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ABSTRACT

This article examines the educational potential of interactive storytelling, a 
hybrid form that integrates elements of cinema and video games, which blends 
emotional engagement with decision-making agency. This study, based on 
experiments and cases related to the e!ects of violent games on players, demon-
strates how interactive storytelling can foster critical thinking, moral re"ection, 
and self-assessment by allowing users to directly in"uence the story’s pro-
gression and engage in intentional re"ection. This approach creates a learn-
ing environment like situated learning, where participants are encouraged to 
assume perceived responsibilities and face ethical dilemmas in a secure setting. 
This review underscores that, when developed thoughtfully with a clear ethical 
framework to prevent negative outcomes such as playful dissociation and to 
enhance the prosocial bene#ts, interactive storytelling can serve as a genuine 
ethical laboratory for the 21st century—one that encourages responsibility, 
awareness, and moral development.

1. A HYBRID MEDIUM

Interactive storytelling occupies the intersection between cinema and video 
games, drawing essential features from both to form a compelling hybrid me-
dium. It combines the passive yet immersive qualities of #lm with the agency 
and choice found in video games, which o$en associate the ability to act with 
moral detachment and limited emotional involvement (‘I kill in the game because 
it’s just a game’). The potential of interactive storytelling lies in merging the 
pleasure of being told a story with the power to in"uence its ending. However, 
even years a$er the #rst experiments in interactivity, this hybrid form has not 
achieved the anticipated commercial success, due to its inherent ambivalence: it 
is not engaging enough for traditional gamers nor su%ciently linear to attract a 
broader audience. This study examines the underexplored educational poten-
tial of interactive storytelling as a framework for reimagining the medium. It 
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allows viewers to experience the emotional involvement of a #lm while mak-
ing choices that meaningfully a!ect the narrative, as in a video game. The key 
questions are: Does such emotional involvement lead viewers to maintain a 
state of playful dissociation? What e!ects might the creation of these hybrid 
products for educational purposes have on society? And how can we measure 
both the engagement and the consequences on the viewer-player’s experience?

2. RESEARCH METHODOLOGY

To address the research questions, this study adopts an exploratory theoretical-
analytical design grounded in an interdisciplinary approach that integrates 
contributions from game studies, theories of interactivity, and the learning sci-
ences. The aim is to examine how speci#c narrative con#gurations and mecha-
nisms of agency inherent in interactive storytelling can support active learning 
processes. Within the educational domain, several scholars have highlighted 
the pedagogical potential of integrating storytelling and play to foster meaning-
ful learning, critical re"ection, and participation. Foundational contributions 
include Schön (1983) and Kolb (1984) on experiential and re"ective learn-
ing, as well as McCall (2011, 2016) and Gee (2003, 2013) on the use of video 
games to promote active learning. The study is structured as a reasoned narra-
tive review of the literature, aimed at identifying theoretical frameworks and 
empirical studies relevant to the concepts of agency, experiential learning, and 
participation. It also includes a critical discussion of both the a!ordances and 
possible limitations of video games, situating the analysis within the broader 
scienti#c debate on the relationship between interactivity, digital media, and 
learning processes. The analysis follows a comparative and thematic approach 
designed to relate narrative and interactive devices to established models of 
active learning. Given the breadth and heterogeneity of the #eld, the review is 
not intended to be exhaustive; rather, it prioritizes conceptually and empiri-
cally relevant contributions. This methodological choice, while acknowledging 
its selective scope, seeks to foster a dialogue between theoretical perspectives 
and signi#cant empirical #ndings to assess their educational implications criti-
cally. While agency has been extensively examined within game studies and 
experiential learning has been widely theorized within the learning sciences, 
the relationship between narrative design, interactive agency, and pedagogical 
activation remains underexplored across disciplinary boundaries. This study 
addresses this gap by connecting narrative con#gurations and forms of agency 
in interactive storytelling with established models of active learning. Rather 
than treating interactivity as inherently educational, it examines the conditions 
under which narrative and interactive structures may function as pedagogically 
meaningful devices. Finally, a structural limitation of the study must be recog-
nized: the #eld remains theoretically and empirically fragmented, characterized 
by heterogeneous approaches and evolving frameworks, which calls for further 
systematic investigation.
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3. FROM PLAY TO REFLECTION
In recent decades, the #lm and media landscape has undergone a signi#cant 
transformation. The rise of interactive storytelling, a mode of expression that 
integrates elements of cinema and video games, has introduced a new kind of 
experience: we are no longer merely passive viewers but active participants in 
a story that responds to our choices. Unlike traditional cinema, which o!ers 
a #xed narrative, and traditional video games that emphasize goal-oriented 
action, interactive storytelling combines emotional engagement with decision-
making agency. The viewer becomes, at least in part, co-creator, shaping both 
narrative unfolding and character development. This form of storytelling 
designates audiovisual narratives in which audiences directly in"uence the "ow 
through choices that shape the narrative sequence, character development, or 
the ending. It departs decisively from the linear structure of traditional cinema, 
introducing branching paths and multiple endings. It elevates the viewer from 
passive observer to active participant in the narrative world. The line between 
narrator and viewer fades, creating a more dynamic and engaging experi-
ence (Admin, 2023). Given these innovations, cinematic storytelling is no 
longer merely a static object of interpretation but an immersive environment 
to be explored and customized according to individual preferences, e!ectively 
transforming it into an ergodic text (Ryan, 2001). This shi$ represents a major 
break in the relationship between viewers and #lms, and between video games 
and players. Interactive storytelling is inherently hybrid: it draws on cinematic 
elements such as aesthetics, staging, direction, music, and emotional depth, 
while also incorporating action, interactivity, and the player’s agency over nar-
rative progression from video games. All these factors combine to create a new 
type of media—an integrated collaboration with signi#cant social potential. 
Regarding the cinematic aspect, technological advances now provide tools 
that push viewer engagement to levels previously deemed impossible. Eco’s 
re"ections from the 1960s on the potential of the ‘open work’ appear prophetic 
today. Eco described art as an artifact capable of acquiring unique forms of sub-
jectivity because it can be recon#gured by each viewer in continually shi$ing 
ways. In this context, enjoying an interactive #lm may represent a culmination 
of this idea, as the viewer not only interprets the story but also actively shapes 
its development. Thus, interactive storytelling extends Eco’s concept beyond 
interpretative openness into narrative generativity, where the story remains 
incomplete until the viewer intervenes (Eco, 1962). Espen Aarseth, a game 
studies expert, addresses textual forms that demand active user participation. 
In his book, Cybertext: Perspectives on Ergodic Literature, he de#nes ‘ergodic texts’ 
as those—digital or otherwise—that require active, structural involvement 
from the user to experience them fully (Aarseth, 1997). At the time of writing, 
Aarseth considered cinema a non-ergodic medium because traditional movies 
did not require viewers to make choices that alter narrative progression. Now, 
new forms of interactive storytelling are creating conditions where viewers 



