish to be like them, and identification will 

cause the individual to align completely with the character’s goals and aspirations as they 

will be at the forefront of the individual’s mind. Kinesthetic resonance suggests a state 

by which one can b-witness to animate motions – motions with an intentional, biological, 

and lifelike quality – that inspire considerations of one’s own motility. Kinesthetic 
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resonance will have one exploring the phenomenological idea of I can/I cannot; put 

simply, what is or is not possible within one’s range of motility. Affordance and 

enthymeme are aspects of procedural rhetoric – how video games make meaning 

through process. Affordances are any object or situation in which form implies function, 

and enthymeme is a form of deduction in which a syllogistic statement can be completed 

by utilizing common sense or prior knowledge. For my purposes, motivation suggests a 

willingness to continue playing a particular game. Specifically, I emphasized the intrinsic 

motivational qualities of SDT: competency, autonomy, and relatedness.    

 In his 2019 Game Developer’s Conference presentation, DMC5 director Hideaki 

Itsuno outlined several important, persuasive aspects of DMC5. During his presentation, 

he put major focus on how he designed the game around one significant, narrative 

moment. Through my categorization of community (critics) comments, DMC5 seemed to 

hold the least amount of influence through narrative persuasion; however, I felt 

identification during my play sessions with Dante, and Nero to a lesser extent. Overtly 

common areas of persuasion for DMC5 seen across expectation and experience included 

kinesthetic resonance, SDT motivation, affordance, and enthymeme. The wide range of 

motility shown off by a series of animate animations in the game inspires players to 

attempt various forms of kinetic expression which also fulfills SDT’s autonomy. This 

broad opportunity for expression accentuates a series of enthymemes and affordances 

which players must deduce and recognize as they play. SDT’s competency is fulfilled by 

the challenge of action games, designing around the motivation to achieve a “Yes!” 

moment, something Itsuno mentioned at length.      
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 The development team for Persona 5 spoke about their focus on delivering a 

captivating narrative with a striking artistic style. Indeed, narrative persuasion, as well as 

the immersion brought about through Persona 5’s overwhelming sense of style, are the 

game’s two most persuasive elements. The impassioned mentions of character motivation 

as well as narrative and plot elements across the community (critics) experience and my 

own personal experience of this game signal identification and transportation. 

Enthymeme is certainly brought about through the game’s tactical combat, but it was not 

mentioned nearly as much as it was for DMC5, and there are negative aspects of 

enthymeme appearing in Persona 5 as discovering the weakness of an enemy the first 

time trivializes any enthymematic deduction upon further encounters. In line with this 

notion, the repetitious nature of the non-kinesthetic gameplay was certainly a negative 

factor of persuasion in my experience of the game, as well as the community’s (critics). 

There was also mention of SDT; autonomy and relatedness as this is a heavily choice- 

and narrative-based RPG with a social simulation at its core. 

I want to point out that both games seem to exude this immersive sense of “style” 

and it seems to be overwhelmingly persuasive. I categorized this sense of style as 

immersion as it adds to the game world in a way that makes a player want to be invested 

in it. In hindsight, this element may have been appropriate to categorize as motivation as 

well, but its representation within the analyzed discourse was generally based on how the 

developers utilized stylish aesthetics rather than a player’s expression of that style; I felt 

that this form of stylish expression did not fulfill the SDT needs of competency, 

autonomy, or relatedness on its own. I believe that making use of a game’s possibility 

space to express style can be a form of competency and autonomy, such as making 
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choices within gameplay that produce a more stylish aesthetic; DMC’s style ranking is a 

perfect example of this as rank is rewarded based on more creative and varied play. A 

case can also be made here for relatedness and identification as a character’s style can be 

an attractive factor that makes someone want to align with them; but I do not have 

enough information at this time to make a determination. It should be noted that a game’s 

artistic style is highly persuasive in light of the game’s mechanics; this may be a good 

area for future research.   
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CHAPTER 10 

CONCLUSION 

The purpose of this thesis was not to exalt kinesthetic mechanics over non-

kinesthetic; nor was it to disparage non-kinesthetic mechanics. I wanted to understand my 

own affinity for kinesthetic mechanics. I researched rhetorical methods from video games 

and other media that I hoped might explain my preference. I looked to see if the 

developers had intended for my experiences and also if the greater community was 

experiencing the same thing. I compared these findings for a kinesthetic game (DMC5) to 

those of a non-kinesthetic game (Persona 5) to see if there was any meaningful 

difference. I hypothesized that:  

1. Kinesthetic video game mechanics will make a game more persuasive than non-

kinesthetic mechanics. 

2. Non-kinesthetic video game mechanics allow for less affordance based and 

enthymematic persuasion making them less immersive, and thus, less persuasive overall. 

3.  Non-kinesthetic video game mechanics are less persuasive due to a lack of animateness 

and intentionality in their animations, as well as a general lack of kinesthetic resonance. 

4. Due to a lack of direct, intentional control, non-kinesthetic video game mechanics do not 

allow for the sensations of self-presence, transportation, or identification as strongly as 

kinesthetic video game mechanics do. 

5. Non-kinesthetic video game mechanics are not as intrinsically motivating as kinesthetic 

video game mechanics because they do not fulfill the needs of SDT – competency, 

autonomy, and relatedness - as well. 



110 
 

My initial hypothesis is taken directly from my thesis statement: kinesthetic video 

game mechanics are more persuasive than non-kinesthetic mechanics. In order to 

determine the results of this hypothesis, I want to first address hypotheses 2-5 as they 

make up my reasoning for the overall thesis statement. Hypothesis 2 was partially 

supported. In both my own gameplay experience and that of the community, there was 

significantly less possibility for affordance and enthymeme-based persuasion. As I have 

now mentioned multiple times, the non-kinesthetic, turn-based combat featured in 

Persona 5 is highly tactical and decision based, and affordances and enthymemes do 

show up, but they are fairly simple to deduce and once a determination is made, it never 

changes. Compare this to the chaotic and kinetic nature of kinesthetic combat in DMC5, 

in which affordances can be deduced but enthymeme is always changing based on the 

situation. In an instant, player performance, enemy behavior, and constantly changing 

motion values will alter the situation requiring new enthymematic deduction. However, I 

call this hypothesis partially supported because while the repetitious nature of Persona 5 

did negatively affect the immersion for myself and some members of the community, 

immersion levels, overall, were still quite high despite this. 

Hypothesis 3 connects directly to the previous statement on repetition. The 

animations in Persona 5 have a great deal of personality and character, but they lack 

variety and the animations of your enemies in combat will stiffly replay every time they 

attack; this robs of them of any animate nature, making them instead robotic and 

automatic. Again, this was addressed as “repetition” in community comments, and there 

are some, including myself, who mention it as an aspect of the game that negatively 

affects immersion, but immersion does remain strong overall. Without question, Persona 
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5 lacks kinesthetic resonance, while there is a surplus of it in DMC5. There are cinematic 

moments and stylish animations in Persona 5 that may cause the player to reflect on the 

phenomenological I can/I cannot of their own motility, however this is hampered by the 

limited range of motility granted to the player character. Compound this with the fact that 

the player is robbed of direct control during non-kinesthetic, turn-based combat and the 

opportunity for kinesthetic resonance becomes extremely low. The kinesthetic mechanics 

in DMC5 cause the player to constantly reassess this I can/I cannot of both their, and 

their character’s, motility across an ever-changing range of possibility in the moment-to-

moment gameplay.      

Hypothesis 4 is only correct when considering self-presence. There was hardly 

any self-presence to be felt in Persona 5 as the control scheme lacks a unique quality or 

the variety of actions that would be required to make one feel as though they are 

controlling a specific character. Compare this to DMC5, where the button layouts remain 

mostly constant between the three characters – triangle for melee, square for ranged, etc. 

– but their actual control styles are completely different and highly unique to the 

character, which is often modeled after their personality. The narrative persuasion aspects 

of transportation and identification, however, are unquestionably stronger in Persona 5, 

at least amongst the community. I personally felt stronger identification with Dante and 

Nero through their unique control styles and by being able to command unique actions 

with them, but I am admittedly biased. The community unquestionably saw aspects of 

narrative persuasion as Persona 5’s strongest persuasive element and this was much more 

the case than in DMC5. This is not necessarily unexpected, as it falls in line with the 
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developer expectations of Persona 5, as well as the simple fact that it is first and foremost 

a narratively driven game. 

Results for Hypothesis 5 are interesting. There was certainly more motivation in 

the realm of competency in DMC5; this would include getting better at the game or being 

better at embodying the character and looking like a competent devil hunter. There was 

also mention of motivation for replaying the game on higher difficulties and achieving 

even greater style rankings in harder missions; there was not much mention of getting 

better at the game for Persona 5. Both games exhibit a great amount of autonomy in that 

there are many choices for the player to make, and the effects of these choices are 

certainly reflected back to the player. In DMC5 this can be seen through the constantly 

changing HP and DT resources, as well as the ever-changing style rank. In Persona 5 

choices are also reflected in gameplay resources like HP and the SP spent on spells and 

abilities, but there are also choices that are reflected in a more narrative sense through the 

social simulation. Objectively, there is certainly more choice per second occurring in 

DMC5, but both games undoubtedly fulfill a need for autonomy for the player. 

Relatedness is another need fulfilled in both games. This is experienced by aligning with 

a favored character in DMC5 and the social simulation in Persona 5. Due to the plethora 

of characters and focus on narrative in Persona 5, I would say it exhibits a greater sense 

of relatedness. Both games fulfill autonomy, DMC5 fulfills greater competency, and 

Persona 5 fulfills greater relatedness. Both games also motivate players to continue 

playing as DMC5 has players replaying the game on harder difficulties and trying to get 

better, and Persona 5 has players completing its 97-hour story.  
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Now I can readdress Hypothesis 1 and my thesis statement: kinesthetic video 

game mechanics are more persuasive than non-kinesthetic video game mechanics. In 

some key ways, this study has supported this prediction. As I have just shown, there are 

some aspects of my rhetorical methods by which kinesthetic video game mechanics, 

specifically, are clearly more persuasive. However, there are some aspects in which the 

non-kinesthetic video game is more persuasive, outside of mechanics. The question then 

becomes which type of game, kinesthetic or non-kinesthetic, is more persuasive overall? 

