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Important Note to the
Reader

All of the programs in this book were developed and tested on a
Commodore 64 before being LISTed for publication. If you have
any trouble getting a program to work on your own machine please
check that you have typed in exactly what you see in the original
listing.

The programs have all been written and LISTed using the C64’s
‘start-up’ mode - upper-case only. To ensure that you are using the
right mode please type in PRINT CHRS$(142) - without a line
number - before trying to enter any of these programs.

You might also like to start all your programs with a ‘mode
control’ instruction to the computer to ensure that it RUNs the
program correctly. This line should read PRINT CHR$(142) if you
are using upper-case only, or PRINT CHR$(14) for mixed upper
and lower case.

To make it easier for you to understand and use the listings, all
programs have had bracketed instructions inserted in place of the
usual inverse graphics symbols — as shown in the following table:

Listing Press key(s) Displays as:

[CLEAR] SHIFT CLR/HOME wal (inverse heart)
[HOME] CLR/HOME = (inverse ‘S’)
[UP] SHIFT UP/DOWN | (inverse circle)
[DOWN] UP/DOWN M (inverse ‘Q’)
[LEFT] SHIFT LEFT/RIGHT [ ]| (inverse bar)
[RIGHT] LEFT/RIGHT El (inverse ‘1)
[RVS] CTRL 9 = (inverse ‘R’)
[OFF] CTRL 0 L (inverse line)

Instructions such as [DOWN * X] mean that the named key should
be pressed X times.






Chapter One
Once Upon a Time...

... As Jar-Zel raced across the desert landscape, now cut with a
lattice-work of bright red tracks, the Kharzog battlefleet moved
silently overhead. From a distance they looked, to him, strangely
familiar and not even remotely hostile - like floating pieces of that
same gorg-board that made up the walls and roof of his own house.
But those innocent-looking silhouettes were spraying the landscape
below them with random bolts from their life-consuming ergonic
cannon...

GO WEST

... At the next intersection of tracks, Jar-Zel turned to his left and
headed towards the nearest butte. ..

USE THE ZARN GUN

... Without breaking his stride, Jar-Zel pressed the belt stud that
activated the zarn gun on his right wrist, then fired a beam of raw
blue power towards one of the Kharzog ergon bolts. As the two
energies met, the track of the ergon bolt became an incandescent
pillar of fire, flashing back towards the Kharzog battleship that had
launched it and consuming it in a single blinding explosion of
energy. ..

GO NORTH

. Again Jar-Zel changed direction, turning the way he had
intended to go. To his left the fallen ship, now half-buried in the
sand, continued to blaze like the very sun...

SAVE GAME

... Now at last he could rest, safe in the knowledge that somewhere
in a universe he could only imagine the sum knowledge of his world,
his personality, his possessions, and the state of the battle itself had
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been itemised, charted, and recorded - on an ordinary tape cassette.

Could you create an adventure like this, full of action, thrills, and
high adventure? You may not think so now - but it isn’t really as
hard as it might seem. This book is about computer adventure games
- what they are and how to prepare and program your own
adventures for fun and/or profit. It is also quite different from any
other book or article on the subject you will have read before.

O.K. - that’s the sort of claim you’d expect an author to make
about his book. But this time it happens to be true. In the following
chapters you’ll find out not only how to write an adventure program
but also many of the tricks used in the best commercially available
games. Your journey into the world of top class adventure writing
starts here.

Back at the beginning

Once upon a time, many years ago in a far distant land, the wizards
of the East and West entered into a fierce contest. At first it seemed
certain that Crowther the Cunning and Woods the Wily - the
wizards of the West — must win the struggle. For they brought forth
from the dark tower of the Stanford Research Institute the
wondrous computer adventure game named Colossal Caves.

But the wizards of the East were not so easily defeated. Before
long Anderson the Artful, Blank the Boffin, Daniels the Devious
and Lebling the Learned (whose home was among the misty halls of
MIT) returned to the fray with Dungeon, an even more faithful
reproduction of the game Dungeons and Dragons as invented at the
dawn of time by the legendary Magi, Gygax and Arneson.

All of these events took place, believe it or not, a mere seven years
ago, in America. At that time it seemed unlikely that the adventure
type of game could be converted for use on any of the few
microcomputers then available within the foreseeable future. But
times change, and in the next few years several important events
occurred which turned the improbable into accomplished fact.
There was a drastic reduction in the cost of RAM chips, small (5Y,
inch) disk drives became relatively commonplace, and Scott Adams
began to write his series of micro-sized adventures.

