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Digital media has changed the way we tell stories nowadays.
Contemporary ways of narration were put to the forefront as digital media
evolved, creating a dialogue between old-school literary genres and
interactive, new technology.

The book Digitalna knjiZevnost i videoigre (Digital Literature and
Videogames, 2025), the latest monograph by the Croatian author Zlatko
Buka¢ is an important study in this new approach to narratives. Bukac’s
monograph provides a rich theoretical framework for scholars in the fields
of literature, videogame hermeneutics, culture, ludology and (digital)
folklore, giving them ways to think about the digital screen as a platform for
creative forms of storytelling. He writes from a regional perspective, where
videogames are yet to be more profoundly researched, and where they are
still finding their footing. His book gives a fresh look at the screen as a site
for storytelling and building community, again from the context of a region
where this academic field is still young.

Even the title of this review suggests that there is an intrinsic relation
between studying folklore and studying videogames as part of digital culture
and folklore. Buka¢ treats videogames as more than just commercial
products. They become tools for new digital folklore. The stories we tell to
eachother, the myths we create, and the communities we build — all of them
are done through play.

One of the book’s most interesting and inovative strengths is how
Bukac structures his chapters. They function both as academic chapters of a
serious book but also they use game terminology. The chapters ramp up in
theoretical complexity, as laid out in the table of contents.

The book starts with the “Press Start/Introduction” part (p. 6), where
the author sets the frame, showing how his academic background and his
passion for videogames have merged and contrinuted to the publication of
his book. He introduces the term “digital story” and the idea behind this
concept is freed from the strict boundaries of traditional genre
classifications. Instead, it exists as a flexible core where narrative intent is
intertwined with technological mediation. Here, the digital story is defined
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as any narrative architecture that enlists digital apparatuses and
methodological frameworks to actualize its storytelling potential.

In “Toward Digital Literature/Tutorial” (p. 18), he overviews and
defines crucial terms, such as culture, citations and how we understand
them, the term text, and ergodic literature. In “Digital Stories — How to
Analyze and Analyses/Play, Read, Repeat” (p. 32), he divides questions on
the games he uses as examples, such as Breathe: A Ghost Story (2018),
Everyday the Same Dream (2009), 10 Lost Boys (2020) and Dear Esther
(2012), into two groups: general and analytical. General questions look at
basic facts, just like when we analyze standard stories or books, focusing on
the creator, the title, the plot, the art style, how long the experience takes,
and what technology is needed to play it. Analytical questions go deeper
into how the digital story functions, asking if the player has choices that
change the story or just let them explore, whether the narrative path is
strictly set, and what interactive tools are available. These types of questions
also examine how the experience changes every time a player replays the
game, and how the visuals, sounds, and different gameplay modes shape
how he/she experiences the lore. Ultimately, these are the exact same
questions we use to look at video games as contemporary, interactive
folklore.

The chapter “Basics of Video Games/Level Up” (p. 60) jumps into
the mechanical and technical side. In “Ludo in Narrative — On Narrative
Design/Story Mode” (p. 78), Buka¢ separates “narrative design” from old
styles of screenwriting, looking especially at internal and environmental
storylines. “Narrative Design and Affective Gaming/The Heart of the
Game” (p. 88) dives into emotions and explores how games create bonds
between players and virtual worlds and avatars. “Gamification of Life/Life
is a Game” (p. 106) explores how game concepts are translating into real
life, even into corners of culture far from gaming itself. “Nostalgia and Fan
Folklore: The Case of Final Fantasy VII Remake/Loading Nostalgia” (p.
118) studies how gaming ideas seep into everyday experience, and in
“Conclusion/Game over. Continue?” (p. 130), Buka¢ ends with a question,
without a straightforward answer, reminding readers that studying digital
folklore never really stops. He offers a DLC (extra content, p. 137), a
Glossary (Pojmovnik, p. 148), plus a thorough Ludography and
Bibliography, precisely what is needed for the new researcher into the field
of ludology.

