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Abstract 

This study examines how costume design is used as a narrative and functional part of video game 

character design. The purpose being how costume design is currently utilized, what common design 

trends can be found and in which instances costume design goes against the functionality and 

believability of the character. One character from each top selling single player third person game 

between the years 2015-2018 were chosen for the sample. A character analysis and a coding scheme 

were created to find common design trends used to visually display information to players. The 

results showed a prevalent use of real-world cues and signs to visually display instant information. 

Contradicting real-world cues used together can show a divergence from reality, but even with a 

lack of real world examples a uniform design language can be seen. The results also show the use of 

objects with contextual meaning being an important part of costume design, giving it more depth. 

The instances found of contradicting costume design were predominantly used to make the 

character stand out or to emphasize their attractiveness.  

 

Keywords: costume design, video games, design trends, functionality, believability, narrative 

Abstrakt 

Denna studie undersöker hur kostymdesign används som en narrativ och funktionell del inom 

design av spelkaraktärer. Syftet är att se hur kostymdesign nuvarande används, vilka vanliga design 

trender som kan hittas och vilka instanser som finns där kostymdesign går emot trovärdighet och 

funktionalitet. En karaktär från varje toppsäljande spel med enspelarläge och tredjepersons 

perspektiv mellan år 2015-2018 valdes. En karaktärsanalys och ett kodschema skapades för att hitta 

gemensamma design trender som används för att visuellt förmedla information till spelare. 

Resultatet visar en övergripande användning av signaler från verkligheten för att visuellt förmedla 

omedelbar information. Motsägande verkliga signaler som visas tillsammans kan påvisa en 

avvikelse från verkligheten men även scenarion med en avsaknad av verkliga exempel kan ett 

uniformt designspråk ses. Resultaten visade även den vikt som läggs på användningen av objekt 

med kontextuell mening för att ge kostymdesigner mer djup. Instanser där kostymdesign sågs som 

motsägande var mestadels för att få karaktären att stå ut eller för att framhäva attraktiva drag.  

 

Nyckelord: Kostymdesign, datorspel, designtrender, funktionalitet, trovärdighet, narrativ 
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Introduction 

This all started with a video from the Game Developer Conference (GDC) by Victoria Tran (2019), 

talking about fashion in games and why it “sucks”. Tran believes clothing is a big part of how 

humans, and by extension characters, are perceived and that not utilizing it in games loses a lot of 

value. First impressions are vital and in the first seconds of seeing someone new humans already 

have made up likely scenarios of who this person is based on superficial signs. She believes 

clothing plays a big part in this and that it is often overlooked in game design and is a missed 

opportunity for both expression and gameplay possibilities (Tran, 2019).  

 

This sparked the question about clothing, or costumes as we will refer to it, in current games and if 

it really is as overlooked as Tran claims. With video games being a relatively new field of study and 

games having had, and still has, a lot of limitations regarding how characters can be presented on 

screen has had a huge impact on characters’ appearance. Clothing has gone from a few pixels to 

possible realistic renditions which now can facilitate a wide use of costume designs. This led to 

wondering how costume design is used as a narrative and functional part of character design and if 

it really is an underutilized form of expression. 
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Related research 

Functionality and purpose of costumes  

One important aspect of character design is not only how they look, but also what they are wearing. 

A character’s clothes are not just fashion choices, but a costume that is as important, if not more so, 

like other external features. Salomaa (2018, pp.12-13) wants to separate the word costume from 

only Doll-play and see it in a broader way as a storytelling tool. She believes it is vital that the 

distinction between costume and fashion is made as they have two opposing purposes, as fashion 

design is meant to sell clothes but costume designers use costumes to sell the character (ibid.). 

According to Salomaa, costumes can signal socially constructed and subconscious knowledge and 

these communicative values are what need to be made use of (ibid., p.22). She believes many 

character artists claim to design costumes as an integrated, inseparable part presenting a narrative, 

but that they inevitably have a personal standpoint on the costume. She reasons that if this process is 

subconscious it might be defective and contradictory and that instead, the value of costume in 

character design needs to be identified to bring nuance and depth to the process (Salomaa, 2018). 

Makryniotis (2018, p.111) believes costume design is often overlooked in favor of other elements 

such as setting, architecture, vehicles and weapons. He notes the scarcity of costume designers 

working in the game industry but believes things are gradually changing. Makryniotis writes that 

concept and character designers sometimes lack skills that a costume designer can provide, like the 

understanding of garment construction, costume history and clothing psychology (ibid.). Salomaa 

(2018, p.7) has the same view of character artists trying to think of the costume as an integrated 

piece and that they might be masters of character interpretation through costume, but many lack the 

understanding of the reality of clothing which she thinks can lead to improbable and unbelievable 

costumes. 

 

Salomaa (2018, p.7) describes costume design as a form of visual storytelling being able to relay 

age, background, social status and personality of a character with just a glance as well as facts about 

the surroundings, like climate, period and society. Costume design is about what people wear and 

why, having nothing to do with everyday fashion or looking attractive (ibid.). Even though there 

seems to be a consensus of the use and importance of costumes Salomaa (2018, p.83) notes that in 

some game productions there is a trend to use costumes only for emphasizing the characters 

attractiveness, disregarding character interpretation qualities and personality attributes. Makryniotis 
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(2018, p.102) considers clothes to be one of the key aspects of communicating identity and 

individuality in the social world and believes it is the same for game characters and virtual avatars. 

Besides identity Salomaa (2018, p.34) thinks costumes have the ability to also visually 

communicate game functionality to the player, such as the character’s condition and skills or even 

grant the player different abilities based on what costume is worn. 

 

One way to think about costume design is a concept Cho (2019, p.13) calls “empathic design” 

which is a user-centered design approach that accentuates close interpretation and observation of 

what potential customers feel and need in their circumstance. Cho has found that design students 

often tend to examine only superficial information about their imaginary customer instead of a more 

cultivated design approach of not only including socioeconomic and demographic information, but 

also looking at the users’ emotions and experiences (ibid., p.12). To get away from this Cho 

suggests using empathic design to make in-depth observations to uncover even subconscious desires 

of users (ibid., p.13). Cho believes that an empathic design approach, of using a balanced 

understanding of users’ rationalities and emotions, has much in common with costume designs aim 

of communicating characters’ emotions, rationalities, as well as factual information the actor and 

director wishes to portray (ibid., p.14). Cho’s method of empathic design for costuming consists of 

factual background research, of things like time period, fashion, location, and evocative research 

which consists of finding the essence of the play, characters and themes (ibid., p.14). It is all about 

imagining the character’s life in a given setting and from that analysis create costume design to 

effectively reflect each character’s persona, using principles of design (ibid.). This is all to ensure 

the costume projects specific personal information as well as visually reinforce mental, emotional 

and physical traits of a character (ibid., p.13). An example of this, mentioned by Kutt (2018, p.16), 

can be to gradually turn a character’s outfit messier in tandem to a decline in confidence, to then 

match the recovery with dressing more confident and put together, to visually enforce the 

character’s mental state.  