Just how much progress has been made can be judged from the
fact that a company called Level 9 has now released the original SRI
Adventures, in unabridged form, for use on a 48K computer.
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Indeed, in the case of Colossal Caves they have actually managed to
add a further seventy rooms to the final section of the game!

Small is beautiful

So what is an adventure, and what separates the good games from
their rivals? These are pretty big questions. The answers are the key
to writing top class games.

Taking the first question first (and why not?), an adventure game
can be the players’ passport to the universe. One of the greatest gifts
that adventure games bestow is the gift of freedom. The freedom to
be anyone you want to be, at any time in history - past, present or
future! The freedom to go wherever you want to go and to meet
whoever you want to meet. The only limits to the world of the
computer adventure game are those set by the ingenuity and
imagination of the writer. A glance down the list of adventures
already on sale shows how diverse that world has become. And the
list continues to grow.

But one thing needs to be made quite clear right at the start — an
adventure game is not an arcade game (despite some recent claims to
the contrary). In an arcade game the player is required to control
what happens on the screen using a set of keys, a joystick or a paddle.
These games are basically about manual dexterity and reaction
times. A true adventure game, on the other hand, calls for the player
to take part in a story which is depicted either in text orin a mixture
of text and graphics. Thus adventuring is mainly concerned with
strategy, problem solving and mental rather than physical skills. An
arcade game is over, in say, ten minutes or less (unless you happento be
extremely skilful). A good adventure takes hours, days or even
weeks to solve, and the lower your skill the longer it will take to
complete the game. Taking part in an adventure is, as one writer put
it, like reading a book in which you are both the central character
and co-author.

Unfortunately there are a couple of major hurdles facing the
writer, or writers, of an adventure game, and it seems that quite a few
authors are finding it difficult to jump those hurdles successfully.
Take these comments from a couple of reviews published in the
autumn of 1983:

‘This is a text-only game and even the text formatting leaves a
lot to be desired.’
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‘(This game) might sound like a disaster movie, but in fact it’s
opening up a new field in the home micro market: disaster
software.’

Maybe it’s not surprising that so many poor-quality adventures
are beginning to appear. Until quite recently most software houses
have concentrated on producing home micro versions and
variations of arcade machine originals. As a result the adventure
market has, for quite a while, remained relatively untouched,
especially in the UK. But now the ‘adventure boom’ is on — witness
the rash of new programs, books, and even a specialist magazine.
And just as the original arcade games have spawned a stream of
second-rate look-alikes so, it seems, the core of high-quality
adventure games will find itself surrounded, at least temporarily, by
various ill-conceived, hastily-written and often poorly-programmed
imitators.

Yet this very fact can be interpreted as good news of a sort. For |
predict that even the dud adventures will help to create an appetite
for top-rate games. I predict that in the long run adventure games
will become the market leaders for computer software. And just as
record ‘singles’ usually burn themselves out in a matter of months
at most, while the best L.P.s go on selling year in and year
out, so the best of the adventures will enjoy a lifetime that far
exceeds that of the average arcade game. (How many people do you
know who still play the original Space Invaders?)

The golden oldies

If that last prediction sounds like an adventure freak’s dream, it’s
worth remembering that adventure gaming already has a ‘Hall of
Fame’. And among its growing number of inhabitants the pride of
place must certainly go to the series of programs produced by the
American company Infocom.

Infocom, like the game Dungeon referred to above, and like the
LOGO computer language, has it roots in MIT - the Massachusetts
Institute of Technology. Indeed, Blank and Lebling are two of the
leading figures in the Infocom setup. Since it was founded, only
three years ago, Infocom has produced a string of smash-hit
adventures — Deadline and Witness (for the armchair detective),
Starcross and Planetfall (for the earthbound astronaut), and
Suspended (a ‘hi-tech’ game that is almost beyond classification).
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But the greatest of all the Infocom creations, at least at the time of
writing, has been the Zork trilogy: The Great Underground Empire,
The Wizard of Frobozz and The Dungeon Master. Let’s try to see
why these games are so highly rated.

(1) Communication

A central feature of the Infocom programs is the facility for the
player to ‘talk’ to other characters in the adventure. Readers who
have encountered the British program The Hobbit (Melbourne
House) may question the uniqueness of this function. After all, The
Hobbit shares this facility and the Melbourne House language,
known as Inglish (sic), bears more than a passing resemblance to
Infocom’s Interlogic.