Moral Learning and Ludic Responsibility Issue 13 – 2025

60Luisa Ferraro https://www.gamejournal.it/i13-04-Ferraro

begin to behave more like game players, while cinema itself gradually shi$s to-
ward an ergodic framework. Interactive #lms and series, especially on stream-
ing platforms, are well-suited to this shi$ because they o!er "exible viewing 
options and use remote controls or keyboards to enable viewers to in"uence the 
story. Net"ix, for example, has become a testing ground for these innovations. 
Their #rst project, Puss in Book: Trapped in an Epic Tale (Burdine, Castuciano, 
2017), introduced branching narratives in which viewers decide how the story 
progresses through a series of choices. Made for children, it uses a decision-tree 
format similar to gamebooks, thus making the viewing experience interactive 
and repeatable. Targeting children leverages their natural tendency to engage 
with animated characters and allows the format to be tested in fun and educa-
tional ways. Following this, Net"ix released Buddy Thunderstruck: The Maybe 
Pile (Chaskin, 2017) later that year, a stop-motion special that expands choice-
based storytelling into a set of seemingly endless narrative possibilities. Both 
titles show Net"ix’s goal to combine innovative technology with engaging 
content and underscore the educational bene#ts of interactivity—encouraging 
critical thinking, decision-making skills, and active participation in audiovisual 
stories among young viewers.