For this, I believe I do not have enough information. The more persuasive elements of 

Persona 5 lie within its aspects of narrative persuasion. While narrative persuasion was 

certainly a strong part of the gameplay that I analyzed, it may have been pertinent to 

include a gameplay section consisting entirely of the narrative experience through the 

social simulation - which is assuredly non-kinesthetic – in my autoethnographic analysis. 

This section was excluded due to my focus on input-based gameplay. I reasoned that the 

inputs during the social simulation were non-kinesthetic in a similar fashion to the 

combat sections and that an easier parallel could be drawn by directly comparing combat 

between the two games. Due to the overwhelming importance of narrative persuasion in 

Persona 5, I realize that the choice the exclude such gameplay from my autoethnographic 

analysis may have been a misstep. Making a determination on the persuasive quality of 

the game mechanics in particular may have been more accurate with a bespoke survey of 

both experienced and inexperienced players before during and after play and including a 

modified version of the immersion scale utilized by van’t Riet et al. in 2018. 

Additionally, it may be pertinent to compare a greater number of kinesthetic and non-

kinesthetic games, as well as games that are more comparable in their balance of 
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narrative and gameplay, as well as overall length, in order to finely distill the most 

persuasive elements. An argument can also be made addressing my rhetorical methods. 

Kinesthetic resonance certainly favors kinesthetic video games; I was purposefully 

researching vicarious effects of kinetic action. There may be methods that favor non-

kinesthetic mechanics that I did not research.   

For future research I would consider looking into a recent trend in the video game 

industry in which games have been changing their mechanical genre. In the last few years 

popular series such as Final Fantasy, Yakuza, Fire Emblem, and even Persona 5 itself 

have had successful titles that change the mechanical style from non-kinesthetic to 

kinesthetic, or vice versa. There may be some interesting data to glean from this ongoing 

trend. Conversely, non-kinesthetic, turn-based combat has been around since the 1970s, 

and it has only been fairly recently that technology has allowed for kinesthetic, real time, 

action. The tried-and-true turn-based strategy game remains ever popular; just look at the 

success of Persona 5 to see that this is true. In my research I came across a survey 

conducted among Destructoid.com’s community asking for a preference between turn-

based and action RPGs, specifically. The result was a resounding preference for turn-

based RPGs, with many responders mentioning that action combat in RPG games is often 

not designed well enough to support the experience. Many questions arise from this 

survey including design competency, the demographic of the responders, and why RPGs 

specifically are said to be better suited for turn-based combat.  

Video games now run the gamut of experiences. There are likely examples of 

non-kinesthetic action games, as well as highly kinesthetic narrative games. The benefit 

of these experiences comes from making the player an active participant in the mediated 



115 
 

communication; the more immersive the communication, the more persuasive it can be. I 

personally believe that kinesthetic video game mechanics are more immersive, 

motivating, and enjoyable; my work has shown some evidence for this to be true. In 

2012, Przybylski et al. suggested that “future research can extend our work by examining 

the mechanisms and features through which games provide opportunities for immersion.” 

Similarly, in 2018 van’t Riet et al. suggested that future research in persuasive games 

should focus on “game characteristics.” I believe that the discourse I have presented here 

on video game mechanics is what they were referring to and adds to the greater ongoing 

discourse about the persuasive potential of video games. This has been achieved through 

identification of rhetorical methods in gameplay and design, analysis of the 

persuasiveness of these methods, and identifying correlations in rhetorical experience 

between developer intention, community experience, and autoethnographic experience to 

identify differences in rhetorical potential between kinesthetic and non-kinesthetic video 

game mechanics.  
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APPENDIX B 

USER EXPERIENCE OF DEVIL MAY CRY 5 AND PERSONA 5 THROUGH RHETORICAL METHODS (Refer to Chapter 
7: Non-Professional Review Analysis) 

Game Immersion/Self-Presence Motivation/SDT Kinesthetic Resonance  Narrative Persuasion Enthymeme and Affordance 
Devil 
May Cry 
5 

As soon as Nero starting riding his arm during gameplay i 
knew this would be an amazing game. The characters old 
and new were great, very fun and satisfying story, amazing 
combat and animation. – cas514 

this game is absolutely worth to wait 
about 10 years for DMC fans 
all lovely characters are back in this 
amazing sequel 
dmc 5 hack and slash gameplay is about 
perfection – amirpakzad 

As soon as Nero starting riding his 
arm during gameplay i knew this 
would be an amazing game. The 
characters old and new were great, 
very fun and satisfying story, 
amazing combat and animation. – 
cas514 

This is what we ever wanted. I have been waiting for this for 
11 years! 
And this game delivers. Stylish, fun, well-written and 
crafted. 
 
I wish the last arc was explored a bit more, but this game 
deserves only praises – Ramazan_119 

The combat is phenomenal. You have 
a lot of freedom to really tear into 
enemies in clever ways. – 
SLURM187 

 each character offers different things to do, and cool new 
ideas – Irarius 

The combat is phenomenal. You have a 
lot of freedom to really tear into enemies 
in clever ways. – SLURM187 

 This game is pretty dope. The combat is far better than what 
we had in DmC, and the story is the better so far. They 
rushed the ending, and the plot doens't make a lot of sense, 
but it's good and funny – Epumpkin 

 

 I'm no DMC or action game expert (you can read other 
reviews for more informed opinions comparing this with 
prior titles in the series - some of those reviews are very 
good and accurate), but so far this game is a lot of fun. The 
graphics, sound, presentation, cutscenes, voice acting, 
menus, and extras are all top-notch. – ChrisUK 

  Simply a must-own game for fans of hack'n'slash and DMC 
fans in particular. The story is mediocre by standards of 
games like God of War or The Last Of Us, but DMC has 
always been about style and combat rather than deep 
storytelling. This is not the Citizen Kane of gaming, this is 
the Kingsman of gaming. Its over the top, cheesy and fun as 
all hell. – Xeomonk 

 

Game Immersion/Self-Presence Motivation/SDT Kinesthetic Resonance  Narrative Persuasion Enthymeme and Affordance 
 Overall I loved the hell out of this game. It was about a 12-

hour experience that just melted away for me. This is the 
first game this year I have had a smile on my face the 
entire time playing. While I wasn’t the biggest fan of V as 
a character, nor as playing as him the game is still 
amazing. I cannot praise this game enough. – Professorfett 

    

 When i heard there would be 3 playable protagonist's i was 
a bit worried but unlike DMC4 where Dante's half of the 
game felt like backtracking DMC5 is three different 
perspectives working towards the same goal and each with 
there own style of game play. – shinrazantetsu 

    

Persona 
5 

A great game. I loved P3 and P4 maybe a bit more but 
what a ride this game has been. A solid 9 is totally 
deserved for all the hard work they did making this 
awesome game. – Carda1972 

There are so many personas too, i love 
finding a new one and capturing it or 
fusing personas i already have to get a 
new one. – Volitile88 

 The huge improvement over it's predecessors is the dungeon-
crawling. Instead of a slog through randomly-generated and 
linear corridors, we get to sneak through carefully crafted 
and well designed environments. – Trunks252 

There are a lot of systems to learn, 
but the game does a great job at 
teaching you the basics whilst leaving 
room for you to delve into the more 
complex aspects of the game at your 
own pace. – ScottIsFire 

 The huge improvement over it's predecessors is the 
dungeon-crawling. Instead of a slog through randomly-
generated and linear corridors, we get to sneak through 
carefully crafted and well designed environments. – 
Trunks252 

Yes it does get repetitive, but the 
rewards whether that be for the perks for 
hanging out with friends, or grinding for 
better personas, the repetitiveness for me 
was worth it in the long haul. – 
sityoazzdown 

 Most of the characters are very enjoyable and the plot had 
me actually feeling emotions, like a real human. The mature 
storyline and the accuracy of how Baby Boomers and Gen-
Xer’s will sacrifice their children’s lives for their own 
materialistic wealth is incredibly spot on. – Nightscape 

 

 The art style is bold, beautiful, and fun. The English voice 
actors/actresses are all phenomenal, they really understand 
the characters that they play and give them so much life. 
Though I usually don't like turn based combat, P5 makes it 
super fun and enjoyable. – Sweethtooth17 

  The new story is engaging and its made in such a way that it 
keeps your attention constantly and you feel under pressure 
of time non stop. – Akuaku17 

 

 As someone who has never played a persona game I am in 
love with this one as it is one of the absolute best games I 
have ever touched and the best game on ps4. People wen't 
lying about how good this one was. – Dingerdigger 

  If you like great characters that are relate-able, and a 
"complete" and satisfying story. Buy this game. – 
monkeykid 
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APPENDIX C 

PROFESSIONAL CRITICS’ EXPERIENCE OF DEVIL MAY CRY 5 THROUGH RHETORICAL METHODS (Refer to 
Chapter 7: Professional Review Analysis) 

Game Immersion and Self-presence Motivation/SDT Kinesthetic Resonance  Narrative Persuasion Enthymeme and Affordance 

Devil 
May 
Cry 5 

perfectly paced campaign that mixes in three 
completely different playstyles, each of which 
containing enough depth to carry a game of their 
own. -Saltzman 

They aren’t just about killing every enemy in a 
room. They’re about how you killed every enemy 
in a room, expressing yourself in an almost artistic 
and highly technical dance of swords, guns, and 
lots of jump cancels. – Satlzman 

artistic and highly technical dance of swords, 
guns, and lots of jump cancels. - Saltzman 

By the end of its 10 to 12 hours i still had 
some questions left over, but overall the 
plot kept me hooked all the way through 
with satisfying revelations, a few answers 
that fill in some long-standing series plot 
holes, and of course, the off-the-wall 
action that only Devil May Cry can 
deliver. – Saltzman 

They’re about how you killed every enemy in a 
room. – Saltzman 

quite simply one of the best combat systems 
you’ll find in video games.- Saltzman 

quite simply one of the best combat systems you’ll 
find in video games. - Saltzman 

Devil May Cry 5’s combat is absolutely sublime. 
- Saltzman 

Dante’s smug teasing of the various 
bosses. – Saltzman 

an array of melee and projectile attacks, you 
inflict complex combo strings while performing 
split-second dodges to evade incoming attacks. – 
Espinelli 