In both languages the programmers have put a great deal of work
into creating command ‘parsing’ routines which can cope with
instructions from the player which look as much like standard
English sentences as is possible within the limited RAM space of the
average micro. Despite the complexity of this task (which will be
explained in detail in Chapter 8), both companies have made
significant progress. Thus Inglish can accept compound commands
such as:

SAY GANDALF “READ SIGN”, GO N, UNLOCK DOOR,
ENTER DOOR.

and Interlogic would cater for:

TELL THE WIZARD TO READ THE SIGN. GO NORTH
AND UNLOCK THE DOOR THEN ENTER.

The difference between these two sentences is quite obvious,
though the practical differences may be much less noticeable. What
both sets of writers are striving for is an end to the familiar two-word
command format found in so many adventures even today. If we do
want to draw comparisons then Interlogic appears to allow for a
greater number of ‘delimiters’ — ways to define the end of each
command module (as in normal speech) This gives a rather stronger
impression that you really are talking to the computer rather than
simply feeding it instructions.

(2) Commands
Anyone who has ever played an adventure game will have a good
idea of the basic vocabulary available for use in commands:
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GET
DROP
GO
READ
FIRE, etc.

But using such a basic set of instructions can often be more
frustrating than helpful. Infocom claim, and there is no reason to
doubt them, that Interlogic can access a vocabulary of around 600
(yes, six hundred) words!

I've already mentioned the difference between, say, Interlogic and
Inglish - mostly it lies in the variety of words available for use by the
player. The point is worth repeating, however, since it concerns one
of the most critical factors in the success of any game - its
‘believability’.

Since an adventure can be set at any time and anywhere, it’s a fair
bet that players will usually find themselves in worlds far beyond
their own everyday experience (though not necessarily beyond their
daydreams). This means that in the opening stages of an adventure,
at least, the link between the player and the game will be somewhat
fragile. In a good game, as with a well-written book, that link should
develop and strengthen as the player becomes immersed in the
action. This in turn requires that the game runs as smoothly as
possible. Yet many commercial games still place that fragile link in
jeopardy right from the start by having a very limited, and in some
cases quite inconsistent, set of commands.

In Chapter 8 we’ll be looking at ways to develop an extensive
command vocabulary and upgrade command inputs to the level of
normal speech.

(3) Room descriptions

Recent months have seen the appearance of a growing number of
‘graphic’ adventures. In some cases — The Hobbit and Pirate Cove
(Scott Adams) for example — the graphics take the form of simple
displays of the various locations. The more ambitious Stateside
offerings — Aztec, The Temple of Aphasai, etc, — combine arcade-
style graphics with an adventure-style plot. Yet most of the best
adventures have remained true to the text-only originals. Not
surprisingly, Infocom have managed to turn this apparent limitation
into a positive virtue. According to one of their advertisements:

‘You’ll never see Infocom’s graphics on any computer screen.
Because there’s never been a computer built by man that could
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handle the images we produce. And there never will be. We
draw our graphics from the limitless imagery of your
imagination ...?

This claim has been supported, to quite a large extent, by reviewers.
The magazine Softalk, for one, described the text in Zork 1] as
being ‘far more graphic than any depiction yet achieved by an
adventure with graphics’. The fact that all of the Infocom programs
seem to have taken up permanent residence in the Softsel best-
selling games list adds further credence to the company’s far from
modest self-appraisal.

With an introduction like this you might be forgiven for
supposing that Infocom’s room descriptions, etc., take up page after
page of memory, and are beyond the scope of the average micro
with less than 40K of free RAM space. Fortunately this is not true.
And in any case, as Level 9 have recently demonstrated, there are
ways and ways of fitting text into the space available.

In Chapter 2 I'll be showing you some of the main steps needed for
the preparation of high-quality text displays. In Chapter 7 you’ll
find a BASIC version of the sort of ‘text packer’ that lies behind
Level 9’s success.

(4) The plot

The main requirements for the plot of a successful adventure game
can be set out under three headings: (a) comprehensibility, (b)
interest and (c) internal consistency. Of the three it could be argued
that factor (b) is the most important. But only by a narrow margin.
And failure to maintain a high standard in just one area is often
enough to destroy the viability of the program as a whole. So let’s
look at these three factors in a bit more detail.