 

One problem that emerges with the interactive nature of games, noted by Salomaa (2018, p.15), is 

the participatory role of the consumer. She means that this layer of interactivity makes it vital for 

the costume designer to take various different relationships between the player and the costume into 

account, with different games offering varying amounts of control over character appearance 

limiting the designer’s work. In visual narratives the main characters generally stand out and are 

designed to be iconic and recognizable, requiring more nuance and functionality (ibid., pp.22-23). 
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In these cases, limiting to a single costume can make it easier to create an iconic appearance, but 

costume-based characterization can lock the character down with a single outfit and remove the 

possible narrative value of costume change from the storyteller. Salomaa (ibid.) believes there is 

another option for creating a realistic game character with a long storyline. Instead of relying on one 

costume, outfits instead change following a consistent clothing style coupled with recognizable 

features to make the character iconic even while wearing different clothes, as long as they all recite 

the character’s personality. (Salomaa, 2018, pp.15, 22-23.)  

 

If you instead look at the design of background characters Salomaa (2018, pp.23-24) claims crowds 

most importantly need to fit into the environment and stay anonymous enough not to draw the 

player’s attention but still express some level of variety. A crowd can be an expressive tool used to 

frame the period, politics, wealth and culture in the game context and by proxy define the player 

character in comparison (ibid.). On the other hand, Kutt (2018, p.19) wants to highlight the 

limitations of time and cost when constructing outfits and she wants to stress how important it can 

be to strive for the most variation by as few garments as possible. Salomaa (2018, pp.23-24) agrees 

that creating multiple non-player characters for environment sets challenges for budgeting, but the 

fixed number of human assets used to create a crowd may lead to problems with visual variety that 

affects the believability of the game and the character artists need to create diverse outfits to suit 

each distinct background character. Contrary to this Kutt (2018, p.19) considers a different 

approach that needs to be taken for crowds because, in comparison to main characters, they need to 

look more generic and repeating elements in a mass of people is not necessarily bad. Instead, she 

believes it creates a pattern tying the crowd together as one unit, more as a statement to provide 

context (ibid.).  

Stimuli 

Sensation, such as visual, tactile and audio, is processed by our brain in order to perceive the world 

and give a meaningful experience. Zell, Zibrek and McDonnell (2019) refer to two procedures in 

the brain that processes information from the senses and interprets its relevance. The first being the 

so-called bottom-up procedure, consisting of transforming sensory and driven information. The 

second, called the top-down procedure, is based on information about the world acquired through 

learning and provides a context for the information from the bottom-up procedure (ibid.). Zell, 

Zibrek and McDonnell (2019) argue there are pre-existing schemas when observing virtual humans, 

which can be very broad and also include social perception. People make judgments frequently of 
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other people based on very little information. This first judgment of perceiving strangers’ behavior 

stems from visual appearances resulting in attributing particular personality traits (ibid.). It is this 

process stereotypes stem from, where other people’s behavior is analyzed according to a group or 

category they belong to, for example, gender or age, that is used to draw quick conclusions. 

Archetypes and stereotypes 

When talking about visual indicators two concepts need to be discussed: Archetypes and 

stereotypes. Archetypes are believed to be archaic, universal patterns and images derived from the 

collective consciousness that encompasses humanity at large (Wikipedia, 2019). Stereotypes 

comparatively are schemes or prototypes existing in the individual’s memories, associating a 

pattern of cues with typical sets of qualities in a person (Isbister, 2006 p.12).  

 

Archetypes are seen as innate, universal idea prototypes used to interpret observations. These are 

substantial story elements with predominant traits that observers even in the first encounter 

immediately can place (Miketić, Pinćjer and Lilić, 2018, p.534). Makryniotis (2018, p.108) defines 

character design as boiling down a concept to specific constructions that represent it. These 

essentialized images become more pervasive over time through repetition, naturalization and 

reinforcement that these representations of archetypal features can instead become representational 

stereotypes (ibid.).  

 

Stereotypes, on the other hand, are combinations of certain visual traits that are instantly 

recognizable representations of ideas (Nybäck, 2013, p.6). The act of recognition, comparing things 

already stored in the back of our minds shaped with previous knowledge, works as a type of sorting 

process to find a suitable category to classify and recognise an object (ibid.). Nybäck writes that 

comparing new experiences with previous ones is how we make sense of the world, seeking the best 

match between stereotype and sensation, and is an essential component of learning. According to 

Nybäck (ibid.), stereotypes are in this view inevitable, as learning itself results in stereotypes and 

are a product of every experience. He believes that with all humans constantly going through this 

process some near identical stereotypes are inevitably shared by many minds and that this becomes 

a valuable asset in instant visual communication. Isbister (2006, p.13) believes stereotypes help 

people make quick assessments without the need to make an evaluation “from scratch” and 

matching perceptions with assumptions requires both less effort and time. By just deciding to adopt 

a certain stereotypical code in our behaviour and dress we can plan the way we are “read” (ibid.).  
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On the other hand, Nybäck (2013, p.23) mentions a multi-faceted issue of using stereotypes as a 

basis for character design in that their use has given rise to clichés that can be both unwanted and 

partially essential to cultural memory. Isbister (2006, p.13) agrees that stereotypes are useful means 

of communications, but that they can lead to untruthful and demeaning portrayals. In her opinion 

game characters rely heavily on stereotypes, yet this can be helpful to players in fast-paced game 

environments to gauge a character’s intentions and likely actions. The problem with this, according 

to Nybäck (2013, p.25), is inadvertently spreading prejudice and he believes moving away from 

stereotypes by innovation is beneficial to society while stereotypes come with a range of negative 

side effects. Furthermore, Nybäck thinks stereotypes can inhibit innovations and questions their use 

for adults with enough understanding to not need obvious visual hints to understand a character as 

well as for the youngest children not having yet developed this understanding (Nybäck, 2013, p.23). 

Shape to convey personality 

Isbister (2006, p.5) found that people cannot help but react to the surface of another person and that 

appearance profoundly affects how one is perceived and treated by others. Attractiveness is an 

indicator of healthiness whereas a person with asymmetry or obvious signs of disease lacks this 

indication (ibid., p.8). She ties this to the “halo effect” which means certain positive qualities (e.g. 

being kinder, stronger, smarter) are more often assigned to people with attractive features (ibid., 

p.7). If applying this to character design, one could consider how qualities can affect the way 

players connect to the characters since a player’s character is that person’s physical, emotional and 

social suit within the game (ibid., p.259).  