Chapter 8, “Nostalgia and Fan Folklore on the Example of Final
Fantasy VII Remake”, is an exceptionally important chapter for
contemporary folklorists. Bukac¢ explains the concept of “secrets” (p. 130) in
the realm of videogames as non-linear content that is carefully included in
the gameplay in order to expand it and spark community discussion. He
statec that since the elusive information in the late 1990s became a
“valuable commodity”, it spread through personal interactions. This created
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a new oral tradition in the digital age, where people learned new information
through word of mouth or through specialized gaming publications. He
notes that the real “fanatics” are those who play more, play harder, and care
deeply. This is important, since it sets out the history of gaming culture in
the Balkans, arguing that fans who share their passion through magazines or
their own networks, are the “folk” of our digital era. Through these
communities, “fan folklore” emerged — a collection of stories, jokes, and
urban legends, where hidden game insights are shared among players in a
manner reminiscent of how folk narratives were traditionally passed down
“from generation to generation”. These processes and practices are
something that the official game studios may never acknowledge because
they are sometimes born from the community itself.

Bukac explores “Loading Nostalgia” using the remake of Final
Fantasy VII as a focal point. In folklore studies, nostalgia often creates the
image for a “pure” past. In digital folklore, this nostalgia for the past is
revived when old games are remade or remastered. There is a push and pull
between the “canonical” memories of the classic 1997 game and the
“variant” delivered by the remake made in 2020. Fans react to these new
versions in a similar way to how they would react to the evolutions and
adaptations of folktales in various media and genres. Bukac states that the
player is not just a consumer (anymore) but a “prosumer”, that is, a producer
and a consumer at the same time. So, this means that “meaning” in digital
folklore arises through playing and through performance. Each game story
plays out differently, just as a folk song is dependent on who is performing
it.

When he writes about “Affective Gaming”, Buka¢ signals that we are
living in an era where cultural heritage is both digital and physical. The
stories we exchange about our adventures, be it in Azeroth, Hyrule, or
Midgard, stand alongside those stries once shared around the fire.

Before high-speed internet, hidden levels or non-linear paths were
rare knowledge in videogames, and they are now considered also to be
“valuable commodities”. This sparked the creation of social spaces, such as
gaming cafées (igraonice), school corridors, university common rooms
which were all focused on sharing of this insider information. Buka¢ wisely
calls this a “modern oral tradition” — these particular hints and tips passed
from player to player, not available anywhere else, is how a gaming
tradition is being born and passed on. And, just like in any folk culture,
sometimes gamers even traded invented secrets.

Beyond passing around tips, Bukac¢ dives into the creative, active side
of fan culture, which is fan fiction. He points out that some communities
rewrite or expand the “official story” of their favorite games, while others
are happy just to interact in a passive way. With fan fiction, especially in
fantasy and science fiction, players can create their own relationships and
endings. Buka¢ mentions the Hugo Award for Best Fan Writer and he
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explains that is meant to show that this is now a legitimate genre, and not
just something one might do as a side activity or as a hobby. The reader
takes the story, claims it, and turns it into living mythology.

Final Fantasy VII (1997) is the classic example, with its “secrets”
and captivating story forming the core of a passionate late-90s fan culture.
The Remake’s release was not just about selling a game but it was a ritual of
revoking old memories and how the game made players feel. Bukac
describes playing during the pandemic as “a loading of nostalgia”, tying
together recent cafée shop debates and ‘90s schoolyard chatter. He shows
how the gaming industry thrives on nostalgia in a way that should not be
underestimated. In the end, the book concludes that digital texts keep going,
living inside the player’s cultural identity, becoming part of who the player
is as an individual, even when the console is turned off.
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Pe3ume