(a) Comprehensibility. Though you might not guess it from playing
some of the games on the market at the moment, making a game
comprehensible is certainly not the same thing as making it simple.
To return to the Infocom series for a moment, not one of their games
is exactly ‘simple’. Indeed, Suspended is so complex that even
though a game map and markers are supplied, one reviewer advised
potential players not to ‘worry about your score on the first few
attempts — you'll have more than enough to cope with!’

To put it another way, what would you think of a book with only
two or three pages, ora comic with just one picture on each page? If a
game is too simple then it won’t last long as far as playing time goes.
And that can be quite a let-down if you’ve just paid out £20-£30. A
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good plot is not one that is easy to see through, but one which makes
sense when you take the time and trouble to get to grips with it.

Remember, an adventure takes place in its own little world.
Getting to know that world — when it has been created with care - is
half the fun of playing an adventure game.

(b) Interest. No game is going to attract much notice unless it both
grabs the players’ interest and holds it. Many are the stories of lone
adventurers playing through the night, and even through a whole
weekend, as they struggle towards their elusive goal. Although
Infocom’s earliest games followed the earlier ‘sword and sorcery’
format of the original Dungeons and Dragons, their later products -
Deadline and Suspended - have explored new avenues in computer
gaming. Such are the games which satisfy, and those are the games
that sell through the best advertising available - word of mouth. In
Chapter 2 I'll be dealing with the details of plotting and preparing an
adventure game.

(c) Internal consistency. While it is impossible to lay down any hard
and fast rules as to what should and should not appear in an
adventure, it is essential that any game should have what amounts to
a fixed set of rules. The most common failure in this area is the
relationship of one ‘room’ to another on a game map. Insecond-rate
games, one often finds that one can move from room A to room B,
yet for no apparent reason it is impossible to return to room A.
Worse still, one may move south from room A into room B and then
find that moving north again takes you into room C (room A having
disappeared, it seems, in a puff of smoke in the meantime!),

In some games this may be due, quite unforgivably, to poor
programming. In other cases it occurs because the writers/ program-
mers simply haven’t bothered to prepare a decent map of their game
before coding it. In both cases the result is sloppy and, for the player,
incredibly frustrating. Such games deserve to fail when they reach
the market place, and they usually do.

In Chapter 4 you’ll find descriptions of the various ways of
mapping out an adventure with theiradvantages and disadvantages.
In Chapter 6 I'll be showing you how to store a map in the computer
— in the form of movement codes — together with two methods of
accessing the codes without using valuable array space.

(5) The problems
One of the central features of any adventure game is the range of
problems set to trap, baffle and generally hoodwink the player.
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Unfortunately this is one area where it is impossible to offer any very
useful advice.

The main consideration is that the problems in a game should, by
and large, relate directly to the plot of the adventure, and should be
of a kind that could be solved by any reasonably intelligent person
with a fair amount of general knowledge. This may sound rather
narrow-minded, but I am looking at things from a professional
point of view. It’s true, of course, that adventure games were first
developed by university students and staff, and that a large part of
the market is probably still made up of people with a similar level of
intelligence and education. But you don’t have to be a genius to own
a computer. And it certainly doesn’t make much sense, in terms of
potential profit, to aim at such a limited market. The best adventure
games around at the moment certainly don’t ‘talk down’ to the
player, but neither do they demand that the player be a potential
candidate for MENSA. Generally speaking the best problems
require careful thought — and maybe a bit of ‘lateral thinking’ -
rather than a store of specialised knowledge.

So, with these thoughts in mind, let’s get down to business. Let’s
write an adventure. ..



Chapter Two
Plotting Your Adventure

The first step in preparing any adventure must be to set out a basic
storyline, since everything else that you do will depend upon and
relate to the plot of your adventure.

I should, perhaps, make it clear at this point that in this book the
word plot is used to refer to the most basic outline of a story, while
the word sroryline is used to indicate an outline of all the important
features of a story. Thus preparinga story goes through three stages:

Prepare the plot
Develop the storyvline from the plot
Fill out the storyline to arrive at a finished srory.

A successful plot will take three main factors into account:

(1) The need for players to ‘believe’ in the game

(2) The need for players to be satisfied with the roles they are
given to play

(3) The need for players to feel that their efforts are being
justly rewarded.

These are the guidelines that any adventure writers worth their salt
will try to follow to the letter. Before we can follow the rules,
however, we first have to find and develop a plot and storyline.