At this point, it is necessary to clarify why the questions posed in this article 
regarding the educational potential of interactive storytelling concern interac-
tive storytelling rather than video game: interactive storytelling can currently 
be understood as an emerging medium, which lacks a stable or standardized 
codi#cation, and which therefore could be deliberately shaped toward educa-
tional aims rather than being con#ned to entertainment as occurred histori-
cally with cinema or video games. There are video games created purely for 
educational purposes, known as ‘serious games’ or ‘advergames’. Emerging in 
the 1980s, they are characterized as complete games featuring a plot, objectives, 
and prede#ned paths. These are genuine simulations in which the interactive 
component of gameplay is combined with representations of real-world sce-
narios. These games are developed based on pedagogical models and utilize 
experiential learning, where information and sensations experienced through 
interaction are strongly retained because they are encountered #rsthand, thus 
facilitating behavioral changes through ‘learning by doing’ (Arnab et al., 2012). 
However, these games tend to be less engaging, since the choices prescribed for 
the player are o$en deprived of that immediacy and emotional intensity that 
distinguishes the video game medium, so everything is interpreted as a moral 
test, perceived as a simulation, and the educational intent thus loses e!ectiveness 
because the didactic intent becomes compromised. This happens because of an 
interpretive framework that favors dissociation and the emergence of cognitive 
responses such as ‘it’s just a game’ or ‘it’s just a simulation’ that drastically attenuate 
the moral weight of the actions taken and therefore the related educational or 
introspective potential (Hartmann, Vorderer, 2010). Interactive storytelling, by 
contrast, appears capable of overcoming this limitation: its hybrid nature, situ-
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ated between cinema and video game, guarantees the construction of compel-
ling stories in which to immerse oneself and complex choices, capable of both 
entertaining and educating. The purpose of an interactive narrative, designed in 
this way, is therefore distinct from that of a serious game, but at the same time, 
it does not constitute a form of ‘educational gami#cation’. At the core of the 
gami#cation phenomenon, in fact, lies the competitive element and the possi-
bility of obtaining incentives or rewards, a completely absent element in inter-
active storytelling (Petruzzi, 2015). The purpose of interactive educational sto-
rytelling should not, in fact, be to function as a persuasive game (Bogost, 2007), 
directing users towards speci#c behavior or telling them whether their choices 
are right or wrong, but rather to stimulate critical thinking and re"ection on 
the consequences of one’s choices. This is possible thanks to the pervasive yet 
precisely integrated presence of narrative elements: many video games are mov-
ing in the direction of inserting long cut-scenes to encourage the player’s immer-
sion in the game and extend gameplay duration, emblematic, in this regard, 
the case of The Last Of Us Part II (Naughty Dog, 2020). Henry Jenkins de#nes 
cut-scenes as ‘micro-narratives’, comparing them to the famous Odessa Steps se-
quence in Eisenstein’s Battleship Potemkin (1925). In both, short visual fragments 
of high intensity — such as the woman with a wheelchair — generate a deep 
emotional impact, involving the viewer in the con"ict represented. Eisenstein 
referred to these as ‘attractions’, elements capable of eliciting an immediate 
sensory response. Similarly, in modern video games, such micro-narratives 
produce memorable moments that, acting on multiple levels — visual, sensory, 
and narrative — amplify the player’s emotional experience. However, cut-scenes 
remain ancillary elements, o$en used as #llers, and therefore do not carry the 
same narrative weight as interactive sequences ( Jenkins, 2004). In the case of 
interactive narrative, the narrative component is not a #ller between gameplay 
segments; it is not simply an interval between choices, but is conceived as a 
compelling anchor, a fundamental element for the player’s awareness and delib-
eration when making choices that will have a speci#c weight on the evolution 
of the narrative and therefore in the hybrid viewing-gaming experience.

Interactive storytelling is not an extension of cinema or an ennoblement 
of video games. It is a third form, a hybrid that forces us to rethink the rela-
tionship between story, action, and involvement, and, as this article seeks to 
demonstrate, it may generate positive e!ects through its mode of experiential 
interaction. Most studies on media e!ects tend to focus exclusively on the as-
sessment of potential negative outcomes – as exempli#ed, for instance, by the 
hypodermic needle theory (Carratalà, 2019) - so the ability of the media to 
exert a positive in"uence in the short and long term remains largely unexplored 
or supported only by empirical evidence. Starting from the evaluation of the 
negative aspects of the relationship between users and media, it is possible to 
trace potential areas of investigation on any positive e!ects: meta-analyses show 
that both violence observed passively — as in movies or television (Anderson 
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et al., 2017) — and interactive violence, in which the user performs violent 
actions, as in video games (Calvert et al.,  2017) produce statistically signi#cant 
e!ects, even of small magnitude. Empirical studies such as those conducted by 
Mary Beth Oliver and Arthur Raney, show that exposure to mediated vio-
lence, especially through environments in which one must both perpetrate vio-
lence and witness its consequences, can potentially in"uence perceptions and 
behaviors (Oliver, Raney, 2011). These aspects amplify their scope when placed 
in the context of interactivity, in which, instead of passively witnessing, as in 
the case of the movie, or innocently, as in the case of actions performed merely 
in response to game mechanics in video games, the user assumes a direct and 
intentional role in perpetrating such acts. Michael Wellenreiter, in his stud-
ies, has highlighted the intrinsically dynamic and co-authorial nature of media 
content, emphasizing how, when fruition occurs, both the user and the system 
co-construct, interpret, and interact with the content in ways that are unique 
to each individual (Wellenreiter, 2015). 