Dante’s gameplay is by far the most familiar 
because he plays almost exactly the same as his 
Devil May Cry 4 counterpart, which is to say 
that he’s essentially a Swiss army knife. - 
Saltzman 

Devil May Cry 5’s combat is absolutely sublime. – 
Saltzman 

Style and personality oozes out every animation. 
- Saltzman 

There’s a great air of mystery to the 
unknown nature of both Urizen and V. 
Like Nero, I was never sure if I could 
trust V and found myself formulating 
theory after theory about his identity and 
motives with every new morsel of 
information that was fed to me. – 
Saltzman 

Eventually, you get into a kind of flow with 
Dante, where combat is less about thinking than 
it is about feeling your way through it. - 
Espinelli  

Immersion and Self-presence Motivation/SDT Kinesthetic Resonance Narrative Persuasion Enthymeme and Affordance 

the environments are not as varied as they have 
been in the past, and you’ll be traveling through 
a lot of similarly demon-torn cityscapes and 
hellish underground chasms. – Saltzman 

The beauty of DMC 5’s combat is in the depth, 
creative freedom, and variety. - Saltzman 

an array of melee and projectile attacks, you 
inflict complex combo strings while performing 
split-second dodges to evade incoming attacks. - 
Espinelli 

Eventually, you get into a kind of flow 
with Dante, where combat is less about 
thinking than it is about feeling your way 
through it. Each character in DMC5 
exemplifies this depth and intensity. – 
Espinelli  

 

V’s missions are the weakest of the trio, mainly 
because his movement feels so much more 
limited compared to Dante and Nero. - Saltzman 

Infectious confidence. - Espinelli V’s missions are the weakest of the trio, mainly 
because his movement feels so much more 
limited compared to Dante and Nero. - Saltzman 

DMC5’s story is an engrossing, albeit 
predictable, saga with plenty of 
extravagant action to keep you 
thoroughly entertained. – Espinelli 

 

Level design is more linear and much less 
puzzle-heavy relative to previous Devil May Cry 
games, which I appreciated, as it kept the brisk 
pace up and put more of an emphasis on skill-
based combat challenges. – Saltzman 

Level design is more linear and much less puzzle-
heavy relative to previous Devil May Cry games, 
which I appreciated, as it kept the brisk pace up 
and put more of an emphasis on skill-based 
combat challenges. - Saltzman 

There’s a solid variety of them too, with several 
towering and powerful beasts, others who are 
agile and elusive, but the best are just straight up 
one-on-one duels with high-speed action that 
require quick reflexes and a careful balance of 
offense and defense. - Saltzman 

DMC5's story leaves room for 
meaningful character development. It's by 
no means a nuanced study of its 
protagonists that digs deep into what 
makes them tick. But their motivations 
are always made abundantly clear, 
making for compelling melodrama 
whenever they clash against one another. 
You grow attached to their impassioned, 
if a bit simplistic, plights--if only to see 
how they'll overcome the harrowing 
challenges set before them. – Espinelli 

There’s a great mix of common fodder enemies 
that allow you to do basically whatever you want 
to them to build your combos, tanky enemies 
that require specific tactics to bypass their 
defenses, and powerful support baddies that can 
deal big damage from afar and can be very 
threatening if not brought down quickly. – 
Saltzman 
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 By the end of the story all three of my characters 
felt like all-powerful gods. – Saltzman 

Trying to get SSS ranks is a real worthwhile 
challenge that made up for the lack of base 
difficulty. To that end, I sprang at every 
opportunity to buy new techniques, which is 
rewarding because Devil May Cry 5 is paced in 
such a way that you are constantly getting new 
toys at just about every turn. - Saltzman 

part of the fun is taking in the spectacle of a 
fight. - Espinelli 

Their stories blend together in a way that 
ends up being very intimate and more 
filled with emotion than one might expect 
with that said the conclusion is a little 
flimsy with some late game revelations 
not getting enough development to sink 
in as deeply as they could – Moore 

The bosses themselves always feel mighty in 
one way or another whether it’s their sheer size 
or the ferocity of their attacks bosses also feel 
flexible enough that a variety of approaches can 
be equally effective depending on the player – 
Moore 

 Nero’s wild engine-powered sword attacks that 
send him flying across the level – Saltzman 

An in-game ranking system continually judges 
your style, encouraging you to better your 
performance. – Espinelli 

Nero’s wild engine-powered sword attacks that 
send him flying across the level - Saltzman 

Some of the encounters especially toward 
the end are exciting because you’ll care 
about the events that led to them – Moore 

Just dashing toward an enemy, knocking it into 
the air, and then clobbering it with a few 
different weapons makes you feel like a minor 
god. The sensation is both a result of how it 
looks, and the inherent satisfaction of knowing 
that you thoughtfully sequenced button presses 
in the right way. – Moore 

 playing as Dante is really about expressing 
yourself. There are so many attack combinations 
available that you can’t help but get sucked into 
learning the nuances of his every ability to 
achieve your desired style and flair. – Espinelli 

an array of melee and projectile attacks, you inflict 
complex combo strings while performing split-
second dodges to evade incoming attacks. - 
Espinelli 

Using V effectively has a pretty steep learning 
curve, even by Devil May Cry standards, due to 
the fact that you don’t actually have any 
directional control over Shadow or Griffon. - 
Saltzman 

The environments toward the end are also 
too similar to one another – Moore 

It wouldn’t matter how interesting the characters 
are if the enemies and bosses didn’t force you to 
apply those concepts in creative ways and they 
absolutely do – Moore 
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 you humiliate demons with absurd weaponry as 
a thumping battle theme fuels the bliss of every 
well-executed combo. 
-Espinelli 

makes the simple objective of clearing rooms of 
enemies continually exhilarating. – Espinelli 

Combat is where the game most expresses itself, 
showcasing the nuances of its mechanical depth 
in a variety of creative ways. - Espinelli 

Devil May Cry 5 is a wild mess of 
demonic magic, blood, brooding twinks, 
butt rock music, kung-fu homage, and 
joyous gameplay. By the end of it, I had 
killed literally thousands of demons and 
watched struggles of Biblical proportions. 
– Alexandra 

[The enemies] have unique mixtures of 
defensive and offensive capabilities that can be 
countered without those counters being too 
obvious – Moore 

 a simplistic network of hallways and arenas – 
Espinelli 

every bone-splintering, blood-splattering moment I 
spent with [the game] was a goddamn blast. - 
Alexandra 

every bone-splintering, blood-splattering 
moment I spent with [the game] was a goddamn 
blast. - Alexandra 

Devil May Cry 5 delivers even more by 
letting its protagonists’ personalities 
shine through in combat. When I play as 
these characters, I understand exactly the 
type of people they are. – Alexandra 

There is an initial learning curve as the player is 
introduced to all of the violent options at their 
disposal. – Alexandra 

 makes the simple objective of clearing rooms of 
enemies continually exhilarating. - Espinelli 

Combat is where the game most expresses itself, 
showcasing the nuances of its mechanical depth in 
a variety of creative ways. - Espinelli 

Rush in with a lunging stab, slash and then pause 
a half second before slashing again to trigger a 
furious series of overhead strikes. Do a rising 
slash to launch an enemy into the air, pull 
yourself to them with your grappling arm, punch 
them with your rocket fist, shoot them with your 
revolver to air juggle them, call your rocket arm 
back to you and ride that shit like a hoverboard. 
Glide that fist right into a demon’s throat and 
trigger an explosion. Leap away, dash to the next 
monster. Repeat until the room is full of bug 
meat and blood smears. – Alexandra 

Nero is angry. Not simply in that tough-
guy, video game protagonist sort of 
way—he’s pissed off. Brushed off as 
“dead weight” by Dante during their ill-
fated fight and reeling from the tragic loss 
of his right arm months before the game’s 
start, Nero has a lot to prove. Playing as 
Nero means channelling his frustration 
and loss into combat against any demon 
who wanders into your path. – Alexandra 

The joy of a character action game, be it Devil 
May Cry, Metal Gear Rising, or Bayonetta, is 
learning how to make hacking and head-
stomping as graceful as a dance. Devil May Cry 
5 is a subtle waltz where missing a button press 
by even a half-beat can have dire consequences. 
– Alexandra 
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 Combat is where the game most expresses itself, 
showcasing the nuances of its mechanical depth 
in a variety of creative ways. - Espinelli 

playing as Dante is really about expressing 
yourself. There are so many attack combinations 
available that you can’t help but get sucked into 
learning the nuances of his every ability to achieve 
your desired style and flair. – Espinelli 

If I want to turn my magic nunchucks into a Sun 
Wukong staff, I need to remember to be in 
Swordmaster. If I want to counter enemies I 
need to time a block perfectly in Royal Guard. - 
Alexandra 

Playing as V sometimes feels more like 
navigating a map of Into the Breach or 
fitting a Tetris block into the right place 
than it does Devil May Cry. Because he’s 
so fragile and slow in combat, positioning 
is incredibly important. If I’m playing as 
Nero, I know exactly where I need to be: 
right in a demon’s stupid face. As V, 
that’s more complicated. – Alexandra 

Rush in with a lunging stab, slash and then pause 
a half second before slashing again to trigger a 
furious series of overhead strikes. Do a rising 
slash to launch an enemy into the air, pull 
yourself to them with your grappling arm, punch 
them with your rocket fist, shoot them with your 
revolver to air juggle them, call your rocket arm 
back to you and ride that shit like a hoverboard. 
Glide that fist right into a demon’s throat and 
trigger an explosion. Leap away, dash to the next 
monster. Repeat until the room is full of bug 
meat and blood smears. – Alexandra 
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 Eventually, you get into a kind of flow with 
Dante, where combat is less about thinking than 
it is about feeling your way through it. Each 
character in DMC5 exemplifies this depth and 
intensity. - Espinelli 

Eventually, you get into a kind of flow with Dante, 
where combat is less about thinking than it is 
about feeling your way through it. Each character 
in DMC5 exemplifies this depth and intensity. - 
Espinelli 

 The core gameplay is wonderful, but it’s 
in service of a plot that is fractured and 
honestly makes little sense, even to a fan 
of the series like me. – Alexandra 