Finding a plot

In many respects there isn’t a great deal of difference between
creating a good adventure and writing a book or, to be more exact, a
play or a film script. Obviously no game will take the same amount
of writing as a complete book or script, but the basic approach will
be pretty much the same. This may sound rather daunting if you've
never tackled adventure writing before, but don’t be put off. The
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similarity is, as it turns out, a benefit rather than a disadvantage. For
while professional adventure writers and programmers are,
understandably, rather secretive about their work, there are plenty
of books on the market that give step-by-step details of how to write
short stories, a book, ora script. | won’t pretend that there is room to
cover this whole subject in just one chapter. What we can do is to
take some of the basic ‘tricks of the trade’ and see how they can be
applied to the art of adventure writing.

It has been said that the whole of literature is based on just six
plots - three central ideas, each with a choice of two endings:

(1) The Love Story: A meets B - A gets B
A loses B
(2) The Search: A looks for B - A finds B
A doesn’t find B
(3) Good Guys vs. Bad Guys: Good guys win
Bad guys win

Obviously no single story is quite that simple: the plots are opento a
wide range of variations and can be strung together in many
different combinations. And the action itself can be viewed from a
variety of different positions. So the first thing to realise when you
sit down to create a plot is this: the originality of your story, your
adventure, doesn’t depend on your ability to dream up a totally
unique plot. It depends on your ability to present the story in a way
that is fresh, interesting and exciting.

Actually we could go one step further and say that most people
actually prefer stories that are both new and familiar. This may
sound like a contradiction, but just think about the books you and
your friends read. How many people do you know who read more
than, say, three or four different kinds of book? One person will
prefer science fiction or westerns, another usually picks detective
stories or thrillers, someone else will choose mainly love stories or
biographies. This much we know for a fact, and there’s no reason to
believe that the situation is any different when it comes to
adventures.

Tip number 1: don’t waste time trying to write a totally original
game. You might just make it, but the odds are very much against
you. And if you're trying to break into the commercial market it’s
more than possible that no one will want to buy a game that is totally
unlike anything they’ve ever met before.

So if you're not aiming for something completely original in the
plot line, where do you start? The answer can be found in advice
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frequently given to first-time authors: don’t try to tackle subjects
you know nothing about - make use of what you already know. If
you think back to some of the things I said in the first chapter you’ll
see how even the top writers have followed this advice.

Take the Infocom team as a typical example. They started out
working on Dungeon, a direct development of the board game they
already knew. When they turned professional their first three
programs followed the same ‘sword and sorcery’ theme. Only then,
when their talents had been firmly established, did they branch out
into new territory.

Tip number 2: for your first attempt at writing an adventure take a
theme you already know about, (preferably one that interests yousince
a high-quality program can take weeks or even months to complete!).
Don’t worry if your chosen theme is already covered in the list of
commercial games; this only proves that there is already an
established market waiting for you if your work is of a high enough
standard.

The storyline

0.K. You've chosen a plot, now you have to construct a storyline
around it - like setting the foundations and then building a house on
top of them. The way you go about this task will depend on which
method you find works best for you, and the steps that follow, both
in this chapter and the next two, can be rearranged to a large extent
to fit in with your own way of working.

One possible way of starting to build your adventure, and one that
seems to be quite popular with many professional story writers, is to
let the story write itself, so to speak.

To do this you need to start with just three items: a character, a
starting place for the story and a possible ending. The reason why
this approach is so popular is, I think, because it allows you to swap
things around, or even alter the entire storyline, without having
wasted a sizeable chunk of time in mapping out what ought to
happen.

Where's your imagination?

Whether it’s in relation to a school essay, a story, or an adventure,
one thing that holds a lot of people back is the feeling that they don’t
have the imagination needed to produce something that anyone else
would want to see. Yet being imaginative really isn’t as difficult as
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you might think. In fact it’s usually the fear of not producing
anything worthwhile that holds us back, rather than a genuine lack
of ideas. Fortunately there is quite a simple solution to this problem,
one that almost anyone can benefit from. It’s called ‘brainstorming’.

Despite its odd-sounding title this process doesn’t require that you
have a nervous breakdown. On the contrary, it has proved to be one
of the most successful ways of generating original and interesting
ideas that anyone has yet discovered. The theory behind it goes
something like this.