As previously noted, most studies on media e!ects on viewers or players 
focus on negative aspects, such as the ability to in"uence behavior, reset critical 
skills, or encourage the emulation of reckless actions. Of considerable interest 
in the topic in question is the study Cyberpsychol Behavior and Social Networking, 
which showed that, in some cases, morally questionable behaviors performed 
within a video game environment can generate feelings of guilt in players, and 
therefore, have a positive outcome in the long term. In the experiment con-
ducted by Matthew Grizzard and colleagues, a sample of 185 young adults was 
randomly assigned to di!erent experimental conditions to assess the impact of 
morally transgressive in-game behaviors on personal moral sensitivity. Partici-
pants were asked to play a modi#ed version of a #rst-person shooter, in which 
some took the role of an agent engaged in morally reprehensible actions, while 
others assumed the role of a United Nations peacekeeper with a contrasting 
ethical pro#le. A further control group instead carried out a task of mnemonic 
recall relating to episodes likely to induce a sense of guilt. At the end of the 
assigned activity, all subjects #lled out a battery of questionnaires designed to 
measure their moral sensitivity according to the moral foundations model, eval-
uating dimensions such as care, equity, and compliance with norms. The data 
collected showed that taking on a morally incorrect virtual role elicited height-
ened feelings of guilt, which, in turn, were associated with increased respon-
siveness to the moral norms violated in the game. These results suggest that 
simulated moral transgression in videogame contexts can activate self-re"ective 
emotional processes capable of enhancing individual moral awareness even in 
real-world contexts (Grizzard et al., 2014)

In relation to this last point, the aspects of what has been termed the ‘Mac-
beth e!ect’ are particularly signi#cant; this term derives from Shakespeare’s 
tragedy of the same name and from Lady Macbeth’s obsessive act of repeatedly 
washing imaginary blood from her hands. The expression ‘Macbeth e!ect’ is 
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used, therefore, in reference to the desire for physical puri#cation a$er com-
mitting an immoral act, such as playing a game that requires enacting violent 
or heinous actions against other human beings. This principle, applied to video 
games, was tested in an experiment by Mario Gollwitzer and André Melzer. 
The authors had the participants play violent or non-violent video games and, 
immediately a$er, measured several e!ects: the degree of guilt experienced, the 
motivation to engage in cleansing behaviors (such as washing hands or prefer-
ring hygiene products over other rewards), and the tendency to enact prosocial 
or morally restorative actions in the period immediately following the experi-
ment. The study showed that engaging in violent actions, even if virtual, can 
trigger internal processes of moral self-correction –such as physical puri#ca-
tion, prosocial impulses – similar to those observed a$er a real immoral act 
(Gollwitzer, Melzer, 2012). Moral concern can therefore also be elicited by 
shi$s in moral standards in a virtual environment (Klimmt et al., 2006). The 
case of Call of Duty: Modern Warfare II (In#nity Ward, 2022) and the No Russian 
mission is emblematic, in which players were required to choose whether to 
assume a passive or active role in a massacre of civilians at an airport. This mis-
sion, which has become one of the most controversial moments in the history 
of video games, sparked o%cial debates and extensive discussion on online fo-
rums, where players displayed widely divergent reactions. Some players, for ex-
ample, have complained of feeling a strong shock, discomfort, or guilt, whereas 
others interpreted the mission as a strong narrative choice, a tool capable of 
pushing the player to re"ect on violence, obedience, and responsibility. James 
Sterling of Destructoid magazine and video game expert Laura Parker supported 
this position, seeing in No Russian the creation of a watershed for video games 
to take responsibility for discussing controversial topics such as terrorism, hu-
man su!ering, and even a tool to elevate the artistic status attributed to video 
games (Senior, 2012). Beyond broader debates about the artistic status of video 
games, the fact that some players feel the need to talk about the online mis-
sion, to re"ect on what they have done, or in contrast to perpetuate processes 
of ‘moral disengagement’ (Bandura, 1990) minimizing the massacre, indicates 
that No Russian it is not merely passive entertainment but functions as moral 
provocation. This principle was supported by Mohammad Alavi himself, game 
developer of Call of Duty: Modern Warfare II, stated in an interview with Mat-
thew S. Burns: ‘In the sea of endless bullets you #re o! at countless enemies 
without a moment’s hesitation or a$erthought, the fact that I got the player to 
hesitate even for a split second and actually consider his actions before he pulled 
that trigger– that makes me feel very accomplished’ (Alavi, 2012).