Meaning of colors 

Color is an inescapable part of costume design and their meaning can be seen in many ways. One 

way is the psychological way to see color which is more intuitive, as the dichotomy between warm 

and cold colors (Hornung, 2012, pp.235-237). There is also the scientific way to view color which 

is less of a matter of interpretation, such as how the shorter wavelengths of the color blue tend to 

have a calming effect and how longer wavelengths as with the color red and yellow make you more 

alert (Wolchover, 2012). According to Zammitto (2005, p.4) the brightest colors are the most 

eye-catching, saturated colors are associated with enjoyment and fun whereas desaturated colors are 

associated with sadness. This means that the general impression could be made by how saturated 

the palette in the game is. A saturated world would then create a cheerful world (Zammitto, 2005, 
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p.11). When it comes to blue more specifically, blue is often used to promote products and services 

related to cleanliness or water and sky. Robin (2015) states that blue is linked to intellect and is also 

used when promoting high-tech products. Hornung believes that the color blue can signify loyalty 

or melancholy (2012, p.235).   

Immersion and immersive characters 

One belief held by Lankoski, Heliö and Ekman (2003) is that inconsistencies in the presentation of 

a character can “diminish the purity of the personality”, even if this personality is very limited in 

information. Therefore, a consistent presentation of a character is highly important for immersion in 

any type of game. A word similar to immersion is allegiance, described as how the players evaluate 

a character. This means that to be allied with a playable character, the player typically needs to 

perceive the playable character as having desirable or preferable positive traits or qualities 

(Lankoski and Björk, 2007). The positive traits are relational to the standards the game set via the 

other character. To strengthen the allegiance of a character, one could take these attributes into 

consideration: expressions of affection or fear, moral evaluation (character needs to be morally 

better than other characters in game-world) and physical beauty (symmetry, v-shaped body of males 

and hourglass body of females) (Lankoski and Björk, 2007). 

 

This in turn is related to types of immersive protagonist characters, in this case first- and 

third-person perspective characters. Salomaa (2018, p.10) argues that the perspective of a 

third-person game makes the player project their self-image onto the character on screen, whereas 

first-person games allow the player to project their whole physical form into the virtual environment 

which increases immersion. In relation to clothes and costumes, the player constantly views the 

costumed character when playing a game with a third-person perspective, while in first person, the 

player rarely views the character’s costume. Playing a game from a first-person perspective is more 

similar to real life since our own clothes are rarely visible to ourselves when worn (Salomaa, 2018, 

p.10). 

Characterization  

Salomaa explains characterization as being a way for the player to take control of the character’s 

appearance to modify it according to tactical reasons or visual preferences (2018, p.36). Lankoski, 

Heliö and Ekman (2003) describe characterization as designing the observable aspects of a 

character. Salomaa (2018, p.36) defines it as giving the player the position of being a costume 
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designer depending on the level of control: “the less control the player has on the costume choices, 

the heavier is the costume’s emphasis on the narrative and the easier it is to support storytelling 

through appearance.” According to this, it is up to the game developers to guide the game’s 

functionality by giving less or more limited clothing options (Salomaa, 2018, p.36). 

 

Lankoski, Heliö and Ekman (2003) agree with characterization being an important part of building 

a character. They claim that physical abilities and features are contributing to building personality 

traits to the character and that several of these attributes are picked up and therefore communicated 

to the player. Functionality of a character is dependent on the integrity of the character and if the 

possibilities and intentions of the character are inconsistent or not clear enough, the player will get 

confused (Lankoski, Heliö and Ekman, 2003). Makryniotis (2018) claims that the reason for players 

using characterization through clothing is for individuality and a sense of belonging, similar to the 

ones we have in the real world. He views dress as identity and describes how affiliation and 

alignment with or against social groups and trends are fundamental to identity (Makryniotis, 2018, 

p.103). He believes fashion always has imposed rules in the real world for things such as gender, 

class, age and social groups. Restrictions of fashion in games come from the designers and players; 

the players are allowed to express themselves through their avatars attributes such as clothing, but 

only as much as the games virtual world and society allows (Makryniotis, 2018, pp.103-104).  

Bone structure 

Both Lankoski and Björk (2007), and Lankoski, Heliö and Ekman (2003) mention something they 

call bone structure, which describes a character’s physiological, sociological and psychological 

qualities (see figure 1).  

 
Figure 1 
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These attributes of the character are meant to influence their behavior (Lankoski and Björk, 2007). 

Lankoski, Heliö and Ekman (2003) talks about the bone structure a bit more in depth and describes 

it as an outline for building a three-dimensional character. They state that the skills and abilities of a 

character must reflect its physiological, sociological and psychological profile. This bone structure 

helps determine what skills, abilities and professions that are natural to a character. A character with 

poor parents is more likely to become a thief than a character with wealth is an example mentioned. 

The character’s current situation, coupled with a psychological and sociological profile is translated 

into the protagonist’s goals. When a character is fully developed in terms of this bone structure, this 

can in turn be translated into game mechanics. Conflict only arrives from opposing qualities of the 

characters or the environment of the game. The goal is to have every character doing things in its 

personal way, defined by the three dimensions, and thus more easily create both protagonists and 

other characters that fit in with the desired environment (Lankoski, Heliö and Ekman, 2003).  
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Research questions 

How is costume design used as a narrative and functional part of character design in single-player 

third-person games? This study will be looking at: 

● How costume design is currently utilized and what common design trends, if any, can be 

found. 

● In which instances, if any, does the costume design go against the functionality and 

believability of the character it portrays. 
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Method  

Sampling  

The game sample chosen for the analysis needed to meet three main criteria. All games needed to 

have humanoid main characters played in third-person perspective, where you play the character 

while watching it on screen; have a single-player story campaign containing story elements directly 

relating to the main playable character; and give no choice in appearance before starting play.  

 

The first criterion is based on the assumption that if the character is constantly seen its costume 

design will have a greater impact on the player based on exposure (Mears and Zhu, 2017; Salomaa, 

2018, p.10) and that more reliable parallels could be drawn if all characters are humanoid as, for 

example, animal characters tend to wear a limited amount of clothing if any at all.  

 

The second criterion serve to put the character in a context to discern factors like if the characters’ 

costume fit the environment, but also to make sure the character has enough of a background to 

analyse using Cho’s concept of empathic design (2019, p.14) to see if the costumes effectively 

reflect each character’s persona. This means games like Dragon Ball Fighter Z (Arc System Works, 

2018) were removed from the sample for not having any story information about who the main 

character is and thus having no impact on the costume design.  

 

Lastly, since the study focuses on designer intent, only predefined character designs were eligible, 

but customization later in the game was not a basis for exclusion. This was based on Salomaa’s idea 

that the less a player has control over the costume choice, the easier it is to support the storytelling 

through appearance and the heavier is the costume’s emphasis on the narrative (2018, p.36). 