Normally when we're asked for ideas, or even when we're just
daydreaming, we tend to give each idea marks as though it were
some kind of school exercise. In other words we decide whether an
idea is ‘good’, practical, useful, etc. - or not - before the idea has
really had time to develop. Obviously not all ideas are constructive,
but if we give them a chance to develop - if we give our imagination a
free rein - then even dud ideas can lead on to useful lines of thought.

So how do we put this to work? By taking note of a// ourideas on a
given subject  and writing them down (this is a very important part
of the process) - then weeding out the useless ideas afrer the
brainstorming session is over. Thus, assuming that we’ve already
come up with the bare details of a storyline, we sit down and think of
everything that our main character might do in the course of the
adventure, no matter how stupid, fantastic or irrelevant these
actions may seem.

What will | need?

Having created an initial list of ideas -~ which we’ll call list 1 for the
moment - it might seem sensible to go straight on to sort out all the
useless ideas and see what you're left with. In fact itis better to leave
list 1 intact for the moment while you prepare list 2.

In this second list you should itemise all the characters, locations
and objects you would need to include in your game if you used
every idea in list 1. I say this for several reasons. In the first place it
will help to give you some idea of just how much material you need
to edit out of list 1. Secondly, the process of preparing list 2 may well
help to suggest extra or alternative characters and objects, and may
indicate alternative ways of dealing with the situations you have
mapped out in list I. What you're actually doing here is carrying the
‘brainstorming’ process one step further, in a more immediately
practical direction, without closing off your options. Which brings
us to step three...
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Back to reality
We might describe the two lists we’ve prepared so far as follows:

List 1 = ‘the possible’ (however incredible it may be)

List 2 = ‘the practical’ - what actually has to go into the
computer

With both lists in front of you it’s time to decide what you're going to
keep and what is to be discarded. To make these decisions you will
need to bear two factors in mind.

First with regard to list 2, how much of the inventory will actually
fit into the RAM space you have available? A good deal of the
information in this book is concerned with ways of packing as much
into an adventure as possible in quite a limited amount of RAM. So
you should find, unless list 2 is very long indeed, that you don’t need
to do too much editing at this stage.

Secondly, going back to list 1, afterall the totally outlandish ideas
have been rejected how much of what is left can you actually fitinto
your program? In other words, how good a programmer are you?
This will depend as much as anything on your experience of
programming in general, and is very much a case of ‘practice makes
perfect’.

Tip number 3: Know your limitations as a programmer. There are
few things as frustrating as getting halfway through coding a
program and finding that you don’t know how to deal with a key
sequence. Aim to improve with each program, butdon’t set yourself
goals that you have no real hope of achieving.

Blocking it out

Once you’ve completed that last stage in your preparations, you
should have two lists of fairly manageable size on which to base your
adventure. At the risk of seeming repetitive | would emphasise that
the material you have left should be regarded as ‘shortlisted’
material rather than something which is fixed and unchangeable.
Creating an adventure, despite its partly scientific element (the
actual programming), is essentially an artistic enterprise. And part
of the pleasure of any artistic undertaking is that until your work is
finally completed even you, the artist, cannot be entirely sure what
you're going to end up with. Writing an adventure game is itself a
kind of adventure, and since it will certainly involve a fairamount of
hard work there’s no earthly reason why you - the writer/ program-
mer - shouldn’t also get as much fun out of it as you can.



Plotting Your Adventure 15

At this stage of your preparations there is still plenty of room for
experiment and changes of mind. But be careful how many changes
you make! It can be tempting, when a really good idea comes along,
to rewrite your previous storyline to make use of the fresh material.
Experienced writers, however, soon learn to be more economical
with their ideas. For it’s just possible that the ideas that come along
while you're creating one story are strong enough, if properly
developed, to provide the basis for another complete story. To put it
another way - if you use up all your best ideas in your first adventure
then what will you use for the next one?

Talking of stories, it’s now time for us to put one down on paper in
such a way that we can start to build a program around it.

The storyboard

The actual process of writing a story is a pretty personal thing, and it
would be impossible to set out one method of tackling this job that
would suit everyone. This section, therefore, is, definitely not about
how you should approach the task, but rather how you might
approach it.

It really is true that writing a computer adventure game is a lot like
preparing a film script (which is where the storyboard technique was
developed). For where a film consists of a number of ‘set pieces’ or
scenes in which the central story evolves towards its climax, so an
adventure moves through a series of fixed locations as the player
tries to gain the maximum score or achieve the goal which the writer
has set.