Exposure to media content may exert a positive in"uence, and interactive 
series or #lms designed for educational purposes can shape attitudes and behav-
iors of the viewer-player. This is possible because virtual experiences, contrary 
to common assumptions, are neither ephemeral nor lacking in substance; 
rather, the interactions they generate enduring cognitive and emotional traces 
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that transfer into the real world. The anthropological foundations of this idea 
can be traced to the work of psychiatrist Jacob Moreno, who demonstrated that 
dramatization and role-taking are e!ective educational tools that foster greater 
self-knowledge and self-awareness through the assumption of ‘the other than 
oneself ’. According to the principles of Morenian psychodrama, ‘playing the 
role comes before the emergence of the self. The role does not emerge from the 
self, but the self emerges from the roles’ (Moreno, 1964). From this perspec-
tive, adopting another identity by impersonating a game character becomes an 
important instrument for exploration and identity development, as the roles 
we enact reveal aspects of who we are. This dynamic, already present in tradi-
tional video games or role-playing games where the user assumes the identity 
of an avatar, acquires additional signi#cance when placed within an interactive 
narrative. Here, decision-making is embedded in a structured storyline that 
immerses the user in a deeper state of cognitive–emotional engagement and 
stimulates re"ective and evaluative processes. The implications of ‘learning 
by doing’ are complemented by those of ‘learning by being’, which, according 
to Katherine Clinton (2006), extends the learning process beyond mere ac-
tion, placing emotional engagement at the center as a constitutive element of 
educational practice, thus reinforcing the re"ective and evaluative dimension 
highlighted in interactive narratives. Supporting the thesis that such content 
can stimulate the viewer-player’s critical thinking more intensely than #lm or 
traditional video games are the observations of Gene Youngblood, who argues 
that: ‘learning occurs when attention is focused [...] interactivity is the best way 
to focus attention’ (Youngblood, 2001). Because interactivity requires a higher 
degree of involvement, the user becomes more deeply engaged in the narrative, 
which grants interactivity an additional pedagogical value (Ghislandi, 1995). 
Further supporting this educational dimension of interactive storytelling are 
the studies of Marie-Laure Ryan, who argues that such narrative contexts allow 
for the exploration of moral implications and otherwise repressed thoughts, 
thanks to the mediation of #ctitious environments that she de#nes as ‘safe 
spaces’, precisely because they are simulated and not real. Rayan identi#es one 
of the possible bene#cial e!ects enabled by augmented reality (Ryan, 2001). 
The bene#cial e!ects of immersion in virtual environments are central to sev-
eral studies examining the e!ectiveness of embodied experiences on behavioral 
change (Ahn et al., 2014). Among the most accredited studies in this #eld are 
those addressing the mitigation of psychosocial disorders, such as post-traumat-
ic stress disorder (Foa et al., 2007) and phobias (Craske et al., 2008), in indi-
viduals who do not meet the criteria for clinical treatment. These studies show 
that desensitization to traumatic memories through controlled re-experiencing 
is essential for facilitating emotional processing of trauma and for fostering the 
self-regulated management of psychophysiological stress.

