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Game Summary

3

  Once upon a time, in a faraway land, there was a special game. This game was the sort of 
game that would transcend its own boundaries by pushing aside the restraints of its genre in order 
to breach new narrative levels. This game was the kind of game that would subvert expectations and 
force players to rethink how they play by considering the consequences of their actions. This game 
was known as Once Again Upon a Time.
 Once Again Upon a Time is a 2D side-scrolling platformer with 3D elements in which game-
play, narrative, and aesthetics coalesce to create a uniquely conflated fictive world that taps into the 
player’s knowledge of children’s fairy tales, but is informed and haunted unceasingly by reality.  The 
game features a dual-narrative structure in which an interior “game-narrative” situates the player as 
Little Red Riding Hood (henceforth referred to as Red) as she embarks on a journey to Grandma’s 
house and back, traversing a rich, forested fantasy realm articulated as a seemingly linear platformer 
and populated by characters pulled from both the well-known tale of Little Red Riding Hood and 
other classic fairy tales (e.g. The Three Little Pigs); while an overarching “meta-narrative” framework 
situates the player as a jaded, single father character struggling to keep his broken family intact 
through the simple ritual of tucking his daughter into bed with a bedtime story of his design star-
ring the daughter’s favorite character, Red. 
 This meta-narrative is what elevates Once Again Upon a Time from a basic platformer where 
ludic elements operate separately from the articulation of narrative, to a genre-defying platformer 
where gameplay and narrative are intertwined. Essentially, the player inhabits the role of the father 
as storyteller through the shared avatar of Red, who is directly controlled by the player. The open-
ing cutscene establishes this relationship as the player is introduced to the game via a first-person 
point-of-view shot from the father’s perspective, which transitions into the traditional third-person 
platformer perspective of the game world after he sits down to begin telling a story to comfort 
his distressed daughter. Although the father is shown picking up a book (the materiality of which 
informs the aesthetic of the game world), and many of the signposts in the game world explicitly 
point in the direction of Grandma’s House, the player is free to violate this sense of linearity and 
explore the landscape beyond the path to Grandma’s. This exploratory process of running, jumping, 
choosing pathways through the woods (via an innovative mechanism that will be explained later), 
and interacting with other characters fleshes out the fiction that the father is telling to his daughter; 
the player’s adventurousness becomes a reflection of the father’s imagination.
 The idea that these expansions to the traditional Little Red Riding Hood fiction are projections 
of the father’s creative mind, and that the game world is thus a representation of the father’s mental 
state, becomes even more interesting and complicated after the father finishes telling the story of 
Red (the player safely makes it back to Red’s house), kisses his daughter good night, and exits the 
bedroom... only to be awoken moments later by her cries and summoned once again to her bedside 
to tell another story about Red, effectively forcing the player to dive back into this fictive realm of 
imagination and replay the game. In fact, this father-daughter exchange is recycled as an intersti-
tial cutscene that sets up each of the multiple playthroughs necessitated by the characterization of 
the daughter as an insomniac suffering from nightmares in light of the absence of her mother. This 
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system of forced repetition further immerses the player into the role of the increasingly exhausted 
and frustrated father, allowing the player to better identify with the father and perhaps empathize 
with his struggle. With each successive playthrough, the vibrant and fantastical game world gradu-
ally loses its color and luster, while levels are shortened and details are removed to reflect the father’s 
diminishing creative energy. 
 However, these successive playthroughs do not reduce the actual play of the game into repeti-
tive work, either, since they effectively turn the game world into a system of narrative experimenta-
tion as the player is compelled to explores all of its narrative possibilities and the consequences of 
his/her storytelling choices. These branching consequences are observed both in terms of a localized 
“butterfly effect” in which a previous decision can determine the fate of Red (or ancillary charac-
ters like the Big Bad Wolf and Grandma) by the end of the story, as well as the daughter’s reaction, 
which is positive to happy endings (she falls asleep temporarily) and negative to dark endings (she 
immediately cries and demands a different story). In addition to any sense of creative agency, the 
player also feels a direct sense of responsibility.
 Once Again Upon a Time channels both the 1998 film Run Lola Run and the 2009 indie game 
Every Day the Same Dream through the idea of repetition and replay resulting in different narrative 
outcomes and encouraging creative exploration, but expands it into a larger game universe that taps 
into and subverts player expectations of the rigid linearity intrinsic to traditional fairy tale narratives 
and 2D platformers. By engaging in this fantasy world couched within a representation of the real 
world through this meta-narrative framework, the player is actively participating in the process of 
storytelling and is perhaps encouraged to wonder about the kind of role that stories play in our lives. 