 

All viable games of the VGchartz global yearly chart (n.d.) of the top-selling games, at retail, 

between the years 2015-2018 were chosen as the sample. To analyze all available games fitting 

these criteria is not a possibility, so an exposure-based approach, defined by Neuendorf (2017, 

pp.78-79) as those most often attended to or consumed by receivers, was chosen. For this reason, 

the population is taken from the most sold games, following the assumption that these are the games 

with the greatest impact on players. If the same character appeared in multiple games with identical 
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costumes only one version of the character was chosen, based on which game is the latest. List of 

games found in appendix A. 

 

For each game one main playable character was chosen (n=63). In the case of multiple main 

characters, one was selected at random. The final sample was the costume design of the first 

playable moment for each game, to facilitate the use of games with later customization to not make 

the sample too small since most games were found to facilitate limited costume choices. 

Considering Salomaa’s belief (2018, pp.22-23) that having only one fixed costume design removes 

the possible narrative value of costume changes. Multiple costumes from the same character could 

provide a more thorough understanding of a character and see how costume changes are used in 

games (ibid.), but that is outside the scope of this study. 

Character analysis  

For the study a character analysis sheet was created based on previously mentioned “bone structure” 

(Lankoski, Heliö and Ekman, 2003) to form an understanding of the character to base the costume 

design analysis on (see appendix B). The analyses were made by observing 20 minutes of gameplay 

of the story from walk-through videos, where the first costume, context and environment is 

displayed. This was to put the character in a context from which to analyze them, but also to see 

them in comparison to other characters from the same game, especially since Salomaa (2018, 

pp.23-24) believes background characters are essential to put the main character into context.  To 

obtain a wider overall feel of the game a launch trailer was also watched for each game. The videos 

chosen were based on which had the most views except for those with too intrusive commentary. 

 

Pictures of the characters’ costumes were also looked at for a higher quality and a clearer view of 

the costume to not miss details. Information sites, such as wiki pages or the games website, were 

used to fill in gaps about the story and the characters. Two separate wiki sites were used for each 

character to support the info with more than one source.  

Coding 

The coding scheme used to analyze the costume design was derived from the previous research, 

consisting of 10 categories researchers believe costume design can be used to convey (Cho, 2019; 

Makryniotis, 2018; Salomaa, 2018). There were originally 13 categories, but after the initial coding 

one (physical traits) was removed, due to inconsistencies in answers, and four preliminary 
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categories (society and time period; mental and emotional state) were merged into two. One more 

category, symbolic signifier, was added to address the problem of important design elements being 

overlooked for being solely contextual and missed by other categories. This category consists of 

design elements with contextual significance. The added category brought the final number up to 

11: 

● Emphasis of attractiveness 

● Occupation 

● Background 

● Social status 

● Identity 

● Group affiliation 

● Mental/emotional state 

● Society/time period 

● Climate 

● Game functionality  

● Symbolic signifier 

 

All characters were coded in these categories with either visible, cannot tell or contradicting. If 

visible was marked it was followed by an explanation of what was shown and how. These 

explanations were divided into instant, if the code was directly discernible, or contextual, if 

previous knowledge was needed to discern the code. To make sure no common traits were missed, 

collages consisting of pictures of the characters were made for every subgroup (e.g. all characters 

that worked in law enforcement). This made sure signals not directly known to the coders would not 

be missed. These codes were then analyzed using the EPP method (Pitkänen, 2015, pp.123-125) and 

compiled into 11 preliminary meaning maps, one for each category, of typical categorical traits (see 

appendix B). All meaning maps, except symbolic signifiers having its own map, were compressed 

into three main overall themes mainly taken from Lankosik and Björk’s (2007) category summaries 

of bone structure. One last map was also made for contradicting design, consisting of all instances 

when a category was coded contradictory, as a summary of all instances of where design goes 

against narrative or functionality. The 5 meaning maps that will be discussed below are: 

● Game space 

● Psychology 

● Sociology 
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● Symbolic signifiers 

● Contradicting design 
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Results 

The 5 meaning Maps derived from overall design trends seen in the 11 categories, grouped into 

either game space, psychology, sociology or symbolic signifiers, as well as the map for 

contradicting design, are expanded on below. These maps summarize the broader design trends 

used to visually display the narrative and functionality in the sample. For more specific examples of 

subgroups in these categories see appendix C. 

Game space 

The Game space meaning map (see figure 2) consists of categories that help define the space the 

character inhabits and what actions are possible within it. These categories are Climate, Setting and 

Game functionality.  

 

Figure 2 
 
Climate: 

● Cold weather displayed by heavy clothing worn in many layers (see figure 2.1). 
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● Pleasant weather displayed by fewer layers but with the character still mostly covered (see 

figure 2.2). 

● Warm weather displayed by fewer/thinner clothing articles often adjusted to make them 

cooler. With the fewer/thinner the clothes, the hotter the weather (see figure 2.3).  

 

                  
Figure 2.1: Heavy clothing in 

multiple layers (0Abstruse, n.d.). 

 

 Figure 2.2: Mostly covered with few 

layers (Square Enix, 2017). 

Figure 2.3: Thin clothes with rolled 

up sleeves and open collar (Jiang, 

Y., 2015). 
Game functionality:  

● Specific gear/clothing suitable for a possible action the player can take in the game (see 

figure 2.4).  

 

 
Figure 2.4: Character climbing ice walls equipped with ice hacks, crampons, rope, harness, etc. (Brenoch, A.,  n.d). 
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Setting: 
● A non- fictional setting displayed by a real world understanding of the place and period 

under which the game emulates, matching style choices, material use and objects (see figure 

2.5). 

● An alternate reality displayed the same way as a non-fictional inspired setting, elements 

taken from a real world place and time, but with elements, be it objects or style choices, that 

does not fit with the time and period (see figure 2.6). 

● Fantasy setting displayed by taking inspiration from real life but with a lot more freedom, 

mixing from different eras and places to fit the new world, but also using 

impossible/non-existing elements to show the world diverging from reality (see figure 2.7). 

● Future settings displayed by not taking inspiration from any existing time period, but still 

with a very distinct design language adopted by most. Either a sleek, functional and sterile 

depiction of hyper-technological advancements (see figure 2.8) or dirty apocalyptic 

scavenging (see figure 2.9).  

 

      

Figure 2.5: Normal everyday clothes 

showing a non- fictional inspired 

setting (Remedy Entertainment, 

2016). 

Figure 2.6: Reconstruction era 

weaponry and clothing mixed with 

medieval knight style armour 

(Watanabe, H., 2015).  