However, strong emotional engagement does not automatically translate 
into ethical responsibility. One may feel intense empathy for a character and, at 
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the same time, make drastic choices without meaningful re"ection. Why does 
this happen? The game-like context provides a form of moral suspension, a 
playful dissociation: events are perceived as mere #ction and therefore as lack-
ing real consequences. Many choices are ambiguous, symmetrical, or poorly 
explained; the player does not always perceive their consequences. In the video 
game, mistakes do not matter; it is reversible. The ability to repeat, reload, or 
erase actions reduces the player’s perception of responsibility. This creates an 
unexpected paradox: the more immersed and involved we are, the freer we feel 
to make choices without moral weight. So how might the interactive storytell-
ing experience be di!erent? To what extent, then, can it assume a prosocial val-
ue, functioning as an e!ective cultural tool? To answer this question, it is neces-
sary to compare how decisions are made in traditional games with how they are 
made in interactive series or #lms designed for education and re"ection, rather 
than mere entertainment. What kind of decision-making occurs in an interac-
tive narrative context? Research suggests that this is not a fully ‘real’ decision, 
but a hybrid act situated halfway between play and moral simulation. A key 
factor in decision-making dynamics is perceived responsibility. This is deter-
mined by several elements: the frame of reality, how realistic what I am seeing 
is, the perceived agency, how much I believe the choice I have to make weighs 
the narrative, the irreversibility of the same, and the time of re"ection taken 
to undertake it. When one or more of these elements is missing, the decision 
loses its perceived signi#cance for the viewer-player. Interactive storytelling is a 
unique pedagogical laboratory because it mobilizes episodic memory (‘I did...’), 
situated empathy (‘I not merely understand su!ering, but I am implicated in it’), learn-
ing through error, and restructuring moral thinking (‘I seek a new way of acting to 
avoid the unpleasant situation’). The combination of #lmic identi#cation and vide-
ogame agency produces an experience akin to situated learning: knowledge be-
comes embodied and linked to an emotional context. However, this potential is 
not guaranteed. If choices are not perceived as morally relevant, the experience 
remains super#cial and its impact minimal. It is a process that requires a special 
design, a correct combination of elements to avoid both playful dissociation and 
moral overload. How can the educational impact of an interactive narrative be 
assessed? A rigorous assessment of its e!ects requires a mixed-methods ap-
proach that integrates quantitative and qualitative measures. Quantitatively pre- 
and post-experience questionnaires should be arranged to assess any changes 
in participants with respect to three central dimensions: empathy, which could 
be measured through the Interpersonal Reactivity Index (IRI), the level of 
narrative engagement, and perceived responsibility in the choices made dur-
ing the story. Behavioral data should also be gathered, such as decision time, 
voluntary scene repetitions, and tendencies toward moral or utilitarian choices. 
Qualitatively, tools should capture participants’ subjective experiences and in-
terpretative processes. Guided interviews can elicit impressions, emotions, and 
personal re"ections, while stimulated recall – showing participants scenes or 
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choices previously made – allows for a more precise reconstruction of decision-
making and emotional responses. David Jonassen de#nes learning as an active, 
intentional, cooperative, authentic, and co-constructive process ( Jonassen et al., 
2007). These characteristics are fully evident in interactive storytelling, which 
can therefore be considered a mindtool, a cognitive instrument that supports 
and enhances learners’ thinking. From this perspective, interactive storytell-
ing can serve as a valuable teaching tool. For example, it enables engaging 
presentation of speci#c content and promotes active, participatory learning, 
rather than passive transmission, in line with the principles of media education 
outlined by Masterman (1985). A particularly notable example of this approach 
is Malinowski’s Lens (Ho!mann et al., 2025), an AI-native educational game 
that transforms Bronis&aw Malinowski’s ethnographic work into an interactive 
narrative. The game is designed for learning anthropology and has been shown 
to produce positive learning outcomes and high usability. Furthermore, expert 
anthropologists involved in the evaluation con#rmed its pedagogical value and 
disciplinary rigor, noting in some cases the discovery of new aspects of Ma-
linowski’s work as a result of the playful-narrative interaction.

4. CONCLUSION
Returning to the starting point and to one the initial questions, namely, what 
impact the creation of interactive storytelling products for educational purposes 
could have on society, we can say, based on what has emerged so far, that, if 
supported by deliberate design and ethical awareness, deep emotional engage-
ment,  perceived consequences, and a clear ethical framework, interactive series 
and #lms can have a signi#cant prosocial impact. Branched choices can become 
e!ective tools for stimulating self-evaluation and ethical awareness, while the 
possibility of exploring di!erent narrative outcomes allows moral dilemmas to 
be experienced in a safe environment. The construction of emotionally intense 
moments — such as guilt, empathy, or inner con"ict — increases engagement, 
and the interactive structure transforms re"ection into an active, experiential 
process rather than merely a contemplative one. Entertainment conceived in 
this way can activate the kind of deep elaboration that characterizes eudai-
monic entertainment, as theorized by Oliver and Raney (2011), capable of 
entertaining while simultaneously functioning as an educational device. From 
the perspective of media education, interactive storytelling as a new educational 
system can be a valuable tool, helping learners understand the complex inter-
relationships among multiple factors, stimulating curiosity, and enhancing their 
ability to tackle complex problems. Real-life problems are rarely simple or lin-
ear; they require a multifaceted approach that considers multiple variables and 
their interconnections. In this sense, interactive storytelling serves as an ideal 
experiential training ground with signi#cant pedagogical potential (Roth et al., 
2025). To date, however, interactive storytelling remains a powerful yet fragile 
medium, and its educational and pedagogical implications are still largely un-
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explored. The future challenge for this young medium is to create works that 
do not merely allow users to ‘choose’, but that make them responsible for their 
choices and balance pedagogical objectives with the dynamic aspects of story-
telling. Rising to this challenge represents an opportunity for pedagogy and for 
current and future professionals in the #eld to chart new paths and open new 
horizons. Only in this way can interactive storytelling become a true ethical 
laboratory for the 21st century.

