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Abstract | Connor Jackson | A thesis submitted in partial fulfilment for the 

degree of Doctor of Philosophy in Media Studies | Dead Rising: Examining 

the Modes, Expressions, and Potentialities of Videoludic Satire through a 

Video Game Franchise 

In this thesis, it is argued that video games offer several avenues through which 

satire can be expressed. This argument is achieved through the development of 

an original taxonomy of videoludic satire, which foregrounds the ability of video 

games to communicate satire through the visual and simulated properties of 

gamespaces (spatial satire); the portrayal of in-game characters and their interplay 

with the player’s avatar (shared satire); their use of sound (auditory satire); the 

way they frame the player’s temporal investments in gameplay activities (temporal 

satire); and the outcomes of in-game choices that the player makes (consequential 

satire).  

A detailed methodology for recognising, qualifying, and analysing satire in video 

games is presented in this thesis by way of forming its taxonomy of videoludic 

satire. To illustrate its value to further studies of videoludic satire, this methodology 

is tested in its application to Capcom’s zombie-based video game series, Dead 

Rising (2006-2017). This video game series alludes to, recontextualises, and 

builds upon George A. Romero’s filmic satire on American consumer culture, 

Dawn of the Dead (1978). However, it does not satirise consumerism, as 

Romero’s film is often seen to. Instead, as an examination of its spatial, shared, 

auditory, temporal, and consequential satire verifies, the Dead Rising series 

satirises excessive consumption in the form of acquisitiveness and gluttony.  

The thesis further argues that the satire expressed in the Dead Rising series is not 

countercultural. Rather, in another point of departure from the satire of Romero’s 

film, it is ideologically conservative in its legitimisation of hegemonic ideals – which 

are best described as neoliberal. This argument is substantiated throughout the 

thesis by readings of the Dead Rising series that are dependent on the taxonomy 

of videoludic satire the thesis presents. Therefore, the thesis substantiates its 

taxonomy by showcasing its practicality in terms of producing interpretative 

analyses of video games. Hence, arguments made in this thesis regarding the 

Dead Rising series authenticate the primary argument of the thesis: that videoludic 

satire can be expressed in a variety of ways.  
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Introduction 

This thesis scrutinises satire in video games, establishing new approaches to, and 

new understandings of, what can be termed videoludic satire. It achieves this by 

arguing that video games offer several avenues through which satire can be 

achieved, expressed, and understood. These avenues are highlighted through the 

development of an original taxonomy, which separates the phenomenon of 

videoludic satire into a set of distinct but interrelated modes.1 In brief, video games 

can express satire through the visual design and simulated properties of 

gamespaces (spatial satire); the portrayal of their characters as well as the 

interplay between these characters and the player’s avatar2 (shared satire); their 

use of sound (auditory satire); the way they frame the amount of time players 

dedicate to gameplay activities (temporal satire); and the outcomes of choices 

made by players during gameplay (consequential satire). In conceptualising its 

taxonomy of videoludic satire, the thesis produces a detailed methodology for 

recognising, qualifying, and analysing satire in video games. Here, this 

methodology is tested through its application to Capcom’s zombie-based video 

game series, Dead Rising (2006-2017), as a means of demonstrating its value to 

further studies of videoludic satire. 

The structure of this introduction is as follows: in the first section, the significance 

of the thesis is made clear as the shortcomings of current scholarship on satire in 

video games is highlighted. Within this section, the original contribution to 

knowledge made by this thesis is clarified; namely, its furthering of video game 

studies and zombie studies, as well as its challenging of misconceptions relating to 

the Dead Rising series of games. The second section details the methodology of 

the thesis, which utilises approaches to video game analysis that are grounded in 

close reading techniques and textual analysis. In the third section, definitions of 

key terms used throughout the thesis are provided as some of these terms are 

contested. Synopses of the Dead Rising games are then supplied in the fourth 

 
1 They are distinct in the sense that they are communicated by different means and 
interrelated in the sense that they can complement/reinforce one another (both modes 
might have the same target, for instance).  
2 The term avatar – which originates from Hindu scriptures referring to Earthly 
manifestations of divinity (Wildt, et. al., 2020: 964) – is typically used to refer to in-game 
representations of video game players. For example, Frank West is an avatar in the first 
Dead Rising game.  
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section of the thesis to familiarise the reader with its case studies. Following this, 

in the final section, a chapter-by-chapter breakdown of the thesis is given to 

explicate its scope and trajectory. 

Rationale for Research 

Currently, scholarly work on satire in video games is underdeveloped. Indeed, the 

consideration of satire in gaming scholarship is most often limited to fleeting 

statements. For instance, Sarian (2018) refers to the omnipresent “Narrator” of 

The Stanley Parable (Galactic Café, 2011) as “satirical” (179). Though, as his work 

concentrates on the choices players can make in this game, Sarian does not 

explicate precisely what the Narrator satirises or how they communicate satire. 

Likewise, Bailes (2019) makes multiple references to the “cutting satire” (42), 

“satirical humour” (45), “satirical social commentary” (45), “smart satire” (46), and 

“cynical satirical commentary” (47) of Grand Theft Auto V (Rockstar Games, 

2013). Yet, these remarks do not introduce or conclude detailed analyses of satire 

in this game, with Bailes merely using them to support his argument that Grand 

Theft Auto V presents a cynical view of modern life. In addition, Morrissette (2020) 

alludes to the satirical implications made by fictional brand names in video games: 

see Sugar Water in Halo 2: Anniversary (Bungie, 2014), Teeth Poison in Dead 

Matter (Quantum Integrity Software Inc., TBA), and the “deliciously infectious” 

eCola in Rockstar Games’ Grand Theft Auto series (1997-present). However, his 

work seeks to document the inclusion of soda machines in video games. 

Therefore, he only hints at the potential of these faux commodities to satirise 

consumerist ideals. The visual styles of these soda machines and their drinks – as 

well as their gameplay properties (what, if anything, the player can do with them) – 

are not explored as a means of communicating satire.3  

Some scholarly works focus predominantly on satire in video games. 

Nevertheless, they do not explore their case studies thoroughly. This is apparent 

 
3 On the contrary, the visual styles and story-related contexts of in-game food and drink in 
Bethesda’s Fallout series (1997-present) are explored for their satiric potential by Stang 
(2021), who argues that items like Nuka-Cola critique atomic culture and consumerism. 
However, Strang determines that the affordances of such items signal ambivalent 
attitudes toward consumption. Alternatively, this thesis explores how the aesthetic and 
simulated properties of in-game items communicate satire (see Chapter 2 on spatial 
satire). 
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in the work of Madsen and Johansson (2002) and Yi (2020), who respectively map 

techniques of satire outlined in Feinberg’s Introduction to Satire (1967) onto 

internet browser games and argue that satirical games can function didactically. 

Regarding the former, Madsen and Johansson do not always explicate to what 

end video games implement the techniques of satire outlined by Feinberg; these 

being incongruity (when something seems out of place or is distorted), surprise (a 

violation of one’s expectations), pretense (when the subject of satire is masked but 

alluded to), and superiority (when an audience is invited to look down on a subject 

of satire). This is most obvious in their examination of Disgruntled Daytrader 

(JabTV, 2001): a video game involving a player-controlled, gun-wielding hand that 

shoots at two-dimensional people as they move across the screen. Taking all of 

Madsen and Johansson’s observations into consideration, Disgruntled Daytrader 

could be read in several ways. The game could satirise a real-life day trader who 

murdered twelve people in a mass shooting incident.4 Although, it could satirise 

day traders generally (by associating the violence of one as representative of all 

day traders), or perhaps even satirise the first-person shooter genre of video 

games (by imitating this genre in a way that implies that it normalises, and 

potentially trivialises, violence).5 With no solid conclusions on what Disgruntled 

Daytrader targets, the work of Madsen and Johansson falls short of any 

meaningful interrogation the rhetoric(s) at play within it.  

As with the work of Madsen and Johansson, that of Yi does not go into detail on 

what each of its case studies satirises. This problematises Yi’s claim that satirical 

video games function didactically, as without a clear target of satire the games 

lack clear instruction. For example, Yi states that the lifestyles of social recluses 

may be disrupted by Doki Doki Literature Club! (Team Salvato, 2017): a visual 

novel and dating simulation game that dissolves into self-reflexive, psychological 

horror when one of the game’s love interests becomes aware of her situation as a 

character inside a video game. However, her claim is purely speculative given that 

no participant observations were conducted to validate it. Besides, how social 

recluses are satirised in Doki Doki Literature Club! is not elucidated in Yi’s work, 

 
4 For details of this incident see News Unlimited staff and agencies (1999). 
5 Adding to this, Disgruntled Daytrader could be read as a satire on those who choose to 
play the game, due to their willingness to adopt a role that is (loosely) reminiscent of a 
murderer. This potential target of satire is not considered by Madsen and Johansson.  
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as dialogue, gameplay scenarios, and story developments in the game that might 

imply this are not cited. Additionally, the general reception of Doki Doki Literature 

Club! as a satire on the gaming genre of dating simulations (Wright, 2018), rather 

than social recluses, is unacknowledged. Thereby, while ambitious in its aim to 

discern the rhetorical techniques utilised in several (purportedly) satirical video 

games, Yi’s work avoids relaying comprehensive analyses of its objects of study.  

When scholarship on satire in video games does not suffer from shallow analyses 

of its case studies, it nonetheless indicates the need for research on videoludic 

satire to be developed in other ways. This is apparent in the work of Ferri (2013a; 

2013b), who examines the satire of video games produced by Molleindustria: a 

US-based, Italian game designer. Ferri usefully contextualises his work with an 

overview of the game designer’s reputation as an auteur of critical, politically 

charged, and often controversial games. This overview complements Ferri’s 

analyses of Oiligarchy (Molleindustria, 2008), Phone Story (Molleindustria, 2011), 

and Tax Evaders (Molleindustria, 2013), adding credence to his readings of these 

games as satires.6 Still, Ferri’s examination of satire in video games is by no 

means definitive: a fact he acknowledges by “stressing the need for further 

research in this area” (Ferri, 2013a: 47). Specifically, Ferri calls for the 

development of descriptive terms and research methodologies to better 

understand satire in games. Therefore, while the work of Sarian (2018), Bailes 

(2019), Morrissette (2020), Madsen and Johansson (2002) and Yi (2020) allude to 

the necessitation of further research on videoludic satire, the work of Ferri conveys 

this explicitly with a call to action. 

Ferri’s call is answered by this thesis, which introduces a range of terms to 

describe videoludic satire as well as proposing methods for distinguishing and 

analysing it. Thus, this thesis recognises the need for scholarly research on 

videoludic satire and subsequently offers it. Yet, this thesis does not just combat a 

lack of conceptualisations of videoludic satire. It also challenges existing 

theorisations of videoludic satire that are problematic. For example, Wilcox (2013) 

 
6 Oiligarchy is a business simulation game that foregrounds the exploitation of natural 
resources by the oil industry; Phone Story, which initially released as a downloadable app 
for iPhone products, is a self-reflexive game that dramatizes the process of smart phone 
production; Tax Evaders, a game stylised after the classic arcade game Space Invaders 
(Taito, 1978), centres on corporations trying to avoid paying taxes. 
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introduces the term ludic satire into game studies discourse to describe processes 

by which games satirise their players.7 An example of this can occur during a late 

stage of Metal Gear Solid 3: Snake Eater (Konami, 2004) (hereafter referred to as 

MGS3), where the player’s avatar is confronted by the spectres of their victims. As 

players of MGS3 choose to use lethal or non-lethal combat, the appearance of 

these spectres reminds trigger-happy players that they could have tranquilised or 

otherwise avoided in-game enemies. Therefore, it satirises players on the basis 

that they chose to pursue violence of their own accord (ibid.). However, in his 

theorisation of ludic satire, Wilcox claim that video games cannot effectively 

satirise players during fates sequences of gameplay. This is easily contested, 

though. In fact, the linear game Phone Story satirises its players by implying that 

they are complicit in child labor in the Congo (Ferri, 2013: 45). This is 

accomplished on the game’s diegetic level, as players move guards to monitor 

enslaved children, and on its extradiegetic level, as voiceover narration 

encourages players to consider the ethics of their gaming platform (ibid.). So, 

while Wilcox provides a noteworthy attempt at understanding videoludic satire as a 

mode of choice-based critique, his concept of ludic satire is too narrow and does 

not consider the full scope of satire in video games.8  

Alternatively, Schellekens et al. (2020) reconceptualise a taxonomy of game 

components proposed by Treanor et al. (2011) to produce a broad framework for 

game designers to foreground their satirical intent. Accordingly, they argue that 

satire can be expressed by a game’s operational elements (such as in-game 

characters and game mechanics) and its interpreted components (such as themes 

and aesthetics). Yet, while the taxonomy put forward by Treanor et al. may be 

useful in conceptualising games as discrete but interrelated meaning-making units, 

it does not lend itself well to categorising the ways in which videoludic satire can 

be expressed. This is because operational elements in isolation “do not provide 

sufficient information [...] on the game’s satiric intent” and thereby must “interact 

 
7 Ferri (2013a) also mentions “ludic satire” in a passing comment in reference to satirical 
games. However, he does not actively define this as a term connoting a particular form of 
criticism or a gaming genre, for instance. 
8 A mode of choice-based videoludic satire is conceptualised in this thesis (see Chapter 6 
on consequential satire). Although, this deviates from Wilcox’s ludic satire by not 
conflating player-choice with player-targeted satire. Moreover, it details how both the long- 
and short-term outcomes of player’s actions can express satire.  
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with interpreted components [...] to convey [this]” (Schellekens et al., 2020: 2). 

Indeed, as Kirkland asserts, meaning in video games “can be seen as located in 

the intersection between audiovisual design, gameplay, and context” (2009a: 164). 

Therefore, in separating these elements Schellekens et al. inevitably fragment the 

meaning of video game texts. As a result, despite aiming to address the satiric 

potential of facets of Treanor et al.’s taxonomy separately, Schellekens et al. must 

continuously cross-reference between these facets for their observations of 

videoludic satire to make sense. Accordingly, Schellekens et al. do not proposes a 

secure framework for the analysis of videoludic satire.  

Overall, the need for further research into satire in video games is made clear by 

extant scholarly work pertaining to the subject. Such works are hampered by 

partial allusions to satire (Sarian, 2018; Bailes, 2019; Morrissette, 2020), shallow 

analyses of satirical games (Madsen and Johansson, 2002; Yi, 2020), a lack of 

terminology for describing the ways videoludic satire can be communicated (Ferri, 

2013a; 2013b), as well as restrictive understandings and weak categorisations of it 

(Wilcox, 2013 and Schellekens et al., 2020). Responding to the need for further 

research on satire in games, this thesis contributes to the field of video game 

studies by producing an original taxonomy of videoludic satire. In doing so, it 

explores satire in video games and establishes several terms to describe the 

modes of videoludic satire. Taken collectively, these terms allow for the full scope 

of satire in video games to be explored. Furthermore, the terms do not classify 

videoludic satire arbitrarily. Rather, they consider the ways videoludic satire can be 

expressed by means of their representational, simulated, and interreactive 

qualities.9 Furthermore, in using the Dead Rising series of games to test the 

application of its taxonomy, the thesis makes a significant contribution to the 

burgeoning field of zombie studies.  