Red 
 A darling damsel with a little riding hood of red and a heart of gold. Tasked with delivering a 
basket of sweets, chicken soup, and medicine to her ill grandmother, she must leave the comfort of 
home and traverse a perilous forest menaced by a notorious wolf.

B.B. Wolf
 A callous tycoon who runs both the local bank and a construction company, B. B. Wolf is 
actually a conniving, carnivorous beast underneath this corporate costume. When he isn’t foreclos-
ing houses to make room for his latest development project, he spends his leisure time stalking the 
forest (where he is known as “The Big Bad Wolf”) and terrorizes all who inhabit and pass through 
it... including sweet little Red.

Grandma
 A kind, gentle old woman who has fallen ill. She resides in a lovely house on the far side of 
the forest and awaits the arrival of her precious granddaughter.

Character Descriptions
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 In the playable sections of the game, the action consists of maneuvering Red around as 
an agent for furthering the narrative. Only through this direct interaction between Red and 
the world can the narrative within the bedtime story be elaborated upon, offering a sense of 
creative agency in the way that each playthrough unfolds. While there is no distinct ‘correct’ 
way of playing the game, there is a sense of completion that does exist. In order to empha-
size the idea how individual choices affect narrative outcomes, the player is required to access 
all of the major plot possibilities in order to win. Though there are virtually endless ways of 

Game-Narrative

The Hunter
 A simple man who hunts game for a living, and occasionally acts as a deus ex machina.

The Three Little Pigs
 A family of pigs who live along the river in separate houses. The two youngest pigs are care-
free and have built their houses out of straws and sticks, respectively. The eldest pig, however, being 
the smart and risk-averse one, decided to buy a big beautiful brick house during a real estate bubble. 
Now that the bubble has popped, the eldest pig must now face the impending doom of foreclosure 
and demolition, a fate that also looms over his two brothers since their houses are on the same par-
cel of land.

The Three Bears
 A family of bears who dwell in a cave in the woods. Despite their ferocious appearance, they 
are generous, peace-loving creatures willing to help those in need. However, they absolutely do not 
tolerate those who trespass on their property while they’re away, and are prone to punish in horrifi-
cally ferocious ways.

Father
 A jaded, single man struggling to raise his only daughter and fill his wife’s role as bedtime 
storyteller, increasingly losing interest and creative energy from repeatedly performing this ritual 
for his daughter. The player inhabits the role of the father within the game, telling and retelling the 
story of Red through his/her choices in the interactive exploratory space of the interior game-narra-
tive.

Daughter
 A five-year-old child who desperately misses her mother and is unable to sleep comfortably 
without the intrusion of nightmares. Her mother would always tuck her away with a bedtime story 
starring Little Red Riding Hood (whom she refers to as “Red”), her favorite fairy tale character. She 
is the audience that the father, and thus the player, will comfort (or discomfort) during successive 
tellings of the story.
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playing this game, the entire scope of the game can be experienced in three strategic playth-
roughs. The player must experience all three possible endings regarding Grandma, where she 
either ends up being eaten by the wolf, perfectly fine in her home, or trapped in the house by 
the wolf depending on the choices that Red makes. Similarly, the player must experience all 
of the narrative possibilities involving the Three Bears (transplanted from the story of Gol-
dilocks and the Three Bears) and the Three Little Pigs during their playthroughs. Should the 
player manage to explore all the possible plot-lines, the player will finally be able to complete 
the game.  