Variety is the spice of life, according to Devil 
May Cry 5: The more you kill and the more you 
switch up how you’re killing, the more your 
rank increases. This means that the initial 
portions of the game can feel limiting, as you 
barely have access to the various sword combos, 
special moves, and tricky dodge skills necessary 
to earn those higher ranks. It can be frustrating at 
first, but as you play and earn orbs to purchase 
new abilities, the game world transforms from a 
paint-by-numbers kiddy book to a blank canvas 
where you are the master. – Alexandra 

 Using V effectively has a pretty steep learning 
curve, even by Devil May Cry standards, due to 
the fact that you don’t actually have any 
directional control over Shadow or Griffon. – 
Saltzman 

The challenges are kept consistent, supplying 
riveting duels and new layers of complexity that 
inspire you to improve. – Espinelli 

as loud and stylish as you would hope - Moore Character motivations are clear, but 
there’s not a lot of time spent on really 
understanding their relationships with 
each other. – Alexandra 

If I want to turn my magic nunchucks into a Sun 
Wukong staff, I need to remember to be in 
Swordmaster. If I want to counter enemies I 
need to time a block perfectly in Royal Guard. – 
Alexandra 

 No one is more appealing than Dante, which 
seems appropriate since he’s the one who started 
it all. – Moore 

The level of depth present in DMC5 provides so 
much to practice with and perfect. – Moore 

The bosses themselves always feel mighty in 
one way or another whether it’s their sheer size 
or the ferocity of their attacks bosses also feel 
flexible enough that a variety of approaches can 
be equally effective depending on the player – 
Moore 

Everything is stylish enough in the 
moment that I was enthralled. It’s only 
looking back that I realized that not a 
whole lot had happened in terms of raw 
plot or valuable character growth. – 
Alexandra 
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 as loud and stylish as you would hope - Moore as loud and stylish as you would hope – Moore Variety is the spice of life, according to Devil 
May Cry 5: The more you kill and the more you 
switch up how you’re killing, the more your 
rank increases. This means that the initial 
portions of the game can feel limiting, as you 
barely have access to the various sword combos, 
special moves, and tricky dodge skills necessary 
to earn those higher ranks. It can be frustrating at 
first, but as you play and earn orbs to purchase 
new abilities, the game world transforms from a 
paint-by-numbers kiddy book to a blank canvas 
where you are the master. – Alexandra 
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 Doing well in combat means regularly if not 
constantly bouncing between weapons and 
styles, necessitating a good deal of dexterity. It 
can be a lot to handle, yet you don’t need to have 
true mastery to enjoy it. - Moore 

Doing well in combat means regularly if not 
constantly bouncing between weapons and styles, 
necessitating a good deal of dexterity. It can be a 
lot to handle, yet you don’t need to have true 
mastery to enjoy it. – Moore 

Doing well in combat means regularly if not 
constantly bouncing between weapons and 
styles, necessitating a good deal of dexterity. It 
can be a lot to handle, yet you don’t need to have 
true mastery to enjoy it. – Moore 

  

 Just dashing toward an enemy, knocking it into 
the air, and then clobbering it with a few 
different weapons makes you feel like a minor 
god. The sensation is both a result of how it 
looks, and the inherent satisfaction of knowing 
that you thoughtfully sequenced button presses 
in the right way. – Moore 

Just dashing toward an enemy, knocking it into the 
air, and then clobbering it with a few different 
weapons makes you feel like a minor god. The 
sensation is both a result of how it looks, and the 
inherent satisfaction of knowing that you 
thoughtfully sequenced button presses in the right 
way. - Moore   

Just dashing toward an enemy, knocking it into 
the air, and then clobbering it with a few 
different weapons makes you feel like a minor 
god. The sensation is both a result of how it 
looks, and the inherent satisfaction of knowing 
that you thoughtfully sequenced button presses 
in the right way. - Moore   

  

 The bosses themselves always feel mighty in 
one way or another whether it’s their sheer size 
or the ferocity of their attacks bosses also feel 
flexible enough that a variety of approaches can 
be equally effective depending on the player - 
Moore 

It wouldn’t matter how interesting the characters 
are if the enemies and bosses didn’t force you to 
apply those concepts in creative ways and they 
absolutely do – Moore 

There is an initial learning curve as the player is 
introduced to all of the violent options at their 
disposal. Players can slash enemies to bits, blow 
them up with rocket launchers, and capoeira kick 
demons silly. Once you get the hang of it, 
though, Devil May Cry 5 builds into the stylish 
carnage that the series is famous for. – 
Alexandra 
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 Some of the encounters especially toward the 
end are exciting because you’ll care about the 
events that led to them – Moore 

The bosses themselves always feel mighty in one 
way or another whether it’s their sheer size or the 
ferocity of their attacks bosses also feel flexible 
enough that a variety of approaches can be equally 
effective depending on the player – Moore 

The joy of a character action game, be it Devil 
May Cry, Metal Gear Rising, or Bayonetta, is 
learning how to make hacking and head-
stomping as graceful as a dance. Devil May Cry 
5 is a subtle waltz where missing a button press 
by even a half-beat can have dire consequences. 
– Alexandra 

  

 The environments toward the end are also too 
similar to one another - Moore 

There is an initial learning curve as the player is 
introduced to all of the violent options at their 
disposal. Players can slash enemies to bits, blow 
them up with rocket launchers, and capoeira kick 
demons silly. Once you get the hang of it, though, 
Devil May Cry 5 builds into the stylish carnage 
that the series is famous for. – Alexandra 

The allure of Devil May Cry isn’t simply the 
chance to play as a deadly demon hunter; it’s a 
chance to feel completely in control of your 
body. - Alexandra 
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 Devil May Cry 5 is a wild mess of demonic 
magic, blood, brooding twinks, butt rock music, 
kung-fu homage, and joyous gameplay. By the 
end of it, I had killed literally thousands of 
demons and watched struggles of Biblical 
proportions. - Alexandra 

The joy of a character action game, be it Devil 
May Cry, Metal Gear Rising, or Bayonetta, is 
learning how to make hacking and head-stomping 
as graceful as a dance. Devil May Cry 5 is a subtle 
waltz where missing a button press by even a half-
beat can have dire consequences. – Alexandra 

   

 every bone-splintering, blood-splattering 
moment I spent with [the game] was a goddamn 
blast. - Alexandra 

The allure of Devil May Cry isn’t simply the 
chance to play as a deadly demon hunter; it’s a 
chance to feel completely in control of your body. 
– Alexandra 

   

 There is an initial learning curve as the player is 
introduced to all of the violent options at their 
disposal. Players can slash enemies to bits, blow 
them up with rocket launchers, and capoeira kick 
demons silly. Once you get the hang of it, 
though, Devil May Cry 5 builds into the stylish 
carnage that the series is famous for. – 
Alexandra 

Rush in with a lunging stab, slash and then pause a 
half second before slashing again to trigger a 
furious series of overhead strikes. Do a rising slash 
to launch an enemy into the air, pull yourself to 
them with your grappling arm, punch them with 
your rocket fist, shoot them with your revolver to 
air juggle them, call your rocket arm back to you 
and ride that shit like a hoverboard. Glide that fist 
right into a demon’s throat and trigger an 
explosion. Leap away, dash to the next monster. 
Repeat until the room is full of bug meat and 
blood smears. – Alexandra 

   

 The joy of a character action game, be it Devil 
May Cry, Metal Gear Rising, or Bayonetta, is 
learning how to make hacking and head-
stomping as graceful as a dance. Devil May Cry 
5 is a subtle waltz where missing a button press 
by even a half-beat can have dire consequences. 
- Alexandra 

Variety is the spice of life, according to Devil May 
Cry 5: The more you kill and the more you switch 
up how you’re killing, the more your rank 
increases. This means that the initial portions of 
the game can feel limiting, as you barely have 
access to the various sword combos, special 
moves, and tricky dodge skills necessary to earn 
those higher ranks. It can be frustrating at first, but 
as you play and earn orbs to purchase new 
abilities, the game world transforms from a paint-
by-numbers kiddy book to a blank canvas where 
you are the master. – Alexandra 

   

 The allure of Devil May Cry isn’t simply the 
chance to play as a deadly demon hunter; it’s a 
chance to feel completely in control of your 
body. - Alexandra 

    

 Devil May Cry 5 delivers even more by letting 
its protagonists’ personalities shine through in 
combat. When I play as these characters, I 
understand exactly the type of people they are. – 
Alexandra 
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 Nero is angry. Not simply in that tough-guy, 
video game protagonist sort of way—he’s pissed 
off. Brushed off as “dead weight” by Dante 
during their ill-fated fight and reeling from the 
tragic loss of his right arm months before the 
game’s start, Nero has a lot to prove. Playing as 
Nero means channelling his frustration and loss 
into combat against any demon who wanders 
into your path. – Alexandra 

    

 Rush in with a lunging stab, slash and then pause 
a half second before slashing again to trigger a 
furious series of overhead strikes. Do a rising 
slash to launch an enemy into the air, pull 
yourself to them with your grappling arm, punch 
them with your rocket fist, shoot them with your 
revolver to air juggle them, call your rocket arm 
back to you and ride that shit like a hoverboard. 
Glide that fist right into a demon’s throat and 
trigger an explosion. Leap away, dash to the next 
monster. Repeat until the room is full of bug 
meat and blood smears. – Alexandra 

    

 Variety is the spice of life, according to Devil 
May Cry 5: The more you kill and the more you 
switch up how you’re killing, the more your 
rank increases. This means that the initial 
portions of the game can feel limiting, as you 
barely have access to the various sword combos, 
special moves, and tricky dodge skills necessary 
to earn those higher ranks. It can be frustrating at 
first, but as you play and earn orbs to purchase 
new abilities, the game world transforms from a 
paint-by-numbers kiddy book to a blank canvas 
where you are the master. – Alexandra 

    

 Playing as V sometimes feels more like 
navigating a map of Into the Breach or fitting a 
Tetris block into the right place than it does 
Devil May Cry. Because he’s so fragile and slow 
in combat, positioning is incredibly important. If 
I’m playing as Nero, I know exactly where I 
need to be: right in a demon’s stupid face. As V, 
that’s more complicated. – Alexandra 

    

 If I want to turn my magic nunchucks into a Sun 
Wukong staff, I need to remember to be in 
Swordmaster. If I want to counter enemies I 
need to time a block perfectly in Royal Guard. - 
Alexandra 