Figure 2.7: Modern clothing mixed 

with armour pieces and non-existing 

weaponry (Gal, K., n.d.). 
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Figure 2.8: Sleek, clean, form-fitted functional clothing 

(BioWare, 2017).  

 Figure 2.9: Dirty and ripped mismatched clothing 

(Avalanche Studios, 2015). 

Psychology 

Psychology meaning map (see figure 3) consists of categories that span the study of the mind which 

in this case contains the characters Mental and Emotional state, their Background and their Identity 

to describe a character’s psychological qualities. 

 
Figure 3 
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Mental and emotional state: 
● Happy characters displayed with many and bright colours, being more flamboyant and more 

likely to stand out (see figure 3.1).  

● Positive and stable characters shown as being well kept and clean, clothing fitting the 

occasion (see figure 3.2).  

● Determined and mentally strong characters in distress stay well-kept and neat as much as 

possible, even when injured, but it is not a priority (see figure 3.3).  

● Distressed characters shown as patched up, injured, dirty and unkempt. Either mentally or 

physically unable to do something about it (see figure 3.4).  

 

                                        

Figure 3.1: Bright yellow vest, blue shirt, red headscarf 

and green bag (Hero Art From Dragon Quest VIII, n.d.).  

Figure 3.2: Well-kept hair and clean, colour coordinated 

suit (Level 5, 2018).  

                                 

Figure 3.3: Injured with dirty, ruined clothes but well-kept 

hair and patched up wounds (Eidos Montréal, 2018). 

Figure 3.4: Dirty, bloody and unkempt appearance with 

messy hair and beard (Ubisoft Montreal, 2017). 
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Background: 
● Contextual objects, symbols or markings relevant to the character’s past displaying a 

character’s background (see figure 3.5).  

● Mismatching elements indicating a shift in a character’s life by conveying mixed messages 

(see figure 3.6).  

 

 

                                        

Figure 3.5: Self-made, red tattoos as a memento of a family 

member. Scars from a chain on his arm show him as a 

former fighter of the “God of war” and a wielder of the 

”blades of chaos” (Atidanx215079, n.d.). 

Figure 3.6: Outcast former soldier, wearing civilian 

clothing but with stolen equipment belonging to the C.O.G 

army (Hou, H., 2017). 

 

Identity:  
● Righteous and good characters, often dubbed as heroes happily fighting for others, displayed 

by wearing bright and multi-coloured clothing (see figure 3.7).  

● Fighting for the greater good or a personal belief displayed by publicly showing symbols 

like emblems, items and uniforms that are connected to their cause (see figure 3.8).  

● Characters whose identity is tied to a hobby or a certain life goal can be shown by clothing 

being primarily functional, fitting that purpose (see figure 3.9).  

● Characters that have lost their way can be shown by not wearing appropriate or fitting 

clothing. If the character is also vengeful, they tend to wear ruined, dirty or unkempt 

clothing showing them neglecting their personal wellbeing (see figure 3.10).  
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Figure 3.7: Bright and multi-colored bodysuit, stands out 

and hard to miss (Insomniac Games, 2018).  

 

 

Figure 3.8: Part of a freedom fighting movement shown by 

unique masks worn by all members representing rebellion 

against wrongdoings (Pm58790, n.d.). 

                                                 

Figure 3.9: Durable clothes and equipment for exploring 

tough terrain suitable for tomb raiding (Eidos Montréal, 

2018). 

 

Figure 3.10: Having been taken prisoner he is wounded 

and only wears dirty frayed underpants, lacking other 

options (Team ninja, 2017). 

Sociology 

Sociology meaning map (see figure 4) consists of categories regarding societies and patterns of 

social relationships. The categories formed are Occupation, Social status, Group affiliation and 

Emphasis of attractiveness. The Sociology meaning map was made to form a wider view of the 

impact of the characters’ social surroundings. 
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Figure 4 

 
 
Occupation: 

● Physically dangerous occupations displayed by injuries or with ruined or dirty clothes (see 

figure 4.1).  

● Tools necessary for their work carried openly or hidden. This also includes weapons (see 

figure 4.2).  

● Style choices shared by characters with the same occupation, even across games (see figure 

4.3).  

● Wearing suitable gear or clothing to facilitate job duties displays occupation (see figure 4.4).  

● Symbolic signifiers, such as emblems or uniforms worn by groups can be used to display 

occupation (see figure 4.5). 
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Figure 4.1: Dirty and sweaty shirt, 

big cut on forehead (Jiang, Y., 2015).  

 

Figure 4.2: Red elements and 

signature hidden blade symbolizes 

an assassins’ guild 

(Crookandcharlatan, n.d.). 

Figure 4.3: Blue elements used for 

indicating law enforcers, (Hattori, 

Y., 2018). 

 

                                   

Figure 4.4: Covered in heavy armour and carries around 

big weapons suitable for his profession as a soldier 

(Alvarado, H., 2016). 

Figure 4.5: Emblem on pouch and chest piece show he is a 

guard of Gondor (Monolith Productions, 2014). 
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Social status:  
● Underprivileged characters shown by wearing simple or casual clothing, more likely to be 

dirty or ruined. Distinct markings or injuries can be used to indicate a low standing (see 

figure 4.6).  

● The middle class is unremarkable, their clothes show neither wealth nor struggle (see figure 

4.7).  

● Privileged or Respected characters shown wearing expensive and well-kept clothing that is 

not affordable to most of the other population indicating their wealth (see figure 4.8). 

  

  

Figure 4.6: Underprivileged 

character wearing worn and torn 

clothes with simple ropes binding 

them together (Ubisoft Quebec, 

2018). 

Figure 4.7: Middle-class character 

wearing unremarkable clothes: plain 

jeans, regular shirt and brown 

jacket (Remedy Entertainment, 

2016). 

Figure 4.8: Privileged character 

shown wearing excessive accessories 

and fancy flamboyant clothes 

(Vanyaloveis, n.d.). 

 

Group affiliation: 
● Non-human races displayed by distinct markings or features showing them as “others”, for 

example, androids, elves and mutated humans (see figure 4.9).  

● Group affiliation can be shown by characters having distinct dress trends matched by the 

others in the same group (see figure 4.9.1).  

● Characters with a need or want to show their belonging wear indicators or symbols 

displaying their group to others (see figure 4.9.2).  

● Paraphernalia or symbols can show group affiliation by representing a group (see figure 

4.9.3).  
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Figure 4.9: Character shown a clone and product by 

barcode on the back of the head (IO Interactive, 2016). 

Figure 4.9.1: Green tunic and green hat worn by all males 

of the characters village (Young Link, n.d.). 

                            

Figure 4.9.2: Character shown as a witcher by wearing a 

witcher necklace, both showing that he is a witcher and 

which witcher guild he belongs to (CD Projekt Red, 2015). 