 The story goes that Red is on a journey to her ill grandmother’s house in order to de-
liver items that will help comfort her, but she must trek through the dangerous woods in 
order to do so. As she navigates through the game world, Red discovers the story behind the 
three little pigs, depending upon the order that she maneuvers her way around the forest. If 
the player decides to deviate from the path to Grandma’s and stumbles upon the pigs before 
actually entering into the forest, Red encounters the three pigs in a state of impending doom 
as they console one another in the brick house of the smartest pig. The pig, upon meeting 
Red, launches into a lengthy explanation about the housing crisis occurring in Red’s world 
at the moment (in language that uncannily describes the subprime mortgage crisis of 2008), 
explaining how his brothers had built their own homes, but he had bought one during the 
housing bubble; unfortunately B.B. Wolf is forcing him to foreclose. The eventual outcome 
of the pigs’ story, however, depends on the fate of the wolf. Should the Hunter have already 
killed B.B. Wolf before Red visits the pigs again, Red will find that the pigs are celebrating as 
their homes will not be repossessed and destroyed. If she revisits the pigs on her way home 
while the wolf is still alive, however, she will find that the pigs’ homes have been demolished.
 The player is able to unlock different interactions with the story of Goldilocks and the 
Three Bears as well. Interactions with the bears are for the most part friendly and cordial. As 
described in the Character Descriptions section, the bears are polite as long as their property 
is respected. If Red chooses to stay the night at the bears’ place while they’re away, however, 
she runs the risk of incurring their wrath and being brutally mauled, should she decide to 
revisit the cave the next day after being chased out. If Red, however, treats the bears with 
respect by not trespassing and spending the night, she will find them to be of immense aid 
later in the game. One of the narrative arcs we have planned out utilizes the three bears in a 
very unique way to counteract the violence of the wolf. If Red manages to traverse the forest 
without encountering the wolf (or beating him to Grandma’s by ignoring the flower-collect-
ing side-quest and advancing linearly), she will be chased down by the wolf as she tries to exit 
the forest, unless she is escorted by the bears, who kindly offer their protection in the event 
that Red did not trespass in their home earlier. This sort of narrative link becomes essential to 
the survival of Red during later the levels of play, where the omission of certain detail objects 
(reflecting the father’s tiredness and frustration with retelling the story over and over) makes 
an independent escape from the wolf nearly impossible. 
 As we mentioned earlier, Red will always find her grandmother in one of three differ-
ent states: already eaten, trapped in the house, or perfectly fine. Should the grandmother be 
trapped in the house, the story will unfold much the way the classic fairy tale does, with a 
huntsman coming to Red’s aid and slaying the Wolf. In the end, regardless of whatever state 
her grandmother is in, Red must return back home, taking whatever trail she so desires or 
strategically believes is best.
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Meta-Narrative
Game-Narrative’s Relation to Meta-Narrative

 Although we discussed the narrative of the gameplay, the action that takes place in the 2D 
platformer exists within an entirely other realm that must be considered before understanding the 
full narrative behind the game. Because the game utilizes a meta-narrative approach in its telling, 
the way one story interacts with the player affects the other couched story directly through cut-
scenes and dialogue changes. If the player should send Red into a trivial death that does not cor-
respond with any actual narrative structure such as by accidentally falling into a hole, the daughter 
interjects with a laughing cry of how silly her father is. The story and level then resume from the 
point before the death, showing the player how persistent the meta-narrative is within the game. 
The interwoven meta-narrative and narrative crop up again throughout the game, particularly in the 
scene when Red stumbles onto the path towards the Three Little Pigs. 
 When the player arrives at the Three Little Pigs’ area, Red is seen approaching the first two 
houses made of straw and stick, and then finally the third house, a beautiful red brick building 
where the three little pigs are huddled together in fear. The eldest pig will begin explaining their 
situation to Red if he is prompted by saying: 

“My little brothers built their homes out of straw and sticks on this land, you see, but I de-
cided it’d be best to buy this big beautiful house for a lot of money instead! But now, we’re a 
little low on money and my house isn’t worth as much as it used to be anymore, so we’re in 
danger of foreclosure.”