    

 for all of the complexity of Devil May Cry 5’s 
combat, the gameplay is incredibly intuitive. - 
Alexandra 

    

 The core gameplay is wonderful, but it’s in 
service of a plot that is fractured and honestly 
makes little sense, even to a fan of the series like 
me. - Alexandra 

    

 Everything is stylish enough in the moment that 
I was enthralled. It’s only looking back that I 
realized that not a whole lot had happened in 
terms of raw plot or valuable character growth. – 
Alexandra 
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APPENDIX D 

PROFESSIONAL CRITICS’ EXPERIENCE OF PERSONA 5 THROUGH RHETORICAL METHDOLOGIES (Refer to 
Chapter 7: Professional Review Analysis) 

Game Immersion and Self-Presence Motivation/SDT Kinesthetic Resonance  Narrative Persuasion Affordance and Enthymeme 
Persona 
5 

In stark contrast to the slow burn of epic-length 
cutscenes that greet you in previous Persona games, 
Persona 5 starts its long journey with a bang by 
throwing you directly into a fast-paced foot chase 
through a vibrant, stylized Tokyo casino. – 
Goldfarb 

series fans will recognize not only returning 
systems from Persona 3 and 4, but also long-
absent elements like ranged weapons and 
negotiation that haven’t been in a Persona game 
in over a decade, adding more depth and variety 
to combat. – Goldfarb 

In stark contrast to the slow burn of 
epic-length cutscenes that greet you in 
previous Persona games, Persona 5 
starts its long journey with a bang by 
throwing you directly into a fast-paced 
foot chase through a vibrant, stylized 
Tokyo casino. – Goldfarb 

In stark contrast to the slow burn of epic-length 
cutscenes that greet you in previous Persona 
games, Persona 5 starts its long journey with a 
bang by throwing you directly into a fast-paced 
foot chase through a vibrant, stylized Tokyo 
casino. – Goldfarb 

series fans will recognize not only returning 
systems from Persona 3 and 4, but also long-
absent elements like ranged weapons and 
negotiation that haven’t been in a Persona 
game in over a decade, adding more depth and 
variety to combat. – Goldfarb 

 series fans will recognize not only returning 
systems from Persona 3 and 4, but also long-absent 
elements like ranged weapons and negotiation that 
haven’t been in a Persona game in over a decade, 
adding more depth and variety to combat. – 
Goldfarb 

While Persona 4 has you run through linear 
hallways until you reach the top of a dungeon, 
Persona 5 has branching paths, networks of 
hidden rooms, doors that require puzzles to open, 
and even excursions to other parts of the 
cognitive world outside of the dungeon itself. – 
Goldfarb 

When you’re not saving the world, 
your time after school is your own. 
You’re able to visit hub districts within 
Tokyo for activities like training at the 
gym, fishing, working a part-time job, 
batting practice, seeing a movie, or just 
heading home to study, play a retro 
game, or read one of dozens of books. 
These activities are a gigantic 
improvement upon the comparatively 
limited amount of things to do in 
Persona 4, and a fun way to expand 
your personal stats like Charm, Guts, or 
Kindness. – Goldfarb 

In what’s by far the series’ strongest story to 
date, Persona 5 puts you in the capable shoes of 
a high school student who spends his evenings 
saving the world. – Goldfarb 

Battle in Persona 5 is a familiar turn-based 
formula, with melee attacks, ranged weapons, 
and magic attacks based on one of eight 
elements. – Goldfarb 

 Immersion and Self-Presence Motivation/SDT Kinesthetic Resonance  Narrative Persuasion Affordance and Enthymeme 
 By day, you’ll attend class, answer quiz questions, 

and live the life of a typical teenager, but after 
school you'll see the clever concept of invading the 
minds of corrupt adults who are up to no good and 
battling psychological demons in order to change 
their hearts. – Goldfarb 

While chemistry between the characters never 
quite reaches the heights of Persona 4’s Scooby 
Gang vibe, Persona 5’s more cohesive main story 
does allow each character to shine in individual 
moments instead, exploring troubled pasts like 
the loss of a parent to add weight to present day 
scenarios. – Goldfarb 

Aside from the dozens of activities 
available, the very act of exploring 
Persona 5’s Tokyo is a delight. From 
city lights at night to crowded subways 
during your school commute, every 
part of this world is bursting with 
vibrant color, and every detail feels 
meticulously thought out and eerily 
accurate to real-world Tokyo. – 
Goldfarb 

By day, you’ll attend class, answer quiz 
questions, and live the life of a typical teenager, 
but after school you'll see the clever concept of 
invading the minds of corrupt adults who are up 
to no good and battling psychological demons in 
order to change their hearts. - Goldfarb 

you can acquire additional Personas to use as 
you progress, and collecting multiple Personas 
with different abilities is a fun way to tailor 
your play style to the type of combat you 
prefer. – Goldfarb 

 Unlike the procedurally generated halls of Persona 
3’s Tartarus or Persona 4’s Midnight Channel, 
Persona 5’s labyrinths are fully hand-built and 
feature unique puzzles and mechanics that vary 
with the theme of each dungeon and never repeat. A 
museum, for example, has very different security 
measures than a Medieval castle, and you’ll find 
very different enemies in a pyramid than you might 
in a spaceship. – Goldfarb 

This series has never shied away from exploring 
serious subject matter, and here it shines light on 
abuse by teachers, drug sales, suicide, and a host 
of other issues that are handled well and are at 
times extraordinarily moving. Each character’s 
motivation for joining you is relatable and 
unique, and even each palace’s target has 
believable conviction. – Goldfarb 

I can’t overstate the number of times 
that I marveled at the gorgeous effects 
like ambushing an enemy and flowing 
directly into battle, or went out of my 
way to explore on a rainy day to 
appreciate weather effects or small 
touches like pulling out an umbrella as 
you leave a building. – Goldfarb 

Unlike the procedurally generated halls of 
Persona 3’s Tartarus or Persona 4’s Midnight 
Channel, Persona 5’s labyrinths are fully hand-
built and feature unique puzzles and mechanics 
that vary with the theme of each dungeon and 
never repeat. A museum, for example, has very 
different security measures than a Medieval 
castle, and you’ll find very different enemies in 
a pyramid than you might in a spaceship. – 
Goldfarb 

Exploiting enemies’ elemental weaknesses is 
pretty standard fare (ice is weak to fire, etc.), 
and swapping between multiple Personas to 
keep up with the ever-changing vulnerabilities 
of foes you encounter helps keep combat from 
becoming too repetitive. – Goldfarb 
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 While Persona 4 has you run through linear 

hallways until you reach the top of a dungeon, 
Persona 5 has branching paths, networks of hidden 
rooms, doors that require puzzles to open, and even 
excursions to other parts of the cognitive world 
outside of the dungeon itself. – Goldfarb 

you can acquire additional Personas to use as you 
progress, and collecting multiple Personas with 
different abilities is a fun way to tailor your play 
style to the type of combat you prefer. – Goldfarb 

Its sprawling dungeon design and 
stylish, fully realized world are an 
absolute joy to explore, and even after 
three playthroughs and the Platinum 
trophy, I find myself itching to go back 
to try different dialogue options with 
Confidants or revisit particularly fun 
puzzles. – Goldfarb 

While Persona 4 has you run through linear 
hallways until you reach the top of a dungeon, 
Persona 5 has branching paths, networks of 
hidden rooms, doors that require puzzles to 
open, and even excursions to other parts of the 
cognitive world outside of the dungeon itself. – 
Goldfarb 

As combat becomes more challenging and 
exploiting enemy weaknesses becomes 
imperative, smartly using the new Baton Pass 
ability can allow for devastating chains and 
exponential damage increases that completely 
turn the tide in battle. Baton Pass allows you to 
hand off your turn to another party member 
after earning an extra battle action by hitting an 
enemy’s weak point. – Goldfarb 
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 While chemistry between the characters never quite 

reaches the heights of Persona 4’s Scooby Gang 
vibe, Persona 5’s more cohesive main story does 
allow each character to shine in individual moments 
instead, exploring troubled pasts like the loss of a 
parent to add weight to present day scenarios. – 
Goldfarb 

As combat becomes more challenging and 
exploiting enemy weaknesses becomes 
imperative, smartly using the new Baton Pass 
ability can allow for devastating chains and 
exponential damage increases that completely 
turn the tide in battle. Baton Pass allows you to 
hand off your turn to another party member after 
earning an extra battle action by hitting an 
enemy’s weak point. – Goldfarb 

As Phantom Thieves, you sneak 
through halls, darting between cover 
and jumping over obstacles. As you 
slink into the shadows and ambush an 
unsuspecting enemy, getting in that 
crucial first shot, you realize that these 
Palaces are designed for you to be 
sneaky. And it feels really satisfying to 
bounce between coverpoints and 
ambush an enemy … when it works. 
Although you're encouraged to take 
enemies out sneakily, doing so is made 
difficult by the game's uncooperative 
camera – James 

While chemistry between the characters never 
quite reaches the heights of Persona 4’s Scooby 
Gang vibe, Persona 5’s more cohesive main 
story does allow each character to shine in 
individual moments instead, exploring troubled 
pasts like the loss of a parent to add weight to 
present day scenarios. – Goldfarb 

On a given day you are usually given two 
blocks of time to fill: the after-school block and 
the evening block. Whatever you decide, 
you’re necessarily setting aside your other 
options for another day. Choose to go to the 
batting range after school and you won’t have 
time to visit the sexy doctor you’ve befriended. 
Spend your evening reading or making thieving 
tools and you’ll miss out on the chance to be 
interviewed by a local crime reporter. And if 
you spend the day dungeon-crawling and 
demon-fighting, you’ll be too tired in the 
evening to do anything but sleep. – Hamilton 

 This series has never shied away from exploring 
serious subject matter, and here it shines light on 
abuse by teachers, drug sales, suicide, and a host of 
other issues that are handled well and are at times 
extraordinarily moving. Each character’s 
motivation for joining you is relatable and unique, 
and even each palace’s target has believable 
conviction. - Goldfarb 