At present, the field of zombie studies focuses predominantly on folkloric, filmic, 

televisual, and literary zombie narratives. For instance, the publication company 

McFarland has a “Contributions to Zombie Studies” series that caters largely to 

these domains. Prominent publications such as Bishop’s American Zombie Gothic: 
 

9 The term interreactivity – sometimes stylised as inter(re)activity – was coined by 
Smethurst and Craps (2014) to describe the symbiotic relationship between players and 
game systems during gameplay. It describes how the game system reacts to the player 
and vice versa.  
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The Rise and Fall (and Rise) of the Walking Dead in Popular Culture (2010) and 

How Zombies Conquered Popular Culture: The Multifarious Walking Dead in the 

21st Century (2015) attest to this. Of course, this is not to say that zombie-based 

video games are wholly omitted from these texts. Rather, it is to say that the way 

these games are addressed is limited. With regards to Bishop’s former work, 

zombie-based video games are generally overlooked. In fact, he portrays such 

games as a means of preserving filmic zombie fictions during their decline in 

popularity in the 1990s rather than as distinguished objects of inquiry. Regarding 

Bishop’s later work, zombie-based video games are examined on their own terms. 

However, their examination entails a primary focus on their capacity for emotive 

storytelling at the expense of dissecting their gameplay rules and procedural 

rhetorics.10 By contrast, this thesis examines both the story-based and simulated 

facets of a collection of zombie-based video games. Using the Dead Rising games 

to exemplify and analyse the modes of videoludic satire, the research at hand 

presents the first extensive piece of research comprising a sustained analysis of a 

singular zombie-based video game series.11   

Preceding this thesis, literature on zombie-based video games generally arose in 

the form of independent chapters in books (Krzywinska, 2008; Kirkland, 2016), 

journal articles (Brock, 2011), and conference proceedings (Backe and Aarseth, 

2013). The first monograph dedicated entirely to examining zombie-based video 

games – Webley and Zackariasson’s The Playful Undead and Video Games: 

Critical Analyses of Zombies and Gameplay – was published in 2020. Though, it 

should be noted that this collection of essays encompasses a multifaceted 

approach to its subject matter. In other words, it analyses a plethora of zombie-

based games in relation to a range of topics, such as the enduring appeal of 

zombies to game designers (Barr, 2020), the construction of game worlds 

featuring the undead (Jørgensen, 2020), and even the influence of zombie-based 

games on international property law (Wiseman, 2020). Therefore, despite being 

 
10 Procedural rhetoric is a core concept in video game studies that was introduced by 
Bogost (2007; 2008): it describes the process through which arguments and values can 
be conveyed via rule-based mechanisms. 
11 There is a book called Unraveling Resident Evil: Essays on the Complex Universe of 
the Games and Films (Farghaly, 2014). Though, as its title suggests, it conflates the very 
separate universes of the games and their film adaptations: an error that would no doubt 
be considered blasphemous among many Resident Evil fans. 
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impressive in its scope, this monograph establishes critical space for more 

focused analyses of select zombie games and franchises – a space partly filled by 

this thesis. Therefore, while Webley and Zackariasson’s book “[opened] the door 

to further investigation [on zombie-based video games]” (Webley, 2020: 12) this 

thesis ventures through that metaphorical door.  

By applying its taxonomy of videoludic satire to the Dead Rising series, the thesis 

makes an original contribution to knowledge by challenging misconceptions of this 

series in academic discourse. The first misconception the thesis challenges is that 

“the point of playing the [Dead Rising] games is to shoot zombies, not understand 

a character’s persona” (Wetmore, 2011: 101).12 This is, of course, untrue. In fact, 

guns are relatively sparse across the Dead Rising games in comparison to other 

items like household decorations and toys. What is more, understanding character 

psyches in Dead Rising games is crucial to comprehend its story progression, as 

well as its videoludic satire. Secondly, readings of the first Dead Rising game 

made by Schott (2010; 2011) and Weise (2009; 2011) are called into question.13 

Both readings rely on comparisons between this game and George A. Romero’s 

Dawn of the Dead (1978): a satirical film that is responsible for popularising the 

notion of zombies as “consumer being[s]” as opposed to the zombified “African 

beings” of previous zombie fictions (Loudermilk, 2003: 87).14 Yet, each constructs 

its comparisons between Capcom’s game and Romero’s film to a different end. 

For Schott, the multitude of easily accessible commodities throughout Dead Rising 

1 ensures that it simulates consumerism in an idealised manner, wherein players 

can virtually fulfil their consumer desires unproblematically. In this sense, and 

accordingly with this thesis, consumerism is understood as the promotion of 

consumer interests and consumption. In other words, consumerism describes the 

 
12 This comment is made in a reductive, sweeping statement on the alleged purposes of 
several zombie-based video games: including the first Dead Rising game.  
13 Schott’s works are near identical. Therefore, hereafter only the most recent (2011) is 
cited in the thesis.  
14 The origin of the zombie can be traced to eighteenth-century Haiti, where it arose from 
folkloric tales told by enslaved Africans. These Africans were brought to Haiti by European 
colonisers in the seventeenth century to work on sugar cane plantations. The zombie was 
then introduction to Western (or more specifically American) popular culture in 1929 via 
William Seabrook’s The Magic Island: a sensationalist written account of the author’s 
travels in Haiti. Proceeding this, the zombie has since been appropriated in a multitude of 
popular cultural texts, like comic books, television shows, films, and video games.  
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process of “using up, destroying, or eating something” (Lehdonvitta et al., 2009: 

1062). Hence, Schott views Dead Rising 1 in opposition to Dawn of the Dead, 

claiming that “while the notion of mall-as-utopia is a flawed one for the characters 

in [Romero’s film], it works effectively for the player of [Capcom’s game] engaging 

in consumption as play” (2011: 147). On the contrary, Weise (2009; 2011) posits 

that Dead Rising 1 problematises consumerism and, by extension, Western 

capitalist principles by devaluing luxury goods. Indeed, in this game and its 

sequels items that symbolise wealth, like jewellery and ornaments, become less 

valuable than those with a practical use against in-game enemies, like chainsaws 

and swords. Alluding to Dawn of the Dead’s reception as a satire on American 

consumer culture (this is explored in-depth in Chapter 1), Weise also concludes 

that Dead Rising 1 “embrace[s] counter-cultural thinking” (2011: 166). That is, the 

game exhibits values that run contrary to those of mainstream society. However, 

the extent to which this game – and, by extension, its sequels – can be viewed as 

countercultural is debatable. 

Challenging the viewpoints of Schott and Weise, this thesis presents the nuanced 

argument that Dead Rising games do not satirise consumption – as Dawn of the 

Dead is often thought to. Instead, it argues that Dead Rising games 

recontextualize and adapt the core concept of Romero’s film to satirise excessive 

consumption, which it posits as a Western – and, more specifically, American – 

problem. In making this argument, the thesis synthesises key points made by 

Schott and Weise in their oppositional readings of Dead Rising 1. Namely, that this 

game (and its sequels) enables, and even encourages, players to indulge in 

consumer pleasures (Schott, 2011) while ensuring that such indulgences are not 

experienced unconditionally and without consequences (Weise, 2009).  

Methodology 

In this thesis, several modes of videoludic satire are identified: spatial satire, 

shared satire, auditory satire, temporal satire, and consequential satire. Together, 

these make up the taxonomy of videoludic satire this thesis presents. This 

taxonomy is applied to the Dead Rising series of video games to illustrate its value 

in producing interpretative analyses of video games as texts. Interpretative 

analyses occur when video games are “read as representing something else, as a 

symbol of the undercurrent of cultural and social concerns that surround [them]” 
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(Fernández-Vara, 2019: 240). Indeed, video games are significant facets of visual 

culture with discernible ideals, and analyses of the modes of videoludic satire bring 

these ideals to the forefront. As Salena and Zimmerman proclaim, the creation of a 

game is also the creation of culture, and so the “beliefs, ideologies, and values 

present within culture will always be a part of a game, intended or not” (2004: 

517). Likewise, King and Krzywinska (2006: 168) argue that:  

Games do not exist in a vacuum […] They often draw upon or produce 

material that has social, cultural or ideological resonances, whether 

these are explicit or implicit and whether they can be understood as 

reinforcing, negotiating or challenging meanings or assumptions 

generated elsewhere in society.  

And so, this thesis asserts that researchers can ascertain the ideological stance of 

video games by examining the modes of videoludic satire utilised within them. 

After all, as a critical practice, satire inherently conveys biases and leanings. As 

such, analyses of videoludic satire can be revelatory. Therefore, to reiterate the 

point made by King and Krzywinska on games in general, this thesis stresses that 

examinations of videoludic satire can reveal what values are being reinforced, 

negotiated, and/or challenged in video games.  

In applying its taxonomy of videoludic satire to the Dead Rising series, this thesis 

accomplishes the following: it determines what Dead Rising games satirise; it 

explains how Dead Rising games accomplish their satire; and it details the 

ideological implications of satire in Dead Rising games. To this end, the modes of 

videoludic satire are understood as analytical lenses (Carr, 2009: 4; Bizzocchi and 

Tanenbaum, 2011): perspectives through which researchers can study video 

game texts. Applying analytical lenses to video games is useful in identifying 

specific facets of the games for investigation. Hence, just as “a literary theorist 

might focus on the use of metaphor or imagery in a text, a game scholar may 

choose to focus on the dynamics of reward and motivation, or the believability of 

the game’s non-player-characters” (Bizzocchi and Tanenbaum, 2011: 10). In the 

context of this thesis, the construction of analytical lenses allows for the 

consideration of various manifestations of videoludic satire arising from the 

aesthetics and simulated properties of gamespaces (spatial satire); in-game 

characters (shared satire); in-game sound (auditory satire); the player’s temporal 

investments in gameplay activities (temporal satire); and the outcomes of in-game 



   
 

11 | P a g e  
 

choices made by the player (consequential satire). Due to the variety of ways 

videoludic satire can manifest, individualised research methods outlined by 

Consalvo and Dutton (2006), Pinchbeck (2009), and Summers (2016) are tailored 

to each analytical lens – these are described in detail as part of the respective 

chapter in which they are utilised. 

Using a mixed-methods approach to exemplify and explore videoludic satire, an 

interpretative analysis of the Dead Rising series is produced. Through this analysis 

it is revealed that the satirisation of excessive consumption in the Dead Rising 

series is dissimilar to the satirisation of American consumer culture in Dawn of the 

Dead from an ideological standpoint. Hence Dead Rising 1 is not countercultural, 

as Weise (2011) claimed, and neither are its sequels. Rather, these games are 

conservative in their legitimisation of hegemonic ideals, which can best be 

describes as neoliberal. In short, the thesis corroborates its taxonomy by applying 

it to the Dead Rising series of games and consequently producing interpretative 

analyses of these games. Accordingly, arguments made regarding the Dead 

Rising series serve to authenticate the primary argument of this thesis: that 

videoludic satire can manifest in a variety of ways.  

Definitions of Key Terms 

Several key terms used throughout this thesis require explanation. These are 

satire, videoludic satire, neoliberalism, and excess. Some of these terms are 

fraught with contention, and all must be contextualised for their use in this 

research. Definitions for these terms are as follows: 

Satire 

Satire is a multivalent concept seemingly resistant to definition. In fact, its 

etymology attests to this. The word derives from the Latin phrase lanx satura, 

which can be translated to “full plater” (Griffin,1994: 6; Diehl, 2013: 312), “a dish 

filled with a variety of foodstuffs” (Gilmore, 2018: 38), or a “mixed platter of fruits or 

nuts” (Greenberg, 2019: 11). Yet, despite its heterogeneousness scholars have 

attempted to define the concept. Or, at the very least, distinguish its key features.  

Scholarly attempts at defining satire are summarised by Griffin (1994) in what he 

calls the “old theoretical consensus” of satire. This consensus, which comprises 
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the work of academics produced during the early 1960s, indicates a relative 

stability in understandings of the term. According to this consensus, satire is “a 

highly rhetorical and moral art” that “is designed to attack vice or folly” using “wit or 

ridicule” (Griffin, 1994: 1). The purpose of satire according to the old theoretical 

consensus, then, is to “persuade an audience that something or someone is 

reprehensible or ridiculous” (ibid.). Using this definition, satire can be read as 

didactic – its attacks are motivated by a drive to elicit moral enlightenment and 

social change. Accordingly, targets of satire must be traceable to real-world 

referents despite at times being obscured by allegorical veils. Therefore, while 

satire may rely on fantasy to convey a message, it nonetheless evokes reality for 

the purpose of altering it. 

What Griffin (1994) refers to as the “old theoretical consensus” of satire, 

Greenberg (2019) refers to as “the canonical model” of satire. In a similar vein to 

Griffin, Greenberg amalgamates works from the 1950s and 1960s that suggest 

satire aims to implement moral judgement. According to Greenberg’s canonical 

model, satire “calls attention to individual or collective evil, and, explicitly or 

implicitly, urges the [audience] to participate in the censure of that evil” (13). In this 

regard, satire should pave the way for reformation. Thus, readers or viewers of 

satire ought to side with the satirist in condemning the shortcomings of others – or 

otherwise amend themselves upon being confronted with their own vices. As 

Griffin does before him, Greenberg highlights wit as an amusing technique in the 

satirist’s arsenal. Additionally, he points to humour, irony, parody, and caricature 

as communicative techniques by which satire can be expressed. As such, 

according to both Griffin and Greenberg’s accounts, satire in its traditional sense 

can be defined as a morally motivated – but nevertheless amusing – attack on a 

target that aims to cause its target to change.  

Sustaining the traditional notion of satire as outlined above, Declercq (2018) 

argues that contemporary satire requires a blend of entertainment and critique. To 

clarify, Declercq proposes that “something is entertaining when it provides 

aesthetic experiences which are fun and divertive” (2018: 323). Therefore, the 

techniques of satire accounted for in older definitions of satire (wit, exaggeration, 

humour, and so forth) are sustained in his modern conceptualisation of satire. 

Furthermore, Declercq defines critique as “a committed moral opposition against a 

target, sustained by an analysis of that target’s perceived social wrongness” (ibid). 



   
 

13 | P a g e  
 

This transcends mere disapproval, and instead “involves a committed effort toward 

resolving or alleviating the target’s perceived social wrongness, if only by raising 

awareness about it” (ibid). Therefore, as with those scholarly consolidations on 

satire recounted by Greenberg and Griffin, Declercq’s definition of satire privileges 

moral didacticism. It centres around targeted criticism, which condemns moral ills 

to initiate reform. For Declercq, satire is an attempt at initiating societal change 

and this effort is conveyed by means of entertainment. 

A major flaw in the above-mentioned understandings of satire lies in their 

privileging of satire’s alleged moral purpose. This emphasis on morality is 

ultimately disputed by Griffin and Greenberg, both of whom draw upon Elkin 

(1973) to cast doubt over the professed moral sentiments of canonical satirists. 