 Red will respond as one might imagine the father would if he were attempting to teach his daugh-
ter about the housing crisis:

“What does foreclosure mean?”
“It means that our house might be taken away by the Big Bad Wolf who owns the bank 
around this area! He plans to demolish our houses and build a new flagship bank on top of 
this land, and there’s nothing we can do to stop him…”

Through this dialogue, the father impresses onto his daughter the gravity of the housing crisis, while 
simultaneously illustrating his creative abilities. He uses the fairytale narrative to teach his daughter 
about current issues that may or may not reflect on the situation occurring in his own world. In this 
way, the game aspect of Once Again Upon a Time immediately relates to the narrative aspect as well. 
 The game’s repetitive nature, allowing the player to explore different narrative threads, is 
driven by this meta-narrative framing of the father trying to put his daughter to sleep. Until the 
player succeeds in fulfilling all of the requirements placed into the platforming section of the game, 
the meta-narrative will continue to force the player to play through another level by showing the 
player a scene of the daughter’s reaction to the last playthrough. If the daughter fully enjoyed the 
content of the level you just played, she will be shown in a cut-scene interacting with her father in a 
short, pleasant dialogue:

“That was a nice story, Daddy! But I’m still not tired… Could you tell me another story with 
Red in it?” 



And thus the game begins again. If the player goes through the same storyline twice, the cut-scene 
will consist of the daughter’s bemused expression and insistence that her father already told her that 
story. And of course, if the father/player runs through a narrative arc in which Red is killed, the 
daughter will be visibly perturbed. She will begin crying in her bed, and the father will attempt to 
console her in different tones of voice depending on the player’s progress throughout the game.
   The daughter’s insistence on staying awake and the father’s desperate attempts to lull her to 
sleep persist until the player has fully experienced all of the storylines that exist in the world. There 
is no ‘right’ way to play the game; rather, the main objective lies within the larger meta-narrative 
structure of getting the young daughter to sleep. The changing aesthetics of the world is a direct 
result of this meta-narrative; the father’s jadedness in continuously running through the same sto-
ries and his lethargy immediately influences the world that he creates. One can imagine that as he 
gets more and more tired of making up stories, he pays less attention to the details he puts into the 
world and his story becomes much less immersive. In this way, the actual playable section of the 
game reflects entirely from the larger narrative frame that exists, impressing onto the player the sig-
nificance of the meta-narrative framework.

 Once Again Upon a Time reconciles the dreamy quality of the imagination and the rigid ma-
terial texture of books in its overall aesthetic. Due to the game’s dual-narrative structure, in which 
the fantasy fairy tale narrative system is couched within this “real world” meta-framework of the 
father telling a bedtime story, the aesthetic needs to cohesively visualize these intertwined compo-
nents, while maintaining some degree of distance. 
 The game begins with a pitch-black screen with bright white text appearing in an imitation 
of the daughter crying in the dark at night. With the player’s intervention, the game opens up into 