Of course, like any good JRPG, Persona 5 needs 
a place to allow you to grind to higher levels by 
fighting enemies over and over. While you can’t 
return to palaces once they’re complete, you can 
continually return to a (singular) area called 
Mementos. Mementos is a large, separate 
dungeon that returns to the format of procedurally 
generated hallways like in previous Persona 
games, and new, deeper levels are unlocked as 
you beat more palaces. It’s a welcome change of 
pace in that it provides straightforward battles 
with no puzzles in between, which is a nice break 
after working through a particularly challenging 
dungeon. – Goldfarb 

Instead of scrolling up and down a 
menu for basic decisions, almost 
everything has been mapped to an 
individual button which makes actions 
far more immediate. - Moore 

This series has never shied away from exploring 
serious subject matter, and here it shines light on 
abuse by teachers, drug sales, suicide, and a host 
of other issues that are handled well and are at 
times extraordinarily moving. Each character’s 
motivation for joining you is relatable and 
unique, and even each palace’s target has 
believable conviction. – Goldfarb 

Physical moves can be used to chip away at 
health points incrementally, but exploiting an 
elemental weakness elevates battles from turn-
based slapsies to a flurry of crushing combos. 
Hit an enemy weak to fire with Agi and it will 
crumple, giving you an additional turn to 
exploit another enemy's vulnerability, either by 
switching Persona to adopt a different 
elemental alignment or by passing the baton 
onto a teammate who can pick up where you 
left off. Once they've all keeled over, you can 
launch an All-Out Attack and watch as black 
silhouettes of your team dance across a striking 
red background, slicing and dicing enemies 
until they burst into a shower of blood - James 
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 you can acquire additional Personas to use as you 

progress, and collecting multiple Personas with 
different abilities is a fun way to tailor your play 
style to the type of combat you prefer. – Goldfarb 

Persona 5 is a solid modern turn-based JRPG first 
and foremost, but it also quickly becomes a 
captivating time-management simulator. – 
Goldfarb 

On a much more basic level, unloading 
a clip into a demon’s face is just 
intrinsically satisfying no matter how 
many times you see it. – Moore 

Enemy designs are varied and colorful, ranging 
from humanoids that could almost pass as party 
members to extravagant complicated monsters – 
Goldfarb 

Improvements to the battle system mean that if 
you've already identified an enemy's weakness, 
instead of trawling through menus to locate the 
specific ability, tapping R1 takes you straight to 
the move you need. – James 

 Enemy designs are varied and colorful, ranging 
from humanoids that could almost pass as party 
members to extravagant complicated monsters – 
Goldfarb 

When you’re not saving the world, your time 
after school is your own. You’re able to visit hub 
districts within Tokyo for activities like training 
at the gym, fishing, working a part-time job, 
batting practice, seeing a movie, or just heading 
home to study, play a retro game, or read one of 
dozens of books. These activities are a gigantic 
improvement upon the comparatively limited 
amount of things to do in Persona 4, and a fun 
way to expand your personal stats like Charm, 
Guts, or Kindness. – Goldfarb 

Battles have the same visual moxie as 
the rest of persona 5…leading to plenty 
of eye-catching moments and lessening 
the doldrums that tends to set in during 
lengthy turn based rpgs - Moore 

Mementos is also home to Persona 5’s side 
missions, which involve triggering smaller-scale 
changes of heart in enemies like school bullies 
or clingy exes in order to receive bonus cash and 
items. These missions aren’t much more than 
short vignettes and didn’t really provide deep 
enough stories to make me care about the minor 
characters, in most cases. That said, a few stood 
out as particularly effective - Goldfarb 

Negotiations from early Shin Megami Tensei 
and Persona titles also make a return, but the 
system is much improved. If you knock down a 
Shadow, you'll surround it with guns drawn 
and can commence an All-Out Attack or 
simply talk to them. The conversation becomes 
a weird Q&A about your character or society a 
whole, and it often throws up some hilarious 
dialogue. – James 
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 As combat becomes more challenging and 

exploiting enemy weaknesses becomes imperative, 
smartly using the new Baton Pass ability can allow 
for devastating chains and exponential damage 
increases that completely turn the tide in battle. 
Baton Pass allows you to hand off your turn to 
another party member after earning an extra battle 
action by hitting an enemy’s weak point. – Goldfarb 

On top of social activities, you also have 20 
Confidants to spend time with, forging bonds 
with fellow students or other citizens of Tokyo. 
As you level up these bonds you’ll earn relevant 
stat increases and gameplay advantages that are 
surprisingly robust. – Goldfarb 

Persona 5 is defined by a peculiar sort 
of restricted freedom. You have 
copious options within a rigidly 
defined structure, and time is always 
running low. That arrangement can 
make the game feel both liberating and 
stressful. – Hamilton 

Confidants themselves are voiced and come in a 
wide range of ages, genders, and circumstances, 
with noteworthy stories for each. I found myself 
almost as interested in some Confidants’ stories 
as I was in the main plot, - Goldfarb 

Instead of scrolling up and down a menu for 
basic decisions, almost everything has been 
mapped to an individual button which makes 
actions far more immediate. – Moore 

 Mementos is also home to Persona 5’s side 
missions, which involve triggering smaller-scale 
changes of heart in enemies like school bullies or 
clingy exes in order to receive bonus cash and 
items. These missions aren’t much more than short 

Balancing Persona 5’s many activities with 
maintaining these social links (each of which can 
only be advanced on specific days) is a welcome 
challenge and will require methodical notetaking 
for anyone who wants to maximize each day of 

 By offering so many options and only a finite 
amount of free time, Persona 5 gives every 
decision a fantastic amount of weight. – 
Goldfarb 

Persona 5 is defined by a peculiar sort of 
restricted freedom. You have copious options 
within a rigidly defined structure, and time is 
always running low. That arrangement can 
make the game feel both liberating and 
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vignettes and didn’t really provide deep enough 
stories to make me care about the minor characters, 
in most cases. That said, a few stood out as 
particularly effective – Goldfarb 

the calendar. – Goldfarb stressful. – Hamilton 
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 Persona 5 is a solid modern turn-based JRPG first 

and foremost, but it also quickly becomes a 
captivating time-management simulator. – Goldfarb 

By offering so many options and only a finite 
amount of free time, Persona 5 gives every 
decision a fantastic amount of weight. – Goldfarb 

 Aside from the dozens of activities available, the 
very act of exploring Persona 5’s Tokyo is a 
delight. From city lights at night to crowded 
subways during your school commute, every 
part of this world is bursting with vibrant color, 
and every detail feels meticulously thought out 
and eerily accurate to real-world Tokyo. – 
Goldfarb 

Each major activity in Persona 5 interlocks 
with the others, adhering to a coherent, 
overarching design. You explore dungeons and 
level up by fighting ever-more-powerful 
monsters. You socialize with your friends and 
improve your “social link,” a 1-10 rating that 
has the side benefit of increasing each 
character’s combat prowess. – Hamilton 

 When you’re not saving the world, your time after 
school is your own. You’re able to visit hub 
districts within Tokyo for activities like training at 
the gym, fishing, working a part-time job, batting 
practice, seeing a movie, or just heading home to 
study, play a retro game, or read one of dozens of 
books. These activities are a gigantic improvement 
upon the comparatively limited amount of things to 
do in Persona 4, and a fun way to expand your 
personal stats like Charm, Guts, or Kindness. – 
Goldfarb 

All of this is further enhanced by Persona 5’s 
impressive sense of style. I found myself flicking 
back and forth in menus over and over simply to 
appreciate the slick transitions. Sharp design 
choices permeate even tiny details of gameplay, 
like scene changes that vary based upon your 
mode of transportation as you leave each area, or 
a free-flowing results screen after victory in 
battle. – Goldfarb 

 Each area of Tokyo feels completely distinct, 
with the major hubs of Shibuya, Shinjuku, and 
Akihabara each offering aesthetic differences on 
top of locations reminiscent of their actual real-
life counterparts. - Goldfarb 

Combat in Persona 5 is most easily described 
as Rock, Paper, Scissors. It’s more accurately 
described as Rock, Paper, Scissors, Nuke, Psy, 
Curse, Gunshot, Bless. Every spell and attack 
does some sort of specific damage, be it fire, 
ice, or something more esoteric like “psy” or 
“nuke.” – Hamilton 
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 Balancing Persona 5’s many activities with 

maintaining these social links (each of which can 
only be advanced on specific days) is a welcome 
challenge and will require methodical notetaking 
for anyone who wants to maximize each day of the 
calendar. – Goldfarb 

Improvements to the battle system mean that if 
you've already identified an enemy's weakness, 
instead of trawling through menus to locate the 
specific ability, tapping R1 takes you straight to 
the move you need. When combined with the 
baton passing, streamline the turn-based fights 
into pacy experiences that maintain forward 
momentum with ease. – James 

 Its sprawling dungeon design and stylish, fully 
realized world are an absolute joy to explore, 
and even after three playthroughs and the 
Platinum trophy, I find myself itching to go back 
to try different dialogue options with Confidants 
or revisit particularly fun puzzles. – Goldfarb 

A fight against a new foe begins with an 
exploratory phase where you try to suss out 
their strengths and weaknesses. It’s an 
enjoyably tense process, particularly as you 
begin to develop a sixth sense for what might 
work. Sometimes it’s as easy as noticing that 
an enemy has white skin, blue hair, and opened 
with an ice spell. Probably a good idea to try 
fire, in that case. Other times you’ll see red-
striped skin and skull tattoos and decide give a 
bless spell a shot. – Hamilton 
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 Confidants themselves are voiced and come in a 

wide range of ages, genders, and circumstances, 
with noteworthy stories for each. I found myself 
almost as interested in some Confidants’ stories as I 
was in the main plot, - Goldfarb 

those Palaces are the best dungeons the series has 
ever had. No longer are you climbing through 
levels of procedurally generated corridors to 
reach a boss at the top. Instead, each Palace 
contains a myriad of puzzles to crack, traps to 
avoid, and of course, Shadows to defeat. They are 
intricate, striking locations that unravel as you 
explore them, each varying in size, scope, and 
gameplay opportunities. – James 

 But by night you are the leader of the Phantom 
Thieves, a ragtag troupe of idealistic teenagers 
that infiltrate a parallel reality called the 
Metaverse. Here, the corrupted hearts of adults 
have manifested as Palaces, and the Phantom 
Thieves must find and steal Treasures within 
them to reform their marks, and by extension, 
society. - James 