For instance, Jonathan Swift (1667-1745) wrote that he produced his satires “with 

a moral View designed / To cure the Vices of Mankind” while his contemporary 

Alexander Pope (1688-1744) asserted that satire “heals with Morals what it hurts 

with Wit” (both cited in Greenberg, 2019: 15).15 Yet, the sincerity of both claims is 

doubtful. This is because, as Elkin argues, satirists active during the eighteenth 

century were often inclined to defend their work against critics who perceived it as 

little more than an exercise in sadism and spitefulness. Hence, defensive 

interjections like those mentioned above may only exist to deflect disapproval by 

indicating that works of satire have a higher purpose: to teach right from wrong 

rather than to spread vindictiveness (Griffin, 1994: 25). Greenberg (2019: 16) also 

asserts that references to the alleged moral underpinnings of satirical works by 

their practitioners were little more than clichéd claims with little substance. 

Accordingly, the promotion of satire as a moral endeavour on the part of its 

creators can be viewed as an inauthentic authorial practice. In other words, to 

point out the moral virtues of satire is an act of convention rather than candour.16  

With the alleged reformative power of satire in dispute, questions arise as to what 

the purpose(s) of satire may be. Several purposes of satire are suggested by 

Griffin (1994), who indicates that satire can be “an exploratory attempt to arrive at 

 
15 These two quotations originally appeared in Swift’s Verses on the Death of Dr. Swift and Pope’s Imitations 
of Horace respectively. 
16 In a modern-day context, this is rather sardonically pointed out in an instance of self-reflexivity on the 
part of the satirical publication The Onion, who define satire as “the act of being a wise-ass and saying it’s 
for a higher purpose” (cited in Greenberg, 2019: 17). 
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truth” (52), “a critique of false understanding” (52), an attempt “to win the 

admiration and applause of a reading audience not for the ardour or acuteness of 

its moral concern but for the brilliant wit and force of the satirist as rhetorician” 

(71), or an activity in which the satirist is able to “indulge in [their] imagination’s 

power to create” (94). All four of these proposed purposes adhere to Feinberg’s 

rather loose definition of satire as “a playful critical distortion of the familiar” (1967: 

19), while the third in particular is reinforced by Diehl’s admission that “[s]atire 

typically sacrifices the quality of moral arguments in order to meet the requirement 

of displaying wit or entertaining the audience” (2013: 312). Crucially, all these 

purposes indicate that satire is more likely to entertain, intrigue, or spite its 

audiences than alter their actions or ignite within them the sparks of revolutionary 

upheaval.17   

It is likely due to the ease in which traditional notions of satire can be destabilised 

that Griffin observes a general retreat from grand theorisations regarding “the 

nature of satire” (1994: 31). Similarly, Greenberg sees a tendency among 

researchers to “put the definitional questions to one side” (2019: 12) in favour of 

commencing with the analysis of texts. Yet, there is a recurring strategy in 

contemporary scholarship to conceptualise satire based on the shared features of 

texts that appear to be satirical. This enables the researcher to avoid the rigidity of 

traditional definitions but does not mean that they must abandon a framework of 

satire entirely. For instance, Hume (2007) proposes nine features that are 

common in satirical works; these consist of a targeted attack, humour or wit, a 

sense of haughtiness on the part of the author, elements of distortion or fantasy, 

the acknowledgement of a moral/existential truth, authorial indignation, a purpose 

to inquire rather than outright condemn, a clear moral standard, and a reformative 

aim. None of these are considered by Hume to be essential to satirical texts, 

neither is this list deemed by Hume to be all-encompassing. In fact, Hume 

explicitly remarks that “one could doubtless add other features” (306). However, 

with an increase in the features present comes a higher likelihood that any text 

could be interpreted as satire.   

 
17 Greenberg also undermines the reformative power or satire with reference to Swift, who wrote that 
“[s]atire is a sort of glass, wherein beholders do generally discover everybody’s face but their own” (cited in 
Greenberg, 2019: 16). In this way, even the targets of satire can fail, or choose not to recognise, the 
criticism they are subjected to. Instead, they may simply divert it elsewhere.  
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Like Hume, Condren (2012) promotes a recognition of satire “by virtue of a 

contingent range of characteristics” (386). Such characteristics are provided in 

speculative lists pertaining to the purposes of satire (“moral criticism”, 

“amusement” and “group consolidation”) and its techniques (“ridicule, irony, or 

some form of humour”) (ibid.). These differ from Hume’s features in that they tend 

to favour stylistic features over those pertaining to authorial intent. Moreover, as 

with Hume’s work, Condren’s listings are not exhaustive. To demonstrate this, in 

his critique of the potentially endless number of features a cluster account of satire 

might accommodate, Declercq proposes that Condren’s list might welcome such 

additions as “absurdity, analogy, attack, fantasy, grotesquery, exaggeration, [and] 

transgression” (2018: 320). As such, while cluster accounts of satire may be 

viewed as beneficial – especially as they ease the rigidity of traditional definitions – 

they also come with their own difficulties. For one, the exact number of features 

required to distinguish satire is prone to debate. What is more, the proposed 

familiarities of satire may eventually broaden to the point of all-inclusiveness, 

undermining the concept entirely. If everything can be considered satire the term 

becomes meaningless. 

Herein lays the dilemma in contemporary scholarship on satire. An essentialist 

definition of satire is easily destabilised and leads to a wider understanding of the 

term based upon shared characteristics between satirical works. Then, this 

updated understanding of satire inevitably becomes too expansive and requires a 

more discriminatory definition to avoid becoming all-encompassing. Such a 

cyclical process accomplishes little more than a continuous back and forth within 

scholarly debate. As a result, it is more fruitful for researchers to construct 

stipulative definitions of satire to contextualise the term in relation to their own 

studies, as this thesis does. In this thesis, satire is defined as a targeted attack (on 

a specific person, group, institution, or practice) that is communicated in an 

entertaining manner.  

Satire directed toward an individual may be labelled lampoon or invective, but the 

distinction between the former and latter two terms is unstable. Satire and 

lampoon have long been conflated, with Samuel Johnson’s A Dictionary of the 

English Language (1755) defining lampoon as “[a] personal satire” (cited in 

Gilmore, 2018: 8). Furthermore, in contemporary scholarship, Greenberg (2019: 
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47) has stated that invective can be considered a technique of satire. Therefore, 

personal criticisms are incorporated into the definition of satire used by this thesis. 

Attacks of satire might involve denouncing the alleged immorality of a target and, 

as a result, indicate attempts by satirists to amend the behaviour of their targets. 

Consequently, this thesis retains prior understandings of the satire. However, it 

also acknowledges that the scope of satiric attacks must be broadened. Attacks of 

satire cannot exclusively be envisioned as the attempts of a morally superior 

satirist to change the ways of an iniquitous target. Satire can condemn many 

discernible flaws, even personal shortcomings that might not be considered 

immoral. Knight observes several of these flaws in works of satire, such as 

“ugliness, clumsiness, foolishness, bad taste, [and] stupidity” (2004: 5). 

Excessiveness by way of acquisitiveness and gluttony can likewise be added to 

this list, as excessiveness is satirised the Dead Rising games and is not typically 

considered immoral. Therefore, moral purposes may be discernible within works of 

satire, but they are not essential to its attacks. Satire may be more concerned with 

impressing or amusing audiences that advocating for individual or societal change.  

Any potential for the attacks of satire to trigger societal change is not assumed by 

the definition of satire provided by this thesis. It would be incorrect to assume that 

satire always aims to be transformative. This is especially true of videoludic satire 

in Dead Rising games, which enforces rather than challenges dominant cultural 

values. To clarify, targeted attacks on excessive consumption often manifests as 

vilifications of acquisitiveness in Dead Rising games. Yet, these games encourage 

virtual acquisitiveness with their abundance of in-game resources.18 Thus, Dead 

Rising games satirise, and thereby critique, excessive consumption, but their 

critiques cannot be likened to those envisioned by Declercq – as “committed 

effort[s] toward resolving or alleviating [a] target’s perceived social wrongness” 

(2018: 323). Instead, satire in these games critiques excessive consumption by 

depicting it as problematic while also showing complicity with it. The attacks of 

satire in these games, then, function less as calls for societal change and more as 

figurative “safety valve[s]” (Gilmore, 2018: 184). Hence, they allow “dissatisfaction 

 
18 On a metatextual level, the games also rely on mass consumption. They consist of 
physical and downloadable products that must be purchased on a large scale to surpass 
their development costs, after all. 
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with an existing state of affairs [the excesses that Western capitalism fosters, for 

instance] to dissipate itself harmlessly” (Gilmore, 2018: 184-5). Attacks of satire 

must also be understood as a means of releasing feelings of frustration without 

altering the status quo. This is not to say that these attacks lack importance 

though, as they are still indicative of cultural tensions: like the simultaneous 

discontentment with and conformity to neoliberal rationalities in Dead Rising 

games.  

The entertaining manner by which satire is expressed does not allude to the 

medium through which satire is communicated. Otherwise, as video games are a 

popular form of entertainment, any criticism expressed by a video game would be 

taken as satire by default. Instead, the entertaining manner by which satire is 

expressed alludes to the techniques of satire, such as those described by 

Feinberg and stated earlier (incongruity, surprise, pretense, and superiority). 

Arguably, though, the most recognisable of these techniques are likely wit or 

humour (Griffin, 1994; Hume, 2007; Condren, 2012; Declercq, 2018; Greenberg, 

2019). Moreover, other techniques of satire include parody, exaggeration, allegory, 

grotesquery, caricature, and irony. These techniques ensure that satire is 

conveyed in a way that can typically be thought of as amusing. Thus, satire does 

not merely amount to unadulterated criticism. For instance, stating that people who 

are infatuated with material possessions are mindless is a criticism. In contrast, 

portraying an apocalyptic setting wherein zombies allude to mindless shoppers 

due to their occupation of retail-oriented spaces is satire.  

Videoludic Satire  

The term videoludic satire is illustrative of satire that is expressed by way of 

environmental exploration and utilisation (spatial satire), character interactions 

(shared satire), auditory output (auditory satire), the player’s use of time (temporal 

satire), and outcomes stemming from the player’s decisions (consequential satire) 

in video games. In other words, it is a catch-all term for the modes of satiric 

expression in these games.19   

 
19 Video games in this thesis are understood in the same way that Frasca describes them: 
as “computer-based entertainment software” that is “either textual or image-based” and 
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The adjective videoludic is useful when describing satire in video games most 

obviously because it implies that the phenomenon of satire is to be understood in 

the context of video games. More importantly for this thesis, though, are the 

connotations this word carries in academic discourse. Specifically, its indication of 

the ways that video games convey meaning to players. For instance, Newell 

(2016) dissects the “videoludic experience” (33) of games belonging to the survival 

horror genre: the genre that games in the Dead Rising series belong to. 

Specifically, he argues that Outlast (Red Barrels, 2013) subverts “videoludic 

expectations” (37) when the player’s avatar is held captive and their agency, 

alongside that of the player’s during gameplay, is suspended. Likewise, Perron 

(2005) asserts that monsters in video games, such as zombies, are crucial to the 

“videoludic experience of fright” (n.p.) due to their threat to the player’s avatar, 

their challenge to the player’s agency, and their grotesque designs. He even 

names his monograph on horror-based video games “a study in videoludic horror” 

(2018).  

Hence, the word videoludic signifies both the aesthetics of video games and their 

capacity to arouse what Newman describes as a “sense of first-hand participation 

in a gameworld” (2013: 25) – the latter of which is what makes video games 

unique. Therefore, videoludic satire is an appropriate term not only because it 

situates satire in the realm of video games, but because it alludes to how satire in 

video games can be expressed in ways that are both similar and dissimilar from 

expressions of satire in other media. Importantly, the word videoludic calls to mind 

the aesthetic and interreactive features of video games, both of which are vital to 

each mode of videoludic satire identified in this thesis.  

Neoliberalism (and Neoliberal Values in Video Games) 

Neoliberalism is a broad term, or a “catch-all expression” as Eagleton-Pierce 

(2015: xiii) calls it, that refers to “several related economic and cultural 

developments [emphasising] the free market, individual entrepreneurship, private 

property rights, financialization, and deregulation” (Jagoda, 2020: n.p.). These 

economic and cultural developments rose to prominence in Western societies – 

 
uses “any electronic platform such as personal computers or [games] consoles” while 
involving “one or multiple players in a physical or networked environment” (2001: 4). 
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notably the United States of American and the United Kingdom – during the 1980s 

and have remained prevalent since.20 Primarily, then, neoliberalism describes the 

naturalisation of capitalism as the only valid mode of economic conduct. 

Consequently, it signifies the promotion of socio-economic competition and self-

interest, as well as the internalisation of these principles within social phenomena 

and leisure activities – like video games (Baerg, 2012; 2014). Thus, as the 

dominant “cultural paradigm” (Bailes, 2019: 13) in which video games have been 

(and continue to be) developed and consumed, it serves as an appropriate lens 

through which to examine Dead Rising games.  

Focusing on the internalisation of neoliberal rationalities in video games, this 

thesis follows Bailes’ understanding of neoliberalism as “an ideological 

background” (2019: 13). Hence, it understands neoliberalism as the promotion and 

glorification of ideals relating to “self-reliance and the notion that each of us is 

responsible for our own financial [and personal] circumstances, which we should 

naturally aspire to improve” (ibid.). Idealised neoliberal subjects then, as 

constructed in video games, consist of individuals who are “free and autonomous, 

but also disciplined and responsible” (Oliva et. al., 2016: 611). Although, it must be 

stressed that these characteristics must necessarily intertwine for a video game to 

be seen to express neoliberal ideals. This is because the notion of freedom is a 

central tenet of video games, with players often feeling as though they can “act 

and go where they choose inside the universe of [a] game” (Muriel and Crawford, 

2020: 148). Therefore, simply equating freedom in terms of player actions and 

choices with neoliberalism is problematic and would lead to the assumption that all 

video games invoke neoliberalism (Baerg, 2014: 195). This is, of course, not 

true.21 

 
20 Although, the origins of these economic and cultural developments can be traced back 
to those of eighteenth-century liberalism, which emphasised free market capitalism 
(Baerg, 2012: 156-7; 2014: 187). Incidentally, commercial video games also became 
prominent on the media landscape during the 1980s.  
21 The indie video game Peak Bleak Blues (and other moods) (Connor Sherlock, 2019) 
does not allude to neoliberal values, for example. This game consists of several locales 
for the player to explore and contains no goals, no character customisation options, and 
no objects to be interacted with. The player’s choice of where to go does indicate 
freedom, but not in a way that conjures notions of discipline/responsibility.  
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Prior research has indicated the manifestation of several neoliberal rationalities in 

video games. This research is referred to throughout the thesis as and where 

relevant in using its taxonomy of videoludic satire to uncover the ideological 

implications of Dead Rising games. That is, the capacity of these games to 

legitimise neoliberal values. Specifically, in satirising excessive consumption, the 

neoliberal values legitimised in Dead Rising games are as follows: the ability to 

manage resources efficiently (Baerg, 2009; 2012; 2014; Oliva et. al., 2016; Pérez-

Latorre and Oliva, 2017), individualism (Baerg, 2012; Pérez-Latorre and Oliva, 

2017), self-discipline (Millington, 2009), and an awareness of (and capacity to 

manage) risk (Baerg, 2009; 2012; 2014; Millington, 2009; Oliva et. al., 2016). 