Aesthetic

the first-person perspective of a father 
looking into his daughter’s room. These 
cutscenes from the perspective of the fa-
ther sitting down to tell a bedtime story 
will feature hand-drawn animation with 
three-dimensional depth. The aesthetic 
for this section of the game will mirror 
the signpost interactions in the game 
world. 
 The 2D playable platformer sec-
tion will have a similar hand-drawn 
aesthetic, except now we have flat images 
with a dreamy overlay that resonates with the ethereal quality of a mental space. This hazy coloring 
offers the player the opportunity of seeing the world as an environment that emphasizes lethargy 
and sleep, as this is the sort of sensation that the father is attempting to carry his daughter into. 
The forested pathways should hopefully imitate the sensation of being lost that Red feels through 
repetitive tree structures -- and in the sense of the meta-narrative, the father’s jaded confusion and 
his propensity to digress. The background will capture the papery texture of an antiquated page in 
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a book in order to allude to the game’s fairy tale inspirations and the static, linear form intrinsic to 
most books and 2D platformers that the game challenges with its narrative system. The pages are 
dusty yellow with age, implying that the stories have been kept consistent for years; yet, as we find 
later on, the father/player alters the stories upon every retelling, working against the aesthetic that 
we first established. As the father is forced to repeat the storytelling process over and over again, col-
or and luster in the pages gradually drain with each playthrough -- the dreamy, hazy coloring of the 
game universe becomes increasingly less saturated as trees lose their green hue. Minute foreground 
details also become less prevalent, and levels get shorter. In this way, the aesthetic helps to articulate 
the psychological state of the father, who is becoming increasingly exhausted and mentally drained 
from having to tell so many bedtime stories in the span of one, long sleepless night -- he wishes to 
simply get the child to sleep with no further comments. As these aesthetic flourishes disappear with 
each playthrough, what eventually remains is a markedly darker landscape that mirrors the height-
ened possibility of a more violent ending to the father’s story.

11



 The soundtrack provides another aesthetic avenue through which the father’s deteriorating 
mental state can be articulated. To aurally compliment the repetitive nature of the game, the player 
hears the same monotonous lullaby melody continuously loop during each playthrough as the fa-
ther/player is prodded by the daughter to tell and retell bedtime stories. With each playthrough, the 
audio quality of this lullaby music gradually worsens and its tempo slows down in a surreal way.
 Overall, the aesthetics play a crucial role in implanting the father’s psyche onto the player. 
During the development process, we would need to perform beta-testing to determine the average 
number of playthroughs in order to optimize the timing of detail removal, color drainage and level 
shortening accordingly. We want to make sure that most players get to fully experience the progres-
sion of these aesthetic changes, but in a way that matches the overall pace of the game. If the aver-
age number of playthroughs turns out not to accurately reflect the average pacing of the game, we 
could theoretically base our aesthetic changes on the percentage of required plot-lines that a player 
has completed. The danger with using a rubric like player progress, however, is that massive changes 
in progress could make it more difficult to understand that these aesthetic changes are supposed to 
reflect the progressive changes in the father’s psyche due to tiredness and frustration. Proper execu-
tion is absolutely essential if we are going to construct such intricate interplay between the ludic 
components of the story-world and the larger meta-world narrative.