Once you know what you’re up against, fights 
become more predictable and strategic. – 
Hamilton 

 By offering so many options and only a finite 
amount of free time, Persona 5 gives every decision 
a fantastic amount of weight. – Goldfarb 

Persona 5 creates a rewarding synergy between 
its social simulator and dungeon crawling by 
making everyday activities in the former 
empower you in the latter. – James 

 Together with your friends, you infiltrate the 
Metaverse. Here lie physical representations of 
people's personalities, called Personas--angels, 
demons, and monsters of all shapes and sizes 
that you battle using elemental attacks. – James 

 

 Aside from the dozens of activities available, the 
very act of exploring Persona 5’s Tokyo is a 
delight. From city lights at night to crowded 
subways during your school commute, every part of 
this world is bursting with vibrant color, and every 
detail feels meticulously thought out and eerily 
accurate to real-world Tokyo. – Goldfarb 

Persona games live and die on characterisation as 
much as they do on the RPG mechanics that 
underpin the gameplay, and in that respect the 
latest entry delivers a cast that is loveable, quirky, 
and nuanced in equal measure. – James 

 Negotiations from early Shin Megami Tensei 
and Persona titles also make a return, but the 
system is much improved. If you knock down a 
Shadow, you'll surround it with guns drawn and 
can commence an All-Out Attack or simply talk 
to them. The conversation becomes a weird 
Q&A about your character or society a whole, 
and it often throws up some hilarious dialogue. – 
James 
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 Each area of Tokyo feels completely distinct, with 
the major hubs of Shibuya, Shinjuku, and 
Akihabara each offering aesthetic differences on top 
of locations reminiscent of their actual real-life 
counterparts. – Goldfarb 

Sometimes their goals will align with yours and 
sometimes they won't, so the group can be a little 
rowdier than previous Persona teams--but that 
only adds to the experience. I loved that you 
really had to invest time and effort into each 
character to crack their personality and unlock 
how they truly felt – James 

 Palaces are areas given form by the distorted 
desires of powerful, corrupted individuals, while 
the process of infiltrating is akin to pulling off a 
heist. You need to identify your target by 
conducting investigations in the real world, then 
enter the Palace to explore it and secure an 
infiltration route – James 

 

 All of this is further enhanced by Persona 5’s 
impressive sense of style. I found myself flicking 
back and forth in menus over and over simply to 
appreciate the slick transitions. Sharp design 
choices permeate even tiny details of gameplay, like 
scene changes that vary based upon your mode of 
transportation as you leave each area, or a free-
flowing results screen after victory in battle. – 
Goldfarb 

The true joy of Persona 5 doesn’t come from the 
breadth of activities, but the small, and 
unassuming interactions; moments that reveal a 
deeper side to a character after spending several 
days or evenings with them. – Moore 

 those Palaces are the best dungeons the series 
has ever had. No longer are you climbing 
through levels of procedurally generated 
corridors to reach a boss at the top. Instead, each 
Palace contains a myriad of puzzles to crack, 
traps to avoid, and of course, Shadows to defeat. 
They are intricate, striking locations that unravel 
as you explore them, each varying in size, scope, 
and gameplay opportunities. – James 

 

 Immersion and Self-Presence Motivation/SDT Kinesthetic Resonance  Narrative Persuasion Affordance and Enthymeme 
 I can’t overstate the number of times that I 

marveled at the gorgeous effects like ambushing an 
enemy and flowing directly into battle, or went out 
of my way to explore on a rainy day to appreciate 
weather effects or small touches like pulling out an 
umbrella as you leave a building. – Goldfarb 

Routine activities can have significant 
implications on how you perform both in and out 
of battle – Moore 

 Persona games live and die on characterisation 
as much as they do on the RPG mechanics that 
underpin the gameplay, and in that respect the 
latest entry delivers a cast that is loveable, 
quirky, and nuanced in equal measure. – James 

 

 Its sprawling dungeon design and stylish, fully 
realized world are an absolute joy to explore, and 
even after three playthroughs and the Platinum 
trophy, I find myself itching to go back to try 
different dialogue options with Confidants or revisit 
particularly fun puzzles. – Goldfarb 

Since so many of these skills are so useful, it can 
be difficult to decide who to spend time with, yet 
regardless of what’s chosen persona 5 does an 
excellent job of making that decision feel worth it 
by progressing towards some larger goal. While 
these relationships are often valuable in a 
practical sense, they also offer some of the most 
personal and surprising narrative moments. – 
Moore 

 Sometimes their goals will align with yours and 
sometimes they won't, so the group can be a 
little rowdier than previous Persona teams--but 
that only adds to the experience. I loved that you 
really had to invest time and effort into each 
character to crack their personality and unlock 
how they truly felt – James 
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 Persona 5 is a game overflowing with style. From 

bold black and red menus that leap off the screen to 
the pop-and-lock of scene transitions that carry the 
player from one colorful corner of Tokyo to the 
next, it's a game about youthful exuberance and the 
power that lies within it. – James 

On a much more basic level, unloading a clip into 
a demon’s face is just intrinsically satisfying no 
matter how many times you see it. – Moore 

 A teammate who initially was closed off and 
distant in the real world can end up literally 
taking a bullet for you in the Metaverse. – James 

 

 Physical moves can be used to chip away at health 
points incrementally, but exploiting an elemental 
weakness elevates battles from turn-based slapsies 
to a flurry of crushing combos. Hit an enemy weak 
to fire with Agi and it will crumple, giving you an 
additional turn to exploit another enemy's 
vulnerability, either by switching Persona to adopt a 
different elemental alignment or by passing the 
baton onto a teammate who can pick up where you 
left off. Once they've all keeled over, you can 
launch an All-Out Attack and watch as black 
silhouettes of your team dance across a striking red 
background, slicing and dicing enemies until they 
burst into a shower of blood – James 

You don’t have to eliminate every enemy though, 
it’s possible to convince demons to join your side 
– Moore 

 While there are moments of levity in Persona 5, 
the actions of the Phantom Thieves are 
important and often have much bigger 
implications than even they intended. Persona 5 
deals with complex subject matter and really 
doesn't shy away from dark, even 
uncomfortable, story beats. A constant theme of 
the game is oppression and injustice, specifically 
how people can be suffering them in silence. – 
James 
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 those Palaces are the best dungeons the series has 

ever had. No longer are you climbing through levels 
of procedurally generated corridors to reach a boss 
at the top. Instead, each Palace contains a myriad of 
puzzles to crack, traps to avoid, and of course, 
Shadows to defeat. They are intricate, striking 
locations that unravel as you explore them, each 

Each major activity in Persona 5 interlocks with 
the others, adhering to a coherent, overarching 
design. You explore dungeons and level up by 
fighting ever-more-powerful monsters. You 
socialize with your friends and improve your 
“social link,” a 1-10 rating that has the side 
benefit of increasing each character’s combat 

 The true joy of Persona 5 doesn’t come from the 
breadth of activities, but the small, and 
unassuming interactions; moments that reveal a 
deeper side to a character after spending several 
days or evenings with them. – Moore 
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varying in size, scope, and gameplay opportunities. 
– James 

prowess. – Hamilton 

 As Phantom Thieves, you sneak through halls, 
darting between cover and jumping over obstacles. 
As you slink into the shadows and ambush an 
unsuspecting enemy, getting in that crucial first 
shot, you realize that these Palaces are designed for 
you to be sneaky. And it feels really satisfying to 
bounce between coverpoints and ambush an enemy 
… when it works. Although you're encouraged to 
take enemies out sneakily, doing so is made 
difficult by the game's uncooperative camera – 
James 

The brilliance of the Persona series has long been 
how tightly those individual systems fit together. 
You’re motivated to improve your social 
connections because of how much those stronger 
friendships can help you in combat. That is a neat 
mechanical expression of how, as your 
relationships improve, you and your friends are 
able to work together more effectively. – 
Hamilton 

 Persona 5 is an apt reminder about how easy it is 
to shrug off the outside world while getting 
absorbed in your own concerns. Though, rather 
than simply and cynically resting on that 
observation, the game urges the player to face 
problems head on, regardless of how difficult or 
unpopular an action might be. It’s a theme that 
feels both remarkably contemporary, and 
importantly timeless. – Moore 
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 [Mementos] would feel like a monotonous job were 

it not for the Phansite. – James 
The combat system starts out simple but unfolds 
into a complex, satisfying collection of moves 
and counter-moves. – Hamilton 

 Buying items isn’t done in some boilerplate 
RPG window, but in a surprisingly attractive 
menu that’s both remarkably slick, and 
indicative of the shopkeeper’s personality…The 
same treatment is applied to character menus, 
post battle reports, loading screens, dialogue 
boxes, and more. The constant flashiness doesn’t 
needlessly stretch things out either. – Moore 

 

 The true joy of Persona 5 doesn’t come from the 
breadth of activities, but the small, and unassuming 
interactions; moments that reveal a deeper side to a 
character after spending several days or evenings 
with them. – Moore 

Once you know what you’re up against, fights 
become more predictable and strategic. – 
Hamilton 

 By and large, Persona 5 feels in a visual league 
of its own for one very important reason: Its 
style isn’t merely for show. When taken 
collectively, the small details contribute to a 
sense of sly thievery, youthful bravado, and an 
indomitable rebellion that the game is all about. 
– Moore 
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 Persona 5 is an apt reminder about how easy it is to 

shrug off the outside world while getting absorbed 
in your own concerns. Though, rather than simply 
and cynically resting on that observation, the game 
urges the player to face problems head on, 
regardless of how difficult or unpopular an action 
might be. It’s a theme that feels both remarkably 
contemporary, and importantly timeless. – Moore 

  Routine activities can have significant 
implications on how you perform both in and 
out of battle – Moore 

 

 SMT the broader RPG series that includes the 
Persona games has long been praised for its 
style…persona 5 takes these distinctive sensibilities 
and amplifies them to supernatural levels. Nearly 
every miniscule element receives careful attention 
making the entire game feel overwhelmingly 
vibrant, flowing, and alive. – Moore 