These are all discernibly neoliberal because they prioritise “the idea of the player 

as being in control, in control of their actions and the outcomes of these actions in 

the game” (Muriel and Crawford, 2020: 140). Hence, these values encourage 

players to aspire toward self-sufficiency in their respective gameplay contexts. 

Moreover, they frame the (potential) failings of players as the result of their own 

“deficiencies or lack of effort” (Muriel and Crawford, 2020: 152).  

The above-mentioned neoliberal values are present in other zombie-based video 

games, as well as horror-based video games more broadly. For example, the 

Resident Evil (Capcom, 1996-present) and Silent Hill (Konami, 1999-2014) series 

of games tend to involve players guiding solitary characters through danger-laden 

environments and managing limited in-game supplies. But it is important to 

remember that not every zombie/horror-based game expresses these values. 

Games like Left 4 Dead (2008) and Left 4 Dead 2 (2009) emphasise teamwork as 

opposed to individualism with their four-player cooperative campaigns. In addition, 

Layers of Fear (Bloober Team, 2016) does not encourage disciplined resource 

management as it contains no resources to be managed. As a result, neoliberal 

rationalities cannot be considered as generic factors in zombie/horror-based video 

games. So, their presence in Dead Rising games cannot be presumed. Instead, it 

must be proven – as it is in this thesis, via the application of its taxonomy of 

videoludic satire.  

Excess 

As with satire, the word excess has several meanings. Williams (1991) uses the 

term to describe the visual spectacle of human bodies in pornography, horror, and 
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melodrama (what she calls “body genres”), as well the physical and emotional 

responses of viewers of these three types of film. On the former, Williams 

describes the portrayal of bodies in a state of convulsion; “of the body “beside 

itself” with sexual pleasure, fear and terror, or overpowering sadness” (1991: 4). 

On the latter, she contends that viewers are “caught up in an almost involuntary 

mimicry of the emotion or sensation of the body on the screen” (ibid.). In this 

context, the word excess possesses a similar meaning to “over-involvement” 

(Williams, 1991: 5); it refers to the manner in viewers can be “too directly, too 

viscerally manipulated” (ibid.) by a filmic text.  

William’s understanding of excess – as both bodily spectacles and the visceral 

responses of an audience to those spectacles – is applied to horror-based video 

games by Perron (2009) and Carr (2014). For Carr, the excesses of Dead Space 

(Electronic Arts, 2011) – that is, the abject bodies of undead enemies, spectacular 

character deaths, and plentiful gore – allude to discourses on disability to 

“generate generically appropriate sensations such as fear and dread” (2014: n.p.). 

For Perron, the video game genre survival horror can be classed as an “extended 

body genre” (2009: 125). This is because, as Perron argues, video game players 

are not just susceptible to mimicking the emotions/sensations of on-screen bodies; 

in addition, these players are “also urged to act and feel through [their] presence, 

agency and embodiment in the fictional [worlds of these games]” (125). This is 

especially apparent during gameplay wherein the player’s avatar has no 

discernible emotion. For example, Dead Space’s Isaac Clarke can be heard 

grunting and groaning in anguish during combat, but his helmet obscures his face 

(and by extension his emotions) for much of the game. Players of Dead Space 

may still experience anxiety and terror when controlling Isaac, though. After all, it 

is not the player’s avatar who is meant to be scared, rather it is the player who 

should experience fear by way of their embodied presence in the world of a 

survival horror game (Perron, 2009: 131). 

Respectively, Carr and Perron use William’s notion of excess to contribute to 

studies of video games by exploring a single case study (Dead Space) and a 

gaming genre (survival horror). However, the classification of excess as an 

experiential phenomenon relating to surplus emotion is not the primary concern of 

this thesis. Specifically, the thesis is more concerned with excesses relative to 
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surplus consumption. In other words, it considers excess in the context of 

acquiring more goods or eating more food than is necessary. As such, it envisions 

excess in a quantifiable manner. Therefore, to use the words of Bauman (2001: 

85), according to this thesis: 

To be ‘in excess’ means to be too many, or too much: too hot or too 

cold, too spicy or too bland, too tall or too short, too bold or too meek, 

too hard or too soft, too light or too dark, too frequent or too rare, too 

crowded or too empty... ‘Too’ signals that something is not really 

necessary, desirable or pleasing. ‘Too’ means redundancy; 

uselessness; waste. 

In short, excess is defined here as “having too much of something” (Abbott, 2014: 

2). For example, the world of Minecraft (Mojang Studios, 2011) can be viewed as 

excessive given that, even within its technical limitations, “the proper ‘maximum’ 

size of [its] world would still be 9.3 million times the surface area of the Earth” 

(Lobo, 2019: n.p.). 

Bauman contrasts the notion of excess with that of normality. Indeed, excess 

indicates the violation of a “standard, a norm, a just and proper measure” (ibid.). 

This raises the question of what the “proper measure” of something is. In Dead 

Rising games, consumption can be thought of as excessive when it infringes on 

the avatar’s wellbeing and responsibilities. Thus, the “proper measure” of virtual 

consumption in these games is that which negates harm to their avatars and 

allows the player to progress through their story-based missions. Hence, as the 

conservatism of Dead Rising games is deciphered through analyses of their 

videoludic satire in this thesis, so too is a legitimisation of the neoliberal demand to 

“enjoy responsibly” (Bailes, 2019: 20) made apparent. Bailes describes this 

demand succinctly when he writes that: 

On one hand we are supposed to feel guilty if we are not virtual 

workaholics, because any failure to meet constant career targets is a 

sign we don’t work hard enough. On the other hand we are encouraged 

to binge watch box sets of “must see” TV shows and lead busy social 

lives, as well as go to the gym and spend “quality time” with our 

spouses and children, all of course while getting plenty of sleep, eating 

well and avoiding stress. (ibid.) 

Of course, the paradoxical nature of responsible enjoyment in a real-world 

context should be noted. As Bailes asserts, “there is always more enjoyment 
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to be had, but too much makes us irresponsible, while being too responsible 

means failing to enjoy enough” (ibid.). Yet, Dead Rising games validate this 

neoliberal demand. In satirising excessive consumption, Dead Rising games 

convey the message that one should not overindulge. At the same time, 

though, in-game consumption is permitted, and even encouraged, by the 

games, so long as it does not infringe upon gameplay objectives.  

The key findings of the thesis – those being that Dead Rising games allow 

for, but satirise, excessive consumption and in doing so legitimise neoliberal 

ideals – indicate an expansion of Bailes’ (2019) four proposed responses to 

neoliberalism. These responses, which Bailes argues are embedded in video 

games, are named hedonism, cynical self-interest, escapist defeatism, and 

reformism. In exemplifying these responses, Bailes envisions gamespaces 

as playgrounds wherein the idea of fulfilment through “consumer pleasures” 

reigns supreme (7), as battlegrounds in which “individualistic competition [is 

seen as] as an unavoidable reality” (8), as wastelands that envisages “the 

economic system is too powerful to challenge” (8) and as prisons wherein 

subjects fail to challenge the status quo by targeting “particular instances of 

corruption” rather than questioning why such corruption exists in the first 

place (8).  

At face value, Dead Rising games appear to align with Bailes’ perception of video 

games as playgrounds. Supporting this alignment, Willamette, Fortune City, and 

Los Perdidos all contain an abundance of commodities ready to be claimed by 

their avatars/players. What is more, their post-apocalyptic conditions indicate the 

possibility “frictionless” consumption, which videoludic playgrounds typically permit 

(Bailes, 2019: 27). With most of their denizens dead and nobody to enforce 

conventional societal rules, items become free for the taking. Yet, consumption in 

Dead Rising games is not frictionless, as analyses their videoludic satire proves. 

Instead, consumption in these games is impeded due to their multitude of undead 

enemies. Likewise, consumption is disparaged by the limited affordances of in-

game items and is even punished by game-systems when engaged in excessively. 

In addition, the allure of consumption is persistently challenged by diminishing 

timers, which direct players to fulfil their avatar’s responsibilities as a journalist, a 
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father, and a mechanic. Thus, while playgrounds encourage pleasure, Dead 

Rising games encourage measured pleasure.  

Dead Rising games adopt the blueprints of playgrounds with their simulated 

consumer spaces. However, through their satire on excessive consumption these 

games ultimately subvert the core concept of playgrounds as spaces wherein 

enjoyment supersedes responsibility. As such, Dead Rising games consist of (anti-

)playgrounds in which pleasure in excess is encouraged while regularly being 

interrupted by duty. This implies the existence of an additional response to 

neoliberalism not covered in Bailes’ work: a response this thesis calls 

endeavouring equilibrium. This response is characterised by an oscillation 

between the drive to enjoy and the drive to be responsible. In Dead Rising games, 

this oscillation manifests as players are simultaneously pulled toward excessive 

consumption play and the various obligations of their avatars. Of course, as 

mentioned earlier, the demand to enjoy responsibly is a paradoxical one because 

enjoyment negates responsibility and vice versa. Hence, “we cannot satisfy either 

side of [this demand]” (Bailes, 2019: 20). Although, through their repeated 

satirisation of excessive consumption, the Dead Rising games communicate the 

message that such a balance is possible; one must only be disciplined enough to 

make it happen. 

Synopses of Case Studies 

The Dead Rising series (2006-2017) was created by Japanese video game 

producer Keiji Inafune and originally developed by Capcom in Osaka, Japan. 

Following the release of the first game, development of the series continued in 

Canada under Capcom Vancouver – which was known as Blue Castle Games at 

the time of Dead Rising 2’s release. The Dead Rising series comprises a collection 

of open-world, survival horror video games focusing on zombie outbreaks in the 

United States of America. Clarified below are the premises, gameplay elements, 

and stories of each game. Indicative of each game’s satire, allusions to excessive 

consumerism feature primarily in the latter two of these foregrounded areas. 

Dead Rising  

Dead Rising, hereafter referred to as Dead Rising 1, was released for the Xbox 

360 on August 8th, 2006. Players of this game control Frank West, a 
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photojournalist who travels to the town of Willamette, Colorado, after being 

informed that something newsworthy is happening there. Arriving at the town’s 

mall by helicopter, Frank soon discovers that a zombie outbreak has occurred and 

(player permitting) spends the following three days investigating the incident.  

Gameplay activities in Dead Rising 1 are largely determined by a timer. This timer 

counts down seventy-two hours of in-game time from when Frank arrives at the 

Willamette Parkview Mall. One minute of in-game time equates to approximately 

five seconds of real time in the first Dead Rising game (as it also does in Dead 

Rising 2 and 3). Main missions in Dead Rising 1 are called Cases. These involve 

investigating the zombie outbreak and uncovering the story of the game. Side 

missions are called Scoops. These mostly involve rescuing friendly survivors and 

killing hostile ones; the latter of whom are referred to as Psychopaths. Cases and 

Scoops are triggered at specific times and/or under certain conditions. For 

instance, Dead Rising 1’s first scoop is activated at 12pm during Frank’s first day 

in the Willamette Mall no matter what the player does. Alternatively, Case 2-2 is 

only triggered should the player complete Case 2-1 before 7am on Frank’s second 

day inside the mall.  

During interim periods between Cases and Scoops, players of Dead Rising 1 are 

free to explore the game’s mall setting (players are also free to do this for the full 

seventy-two hours of in-game time should they elect to ignore missions). Here, 

players can find a variety of commodities: several of these can be carried at once 

by Frank and most can be used as weapons. Using Frank’s camera, the player 

can take photographs of the Willamette Parkview Mall and its inhabitants. 

Completing missions, killing zombies, and taking photographs awards players with 

PP (Prestige Points). Gaining enough PP will cause Frank to “level up”, thereby 

enhancing his abilities. For example, levelling up could grant Frank more health or 

increase his item-carrying capacity. Likewise, PP is attainable in future Dead 

Rising games where it contributes toward the development of the player’s avatars.  

The completion of Cases in Dead Rising 1 reveals that the zombie outbreak in 

Willamette was caused by a Central American terrorist named Carlito Keyes with 

the support of his little sister, Isabela. Carlito caused the zombie outbreak in an act 

of revenge against the United States of America after the U.S. sanctioned 

destruction of Santa Cabeza: the hometown of the Keyes siblings. In Santa 
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Cabeza, the U.S. was conducting illegal research into wasp-like insects that turned 

animals into zombies. This project was led by Dr Russell Barnaby, an elderly man 

who inhabited Willamette at the time of Carlito’s attack. The American researchers 

had hoped their studies would provide them with a means of mass-producing 

cattle. Such research was deemed “absolutely necessary” by Dr Barnaby to cater 

to U.S. citizens’ excessive consumption of meat products. Dead Rising 1 has 

several endings, with the best one alluding to Frank and Isabela’s escape from the 

zombie infested town of Willamette.22 

Dead Rising 2 

Dead Rising 2 released for the PlayStation 3 and Xbox 360 on September 24th, 

2010. Its players control Chuck Greene, a former motocross champion partaking in 

a gladiatorial gameshow called Terror Is Reality. This gameshow involves 

contestants slaughtering hordes of the undead for sizeable cash prizes. After a 

show in Fortune City, a Nevada-based resort reminiscent of Las Vegas, zombies 

are intentionally released from their holding pens by an unknown figure.  Following 

this event, a large-scale zombie outbreak ensues in Fortune City. Chuck is framed 

as the perpetrator of the outbreak, which is reported as an act of terrorism by news 

outlets. The protest group CURE (Citizens for Undead Rights and Equality) and its 

leader, Stacey Forsythe, are also placed under suspicion due to their history of 

denouncing the Terror Is Reality gameshow. Consequently, Chuck must spend the 

next three days finding evidence of his and CURE’s innocence before a military 

rescue team arrives.  

Like Dead Rising 1, gameplay activities in Dead Rising 2 are largely determined by 

a seventy-two-hour timer. Story missions and side-missions in Dead Rising 2 also 

replicate those of the first game, with the former focusing on uncovering the truth 

behind the game’s zombie outbreak and the latter dedicated to rescuing or killing 

survivors. Additional story missions are added to Dead Rising 2, though, which 

involve Chuck seeking the lifesaving drug Zombrex for his infected daughter, 

 
22 Dead Rising 1 was also re-released for the Nintendo Wii as Dead Rising: Chop Till You 
Drop (Capcom, 2009) (hereafter referred to as Dead Rising: CTYD). This game has the 
same premise and story elements described above; furthermore, it foregrounds excess 
with its title, which is a reworking of the idiom “shop till you drop”. However, the game’s 
missions are treated as individually levels and are also ranked, with players receiving 
higher rankings for faster completion times.  
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Katey. Chuck’s daughter must be given Zombrex every twenty-four hours in game 

time, or else she will turn into a zombie. The drug can be bought from looters at 

extortionate prices with in-game dollars or it can be found throughout Fortune City 

for free. Money can be obtained by playing or destroying slot machines or 

competing in poker competitions, for instance. Commodities feature strongly in 

Dead Rising 2, as in its predecessor, and can once again be used as weapons. 