Gameplay Concepts
 The first interactive moment in Once Again Upon a Time occurs as soon as the game begins: 
The black screen with lines of dialogue from the crying daughter appearing and reappearing against 
it is our version of the “Press any button to start” screen common in most video games. Although 
this isn’t made explicit, it is reasonable to assume that players will feel compelled to intervene by 
pressing a random key or clicking. By having the light in the daughter’s bedroom turn on as a direct 
result of this tactile input, coupled with the first-person perspective, the player is immediately estab-
lished as the father character. 
 As a purely ludic experience, Once Again Upon a Time is not all that compelling. Platforming 
reflexes are rarely tested and player actions are fairly quotidian in how they’re limited to moving (ar-
row keys), jumping and climbing (space bar), and interacting with objects and characters (Z) -- the 
standard procedure for most platformers (taught to the player through a tutorial embedded into the 
foreground landscape, a la Jonathan Blow’s Braid). However, these ludic elements are compelling 
in terms of the game’s meta-narrative scope, since the player’s seemingly simple acts of progres-
sion in this game space effectively translate into plot points articulated by the father in the telling 
and retelling of his (i.e. the player’s) bedtime story to his daughter. In essence, this is a game about 
storytelling, and so the gameplay primarily serves to facilitate a system of creative agency driven by 
branching narrative possibilities and consequences.
 The decision to structure the gameplay as a 2D side-scrolling platformer, however, wasn’t 
merely informed by constraints of time and technical resources. Neither arbitrary nor a compro-
mise, the form of the traditional platformer, dovetailed with the strikingly similar textual form of 
children’s fairy tales, allows us to establish an expectation of linearity, and later controvert this no-
tion by forcing the player to replay the game, which implicitly encourages the player to test the 
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parameters of our system by deviating from this linearity. Indeed, the introduction of divergent 
pathways in the 2D side-scrolling game world shatters the illusion of linearity by suggesting branch-
ing spatial depth that begs to be explored.
 We rely on signposts positioned at each fork in the road as an interactive device through 
which the player can negotiate the branching, labyrinthine terrain of the game world, particularly 
the woods. When the player encounters a signpost, the perspective automatically shifts from the 
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third-person, 2D side-scrolling view to a 
first-person perspective that closely exam-
ines the multi-directional signpost, reveal-
ing divergent pathways and fleshing out 
the ostensibly linear game space with a 
sense of three-dimensional spatial depth. 
The player then must decide (using the 
arrow keys to scroll through the options 
and “Z” to select) which path to take. 
Signposts in the first playthrough fea-
ture glowing arrows labelled “Grandma’s 
House” to initially guide the player down 
the traditional narrative trajectory of Little 
Red Riding Hood (while other arrows 
pointing to divergent paths are blank) -- even if a first-time player deviates from this linear path to 
Grandma’s and happens to lead Red toward death-by-bear-mauling, this would still be interesting in 
terms of how the player has characterized the father through this action. 
 Selecting a pathway is effectively a narrative choice and further reinforces the notion that the 
player is inhabiting the role of the father. The first-person point-of-view here is, indeed, parallel to 
the first-person perspective of the father in the cutscenes that precede each game-narrative sequence. 
Basically, the player is the father through the avatar of Red, a relationship that is stressed through 
the narrative consequences of player actions and these first-person moments.
 To represent the slowly crumbling energy, interest and sanity of a creatively exhausted father, 
each successive playthrough will feature a gradual reduction in both color and detail. This authorial 
editing of detail is crucial both in terms of the meta-narrative and the gameplay experience, since 
gradually excising details from the platforming architecture of the game-narrative space would entail 
removing obstacles like rocks and shortening the distance of levels. This makes sense with how the 
father is characterized, because it reflects the father’s increasing frustration and impatience. The sin-
ister undertone, here, is that father secretly wants Red to just die so that the story can end. In terms 
of gameplay, this means each playthrough will have to feature less platforming obstacles, while mak-
ing it easier for the player to commit an error and thus finish the story with Red’s untimely demise. 
This concept of “less clutter, higher difficulty” is primarily articulated in the wolf chase sequence -- 
although designed to be incredibly easy in an early playthrough, the sequence becomes unforgiving 
if accessed in a later playthrough because a crucial boulder required to reach the top of a cliff will be 
missing, and Red will be cornered and devoured by the wolf.



 We have also included a bonus easter egg for the players who are willing to go above and be-
yond during the gaming process. If Red manages to collect all of the flower pieces without encoun-
tering the wolf at all, she will receive a reward: a pogo stick which enhances her jumping ability. 
This offers her access into a secret area that would otherwise appear to be a dead end. Once she uses 
her pogo stick to jump into this hidden area, she finds herself on the pathway to a castle where an 
NPC appears, saying “I’m sorry, but the Prince is in another castle!” as an homage to Braid (which 
itself is directly alluding to Super Mario Bros.), a game that inspired our creative process as we as-
pired to design a platformer in which gameplay and narrative were deeply intertwined. This is not 
necessary in order to complete the game, but it stays true to its philosophy of exploratory play since 
it can only be managed by utilizing specific, strategic pathways. 
 Finally, at any point in the game, the player has the option to quit by pressing the escape key. 
This will never be made explicit through instruction, since it’s a standard operation in computer 
games. However, should the player decide to prematurely close the game, for whatever reason, the 
game will pause as a menu appears, asking the player if he/she is sure about quitting. If so, a bonus 
cutscene will be triggered in which the father suddenly stands up, ignores the daughter’s cries of 
“Daddy! Don’t go!” and leaves the bedroom. The scene would be written and presented in a way 
that makes the player feel terrible for quitting, so as to further conflate the father and the player. 