  Since so many of these skills are so useful, it can 
be difficult to decide who to spend time with, 
yet regardless of what’s chosen persona 5 does 
an excellent job of making that decision feel 
worth it by progressing towards some larger 
goal. While these relationships are often 
valuable in a practical sense, they also offer 
some of the most personal and surprising 
narrative moments. – Moore 
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 Buying items isn’t done in some boilerplate RPG 

window, but in a surprisingly attractive menu that’s 
both remarkably slick, and indicative of the 
shopkeeper’s personality…The same treatment is 
applied to character menus, post battle reports, 
loading screens, dialogue boxes, and more. The 
constant flashiness doesn’t needlessly stretch things 
out either. – Moore 

  The core cast…feel more nakedly vulnerable 
than previous character ensembles. Instead of 
being seemingly cheery kids with a dark secret 
or two, many of the central party members are 
introduced through painful situations such as 
societal prejudice or being taken advantage of by 
a mentor. Yet these same characters are hardly 
helpless. There’s an optimism present in persona 
5 that focuses on taking action to change 
situations making the game both relatable and 
often uplifting. – Moore 

 

 Such elaborate flourishes also go a long way in 
smoothing over some technical shortcomings. – 

  The dungeons, specifically, are both visually 
captivating and well designed…perhaps the 
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Moore biggest achievement of these dungeons though is 
how well they contextualize your role as a thief. 
You’ll infiltrate a room through an open 
window, quietly clamber into ventilation shafts, 
and disable high tech security systems. Instead 
of charging enemies head on, its important to 
dart from cover point to cover point and ambush 
them as soon as there’s an opening. Such 
commitment to this thief game goes a long way 
in making persona 5 feel like more than another 
jrpg with a creative skin. – Moore 
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 By and large, Persona 5 feels in a visual league of 

its own for one very important reason: Its style isn’t 
merely for show. When taken collectively, the small 
details contribute to a sense of sly thievery, 
youthful bravado, and an indomitable rebellion that 
the game is all about. - Moore 
 

  You don’t have to eliminate every enemy 
though, it’s possible to convince demons to join 
your side – Moore 

 

 The core cast…feel more nakedly vulnerable than 
previous character ensembles. Instead of being 
seemingly cheery kids with a dark secret or two, 
many of the central party members are introduced 
through painful situations such as societal prejudice 
or being taken advantage of by a mentor. Yet these 
same characters are hardly helpless. There’s an 
optimism present in persona 5 that focuses on 
taking action to change situations making the game 
both relatable and often uplifting. – Moore 

  Once more you are put in control of a soft-
spoken Japanese teenage boy who has arrived in 
a new town for a year of temporary residence. 
Once more you name him; once more you barely 
hear him speak. Once more you uncover dark, 
supernatural goings-on that only you can stop. 
And once more you make friends with a group 
of wacky misfits, teaming up and combining 
your supernatural powers to fight evil. – 
Hamilton 
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 The dungeons, specifically, are both visually 

captivating and well designed…perhaps the biggest 
achievement of these dungeons though is how well 
they contextualize your role as a thief. You’ll 
infiltrate a room through an open window, quietly 
clamber into ventilation shafts, and disable high 
tech security systems. Instead of charging enemies 
head on, its important to dart from cover point to 
cover point and ambush them as soon as there’s an 
opening. Such commitment to this thief game goes 
a long way in making persona 5 feel like more than 
another jrpg with a creative skin. – Moore 

  Each Persona is meant to represent one of the 
metaphorical masks we all wear, the version of 
ourselves that we hold up to the public. In the 
heat of the moment, most of that symbolism falls 
away. Personas let you blast monsters with 
lightning, and that’s what matters. – Hamilton 

 

 The sprawling randomized dungeon called 
mementos is comparatively unremarkable. – Moore 

  Aside from its killer sense of style, Persona 5’s 
story is its greatest strength. – Hamilton 
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 Instead of scrolling up and down a menu for basic 

decisions, almost everything has been mapped to an 
individual button which makes actions far more 
immediate. – Moore 

  In order to destroy a palace and stop the person 
controlling it, you must first make your way to 
the heart of the compound, where you’ll find 
their “treasure.” The treasure is a symbol, 
usually the thing that embodies whatever desires 
have twisted the palace’s owner in the first 
place. You have a couple of weeks to steal 
Kamoshida’s treasure before he has you and 
Ryuji expelled. (Each palace works like that; 
there’s always a deadline. – Hamilton 

 

 You don’t have to eliminate every enemy though, 
it’s possible to convince demons to join your side - 
Moore 
 

  Successfully stealing a person’s treasure is the 
same as stealing their heart. They’ll immediately 
realize how wrong they’ve been, turn themselves 
in, and otherwise seek justice for the ills they’ve 
brought on those around them. The good guys 
will win by making the bad guys realize how 
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bad they’ve been. – Hamilton 
 Battles have the same visual moxie as the rest of 

persona 5…leading to plenty of eye-catching 
moments and lessening the doldrums that tends to 
set in during lengthy turn based rpgs – Moore 

  Only toward the end does the story begin to 
spiral. Its scope escalates beyond the disciplined 
boundaries established in the early goings and 
finally, perhaps inevitably, succumbs to bloat. 
Without the structure that served the narrative so 
well for the first 85 hours, it loses focus and 
momentum. – Hamilton 

 

 Immersion and Self-Presence Motivation/SDT Kinesthetic Resonance  Narrative Persuasion Affordance and Enthymeme 
 Persona 5 is a thick slice of video game decadence, 

so sweet with style that I was happy surrender to it 
night after night. The menus in this game have more 
panache than some video games muster from start 
to finish. Even the loading screens have vigor to 
spare. – Hamilton 

  In Persona 4, the dungeons you fought through 
were mostly based on the subconscious 
manifestations of your own friends and party 
members. Persona 5 switches its focus: most of 
the palaces in the metaverse are distinctly 
villainous, constructed around a series of 
powerful criminals and antagonists. It’s a nice 
twist on the formula. You’ll uncover 
psychological manifestations of the villain’s 
twisted misdeeds, all while their shadow self 
periodically turns up to taunt you en route to a 
final showdown. – Hamilton 

 

 Immersion and Self-Presence Motivation/SDT Kinesthetic Resonance  Narrative Persuasion Affordance and Enthymeme 
 Once more you are put in control of a soft-spoken 

Japanese teenage boy who has arrived in a new 
town for a year of temporary residence. Once more 
you name him; once more you barely hear him 
speak. Once more you uncover dark, supernatural 
goings-on that only you can stop. And once more 
you make friends with a group of wacky misfits, 
teaming up and combining your supernatural 
powers to fight evil. – Hamilton 

  As much as I liked Persona 5’s story and 
characters, I would have preferred that it 
adhered less slavishly to established tropes: 
JRPG tropes, heist movie tropes, and most of all 
Persona tropes. I found the new cast members, 
likable though they may be, to be overly familiar 
archetypes too obviously lifted from previous 
Persona games. – Hamilton 

 

 Much of Persona 5 comes down to efficient 
schedule management. – Hamilton 

    

 On a given day you are usually given two blocks of 
time to fill: the after-school block and the evening 
block. Whatever you decide, you’re necessarily 
setting aside your other options for another day. 
Choose to go to the batting range after school and 
you won’t have time to visit the sexy doctor you’ve 
befriended. Spend your evening reading or making 
thieving tools and you’ll miss out on the chance to 
be interviewed by a local crime reporter. And if you 
spend the day dungeon-crawling and demon-
fighting, you’ll be too tired in the evening to do 
anything but sleep. – Hamilton 

    

 Persona 5 is defined by a peculiar sort of restricted 
freedom. You have copious options within a rigidly 
defined structure, and time is always running low. 
That arrangement can make the game feel both 
liberating and stressful. – Hamilton 

    

 Persona 5 is one of the most stylish video games 
I’ve ever played. – Hamilton 

    

 The opening credits list only three names: director 
Katsura Hashino, artist and character designer 
Shigenori Soejima, and composer Shoji Meguro. 
That’s the same creative trio who headed up the two 
previous Persona games, as well as 2011’s stylish 
sex thriller Catherine, which they made after 
completing Persona 4. In the ever-shifting world of 
video game development, it’s rare to see a creative 
team stay together for more than a decade, and 
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Persona 5’s unusual self-assuredness is surely the 
result of the core creative team’s many years of 
working together. – Hamilton 

 Immersion and Self-Presence Motiveation/SDT Kinesthetic Resonance  Narrative Persuasion Affordance and Enthymeme 
 Each major activity in Persona 5 interlocks with the 

others, adhering to a coherent, overarching design. 
You explore dungeons and level up by fighting 
ever-more-powerful monsters. You socialize with 
your friends and improve your “social link,” a 1-10 
rating that has the side benefit of increasing each 
character’s combat prowess. – Hamilton 

    

 The combat system starts out simple but unfolds 
into a complex, satisfying collection of moves and 
counter-moves. – Hamilton 

    

 A fight against a new foe begins with an 
exploratory phase where you try to suss out their 
strengths and weaknesses. It’s an enjoyably tense 
process, particularly as you begin to develop a sixth 
sense for what might work. Sometimes it’s as easy 
as noticing that an enemy has white skin, blue hair, 
and opened with an ice spell. Probably a good idea 
to try fire, in that case. Other times you’ll see red-
striped skin and skull tattoos and decide give a bless 
spell a shot. – Hamilton 

    

 Once you know what you’re up against, fights 
become more predictable and strategic. – Hamilton 

    

 In Persona 4, the dungeons you fought through 
were mostly based on the subconscious 
manifestations of your own friends and party 
members. Persona 5 switches its focus: most of the 
palaces in the metaverse are distinctly villainous, 
constructed around a series of powerful criminals 
and antagonists. It’s a nice twist on the formula. 
You’ll uncover psychological manifestations of the 
villain’s twisted misdeeds, all while their shadow 
self periodically turns up to taunt you en route to a 
final showdown. – Hamilton 

    

 As much as I liked dungeon crawling in Persona 5, 
I wasn’t really a fan of Mementos. It’s meant to be 
a middle ground between the time-limited, 
structured story palaces and the relaxed daytime 
social game, but I could never quite fit it 
comfortably into my schedule. The procedurally 
generated levels are dull when compared with the 
more vivacious story palaces, and a visit to 
Mementos means sacrificing an afternoon and 
evening of social time. – Hamilton 
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