Figure 4.9.3: Character wearing a watch around neck 

marking the character as an “Umbra Witch” (SmashWiki, 

the Super Smash Bros. wiki, n.d.). 
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Emphasis of attractiveness 
● Emphasis of attractiveness is often displayed by characters either wearing makeup or 

showing off their bodies by wearing skin-tight clothing or missing key clothing items (see 

figure 4.9.4, 4.9.5 and 4.9.6).  

 

                    

Figure 4.9.4: Character with eye makeup to emphasize 

attractiveness (EA DICE, 2017). 

Figure 4.9.5: Character with skin-tight clothing 

emphasizing body figure (Wikipedia, n.d.). 

 

 
Figure 4.9.6: Character missing clothing item emphasizing arm and chest muscles (Ubisoft, 2018). 
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Contradicting elements 

Contradicting elements meaning map (see figure 5) differs from the rest since this map focuses on 

every finding of contradicting elements instead of visible trends. The numbers next to the found 

contradictions represent the number of observed cases.  

 
Figure 5 

 

Design not following the character it portrays: 
● Character is confirmed as a vegan but wears a fur hat, leather jacket and leather shoes (see 

figure 5.1).  

● Wearing armour but has no combat experience or aspirations (see figure 5.2).  

Costume to stand out: 
● The characters’ clothing does not match their means, showing them as more affluent than 

they are supposed to be according to the story (see figure 5.2).  

Clothing not matching others of same standing: 
● Clothes matching others in the group give the impression of equal standing even though they 

are not (see figure 5.3).  
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Figure 5.1: A vegan wearing 

animal products. Fur hat, leather 

jacket, leather boots (0Abstruse, 

n.d.).  

 

 

Figure 5.2: Orphaned street kid 

wearing ornate, expensive-looking 

clothes and armour pieces 

(ClaireRhods, 2015). 

 

Figure 5.3: Royalty wearing 

matching clothes to his employees 

instead of the royal family 

(wiley5487, 2019). 

 

Costume going against functionality/believability to emphasis attractiveness: 
● Clothing not suitable for the weather, with characters wearing too thin or revealing clothing 

not suitable for the cold weather of the game space (see figure 5.4).  

● Character wears stiletto heels but can power slide across the ground (see figure 5.5).  

● Character lives alone in an apocalyptic wasteland with ruined and dirty clothing but has 

neat, short hair (see figure 5.6).  

● The character is a mercenary with enemies constantly trying to kill her but wears only a 

short, thin dress (see figure 5.7).  
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Figure 5.4: Wears unzipped leather bodysuit in cold 

weather (Traveller’s Tales, 2016).  

Figure 5.5: Stiletto heels used to slide (Nier: Automata 

Statue, n.d.). 

              

Figure 5.6: Lives alone in apocalyptic wasteland but 

maintains a short well-kept hairstyle (Avalanche Studios, 

2015). 

 

Figure 5.7: Mercenary wearing only a short, thin and 

ripped dress despite constantly fighting attempts on her 

life (Ubisoft Quebec, 2018). 
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Symbolic signifiers 

The symbolic signifier map (see figure 6) is a summary of the design elements used to contextually 

convey narrative, found in the sample. These are objects, markings, emblems/symbols and style 

choices that have a contextual meaning that is tied to the character or game world (see appendix 

C.10 for more specific examples).  

 

 
Figure 6 

 

Objects:  

The object categories consist of special objects, important objects with a value of their own as well 

as everyday objects with a sentimental value seen only by the character. This could be a culturally 

important weapon or family heirloom carried by a character. One use of this found in the sample is 

a broken watch still being worn as a representation of lost family ties (see figure 6.1). 

 

Emblem or Symbol: 

These are signifiers with a predetermined, specific meaning, be it a company logo or a religious 

symbol. A character wearing a cross to mark him as a christian, a jacket with a company symbol 

showing where the wearer works. It can also represent the character’s abilities, for example, a 
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spider symbol, indicating abilities having something to do with spiders, while also being a direct 

representation of the character as the superhero Spiderman (see figure 6.2).  

 

Style choices: 

Information can be displayed by a character’s overall style choices. This might be a character 

wearing a unique or different looking uniform compared to the rest of an affiliated group, marking 

the character as more important, or a specific clothing style that is worn by all residents of a certain 

place (see figure 6.3).  

 

Markings: 

The category markings consist of birthmarks, forced markings and tattoos. These are more 

permanent markings, be it forced or voluntary, that is an integrated part of the character. 

One example is forced markings that are visual markers showing ownership or belonging over a 

character. An example of this can be seen on the character Connor (see figure 6.4) who has a blue 

LED light on the side of the forehead marking him as non-human.  

 

                                 

Figure 6.1: A watch the character got from his daughter 

who is now deceased, still wears it, even though it is 

broken, as a memory (Your Watch Is Broken, 2018).  

Figure 6.2: Spiderman shown with a spider logo on his 

chest indicating spider abilities even if you don’t know 

who Spiderman is (Insomniac Games, 2018).  
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Figure 6.3: Outfit having blue accent colors which match 

the others of her tribe (Calvert, D., 2017).  

 

Figure 6.4: Blue LED light on the side of his forehead 

marking him as an android and not a human (Quantic 

Dream, n.d.). 
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Discussion 

Design trends 

A common trend found is a prevalent use of real-world cues and known information. Even if a 

game is set in a fantasy world, material and clothing styles used from specific eras can build a 

simile between the created world and a real place in time to inform players of what to expect. If the 

character is wearing medieval armour it can be assumed there will be sword fighting and a lack of 

jetpacks. Just by the character the player can get to know what to expect from the game as a whole. 

There is the aforementioned problem with these types of stereotypes being reinforced, but 

considering the convenience, the outstretch of their use is understandable. 

 

Considering Zell, Zibrek and McDonnell’s (2019) top-down procedure of using learned 

information, pre-existing schemes, to make quick judgments it can be presumed that is the reason 

for the overarching consistent design choices used to display similar information. The way to 

convey a narrative through costume effectively is by using already known signals. One example of 

this can be seen for the use of the color blue to represent loyalty, mentioned by Hornung (2012, 

p.235) which could be a driving factor for its use to represent law enforcement found in our sample 

(see appendix C.11). This can be contributed to Makryniotis’ (2018, p.108) idea of boiling down 

character design concepts into specific constructions, be it stereotypes or archetypes, to represent it.  

 

Basing design on real world examples was most prevalent for factors such as climate, setting and 

social status, but could be found in most categories. Games are freer but still bound to real world 

constraints to maintain immersion and, following Makryniotis belief (2018, p.103), fashion always 

has imposed rules in the real world for things such as class, social group and more. Looking at the 

trend found for social status it shows that perception of the cost of clothing worn, as well as the 

condition of said clothing, is the main factor showing status and wealth, tying into real world 

perceptions of how wealth is displayed. This also stands for climate, especially with no extreme or 

unnatural climates found in the sample which allows for a realistic representation of climate with 

the colder the weather, the more layers and thicker clothing. The same can be seen for game 

functionality and occupation that was most regularly displayed by vocational or task-oriented tools. 