[ don’t want to push this comparison too hard, but it does raise at
least one issue that every adventure writer needs to think about - the
importance of imagery, transferring a picture from the scriptwriter’s
pad to the audience’s mind.

If it’s true that ‘one picture is worth a thousand words’ then
obviously film-makers have a terrific advantage over the adventure
writer in this area. Which is why Infocom, for example, make such a
big thing out of the quality of the text displays in their programs. But
thisisn’t tosay that good writers willautomatically produce good text
displays for an adventure game. Nor can we assume that theaddition
of graphics will automatically improve the quality of a program.
(Indeed it has been said that graphics can actually spoil the effect of a
game unless they are of a particulariy high standard. For a more
detailed discussion on this subject see Chapter 10.)
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And that’s where the storyboard comes in.

If you've ever seen one of the TV programmes which show how films
are prepared then it is quite probable you already know what a
storyboard is. For those readers who don’t know what I'm talking
about, a storyboard is a kind of comic-strip version of the film script:
the director and cameraman use it to work out what will happen in
each scene, how it will be lit, what camera angles will work best, etc..
etc. In a sense, list 2 described above is a text version of a storyboard
in note form. What we need to do now is to turn the notes into
individual, itemised scenes. What follows is an illustration of how
the storyboard for one scene (one text screen) in an adventure was
developed from the original listings to the point where it was ready
to form part of a program:

List 1
Hero meets rogue cybernaut which is carrying the only key to

the lab. door. The door is the only way out of the room and the
key is the only way of opening the door. The room is on fire.
The cybernaut is heatproof, the key isn’t!

List 2
Characters: Hero, cybernaut
Objects: A key (a magnetic card?)
Problem: Get key to open door before cybernaut kills you or
you are burnt to death.
(Need extra object?)

Reading these notes over, the idea looked O.K., but I remembered
that the term ‘cybernaut’ came from The Avengers. 1 decided to
make do with an ordinary robot.

Version 1: Screen 24. Laboratory.

You are locked in the laboratory with a highly aggressive robot.
As the robot moves towards you it knocks over a bench bearing
several bottles of fluid. When the bottles hit the floor they
break. The fluids mix and burst into flame. The robot is
obviously heatproof as it is still coming towards you through
the flames. The robot has the only key to the door.

What now?
Hero, robot, magnetic card, (extra item?)

So far, so good. But the text doesn’t look right yet, and the robot has
no character.
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Version 2: Screen 24. Laboratory.
The door slides open and you step into the Professor’s
laboratory. The door closes automatically behind you.

The only key to the door is a magnetic card lying about
halfway between you and Igor - the Professor’s psychopathic
android.

lgor moves towards you but his arm catches a row of bottles
which crash to the floor. As the chemicals mix they burst into
flame.

What now?
Hero, Igor, magnetic card, (extra item?)

In case you haven’t guessed, I don’t know how to beat Igor yet! Still,
the text looks better and I like Igor. On the other hand I don’t see
why | should make the presence of the magnetic key so obvious. |
could make the player use the LOOK command before they can find
1t.
Version 3: Screen 24, Laboratory
With a quiet hiss the steel door slides open and you step into the
Professor’s laboratory. The door closes automatically behind
you and you are trapped with Igor - the Professor’s
psychopathic android.

As Igor moves through the cluttered equipment towards the
table which stands between you his arm catches a row of
bottles, sending them crashing to the floor. The chemicals mix
and ignite in a ball of flame.

What now?
Hero, Igor, magnetic card, (extra item?)

At this point the text has reached its final state, and I decided to
move on to the second part of the storyboarding technique -
planning possible moves and their consequences.

In the player’s position I might well try to move out of harm’s way.
But this won’t be possible within the laboratory. I could make the
response to any movement (i.e. GO NORTH GO SOUTH, etc.)
‘Bad luck - you’re dead’, but it’s a little soulless. In the end I decided
on three different responses:

GO NORTH (i.e. back to the door)
The door won’t open — and Igor’s getting closer!’
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GO EAST or GO SOUTH

‘Throwing the table out of his way, Igor seizes you by the neck
and squeezes the life out of you.’

(Go to the end of game sequence)

GO WEST
‘Too bad, you escape Igor’s clutches only to be roasted alive.’
(Go to the end of game sequence)

So much for the possible movements. What about the possible
actions? (At this point I stoppe