 REFERENCES

Aarseth, E. (1997). Cybertext: Perspectives on ergodic literature. 
Baltimore, MD: Johns Hopkins University Press.
Ahn, S. J., Bailenson, J. N., & Park, D. (2014). Short- and 
long-term e!ects of embodied experiences in immersive 
virtual environments on environmental locus of control and 
behavior. Computers in Human Behavior, 39, pp. 235–245, 
https://doi.org/10.1016/j.chb.2014.07.025
Alavi, M. (2012). Quoted in Burns, M. S. A sea of endless 
bullets: Spec Ops, No Russian and interactive atrocity. 
Magical Wasteland. Retrieved from https://matthewseiji.com/
notes/2012/8/2/a-sea-of-endless-bullets-spec-ops-no-russian-
and-interactive.html
Anderson, C. A., Bushman, B. J., Bartholow, B. D., Cantor, 
J., Christakis, D., Coyne, S. M., Donnerstein, E., Brockmyer, 
J. F., Gentile, D. A., Green, C. S., Huesmann, R., Hummer, 
T., Krahé, B., Strasburger, V. C., Warburton, W., Wilson, B. 
J., & Ybarra, M. (2017). Screen violence and youth behavior. 
Pediatrics, 140, pp.142–147, https://doi.org/10.1542/peds.2016-
1758T
Arnab, S., Berta, R., Earp, J., de Freitas, S., Popescu, M., 
Romero, M., Stanescu, I., & Usart, M. (2012). Framing the 
adoption of serious games in formal education. Electronic Journal 
of e-Learning, 10(2), pp.159–171. Retrieved from https://eric.
ed.gov/?id=EJ985419
Bandura, A. (1990). Selective activation and disengagement of 
moral control. Journal of Social Issues, 46, pp.27–46, https://doi.
org/10.1111/j.1540-4560.1990.tb00270.x
Bogost, I. (2007). Persuasive games: The expressive power of 
videogames. Cambridge, MA: MIT Press.
Burdine, R., Castuciano, J. (Directors). (2017). Puss in Book: 
Trapped in an Epic Tale [Interactive #lm]. USA: Net"ix
Calvert, S. L., Appelbaum, M., Dodge, K. A., Graham, S., 
Nagayama Hall, G. C., Fasig-Caldwell, L. G., Hamby, S., 
Citkowicz, M., Gallaway, D. P., & Hedges, L. V. (2017). The 
American Psychological Association Task Force assessment of 
violent video games: Science in the public interest. American 
Psychologist, 72, pp.126–143, https://doi.org/10.1037/a0040413

 
Carratalá, A. (2019). Hypodermic needle theory. In The SAGE 
International Encyclopedia of mass media and society (Vol. 5, pp. 
777–779). Thousand Oaks, CA: SAGE.
Chaskin, R. (Director). (2017). Buddy Thunderstruck: The Maybe 
Pile [Interactive #lm]. USA: Net"ix.
Clinton, A. K. (2006). Being-in-the-digital-world: How videogames 
engage our prelinguistic sense-making abilities. Madison, WI: 
University of Wisconsin.
Craske, M. G., Kircanski, K., Zelikowsky, M., Mystkowski, J., 
Chowdhury, N., & Baker, A. (2008). Optimizing inhibitory 
learning during exposure therapy. Behaviour Research and 
Therapy, 46, pp. 5–27, https://doi.org/10.1016/j.brat.2007.10.003
Eco, U. (1962). The open work. Milano, Italy: Bompiani.
Eisenstein, S. M. (Director). (1925). Battleship Potemkin [Film]. 
Soviet Union: Mos#lm.
Foa, E. B., Hembree, E. A., & Rothbaum, B. O. (2007). 
Prolonged exposure therapy for PTSD: Emotional processing of 
traumatic experiences—Therapist guide. New York, NY: Oxford 
University Press.
Gee, J. P. (2003). What video games have to teach us about learning 
and literacy. New York, NY: Palgrave Macmillan.
Gee, J. P. (2013). The anti-education era: Creating smarter students 
through digital learning. New York, NY: Palgrave Macmillan.
Ghislandi, P. (Ed.). (1995). Beyond multimedia. Milano, Italy: 
Franco Angeli.
Gollwitzer, M., & Melzer, A. (2012). Macbeth and the 
joystick: Evidence for moral cleansing a$er playing a 
violent video game. Journal of Experimental Social Psychology, 
48(6), pp.1356–1360, https://psycnet.apa.org/doi/10.1016/j.
jesp.2012.07.001
Grizzard, M., Tamborini, R., Lewis, R. J., Wang, L., & 
Prabhu, S. (2014). Being bad in a video game can make 
us morally sensitive. Cyberpsychology, Behavior, and Social 
Networking, 17, pp. 499–504, https://doi.org/10.1089/
cyber.2013.0658