Furthermore, some of these commodities can now be combined into stronger 

items called Combo Weapons. 

The completion of Cases in Dead Rising 2 reveals that the game’s zombie 

outbreak was caused by Tyrone King, the host of Terror Is Reality. Having 

instigated the outbreak, Tyrone attempted to rob Fortune City’s casino vaults; the 

inference here being that his actions were motivated by greed. However, the true 

orchestrators of the Fortune City outbreak are later revealed to be Phenotrans, the 

manufacturers of Zombrex. Phenotrans needed a fresh supply of zombies to 

“harvest” as the undead form an integral part in the development of their drug. As 

a result, the corporation paid Tyrone to cause the Fortune City Outbreak (they did 

not plan for Tyrone’s subsequent looting of the city, though). Further benefitting 

Phenotrans, zombie outbreaks create new customers for the corporation as 

infected survivors rely on Zombrex to survive. Hence, a macabre cycle of supply 

and demand is propagated by the pharmaceutical organisation. There are several 

endings to Dead Rising 2, with the best one involving Chuck escaping Fortune City 

with Katey, Stacey, and evidence of his innocence and Phenotrans’ corruption.23 

Dead Rising 3 

Dead Rising 3 is set several years after its predecessor at around 2020 and takes 

place several days into a zombie outbreak in the Californian city of Los Perdidos. 

The game released for the Xbox One on November 22nd, 2013. Players of Dead 

 
23 Dead Rising 2 was re-imagined as Dead Rising 2: Off The Record (2011) (hereafter 
referred to as Dead Rising 2: OTR). This game largely replicates the story of its 
predecessor but contains some changes. Most notably, the player controls Frank West 
instead of Chuck Green. Hence, the player must seek Zombrex for their infected avatar 
rather than their avatar’s infected daughter. Moreover, while Dead Rising 2: OTR’s zombie 
outbreak is still caused by Tyrone King under orders from Phenotrans, Stacey Forsythe is 
also revealed to be an agent of Phenotrans in this game. The game is considered non-
canon.  
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Rising 3 control Nick Ramos, a mechanic who is building a plane to escape Los 

Perdidos with his friends. He has six days to do this before the U.S. military 

firebombs the city. 

As in former Dead Rising titles, gameplay tasks in Dead Rising 3 are time 

sensitive. Story missions involve collecting plane parts and rescuing/recruiting 

Nick’s friends, while side missions are conceptually identical to those featured in 

previous games. Even more commodities can be collected, combined, and 

weaponised in Dead Rising 3. Furthermore, there is an increased prevalence of 

vehicles in this game. Players can use vehicles to travel around Los Perdidos, an 

area that is larger than the Willamette Parkview Mall and Fortune City areas 

combined. As a mechanic, Nick can combine vehicles into Combo Vehicles, which 

sustain more damage from, and do more harm to, zombie hordes. Dead Rising 3 

is also compatibility with the Kinect, meaning that players can use their voices to 

issue directional commands to survivors, aggravate Psychopaths, and draw the 

attention of the undead. 

The completion of missions in Dead Rising 3 reveals that the game’s zombie 

outbreak was caused by the U.S. Secretary of Defence, General John Hemlock, 

and Phenotrans executive Marian Mallon. The former aimed to harness zombies 

as bioweapons, while the latter hoped another zombie outbreak would draw out an 

immune citizen from which to develop a permanent cure for zombiism. Initially, 

Marian was reluctant to cause the Los Perdidos outbreak, but she was 

encouraged to do so by Isabela Keyes. Nick is revealed to have immunity to the 

zombie virus and is consequently pursued by Marian and Isabela.  

Nick’s immunity validates a conspiracy theory proposed in Dead Rising 1: that 

Carlito infected several orphans from Santa Cabeza and distributed them across 

the United States to trigger a multitude of outbreaks. One child was said to be 

given immunity, though. That child was Nick. In addition to resolving Dead Rising 

1’s loose story thread, Nick’s history enables Isabela to restate the events of Santa 

Cabeza for both Nick and players of Dead Rising 3. This echoes the 

contextualisation of the undead in the first game, as the product of America’s 

excessive demand for food. There are several endings to Dead Rising 3, with the 

best one involving Nick escaping Los Perdidos with Isabela and his friends after 

the deaths of General Hemlock and Marian. An epilogue sequence then implies 
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that Isabela worked with Nick to produce a cure, thereby redeeming her family 

name in the public eye despite covertly enabling tens of thousands of deaths. 

Dead Rising 4 

The events of Dead Rising 4 take place in Willamette during January of 2022, 

several weeks after a zombie outbreak occurred in the newly built Willamette 

Memorial Megaplex on the day of the Black Friday sales: an American retail event 

that has attracted international ridicule for the violence enacted by frenzied 

customers.24 Coinciding with its Christmas holiday aesthetic, the game was 

released for PC and Xbox One on 6th December 2016. Players of Dead Rising 4 

control Frank West, who is coerced by U.S. government agent Brad Park to return 

to Willamette and discover the source of the latest zombie outbreak.  

In a significant departure from preceding games in the series, Dead Rising 4 does 

not include a timer. An in-game clock is still present in the game. However, rather 

than moving ahead regardless of what the player is doing, in-game time only 

moves forward once the player completes story missions. Hence, time is no longer 

a constraining factor during gameplay. Main missions involve using Frank’s 

journalistic prowess to discover information regarding the zombie outbreak. 

Specifically, Frank must find and interview people of interest and use his high-tech 

camera to investigate areas of interest via its night vision and spectrum analysis 

settings. Side missions involve rescuing civilians, clearing the undead from 

emergency shelters, and defeating Maniacs: underdeveloped versions of 

Psychopaths.25 A multitude of commodities are prevalent in Dead Rising 4 and 

 
24 News reports relish the unruly scenes instigated by Black Friday shoppers, who have 
been branded “frantic, frenzied, upset, frustrated, angry, and crazy” (Lennon et al., 2018: 
73). For example, the British news outlet The Guardian published an article titled “Black 
Friday spawns chaotic scenes as America goes wild in the aisles” (Williams, 2012). Here, 
it is revealed that one customer abandoned his girlfriend’s child to loom for a television 
while another customer threatened somebody with a gun. Intelligencer’s Hartmann also 
reported on “consumerism-fueled chaos” (2012) in the form of deaths and injuries in her 
history of Black Friday conflicts. In fact, a website called “Black Friday Death Count” 
details the number of deaths/injuries occurring during the event from 2016-2018. Three 
deaths by shooting in the U.S. were reported in 2016 alone, the year Dead Rising 4 was 
released. These were reported via The New York Post (Steinbuch, 2016), ABC 13 
Eyewitness News (2016), and The Washington Post (Wootson Jr., 2016).  
25 Unlike Psychopaths, Maniacs do not have introductory or death cutscenes. This, when 
paired with the lack of an in-game countdown clock, makes Dead Rising 4 appear 
incomplete. This is likely due to the game’s turbulent development amid multiple 
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they function in the same way as in previous titles Many of these commodities are 

Christmas-themed to match the seasonal aesthetic of the game. 

The completion of missions in Dead Rising 4 reveals that the game’s zombie 

outbreak was caused by an intelligent zombie called Calder. This zombie was 

created when a team of soldiers – working on behalf of a covert military 

organisation known as Obscuris – infiltrated a lab owned by Dr Barnaby in 

Willamette. An accident occurred when a soldier unwittingly released a swarm of 

parasitic insects. Calder, in his human form, entered a strange machine in an 

attempt at self-preservation. The machine, which was developed by Dr Barnaby to 

create zombies with their brainpower intact, was activated. As a result, Calder was 

transformed into a unique zombie with retained cognitive abilities. However, the 

process of his transformation drove him insane. In his deteriorated mental state, 

Calder adopted a philosophy that deemed the extinction of humanity necessary to 

prevent further violations to the natural order of the world. With his zombified 

comrades in tow, he left Dr Barnaby’s lab and lead an assault on the Willamette 

Memorial Megaplex.  

Frank is told by Obscuris Commander Fontana why the organisation infiltrated Dr 

Barnaby’s lab. Initially, the group sought to perfect Dr Barnaby’s research and sell 

immortality treatments to wealthy clients. But, having learned of the inadequacy of 

Dr Barnaby’s research, Obscuris altered their plan. Instead of pursuing 

immortality, the group dedicated their operations to harnessing zombies. 

Essentially, they sought to “pacify, domesticate, and train” smart zombies to 

produce commercially viable undead workers. Hence, Obscuris were driven by 

financial gain, much like prior series antagonists Tyrone King and Phenotrans.  

Toward the end of Dead Rising 4 Frank defeats Calder and tries to escape the 

Willamette Memorial Megaplex via helicopter. Unlike previous games, Dead Rising 

4 has one ending wherein Frank falls from the vehicle to his death. The game’s 

conclusion is expanded on in the paid for downloadable content Frank Rising 

 
discrepancies between Capcom Vancouver and Capcom of Japan. Seemingly, the former 
was unwilling to follow the instructions of the latter and repeatedly haemorrhaged time and 
money on projects Capcom neither asked for nor desired (Did You Know Gaming, 2020). 
This led to the decline of Capcom Vancouver as executive staff members were fired and 
employees vacated the company, including series writer Annie Reid. Following this, Dead 
Rising 4 was given a tighter time frame for completion than was afforded to previous titles.  
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(Capcom Vancouver, 2017), though – otherwise known as Dead Rising 4’s true 

ending. In this scenario Frank becomes an intelligent zombie and must gather 

resources to perfect Dr Barnaby’s machine and turn himself back into a human. 

Dead Rising’s signature countdown clock returns in this DLC, giving players 

approximately ninety minutes in real time to fulfil Frank’s objective. If done 

successfully, Frank escapes Willamette with several survivors and his humanity 

restored. 

Thesis Structure 

The primary argument of this thesis is that there are several avenues through 

which satire can be expressed in video games. To prove this, the thesis 

establishes a taxonomy of videoludic satire. The thesis then demonstrates the 

value of its taxonomy as an analytical tool by using it to conduct interpretative 

analyses of games from the Dead Rising series. In producing these analyses, the 

thesis makes secondary arguments. The first of these arguments is that Dead 

Rising games satirise excessive consumption, which they contextualise as an 

American problem. The second is that Dead Rising games reinforce neoliberal 

rationalities by way of satirising excessive consumption. The primary and 

secondary arguments of this thesis are communicated in the following chapters: 

Chapter 1: Videoludic Satire in Context 

Satire requires knowledge of its socio-historical context to be understood. 

Videoludic satire, then, requires knowledge of the circumstances of 

production/reception for a video game (series) and its thematic/story-based 

features to be properly grasped. Thus, by establishing their historical situatedness 

and in-game contexts, this chapter substantiates a secondary argument of the 

thesis: that Dead Rising games satirise excessive consumption by way of 

acquisitiveness and gluttony. Accordingly, this chapter foregrounds analyses of 

videoludic satire in proceeding chapters, which are conducted in relation to the 

contexts described here.  

By examining contextual information pertaining to the Dead Rising games, the 

chapter argues that these games recontextualise and alter the satire of George A. 

Romero’s Dawn of the Dead for post-millennial audiences. Dawn of the Dead 

satirises rampant consumerism in the United States of America in the 1970s. The 
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film’s satire is recontextualised in Dead Rising games through their allusions to the 

perceivably exploitative consumer rhetoric adopted by American politicians and 

corporations after the September 11th terrorist attacks against the U.S by Al-

Qaeda. As for their alteration of Romero’s satire, Dead Rising games expand on 

the symbolic nature of undead hunger. In Dawn of the Dead, the consumption of 

human flesh by zombies serves as a metaphor for U.S. citizen’s drive to shop. But 

in Dead Rising games, the zombies’ intake of human meat is also symbolic of 

human gluttony. This alteration situates Dead Rising games alongside modern 

zombie fictions, which are increasingly preoccupied with food production and 

consumption. 

Chapter 2: Spatial Satire 

Spatial satire emerges through the player’s exploration of, and interaction with, the 

gameworld. It is discernible through the construction of fictional worlds in games 

and the usable objects present within them. Hence, this chapter argues that the 

contents of a video game’s environmental features (architecture, décor, items), as 

well as their affordances, contribute to the presence of videoludic satire.26 To 

demonstrate this, the chapter examines the consumption-focused environments of 

Dead Rising games: the Willamette Parkview Mall, Fortune City, Los Perdidos, 

and the Willamette Memorial Megaplex.  

Locales in Dead Rising games connote excess by containing large amounts of 

shops and eateries. In turn, these shops and eateries contain an abundance of 

material goods and food for players to interact with. Satire in gameplay 

environments is achieved by use of sardonic expressions. For instance, shops and 

eateries have ironic names that foreground/critique acquisitiveness, and their 

contents are largely of little use during gameplay. In satirising excess, 

environments in Dead Rising games advocate neoliberal ideals. These ideals 

come in the form of self-discipline and managerial proficiency, as successful 

players must resist the urge to seize everything in sight and selectively acquiring 

 
26 The term affordance was introduced by James J. Gibson in 1966 to describe what an 
environment offers an animal. However, this thesis uses the term to describe the actions 
that can be extracted from in-game environments and objects by players who interact with 
them. 
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items that are useful in the context of their zombie-infested settings 

(strong/durable weaponry, for example). 

Chapter 3: Shared Satire 

This chapter argues that the appearances of, and the player’s exchanges with, in-

game entities such as player avatars and non-playable characters (NPCs) can be 

read as satirical. Accordingly, it proposes that analyses of shared satire can be 

achieved by investigating how in-game entities are presented, how they behave, 

and how players can interact with them. This is exemplified with reference to 

NPCs in Dead Rising games, which condemn excess by reproducing problematic 

stereotypes.  

The visual style and simulated properties of NPCs in Dead Rising games are 

crucial in determining what the games posit as correct and incorrect conduct due 

to their caricaturist representations and actions. NPCs in these games are 

constructed as overt satirisations of gluttony and acquisitiveness by way of 

evoking clichéd notions of people with obesity as overeaters and women as out-of-

control shoppers. Furthermore, in expressing videoludic satire, NPCs in Dead 

Rising games normalise neoliberal values such as self-discipline and 

individualism. The former value is normalised as NPCs correlate excessive 

consumption with failure to control one’s actions; the latter is normalised as 

assisting NPCs can prove to be difficult and may even hinder the player’s 

gameplay progression. 

Chapter 4: Auditory Satire 

Videoludic satire can emerge from sound in video games, such as audio that plays 

alongside non-interactive cutscenes or audio that accompanies player action and 

changes to the game state. This type of videoludic – which arises from what 

Collins (2008, 2009) calls non-dynamic audio and dynamic audio27 – is named 

auditory satire. As this chapter argues, auditory satire can be observed by paying 

close attention to when and how in-game sounds are triggered, as well as what 

these sounds consist of. 