These two categories often overlapped when a character’s occupation was tied to the gameplay, and 

when these occupations/tasks are regularly witnessed in real life these cues become instant. An 
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example of this can be seen in figure 2.4 of the ice climber showing her occupation as an explorer 

as well as the game functionality of climbing. With most observed actions and occupations in the 

study having real world equivalents these are instantly readable.  

 

This was also true for the settings, but with one other noticeable phenomenon. Even for setting or 

parts of settings with no basis in reality, strong design trends were still found. An example of this 

was costume designs for technologically advanced future societies relied heavily on mutedly 

monochromatic, sleek, form-fitting clothing with bright color accents or light elements. The color 

blue was also prominent regarding advanced future societies, a colour which Robin (2015) states is 

linked to intellect and used when promoting high-tech products (see appendix C.9).  Even without 

real world constraints, these clear trends are still formed, highlighting their pervasive use to convey 

information, supporting Wolchovers’ (2012) scientific explanation of how we view color. 

 

If comparing new experiences with previous ones is how we make sense of the world, like Nybäck 

(2013, p.6) believes, emulating previously used design trends might give those who have seen these 

influences an instant understanding of newer examples. These learned experiences work the same 

for using colour to represent personality. Zammitto’s (2005, p.4) finding of bright colors being the 

most eye-catching and saturated colors are associated with enjoyment and fun is reflected in the 

findings that bright, multi-coloured clothing can directly mark a character as happy and outgoing. 

This is also seen for identity with righteous and good characters also favouring bright colours (see 

figure 3.7), but the category was more often shown through what is emphasised in a costume. For 

goal-oriented characters their costume reflects this by being primarily functional or publicly 

displaying symbols tied to a cause or belief can show a character’s pride to work towards a greater 

good (see figure 3.8). 

 

One thing seen for both identity and background was the use of mismatching elements to show big 

changes have happened in a character’s life. Characters having lost their way and standing can be 

shown by clothing not fitting the character or the situation, like expensive and extravagant clothing 

having been ruined and patched, displaying both wealth and poverty. This same method of mixed 

messaging was found for background as a tool to mark drastic change like a former soldier in 

civilian clothing but carrying weapons only allowed by the army showing him having cast the army 

aside, going his own way (see figure 3.6).  
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One other trend found concerning emotional and mental state was the focus on not just what is worn 

but also how. Positive and stable characters were well-groomed, keeping their clothes clean and 

well kept, while those in distress were shown as unkempt, with injuries, ripped clothes and dirty 

appearance. These are outward manifestations of these character traits that are easy to pick up on.  

Symbolic signifiers 

One usual part of costume design that is not made for instant recognition are symbolic signifiers. 

These are design choices that are more closely tied to or important to the character they are 

connected to. These objects or symbols often need to be learned from the bottom up to understand 

their meaning since they are less likely to be instinctively known. This could be an emblem for an 

organisation the character is part of or memorabilia like a broken watch used as a reminder of a lost 

family (see figure 6.1). These design choices could be contributed to a process like Cho’s 

user-centered “empathic design” approach (2019, pp.13-14) of close interpretation and observation 

to imagine a character’s life in a given setting to create costume design reflecting a character’s 

persona and specific personal information. A conclusion can be drawn that to create a meaningful 

and memorable costume there must be more than just a first impression to avoid a stereotypical or 

cliché design. These unique and personalized signifiers can make a design stand out or give the 

player a more emotional connection to the visualized character by getting to know their hidden 

meaning. Even mundane and seemingly unimportant things can later be given significant meaning 

just through context, making the character more than just surface deep. Considering the cost 

constraints of multiple costume designs using hidden context could be a way to have only one 

costume but through narrative reveal a new interpretation of it to the players, and thus give the 

costume new meaning. 

Contradicting 

On the opposite side of using costume design to convey narrative and functionality is when the 

design goes against the intended character traits or abilities. Contradicting design was, in the 

sample, most often related to either making the character more attractive or stand out from 

background characters. This goes with Salomaa’s idea (2018, pp.22-23) of main characters needing 

more nuance and functionality to make them iconic and recognizable, to highlight main characters. 

It seems this is what is creating a clash and by not confronting these contradicting features, a 

inconsistency in the presentation of the character will arise. One way this was done right in the 

context of believability was with physical danger. A character experiencing an accident or a fight 
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and coming out of it not having any visible injuries would probably be unbelievable for the player 

and therefore break the immersion. This could be a reason for the many visual cues of patched up 

injuries, ruined clothes and scars found in the sample of characters with physically dangerous 

occupations.   

 

Encountering contradicting features make the design of the character less believable and lower the 

immersion for the player since there is no consistent presentation of the character which Lankoski, 

Heliö and Ekman’s (2003) views as vital. One example of this is the previously mentioned stiletto 

heels (see figure 5.5) which the character can power-glide in, something that in the real world 

would be considered impossible, breaking the believability. When abandoning reality or the logic of 

the world it interrupts the immersion if the function does not feel functional within given frames 

and the player will get confused (Lankoski, Heliö and Ekman, 2003). These design choices seem to 

stem from the trend Salomaa noted (2018, p.83) of some game productions disregarding character 

interpretation qualities and only emphasize the attractiveness. Why game productions choose to do 

this could be related to the so called “halo effect” as Isbister calls it (2006, p.7), of people being 

viewed and treated differently on a more positive scale when they are perceived to be attractive 

(Isbister, 2006, p.5). Therefore, the conclusion can be made that some game productions emphasize 

the characters’ attractiveness to make them more likable for the players regardless of the costumes’ 

functionality or purpose. A character having physical beauty, such as clothes showing off the 

hourglass body of a female (see figure 5.4), could also be used to create allegiance to the character 

(Lankoski and Björk, 2007), making the player wanting to be on their side.  

Main characters stand out 

Results also showed characters standing out not necessarily in terms of attractiveness. An example 

of this is a character’s costume shown to be more affluent than they are supposed to be by wearing 

armour and by wearing clothes that do not match other inhabitants of the same standing in the same 

game space (see figure 7 and 7.1). Salomaas’ belief that a crowd’s purpose is to fit in the 

environment, to not draw too much attention away from the main character, could be the reason for 

the big differences in the main character’s costume in comparison to others of the same standing 

(2018, pp.23-24).  But in the mentioned example, the extent of the effort taken to make the main 

character’s costume design stand out has been overused since it does not convey accurate standing. 