Moral Learning and Ludic Responsibility Issue 13 – 2025

68Luisa Ferraro https://www.gamejournal.it/i13-04-Ferraro

Hartmann, T., & Vorderer, P. (2010). It’s okay to shoot a 
character: Moral disengagement in violent video games. Journal 
of Communication, 60(1), pp. 94–119, https://doi.org/10.1111/
j.1460-2466.2009.01459.x
Ho!mann, M.P., John, J., Fillies, J., & Paschke, A. (2025). 
Designing and Evaluating Malinowski’s Lens: An AI-Native 
Educational Game for Ethnographic Learning. Retrieved from arXiv 
database https://arxiv.org/abs/2511.07682
In#nity Ward. (2022). Call of Duty: Modern Warfare II [Video 
game]. Santa Monica, CA: Activision.
Jenkins, H. (2004). Game design as narrative architecture. In 
N. Wardrip-Fruin & P. Harrigan (Eds.), First person: New media 
as story, performance, and game (pp. 118–130). Cambridge, MA: 
MIT Press.
Jonassen, D. H., Howland, J., Marra, R. M., & Crismond, D. 
P. (2007). Meaning ful Learning with Technology. Upper Saddle 
River, NJ: Prentice Hall.
Klimmt, C., Schmid, H., Nosper, A., Hartmann, T., & 
Vorderer, P. (2006). How players manage moral concerns to 
make video game violence enjoyable. Communications: The 
European Journal of Communication Research, 31, pp. 309–328, 
https://doi.org/10.1515/COMMUN.2006.020
Kolb, D. A. (1984). Experiential learning: Experience as the source of 
learning and development. Upper Saddle River, NJ: Prentice Hall.
Masterman, L. (1985). Teaching the media. London, England: 
Comedia Publishing Group.
McCall, J. (2011). Gaming the past: Using video games to teach 
secondary history. New York, NY: Routledge.
McCall, J. (2016). Teaching history with digital historical 
games: An introduction to the #eld and best practices. 
Simulation & Gaming, 47(4), pp. 517–542, https://doi.
org/10.1177/1046878116646693
Moreno, J. L. (1964). The third psychiatric revolution and the scope 
of psychodrama. Beacon, NY: Beacon House.

Naughty Dog. (2020). The Last of Us Part II [Video game]. 
Santa Monica, CA: Sony Interactive Entertainment.
Oliver, M. B., & Raney, A. A. (2011). Entertainment 
as pleasurable and meaningful: Identifying hedonic and 
eudaimonic motivations for entertainment consumption. 
Journal of Communication, 61, pp. 984–1004, https://psycnet.apa.
org/doi/10.1111/j.1460-2466.2011.01585.x
Petruzzi, V. (2015). The power of gami"cation: Using play to 
promote behavioral and performance change. Milano, Italy: Franco 
Angeli.
Ryan, M. L. (2001). Narrative as virtual reality: Immersion and 
interactivity in literature and electronic media. Baltimore, MD: Johns 
Hopkins University Press.
Roth, C., Bender-Salazar, R., & Pitt, B. (2025). Stories and 
systems: Educational interactive storytelling to teach media literacy and 
systemic thinking. Retrieved from arXiv database https://arxiv.
org/abs/2508.11059
Senior, T. (2012). Modern Warfare 2 designer explains the 
thinking behind “No Russian” mission. PC Gamer. Retrieved 
from https://www.pcgamer.com/modern-warfare-2-designer-
explains-the-thinking-behind-no-russian-mission/
Schön, D. A. (1983). The re#ective practitioner: How professionals 
think in action. New York, NY: Basic Books.
Klujo Blog. (2023). The evolution of interactive storytelling: 
A historical perspective. Retrieved from https://klujo.com/
blog/the-evolution-of-interactive-storytelling-a-historical-
perspective
Wellenreiter, M. (2015). Screenwriting and authorial control in 
narrative video games. Journal of Screenwriting, 6, pp. 343–361, 
https://doi.org/10.1386/josc.6.3.343_1
Youngblood, G. (2001). Electronic cinema and the digital 
simulacrum: An epistemology of virtual space. In S. Lischi 
(Ed.), Electronic visions. Venezia, Italy: Marsilio.