 
27 These terms describe fixed and variable game sounds, respectively. For example, 
sound that can be heard during non-interactive cutscenes versus sound that is triggered 
alongside player action (shooting a gun). 
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Relative to the Dead Rising games, this chapter argues that auditory satire is 

achieved by reworking elements of satire from Dawn of the Dead – specifically, the 

correlation the film makes between consumerism and zombiism through its muzak: 

background music that is often used in commercial spaces, especially malls 

(Carpetner, 2013: 1231). This correlation is made in Romero’s film due to the 

liminal qualities of its muzak, which ties it to that of the zombies (creatures that 

exist between life and death) (Carpenter, 2013). In Dead Rising games, a similar 

message is communicated through interreactive means. The liminality of muzak in 

these games is conveyed by its continuous presence as players navigate menu 

screens – thereby moving in and out of gameplay.  

This chapter contends that there is a complementary relationship between auditory 

satire and spatial satire in Dead Rising games. This is especially apparent when 

the former satirises excess by marketing toys as defensive items and the latter 

proves this marketing to be ironic by way of showing these commodities to be 

ineffective against zombies. Consequently, auditory satire can be viewed as a 

precursor to spatial satire in Dead Rising games. As such, auditory satire here 

supports the same neoliberal values that are expressed in instances of spatial 

satire (self-discipline and managerial proficiency).  

Chapter 5: Temporal Satire 

This chapter argues that the player’s (mis)use of time in video games can be read 

as satirical. For example, temporal satire can be produced when players behave in 

a way that is without (or detracts from) in-game purpose; it can be produced during 

gameplay that does not advance the story, character development, or primary 

goals of a game. This mode of videoludic satire can be studied by investigating 

how players can invest time in a game and how the game contextualises the 

temporal investments players can make during gameplay.28  

In Dead Rising games, temporal satire manifests when players engage in 

“consumption play” (Lehdonvitta et al., 2009: 1061). This term refers to a style of 

gameplay that prioritises the perpetually acquisition of in-game commodities. 

 
28 It is worth noting that temporal satire is not a prescribed mode of videoludic satire in the 
sense that it might not be experienced at all by players adopting certain gameplay styles, 
such as always striving to attain gameplay goals.  
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Consumption play is framed as satirical in Dead Rising games when it hinders the 

progression of their stories and serves as a distraction from primary game goals. 

Accordingly, this chapter argues that Dead Rising games utilise consumption play 

as a vehicle through which to satirise excessive consumption when story-based 

missions are foregrounded by their interfaces.  

When satire manifests through consumption play in Dead Rising games, the 

notion of a “work-life balance” (Bailes, 2019: 14) is revealed/promoted. This is 

because temporal satire only occurs when consumption play eats into in-game 

time that Dead Rising games infer should be spent working through missions. 

Thus, it is excessive consumption play that is satirised here, not consumption play 

(and thereby consumerism) in general. In other words, consumption play that 

disrupts the balance between in-game productivity and pleasure is satirised. Thus, 

temporal satire advocates the work-life balance that neoliberalism implores by 

encouraging self-discipline through time management.  

Chapter 6: Consequential Satire 

This chapter argues that consequential satire occurs when choices that the 

player makes during gameplay have satirical outcomes. These outcomes can 

occur immediately after an in-game choice has been made or sometime later. 

Either way, the outcomes involve changes to the game-state or changes to 

the fictional world of the game. To be read as satirical, such changes must 

punish or shame the player for making certain choices and thereby 

emphasise the folly of the player’s decisions. 

This chapter expands on the treatment of consumption play in Dead Rising 

games. This time, with a focus on its outcomes. To reiterate, temporal satire 

occurs alongside the passage of time during gameplay (in the game’s now, 

so to speak), whereas consequential satire occurs when the folly of a player’s 

in-game choice is clarified.29 In Dead Rising games, the player’s choice to 

prioritise excessive consumption play is satirised by means of the short and 

long-term outcomes of this gameplay style. These outcomes take the form of 

punishments, all of which encourage a sensible approach to consumption 

 
29 Although, this is not to say that temporal satire always anticipates consequential satire, 
or that consequential satire is necessarily foregrounded by temporal satire. 
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play that involve the player exercising restraint and being mindful of danger. 

Thus, through consequential satire Dead Rising games promote the 

neoliberal ideals of self-discipline and an awareness of (and capacity to 

manage) risk. 

Conclusion 

The conclusion of the thesis enhances the previous arguments made regarding 

the Dead Rising series by drawing them together into one cohesive argument. 

Accordingly, it argues that Dead Rising games are not counter-cultural texts 

(Weise, 2011). Rather, they are ideologically conservative in their legitimisation of 

neoliberal values. In essence, the conclusion contends that Dead Rising games 

embody the capitalist appropriation of Dawn of the Dead described by Loudermilk 

(2003), whereby the crux of Romero’s film has become part of the popular culture 

mainstream it sought to subvert. Therefore, while remnants of Romero’s satire are 

evident in Dead Rising games, the conclusion asserts that they are emptied of 

their countercultural significance and usurped as a means of legitimising dominant, 

neoliberal ideals.  

The conclusion of this thesis underscores the usefulness of its taxonomy of 

videoludic satire. Indeed, the reasoning behind applying its taxonomy to Dead 

Rising games is to demonstrate its value in conducting interpretative analyses of 

video games. Crucially, the conclusion consolidates and expands on prior 

chapter’s arguments relative to the Dead Rising series of games, emphasises the 

sophistication of the thesis’ taxonomy, and details ways in which this taxonomy 

could be expanded on in the future. Moreover, it demonstrates the flexibility of the 

taxonomy’s modes of videoludic satire, as well as how these modes can be used 

to illuminate readings of satirical video games mentioned in prior scholarship 

among others. 
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Chapter 1: Videoludic Satire in Context 

To produce interpretative analyses of videoludic satire a broader knowledge of its 

socio-historical milieu is crucial. This is because videoludic satire, as with satire 

outside of video games, is ephemeral. In other words, it is bound to cultural and 

temporal perceptions which are, of course, subject to change. Therefore, 

contextual information pertinent to satirical video games must be foregrounded so 

that their expressions of videoludic satire can be understood properly. For 

instance, paratextual, thematic, and story-related material and information relating 

to satirical games can be considered to determine how they construct their satires, 

what they satirise, and how they convey contemporaneousness. Indeed, by 

investigating the areas of game analysis proposed by Fernández-Vara (2019), this 

chapter argues that Dead Rising games continue the cinematic tradition of using 

zombie fictions as vessels for socio-political commentary and critique. Precisely, it 

argues that Dead Rising games satirise excessive consumption by 

recontextualising and altering the satire of George A. Romero’s seminal zombie 

film, Dawn of the Dead.  

The general areas of game analysis warranting investigation to contextualise Dead 

Rising’s videoludic satire are labelled context and game overview by Fernández-

Vara. The former comprises “factors directly linked to the production [of a game]” 

and “elements that may be circumstantial to the game” (Fernández-Vara, 2019: 

64); the latter covers information that is useful in describing a game and clarifying 

“what sets it apart [from other games]” (2019: 96). Combined, Fernández-Vara’s 

areas of game analysis highlight several facets for investigation that are also 

stressed in other scholarly works on video game analysis (see Konzack, 2002; 

Aarseth, 2003; Kirkland, 2005; and Malliet, 2007). These include the production 

team, genre, technological platform, socio-historical context, marketisation, target 

audience, relations to other media, number of players, rules and goals, game 

mechanics, in-game levels, physical space of play, fictional world, story (events 

that have happened before the game starts and ones that unfold as gameplay 

commences), gameplay experiences, and associative gaming communities 
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relative to a video game (series).30 Not all are addressed for the purpose of 

contextualising the videoludic satire of the Dead Rising series, though.   

This chapter is selective regarding the points of investigative interest it elects to 

pursue in contextualising and clarifying the videoludic satire of Dead Rising 

games. This is because the above-mentioned list of facets from Fernández-Vara’s 

areas of game analysis is only indicative of possible research routes. Hence, each 

facet should not be thought of as a compulsory area of investigation. In fact, most 

facets in Fernández-Vara’s game overview area are either of little use when 

contextualising videoludic satire or are better suited to analysing its modes. For 

example, a statement regarding the number of players a game accommodates 

does little to indicate its target of satire, while the rules and goals of a game, its 

gameplay mechanics, and the overall gaming experience should be explored in 

analyses of all modes of videoludic satire. Alternatively, the fictional world of a 

game is relevant in both contextualising videoludic satire and analysing its modes. 

Regarding the analysis of spatial satire, for instance, the appearances/affordances 

of areas/items in a game’s fictional world are studied. For contextualising 

videoludic satire, though, the themes of a game’s fictional world are considered.  

This chapter divides its exploration of video game contexts into three sections. The 

first section argues that an understanding of the satire of George A. Romero’s 

Dawn of the Dead is essential to comprehend the videoludic satire of the Dead 

Rising series. To this end, the section explains how Romero’s film satirises 

American capitalism and consumerism. Furthermore, it demonstrates how 

Romero’s filmic satire is repeatedly alluded to in Dead Rising games. The second 

section argues that, while the Dead Rising games allude to Dawn of the Dead’s 

satire, they also recontextualises it with their unique story elements. These story 

elements add a nuance to the satire on excessive consumption expressed in Dead 

Rising games by portraying such consumption as symptomatic of post-9/11 

consumer-oriented marketing strategies and trends. Likewise, they ensure that 

Dead Rising games resonate with twenty-first century audiences. The third section 

then argues that the Dead Rising series adapts the ironic dimension of zombie 
 

30 Fernández-Vara also proposes a third area of game analysis that she refers to as 
formal elements. This area includes an examination of the rules, values, and procedural 
rhetoric of a video game (series); these facets are explored in depth in subsequent 
chapters on the modes of videoludic satire. 
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hunger as an allegory for materialistic consumption by depicting this hunger as a 

metaphor for the eating habits of U.S. citizens. Accordingly, it shows how the Dead 

Rising games satirise gluttonous food consumption specifically as part of their 

satire on excessive consumption.  

Dead Rising’s Association with George A. Romero’s Dawn of the Dead 

To fully comprehend the satire of the Dead Rising series, it is necessary to 

understand the satire of Romero’s Dawn of the Dead: a film that is widely 

accepted as a critique of American capitalism and consumerism (Loudermilk, 

2003; Wood, 2003; Bishop, 2010; Wetmore, Jr., 2011; Russell, 2014; Sharrett, 

2014; Luckhurst, 2015). Consequently, this section begins with a synopsis of 

Romero’s film that outlines its satire on American consumer culture. The section 

then demonstrates how interviews with staff at Capcom both sustain and 

undermine connections between Dead Rising games and Dawn of the Dead. 

Furthermore, it challenges the undermining of connections between these media 

texts by pointing to the legal motivations of Capcom’s staff members in distancing 

their work from Romero’s film. Finally, the section strengthens the link between 

Dead Rising games and Dawn of the Dead by way of examining reviews, 

academic publications, and video game menu screens associated with the former.  

Dawn of the Dead centres on the struggles of Francine “Fran” (Gaylen Ross), 

Stephen (David Emge), Roger (Scott Reiniger) and Peter (Ken Foree) as they 

seek refuge in a zombie-infested United States. Eventually, the quartet find their 

way to a shopping mall: a glaring symbol of American Capitalist consumption. 

Here, they settle and attempt to preserve a sense of bourgeois normality: “they 

play games of makeup, acting out the roles of elegance and wealth (and the 

attendant stereotypes of gender, class, and race) that they dreamed of, but 

weren’t able actually to afford, in their previous middle-class lives” (Shaviro, 1993: 

92). This proves to be fruitless when the mall, initially considered a fortress and 

utopia, is proven to be physically and conceptually vulnerable when zombies 

overtake the structure. Thus, Dawn of the Dead satirises “the false security of 

consumer society” (Loudermilk, 2003: 90); or the notion that consumerism can 

solve any problem.  
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The satire of Dawn of the Dead is expressed directly when Roger and Stephen 

prioritise the ownership of material goods over their safety and die because of this. 

First, Roger dies after he is bitten by a zombie while trying to retrieve a bag of 

tools he dropped outside the mall (even though he could doubtlessly have attained 

more tools inside building). Later, Stephen dies after he is assaulted by several 

zombies while refusing to abandon the mall when it is raided by a biker gang. “It’s 

ours. We took it. It’s ours” he whispers to himself. In each instance, when Roger 

and Stephen transform into zombies the film strengthens a key component of its 

satire: the insinuation that zombie hunger is symbolic of, and satirical of, consumer 

greed. This insinuation is also communicated in Stephen’s musings on why the 

undead want to occupy the mall. It was “an important place” in their previous lives, 

he determines, and so zombies are drawn to the building by their consumption-

oriented, residual memories. Strengthening this notion, as the film’s protagonists 

listen to the undead trying to tear their way inside the mall, Peter states that 

they’re “after the place” rather than the people inhabiting it. Dawn of the Dead can 

thereby be read as a “cautionary tale for consumer America” (Loudermilk, 2003: 

85). Indeed, Fran and Peter survive the events of the film because they escape 

the mall by helicopter, thereby opting to resist the pull of consumer items 

(Loudermilk, 2003: 92).  

In their satirisation of excessive consumption, the Dead Rising games clearly 

allude to Dawn of the Dead. This connection is strengthened by paratextual 

materials associated with Dead Rising games, which emphasising their irrevocable 

connection to Romero’s film. Paratextual material describes content that exists 

outside, or on the threshold of, a text and contributes to understandings of it. The 

concept was introduced by Genette (1997a [1982]) to describe the framing 

aspects of literary publications sanctioned by authors and/or their associates (such 

as book titles, prefaces, blurbs, and illustrations). With regards to video games, the 

term is more liberally applied as researchers often dismiss Genette’s criteria of 

authorial integrity (Švelch, 2020). Genette stated that “something is not a paratext 

unless the author or one of his associates accepts responsibility for it” (1997b: 9). 

Yet, in video game studies (and this thesis) Genette’s criterion broadened. In this 

respect, paratexts encompass anything that is external to gameplay but 

nonetheless adds meaning to it. Of relevance to this research are paratextual 

materials in the form of interviews with people who worked on the Dead Rising 
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games, publications pertaining to the games, and menu screens found within the 

games. 

From a developmental perspective, the relationship between the Dead Rising 

games and Dawn of the Dead is alluded to in several interviews with staff who 

worked on these games. Series creator Keiji Inafune stated that he aimed to 

create a game which “paid homage to the zombie movies of yesteryear, like [those 

of] Romero” (cited in Villoria, 2006). Annie Reid, the writer for several Dead Rising 

games,31 has also stated that Dead Rising 1 is fundamentally about the United 

States. Specifically, she mentions that the game satirises “American culture” and 

confirms the intent of future games in the series to do the same in her commentary 

for the DVD featurette, Terror Is Reality: The Making of Dead Rising 2 (Capcom, 

2010).32 Likewise, the continued focus on satire in the series is evident in 

interviews with staff working on Dead Rising 4. When asked by Electric 

Playground’s Victor Lucas whether Dead Rising 4 will incorporate the drama, 

anxiousness, and “full on satire” (Electric Playground Network – EPN, 2016) of 

prior games, the executive producer for the game, Bryce Cochrane, responds in 

the affirmative. In addition, Cochrane describes the interrogation of consumerism 

as a core theme in the fourth game during his interview for GamerHubTV (2016), 

as does Capcom Vancouver’s studio director, Joe Nickolls, in an interview for 

GamesIndustry.biz (Dring, 2016).  