[Tpukazor e mocBeTeH Ha MoHorpadujara Ha 3nmarko Bykau, mon HacioB:
Digitalna knjiZevnost i videoigre (Juéuitiannaitia KHUXCESHOCH U GUQgeouspuilie;
Zagreb, Zagrebacki holding — AGM, 2025), xoja maBa 3Ha4aeH TEOPETCKH
MPHUJIOHEC BO MPOMUCIYBAKETO HA JUTHTATHUTE HAPATHBH W JIyAOJIOTHjaTa.
KHurara e cTpykrypupaHa HH3 MeTaOpWYHH ,HHBOA“, KOH C€ JBIDKAT O]
BoBenHUOT nen “Press Start” (,,Kmukuu crapt!“) mo 3axmyunumor “Game Over”
(,Kpaj Ha urpara®), co mTo aBTOPOT YMEUIHO ja MOBp3yBa (hopMaTa Ha KHUTATa CO
BOOOMYAEHUTE CTPYKTYPHHU JICIOBH O] MHOTY BHJeourpu. LlenTpanHara Te3a e jexa
BHJICOUTPHUTE HE CE CaMO KOMEPIIHjaTHH MPOU3BOAM, TYKY JieKa THE MPETCTaByBaaT
HOB OOJIMK Ha JWTUTaNeH (OJIKIOp, KOj C€ 3aCHOBa HAa: 3a€IHUYKO YUYECTBO,
CO3/aBalbe MUTOBH M HETyBambe Ha (DOJIKIOpHATA Tpaauiyja, Ha HWHOBATHBHH
HAYMHU, Mel'y HTPAYNTE HA BUICOUTPH.

IToceben akmeHT BO NPUKA30T € CTaBEeH Ha KyJiTypara Ha (aHOBHTE Ha
BHCOUTPH M HA HOCTAITHjaTa, KOW Ce aHAIM3UPAaT MpeKy MPUMEPOT CO PUMEJKOT
Ha Buaeourpata Final Fantasy VII. bykad ro nmemMuctuduumpa CTEpeOTUITHHOT
HICHTUTET Ha TejMepuTe (WrpadynTe Ha BHJICOWTPH), HAINIACYBajKH TH
MHKTY3WBHOCTA ¥ TUHAMUYHOCTA Ha OBaa 3a€IHHIIA, CO TEKOT Ha TOIMHUTE, BO KOja
JICHEC ce BKIIyYCHH NMPUIAJHUIM CO pa3iIMuHK 3aJHuHa U rpodui. Toj ja BoBemyBa
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ujaejata 3a ,,COBpeMEHa YCHa Tpaaulja”“ BO KoOja, Ha CIOJACIYBAalkETO Ha
rejMepCKUTe ,,TajHU" (TajHUTE HA UrpauynTe) BO (U3MYKU NMPOCTOPH (yUMIIHIITA,
WTPAaYHMIM) C€ Tiela Kako Ha 3aMEHa WIH ,Hajorpagda“ Ha HEKOTAIIHOTO
IIpeHeCyBamke Ha HApaTHBH ,,0]] KOJIEHO Ha KoJeHo . [Ipexy aHanm3a Ha QuKIHjaTa
Ha CaMHTE WI'pady, HAlMIIAaHa 34 BUACOWIPUTE, M HUBHATA EMOTHBHA ITOBP3aHOCT
CO aBaTapuTe OJ] pa3INdHUTE BUACOUTPH, bykad, Bo cBOjaTa KHUTA, 3aKIIydyBa JcKa
JUTUTATHUOT TEKCT MPOJOJDKYBa Aa MOCTOM Kako A€l OJ] MOLIMPOKHOT KyJITypeH
UJICHTUTET Ha WUTPavdoT JAypH U OTKAKO TOj/ Taa Ke ja MCKIy4u Bupeourpara. Toj
JOK)XKyBa JeKa BO epara Ha ,,a(eKTHBHO HTpame’, KyJITypHOTO HACIIEICTBO €
MOJICAHAKBO JUTHTAIHO KOJKY IITO € ¥ (PU3HUIKO.
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