Instead, the crowd has become more of a muted unit to help enhance the main characters’ 

importance (Kutt, 2018, p.19), but by doing so losing the costume designs narrative value. More 
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generic crowds are not necessarily a bad thing since visual narratives generally design the main 

characters to be iconic and recognizable (Salomaa, 2018, p.22), but this way of designing a main 

character can however still be confusing to the player. It can take away from the immersion since 

the characters’ qualities are not translated into the costume design. She believes it might be easier to 

limit the costume design into one single iconic appearance, but for believability Salomaa (2018, 

pp.15,22-23)  argues for the use of several consistent costumes coupled with recognizable features 

being the way to go to keep the immersion while still creating an iconic appearance. This way of 

using multiple costumes for one character could be a solution to the problem of the main character 

feeling misplaced. By lessening the emphasis on a single costume, it becomes possible to first make 

the character blend in to display a position amongst peers, with a possibility for a later change in 

costume for a more memorable and iconic look that fits the narrative. 

                                                       
 

Figure 7: The main character (ClaireRhods, 2015).  

 

Figure 7.1: Secondary character of the same standing as 

the main character (DrakeyC, n.d.). 

 

Then there are characters where the design for the costumes just makes no sense, such as Sam’s 

design (see figure 5.1). Her background says she is vegan, but she wears a leather jacket, leather 

shoes and a fur hat. It is possible the creators simply forgot about such a small character trait but 

being one that has such a big impact on costume design this should not have been overlooked. This 

is supported by Makryniotis (2018, p.111) who believes costume design is often overlooked to give 

room for other elements in the game such as setting or architecture. However, as Salomaa states 

(2018, pp.12-13): costume designers use costumes to sell the character, which they failed to do in 
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Sam’s case since it contradicts who she is as a character. Another example of contradicting costume 

design is Noctis (see figure 5.3) who is traveling with a group all wearing casual matching outfits, 

shown as a cohesive unit. Considering the fact that Noctis is part of the royal family that are 

otherwise shown wearing opulent clothing and his travel companions are his subordinates and 

employees give the impression of an equal standing between the group though there is not. This ties 

back to what was previously mentioned by Lankoski, Heliö and Ekman (2003), that the player can 

get confused by not being able to discern that the prince is actually a prince and not a guy in a boy 

band (see figure 8).  

 

 
Figure 8: Prince Noctis in the middle, subordinates on the sides (Final Fantasy 15 Characters, n.d.). 
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Conclusion 

Seen across all characters is the use of real-world cues and signs in the costume design to visually 

display instant information to the player. Real world cues were also used to display fictional traits 

by paring contradiction cues together to show a divergence from reality. The use of stereotypes is 

prevalent considering its effectiveness at conveying information, to the extent that even instances 

with no real-world examples follow a uniform visual design language.  

 

Other than the instant information a big part of costume design seems to be the use of symbolic 

signifiers, objects with contextual meaning, used to give a costume design more depth or change its 

meaning. These often more unique and personal signifiers seem to be used to make the design more 

than just a surface as well as a way to make the character stand out. 

 

The instances when costume design goes against functionality and believability were mostly found 

when the character was made to stand out from the crowd or to emphasize attractiveness. These 

contradictions make the costume design less believable and break immersion. However, studies 

have found that humans prefer attractive people and are more likely to perceive them preferably. To 

make the character stand out or to emphasize attractiveness is often at the expense of believability, 

the question being whether the gain is greater than the loss.  
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Appendices 

Appendix A: List of all games used for the study 
 
Assassin’s Creed Odyssey 
Assassin’s Creed Origins 
Assassin’s Creed Syndicate 
Assassin’s Creed: Unity  
Bayonetta 2 
Detroit: Become Human  
Dragon Quest VIII: Journey of the Cursed King 
Dragon Quest XI 
Final Fantasy XII: The Zodiac Age 
Final Fantasy XV 
Final Fantasy Type-0 HD 
For Honor 
Gears of War: Ultimate Edition 
Gears of War 4  
God of war 
Grand Theft Auto V  
Horizon: Zero Dawn  
Hitman 
Injustice 2 
Just Cause 3  
Kingdom Hearts HD 2.8 Final Chapter Prologue 
Kingdom Hearts 1.5 + 2.5 Remix 
LEGO Jurassic World 
LEGO Marvel Super Heroes 2 
LEGO Star Wars: The Force Awakens  
LEGO Marvel’s Avengers 
Mad Max 
Mafia III 
Marvel’s Spider-Man 
Mass Effect: Andromeda 
Metal Gear Solid V: The Phantom Pain  
Middle-Earth: Shadow of Mordor 
Middle-Earth: Shadow of War 
Mortal Kombat X 
Naruto Shippuden: Ultimate Ninja Storm 4 
NieR Automata  
Ni no Kuni II: Revenant Kingdom 
Ni-Oh 
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Persona 5 
Project Octopath Traveler 
Quantum Break 
Red dead redemption 2 
Rise of the Tomb Raider 
Shadow of the Tomb Raider  
Shadow of the Colossus 
SoulCalibur VI  
Star Wars Battlefront II 
Street Fighter V 
Tekken 7  
The Evil Within II  
The Last Guardian 
The last of us 
The Legend of Zelda: Breath of the Wild 
The Legend of Zelda: Ocarina of Time 
The Legend of Zelda: Twilight Princess HD  
The Order 1866 
The Witcher 3: Wild Hunt 
Uncharted: The Lost Legacy 
Uncharted 4: A Thief’s End  
Until Dawn 
Watch Dogs 2 
Xenoblade Chronicles 2 
Youkai Watch  
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Appendix B: Bone Structure. The form used to make the character analysis. 
 

● Physiology 

○ Sex 

○ Age 

○ Height and weight  

○ Appearance and distinct features 

○ Defects (deformities, abnormalities, diseases)  

○ Physique 

● Sociology 

○ Class  

○ Occupation 

○ Education 

○ Family Life 

○ Religion 

○ Nationality, Group affiliation 

○ Place/Standing in community (social status among friends, clubs, sports) 

○ Political affiliations 

○ Amusements, hobbies 

● Psychology 

○ Moral standards, sex life 

○ Goals, ambitions 

○ Frustrations, disappointments 

○ Temperament  

○ Attitude towards life 

○ Complexes, obsessions 

○ Extrovert, introvert, ambivert 

○ Intelligence  

● Game 

○ Themes 

○ Setting 

○ Climate 

○ Time period 
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○ Society 

○ Clothing type (fixed, selectable, selectable with attributes) 

● Abilities  

● Symbolic signifiers  
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Appendix C: Meaning maps of more specific trends found. The number next to each design 

element shows how many examples were found and the total number of cases in that category. 

This is to show the strength of these design elements and highlight examples with few found 

cases. 
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