Together, the comments made by Inafune, Reid, Cochrane, and Nickolls 

substantiate the connection between Dead Rising games, Romero’s oeuvre, and 

satire. Moreover, they highlight the thematic focus on consumerism in Dead Rising 

games. Curiously though, neither Inafune, Reid, Cochrane, nor Nickolls mention 

Dawn of the Dead as a point of reference for Dead Rising games. In fact, efforts 

were made by Capcom to distance the series from Romero’s film. This is most 

obvious in the box art for the first game, which contains a disclaimer stating 

outright that the game was “not developed, approved or licensed by the owners or 

creators of George A. Romero’s Dawn of the Dead” (Dead Rising, 2006).33 

Furthermore, Inafune claimed that Dead Rising 1 and Dawn of the Dead are “very 
 

31 Reid worked as a writer on Dead Rising 2, Dead Rising 2: OTR, and Dead Rising 3. 
32 This DVD featurette accompanied special edition copies of Dead Rising 2. 
33 The box art of Dead Rising 1 is easily read as a double-edged (if not sardonic) 
comment, though, as it simultaneously denies and invites comparability to Romero’s film. 
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different” in an interview for Hardcore Gamer Magazine (2006: 46). Interestingly, 

he even downplays the satirical implications of situating the first Dead Rising game 

in a mall, suggesting that the locale was selected purely because of its American 

iconicity; “[g]o to places like London and you’ve got Big Ben, Paris – the Eiffel 

Tower, but when it comes to America you’ve got malls everywhere” (ibid.).  

It could be argued that the comments of Capcom and Inafune undermine the 

connection between Dead Rising games and Dawn of the Dead. This is not the 

case, though. Rather, Capcom and Inafune’s attempts at disassociating their 

game from Romero’s film was likely the result of a legal dispute between Capcom 

and the MKR Group, who own the rights to Dawn of the Dead. While developing 

the first Dead Rising game, Capcom were accused of copyright and trademark 

infringement by the MKR Group on the grounds of its similarities to Romero’s film 

(Reuters Staff, 2008). Tensions between the two companies then escalated as 

Capcom sought an injunction against the MKR Group, declaring the concept of 

fighting zombies in a shopping mall “wholly unprotectable” (Boyes, 2008). 

Following this, the MKR Group sued Capcom, triggering the Capcom Co. v. The 

MKR Grp., Inc. lawsuit. In the end, Capcom emerged victoriously from the lawsuit, 

with United States Magistrate Judge Richard Seeborg dismissing the MKR 

Group’s claims of copyright infringement.  

The existence of the Capcom Co. v. The MKR Grp., Inc. explains the 

disconnection between Dead Rising games and Dawn of the Dead as implied by 

staff working on the series. Ostensibly, this disconnection is not the result of an 

aesthetic/thematic divide between these works. On the contrary, it is the result of a 

combined effort on behalf of Capcom staff to avoid legal threats to their work. 

Ironically, even though the MKR Group were unsuccessful in their lawsuit, the 

Capcom Co. v. The MKR Grp., Inc. itself attests to a significant connection 

between Dead Rising 1 and Dawn of the Dead. Especially as the lawsuit 

emphasised the shared satirical implications between these media texts, such as 

their respective “social commentary on the ‘mall culture’ zeitgeist” (Reuters Staff, 

2008). Indeed, as Loudermilk asserts, zombie fictions after Dawn of the Dead 

“always [have] at least the residue of [the film’s] critique of the false security of 

consumer society” (2003: 98). Hence, Judge Seeborg’s assertions that such 

commentary appeared “totally absent [from Dead Rising 1]” (cited in Sinclair, 
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2008) and that “the game lacked anti-consumerism themes present in the 

[Romero’s film]” (Haeusler, n.d.) is, of course, inaccurate and a significant 

oversight. With their depictions of zombies swarming consumer spaces, Dead 

Rising games clearly evoke Romero’s Dawn of the Dead regardless of the 

conclusions of Seeborg or the elusive comments of Capcom staff.34  

The connection between Dead Rising games and Dawn of the Dead is further 

corroborated in video game reviews/articles and academic publications.35 Yet, this 

connection is most often made on the grounds of their retail-oriented environments 

rather than their respective satires. Encouragingly, though, Weise (2009) contends 

that Dead Rising 1 is a “procedural adaptation” of Dawn of the Dead. A procedural 

adaptation describes a video game that takes recognisable elements from another 

media text and presents it through both its visual design and ludic properties. 

Regarding Dead Rising 1, this means that “the situations of the [Romero’s] film, 

and the complex logic they imply, [serve as] the naked blueprint for [the game] 

[emphasis added]” (2009: 260). However, Weise’s work bypasses an in-depth 

exploration of Romero’s satire on consumer excess. Instead, it elects to 

emphasise the connection between Dead Rising 1 and Dawn of the Dead in a way 

that privileges their similar depictions of zombies and human survivors.36 Weise 

later makes the forthright claim that Dead Rising 1 offers “a sharp satirical view of 

America in the tradition of classic zombie cinema [and, specifically, Romero’s 

oeuvre]” (2011: 166). But the precise nature of the game’s satire remains 

unexplored in his work. Namely, what it appropriates/adapts from Romero’s films 

and how it is expressed in an interreactive context. However, an examination of in-

 
34 To clarify, the thesis does not aim to dispute the overall ruling put forward by Judge 
Seeborg. However, it will point out that his statement is reflective of a wider disregard for 
the rhetorical potencies of video games, particularly in cases that do not involve 
scapegoating them as corrupting forces behind real-world violence. Attesting to this, video 
game and psychology expert Jamie Madigan wrote that “[o]n multiple occasions [he has] 
been approached by talk show hosts or members of the press who want to quiz [him] on 
how much violent games were responsible for a school shooting, stabbing, or similar 
tragedy” (2016: 224).  
35 For video game reviews/articles comparing Dead Rising games to Dawn of the Dead 
see Bramwell (2006), Navarro (2006), Evans-Thirlwell (2016), Rouse (2016), Sinclair 
(2016), and Reeves (2019). For academic publications comparing Dead Rising games to 
Dawn of the Dead see McCrea (2009: 228), Weise (2009: 257), Schott (2010; 2011), 
Bishop (2015: 135), Hunt (2015: 117), and Jørgensen (2020: 130).  
36 In both texts, zombies are flesh-eating, slow moving creatures that can be killed by a 
single bullet to the brain; moreover, survivors flee to the rooftops of each text’s respective 
mall settings to escape via helicopter. 
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game paratexts, such as menu screens, adds more credence to the argument that 

Dead Rising games appropriate Romero’s satire, as well as evidencing the focus 

on consumerism in the series noted by Cochrane and Nickolls.  

 
Figure 1: Menu screens for Dead Rising 1 (top left), Dead Rising 2 (top right), 

Dead Rising 3 (bottom left), and Dead Rising 4 (bottom right).  

Harvie argues that the psychedelic colouration of the menu screen in the game 

Miami Hotline (Devolver Digital, 2012), as well as its animated features (options 

like “Start Game” fade in and out of focus), allude to “the unstable condition of the 

avatar and the anarchic sense of morality contained within the game’s action” 

(2017: n.p.). Similarly, in Dead Rising games menu screens have the effect of 

foreshadowing themes/satire that are/is presented in the game proper. 

Specifically, they foreshadow consumerism as a prominent focus of the games. 

Consumer spaces are visualised before gameplay even begins via the menu 

screens of Dead Rising games. These menu screens feature the Willamette 

Parkview Mall, Fortune City, Los Perdidos, and town of Willamette in Dead Rising 

1, 2, 3, and 4, respectively.  

The mall in the first game’s menu screen immediately recalls the mall from Dawn 

of the Dead. Indeed, it does so in a much more sophisticated way than Inafune 

gives the area credit for. Here, the Willamette Parkview Mall is not just indicative of 

American iconography. The area is indicative of consumption and Romero’s 

satirisation of it. Numerous “SALE” signs pave the way to the building, which 
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zombies shamble toward despite a discernible absence of human survivors to 

draw them there. Hence, the menu screen for Dead Rising 1 calls to mind 

comments made by Stephen and Peter in Dawn of the Dead regarding the undead 

being instinctively drawn to consumer spaces. Likewise, the menu screen for Dead 

Rising 2 invokes this idea, with zombies heading toward a building in Fortune City 

without the incentive of human meat consumption.  

Contrastingly, Dead Rising 3 shows the consumerism-centric city of Los Perdidos 

some distance away without any zombies visible. However, Dawn of the Dead is 

still alluded to via a vandalised road sign that reads “Welcome to HELL.” This 

recalls another sequence of dialogue from Romero’s film. Specifically, Peter’s 

famous line “when there’s no more room in hell, the dead will walk the earth.” 

Hence, an intertextual reference to Romero’s satirical film is maintained in Dead 

Rising 3’s menu screen. In addition, Dead Rising 4’s menu screen continues to 

foreground multiple spaces connoting consumption in a way that is reminiscent of 

those found in earlier menu screens in the series. To explain, while Figure 1 

shows only one image from this menu screen, others appear over time depicting 

the interiors/exteriors of shops. As in the screen for Dead Rising 3, though, Dead 

Rising 4’s menu screen images lack the physical presence of zombies. However, 

their presence is indicated by visuals that are typical of zombie cinema: crashed 

cars, “Help Us” signage, burning décor, blood splatters. Therefore, when conflated 

with “SALE” signs reminiscent of those seen in Dead Rising 1’s menu screen, the 

images in Dead Rising 4’s menu screen once more maintain a connection to 

Romero’s “zombie consumer[s]” (Loudermilk, 2003: 91) and, by extension, his 

filmic satire.  

Evidently, there are several key points of connection between the satire of Dawn 

of the Dead and Dead Rising games. However, this does not mean Dead Rising 

games simply regurgitate Romero’s satire on consumerism and the false security 

of consumer society. Rather, they expand on Romero’s satire, conveying a 

criticality of the excessive consumption of material goods in the twenty-first century 

and of gluttonous food consumption. This recontextualization and adaptation of 

Romero’s satire is made clear by the videoludic satire of these games, which is 

foreshadowed and strengthened by way of their story information.  
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How Dead Rising Recontextualises Dawn of the Dead’s Satire 

To reiterate the introductory statement of this chapter, satire is ephemeral. And so, 

while the Dead Rising games clearly allude to Dawn of the Dead’s satire on the 

false security of consumerism by virtue of their aesthetic qualities, this section 

demonstrates how the games rework Romero’s satire with their unique story 

elements. These story elements – which are communicated via the fictionalised 

worlds of each game, their tutorials, and their cutscenes37 – frequently refer to 

terrorism. This has a dual importance for the games. On the surface, it allows 

Dead Rising games to maintain popular cultural salience by evoking what was 

likely the most notable of Western anxieties during the years that the series was 

active: terrorist attacks.38 More significantly, though, the emphasis on terrorism in 

Dead Rising games adds a certain nuance to their satire. Specifically, as this 

section argues, references to terrorism allow these games to satirise excessive 

consumption in a way that recalls, and rebukes, the “ideology of salvation through 

consumerism” (Briefel, 2011: 142). According to this ideology – which rose to 

prominence in the United States after the September 11th terrorist attacks – 

American citizens should perceive shopping as a means of resisting, and 

protecting themselves against, terrorists. According to Dead Rising games, 

however, this ideology deserves to be ridiculed. 

The notion of salvation through consumerism was promoted by President George 

W. Bush in the immediate aftermath of the 9/11 terrorist attacks, which comprise of 

four coordinated terrorist attacks on the United States committed by Al-Qaeda. 

These attacks involved the hijacking of four passenger planes: American Airlines 

Flight 11, United Airlines Flight 175, American Airlines Flight 77, and United 

Airlines Flight 93. The first three planes were crashed into The World Trade 

Center’s Twin Towers and the Pentagon; the fourth was intended to hit the United 

 
37 Tutorials describe screens or sequences which introduce players to the controls of a 
game, whereas cutscenes describe non-interactive (in so far as the player’s influence over 
them does not usually go beyond skipping them) or “cinematographic” (Thon, 2016: 17) 
sequences where events are depicted. 
38 Bishop claims that since September 11th, 2001, American popular culture in particular 
“has been colored by the fear of possible terrorist attacks and the grim realization that 
people are not as safe and secure as they might have once thought’ (2010: 9). Russell 
further corroborates this by noting a plethora of zombie films that either allude to or 
directly reference terrorism, such as The Dead Live (Patterson, 2004), Zombies of Mass 
Destruction (Hamedani, 2010), Osombie (Lyde, 2010), and Ridge War Z (Gearhart, 2013). 
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States Capitol Building but crashed into a field in Pennsylvania after passengers 

tried to take back control of the aircraft. These events occurred between 8:46 a.m. 

and 10:28 a.m.  

At 8:30 p.m. on September 11th, President Bush addressed the American people, 

assuring them that “financial institutions remain strong and that the American 

economy will be open for business as well” (cited in Bindig and Bosau, 2010: 37). 

Implicitly, then, “in their moment of need, Americans were told by the president of 

the United States to go shopping” (ibid.). Proceeding this inference was the explicit 

framing of shopping as a patriotic act of resistance against terrorist threats in 

America. A month after the 9/11 attacks, President Bush urged the American 

people not to allow terrorists to “frightening our nation to the point where we don’t 

[…] conduct business [or] shop” (cited in Scanlon, 2005: 175). Thus, refraining 

from shopping was viewed as an act of submission to terrorists, whereas 

purchasing a family vacation to Disneyworld, for example, was viewed as an act of 

defiance against them. Indeed, two weeks after 9/11 President Bush – keen to 

“restore public confidence in the airline industry” – encouraged U.S. citizens to “Do 

[their] business around the country. Fly and enjoy America’s great destination 

spots. Get down to Disney World in Florida. Take [their] families and enjoy life” 

(Bush, cited in The White House, 2001: n.p.).  

The president was but one contributor to the ideology of salvation through 

consumerism, with several more documented in Dana Heller’s The Selling of 9/11. 

This essay collection explores “the way 9/11 has been exploited for profit, hijacked 

in order to move consumer goods, and, consequently, transformed into a 

consumer good itself” (2005: 4). For example, the marketisation of 9/11 is 

discernible in the sale of World Trade Center paraphernalia, like Twin Towers 

postcards, on eBay after the September 11th attacks – these have sold for up to 

$250 (Heller, 2005: 9). Moreover, Wal-Mart’s American flag sales skyrocketed on 

the day of September 11th, 2001. On this day, 116,000 flags were sold – 110,000 

more than on the same day a year earlier (Scanlon, 2005: 177). General Motors 

even suggested that the purchasing of cars was necessary after the September 

11th terrorist attacks with their “Keep America Rolling” advertisements; these ads 

were suggestive of the phrase “let’s roll” which was used by Todd Beamer before 

he and other passengers on United Airlines Flight 93 attempted to overthrow its 
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hijackers (Lockard, 2005: 221). Above all, though, the ideology of salvation 

through consumerism was perhaps most spectacularly envisioned by the National 

September 11 Memorial and Museum. This museum, which opened in 2014, came 

with an accompanying gift shop which some people viewed as a distasteful 

(Hamill, 2014).39 Diane Horning, the mother of one of the victims of 9/11, declared 

it “the crassest, most insensitive thing to have a commercial enterprise at the place 

where [her] son died” (cited in Edelman, 2014). She even went on to say that she 

saw the museum as “a money-making venture to support inflated salaries [built] 

over [her] son’s dead body” (ibid.). Since the museum features an underground 

storage room containing thousands of unidentified body parts, Horning’s claim that 

the museum encourages commerce over the bodies of 9/11 victims is not 

figurative either.  