Technological Considerations
 The game engine will need to not only handle the graphics for a 2D side-scrolling platformer, 
but also the graphics for any supporting animations. This includes being able to handle first per-
son views with a sense of 3D perspective. As we have already mentioned, there are two main places 
where we have proposed first-person views: the father’s interaction with his daughter in the meta-
narrative and the in-game selection of divergent pathways. The engine has to be flexible enough 
to maintain a similar aesthetic across the first person and third-person portions of the game. The 
aesthetic helps create a sense of continuity between the story and meta worlds and also between the 
different story paths. It is especially important that the first-person animations dealing with path 
choice do not look like cut scenes. The path choice animations need to be a natural extension of 
the story-world space; they can not create a new sense of space or create a discontinuity in interac-
tivity in the way cut scenes normally do. We need an engine that will be able to switch between a 
first person pseudo-3D view and a third-person 2D side-scrolling view while maintaining a sense 
of continuity across those spaces. We say “pseudo-3D” because we imagine a first-person view to 
be built out of 2D animations that contain a sense of 3D perspective, creating the illusion of a 3D 
space. We would likely have to create our own platformer engine to get the functionality that we 
desire (one could be coded using the 2D graphics display capabilities of OpenGL), but we believe 
it would be worth the time and energy. It would make the game much more cohesive and create an 
infrastructure for providing platformers with a more comprehensive sense of world space. 
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Intended Audience

Conclusion

 Since the game rarely tests the player’s platforming reflexes with difficult obstacles or enemies 
along the way, Once Again Upon a Time aims to appeal to a wider demographic that isn’t just lim-
ited to hardcore gamers. Ideally, these players are adults familiar with the trials and tribulations of 
raising a child, as well as the fairy tales that make up the game’s intricate narrative system; and have 
played a platformer at some point in their lives so that the game’s challenging of the genre’s linearity 
can be fully appreciated. Since gameplay is secondary to the narrative, the game also hopes to at-
tract creative and curious minds interested in experimenting with a system of narrative possibilities 
through the medium-specific features afforded by video games.

 Once Again Upon a Time strives to defy expectations as a game by transcending the limita-
tions of its own genre; through its meta-narrative structure, the game offers layers of interpreta-
tion for the player to branch out onto based on the playthroughs that are mapped out as the player 
moves through the fairytale universe. Functioning a little more like an interactive narrative with 
ludic components than a pure video game, Once Again Upon a Time takes the traditional 2D plat-
former and couches it within the larger framework of a storytelling experience in order to offer 
creative agency for the player as the father, as Little Red Riding Hood. In this way, the player is 
able to project his/her own feelings and experiences onto the substance of the game as the aesthet-
ics and dialogue of the game reflect back onto the player, subtly changing over time to imitate the 
mental state of the father. The two driving forces of the game, the father’s ever-changing psyche and 
the butterfly-effect based narrative system, actually compliment one another as their implications 
directly interact. The couched narrative forces the stories to at once exist independently, but also 
intimately affect each other. Within the actual narrative structure of the platformer, the game incor-
porates a traditional fairy tale like Little Red Riding Hood in order to raise the player’s expectations 
of linearity and a rigid narrative structure, which the game subsequently subverts through the use of 
branching paths and the idea of causality throughout the heart of the game. 
 Once Again Upon a Time attempts to overcome the limitations laid out by the rigid structure 
of a 2D platformer and traditionally well-known and anticipated fairy tale worlds. In its attempt 
to overcome the linearity of the genre, the game impresses a greater narrative framework onto the 
player to engage with that reflects onto the player and the in-game characters. 
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