Yet, it should be noted that post-9/11 consumerism in American is a complex 

phenomenon. Aside from being read as rooted in capitalist exploitation, post-9/11 

consumerism can be engaged in and promoted to memorialise the September 11th 

attacks, as well as to express patriotism and national solidarity in its aftermath 

(see Heller, 2005). Hence, when a wife and husband in Florida spent $7,000 on 

new furniture, ordered a new roof, and sought to purchase a new car between 

them in October 2001, they reportedly did this because they did not “want the 

terrorists to think they won” (cited in Scanlon, 2005: 176).40 Additionally, with 

regards to the National September 11 Memorial and Museum, media 

sensationalism concerning the profiteering of the gift shop contrasted with its 

actual goal: to sustain the museum. However, as pointed out by Gizmodo’s Mario 

Aguilar the items on sale – plush search and rescue dogs ($20), memorial charms 

($65), “In Darkness We Shine Brightest” hoodies ($39) – are easily interpretable 

as “tasteless kitsch” (2014). Moreover, in Dead Rising games post-9/11 

consumerism is implied to be unambiguously and shamelessly opportunistic in its 

promotion, with its participants depicted as cultural dupes. This is made clear by 

 
39 The 9/11 Memorial and Museum store can be accessed online 
(https://store.911memorial.org/) with items for sale having included “Never Forget” T-shirts 
($31.95), U.S. flags that have been flown over the memorial ($65), and “In Darkness We 
Shine Brightest” face masks ($16.95). 
40 The quotation here is from the wife in the couple. 

https://store.911memorial.org/
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way of story information in the games, which is relayed to players via their 

fictionalised worlds, tutorials, and cutscenes. 

Criticality of post-9/11 consumption is indicated from the first instance of gameplay 

in the Dead Rising series, which consists of a tutorial for the first game’s camera. 

The camera tutorial in Dead Rising 1 plays out like an on-rails shooter, only 

instead of firing guns the player shoots with a camera. Experienced from a first-

person perspective through Frank’s camera lens, the sequence is suggestive of 

the journalistic documentation of the September 11th terrorist attacks. A caption in 

the preceding cutscene for this tutorial even lets the player know that the game’s 

events begin on a September morning – situating it during the same month and 

time of day as the 9/11 attacks. What is more, the iconography of 9/11 is evoked 

as the player is invited to observe panicked individuals, exploding buildings, and a 

zombie pushing a woman from the roof of a building – the latter of which evokes 

the image of The Falling Man. Players are praised for their journalistic prowess 

throughout this sequence by captions (“Perfect!!!”). This is especially disturbing if 

they capture a photograph of the plummeting woman and her undead assailant. 

These compliments cannot just be read as an exercise in distasteful flattery, 

though. They can also be read as ironic and indicative of the game’s satire on 

post-9/11 consumption. By framing human suffering as commercial opportunism, 

the photography sequence parodies exploitative commercial practices after 

September 11th, 2001 – such as the selling of “framed photographs of the burning 

[Twin Towers]” at Ground Zero (Blair, cited in Potts, 2012: 233). Hence, the 

photography tutorial lays the conceptual foundations for the remainder of this 

game (and its sequels), which continue to contextualise their satires on excessive 

consumption in a way that incorporates their framing of post-9/11 commercialism 

as exploitative.  

Although the events of 9/11 are not referred to in Dead Rising games, these 

games consistently depict and allude to fictionalised terrorist attacks as a means 

of recontextualising Romero’s satire on the false security of consumerism for 

contemporary audiences. Dead Rising 1 communicates this recontextualization 

through the figure of Carlito Keyes: the Central American terrorist who instigated 

the Willamette Outbreak with the aid of his sister, Isabela. Hence, an act of 

terrorism is the catalyst for the events of the entire Dead Rising series. This 
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ensures that in-game consumption in Dead Rising games can easily be paralleled 

with post-9/11 consumption in the real world. Therefore, in satirising the former the 

games can be seen to undermine the latter.  

Sustaining their association between in-game consumption and post-9/11 

consumption, multiple references to terrorist attacks are made throughout the 

Dead Rising games. In a cutscene from Dead Rising 2 Chuck Green is accused of 

initiating the Fortune City outbreak in an act of terrorism, with Stacey Forsythe 

proceeding to discuss Carlito’s attack from the prior game. In addition, the “pay-

per-view” gameshow Terror Is Reality is indicative of the game’s satire on post-

9/11 opportunism – especially as it was reportedly conceptualised following 

Inafune’s proposition that if the undead were to exist in the real-world they would 

inevitably be transformed into “big business” (Ohara, qtd. in Stratton, 2010: 208). 

Truly, this gameshow dramatizes the words of Heller in The Selling of 9/11: that 

“[t]o the casual observer it might seem that there is no occasion so solemn in the 

United States – no tragedy so tragic – that it cannot be used for the purposes of 

short-term commercial profit” (2005: 3). Adding to this, Dead Rising 3 recounts the 

first game’s terrorist attack in a cutscene where Isabella discusses the events of 

Santa Cabeza. Furthermore, it showcases terrorist-related iconography throughout 

its cutscenes and fictionalised world; iconography that became prominent in 

American horror cinema after 9/11 (see Wetmore, 2012). For example, in the 

game’s setting, tall buildings emit large clouds of dust and smoke, a commercial 

plane crashes for no reason other than to cause a spectacle, and zombies 

plummet to the ground having fallen from multi-storey buildings windows in further 

allusions to the Falling Man.  

The topicality of Dead Rising 3’s satire on excessive (post-9/11) consumerism is 

more directly expressed in a location named the Museum of the Americas, where 

Nick Ramos must venture to progress the game’s story. Here, an exhibit dedicated 

to America’s (often terrorist related) zombie epidemics is accessible. In this exhibit, 

a cardboard cut-out of Carlito is present alongside a voice recording describing 

him as “the Central American terrorist who started the Willamette Outbreak.” The 

fact that this exhibit is situated next to the museum’s gift shop calls to mind the 

infusion of memorialisation and profiteering that was both facilitated and 

denounced in the aftermath of the September 11th terrorist attacks (Heller, 2005). 
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Interestingly, though, Dead Rising 3 was released before the opening of the 

National September 11 Memorial and its accompanying gift shop. Dead Rising 4, 

however, was released two years after this museum opened and undoubtedly 

dramatizes popular perception of it as “callous consumer opportunism” (Aguilar, 

2014: n.p.). 

In Dead Rising 4, the satirical connection between consumption and the 

exploitation of terrorist atrocities is explicit. While previous titles satirised excessive 

(post-9/11) consumption by conflating zombies, consumer spaces, and terrorist 

related iconography, this game tangibly fuses these elements together with its 

central location: the Willamette Memorial Megaplex. Essentially, the building is a 

commercially driven tombstone for those who lost their lives during the events of 

the first game. Thereby, it is indicative of a culture that deems honouring the 

memory of those who lost their lives due to terrorism secondary to sustaining vast 

levels of consumption/profit. The Willamette Memorial Megaplex undeniably 

embodies notions of post-9/11 profiteering – particularly with regards to Ground 

Zero’s “conspicuous commodity culture” (Potts, 2012: 233) in which tour guides 

charged “$15 a head to point out the spot where firefighters raised the flag” (Blair, 

cited in Stone, 2006: 156) and visitors could purchase “twin-tower T-shirts [and] 

toilet paper bearing the face of Osama Bin Laden” (ibid.). Certainly, while the 

macabre souvenir economy at Ground Zero can be thought of as “a paradigmatic 

example of the extreme commodification of death and tragedy” (Potts, 2012: 233), 

the Willamette Memorial Megaplex takes this to new heights. 

The fact that Dead Rising 4 is set during the Christmas period, with an outbreak 

that started during the Black Friday Sales, further implies the shamelessness of 

post-9/11 consumerism. Christmas and Black Friday are considered peak holidays 

for consumption, with the latter renowned for being “one of the busiest shopping 

days of the year [in the United States]” (Thomas and Peters, 2011: 522). By 

depicting the appropriation of a national tragedy as a vehicle for selling 

commodities on Black Friday (and throughout the winter months), Dead Rising 4 

dramatizes post-9/11 commercial opportunism in a way that is even more 

outlandish that the Terror Is Reality gameshow of Dead Rising 2. The seasonal 

situatedness of the game even alludes to Horning’s internationally publicised 

disdain over the selling of baubles at the National September 11 Memorial and 
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Museum gift shop. Specifically, she described this as “shocking and repugnant” 

(cited in Barbato, 2014; Calgary Herald Staff, 2014; Collman and Newton, 2014; 

Edelman, 2014; Zurcher, 2014). Truly, the Willamette Memorial Megaplex evokes 

notions of post-9/11 profiteering in the most hyperbolic terms. In this way, the 

game sustains the series-wide satire on excessive consumption in a way that 

invokes and criticises the post-9/11 ideology of salvation through consumerism. 

How Dead Rising Alters Dawn of the Dead’s Satire 

The Dead Rising games were developed and released during a time in which the 

number of fast-food products made available in the U.S. was on the rise. 

Evidencing this, McCrory et. al. (2019) gathered data from ten popular fast-food 

franchises popular in the U.S. to gain an insight into changes to their portion sizes 

and energy content from 1986 to 2016. They discovered an increase of 226% 

among the foodstuffs available (entrées, sides, and desserts) from all ten 

restaurants collectively over the thirty-year period. This means that customers 

were frequently given more options relating to what to eat at fast food outlets over 

the years specified in this period. Broken down, this equated to 304 total menu 

items in 1986, 493 in 1991, and 990 in 2016. Markedly, there was also an increase 

in energy (kilocalories) per item in all three food groups. Thus, as the choice of 

what to eat in restaurants across the U.S. increased so too did their kilocalorie 

content.  

Alongside an increase in food options and the kilocalories they contained in the 

U.S. came concerns over mass food consumption and the negative impacts it 

could have on the environment and human health. The Dead Rising games, then, 

were developed and released during a time where food-related anxieties were 

prevalent in the media landscape. Accordingly, this section argues that Dead 

Rising games satirise gluttonous food consumption as well as the excessive 

consumption of material goods after 9/11. The games do this by adapting the 

ironic dimension of zombie hunger as an allegory for acquisitiveness, making this 

hunger function as a metaphor for the excessive eating habits of U.S. citizens, too. 

First, the section situates Dead Rising within wider developments in zombie 

fictions that see them making frequent allusions to food production and 

consumption. Then, it distinguishes Dead Rising games from other zombie fictions 
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by examining how they depict food related anxieties overtly, rather than covertly, 

as a means of communicating satire.  

From a popular cultural perspective, Dead Rising games resonate with a trend 

among post-millennial zombie fictions whereby these fictions became increasingly 

preoccupied with the production and excessive consumption of food. Specifically, 

fast food, which is defined here using the Oxford definition as “easily prepared 

processed food served in snack bars and restaurants as a quick meal or to be 

taken away” (cited in McCrory, et. al., 2019: 1). Positioned against the backdrop of 

food crisis texts (media that centralised anxieties concerning the sustainability of 

mass food production/consumption),41 Newbury (2012) argues that zombie films 

revel in notions of food consumption run amok. Indeed, visualisations of both real 

and fictional food products and brands abound in zombie films. There is Pepsi, 7-

Up, and Tango in 28 Days Later (Boyle, 2002), Classic Coke and Diet Coke in 

Shaun of the Dead (Wright, 2004) and the fictional Hallowed Grounds coffee brand 

in Dawn of the Dead (Snyder, 2004).  

Tying zombie hunger to food production explicitly, Newbury notes how both 

Zombieland (Fleischer, 2009) and The Simpsons Treehouse of Horror XX (FOX, 

2009) feature zombie outbreaks beginning with the consumption of contaminated 

burgers. Adding to this, it should be noted that Milott and Murnion’s Cooties (2014) 

features a zombie outbreak stemming from a child’s consumption of contaminated 

chicken nuggets, CW’s iZombie (2015-2019) traces its undead outbreak to the 

sports drink Max Rager, Netflix’s Santa Clarita Diet (2017-2019) sees its central 

character Sheila Hammond (Drew Barrymore) transform into a zombie after eating 

a dubious clam dish from a local restaurant, and Capcom’s Resident Evil 7: 

Biohazard (2017) sees the antagonistic Baker Family force-feed their victims 

chunks of flesh that are implied to contain a mind-controlling (and thereby 

zombifying) mould.42 Regarding Dead Rising games, though, food production and 

 
41 Notable examples of food crisis texts include Eric Schlosser’s book Fast Food Nation: 
The Dark Side of the All-American Meal (2001), David Kessler’s book The End of 
Overeating: Taking Control of the Insatiable American Appetite (2009), and Robert 
Kenner’s documentary film Food, Inc. (2009) (see Newbury, 2012). 
42 The name of the “Baker Family” in Resident Evil 7: Biohazard, of course, also alludes to 
this game’s preoccupation with food preparation and consumption. 
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consumption is integral to their zombies’ origins. To reiterate, these creatures are 

by-products of covert experiments pertaining to the cultivation of livestock. 

A corelation between zombiism and gluttonous food consumption is established 

from the beginning of the series. In Dead Rising 1, Dr Barnaby reveals the 

motivations of his team of researchers at the U.S. owned Livestock Research 

Facility in Santa Cabeza before he dies:  

We were... conducting... experiments to... reduce the costs of 

breeding...  We... accidentally... made zombie livestock... […] We were 

trying to mass produce cattle. Do you... have any... idea... how much 

meat... Americans consume... in a single day!? That research... was 

absolutely necessary! I... haven’t... done... anything... wrong... 

The question of how much meat Americans consume daily is left unanswered. Yet, 

the amount is indicated to be substantial by virtue of Dr Barnaby’s impassioned 

assertion that his research was “absolutely necessary!” Indeed, before the first 

game released over two-hundred-thousand fast food locations had been 

established across the United States. What is more, during this time around a third 

of consumers considered restaurant and takeaway meals “essential to the way 

they live” (Paeratakul et al., 2003: 1332). Thereby, story information in Dead 

Rising 1 satirises this infatuation with excessive food consumption with its 

backstory on zombiism. In short, the aim of Barnaby’s team of scientists was to 

produce more food for a country that was simply consuming far too much. 

Sustaining vast levels of meat consumption was their goal: an aim that they 

achieved in an ironic fashion by accidentally creating flesh-eating zombies.  

Satire on excessive food consumption is further enforced in Dead Rising 1 during 

a cutscene where Frank meeting a crazed butcher, Larry Chiang. Unable to see 

sense after the outbreak, Larry views human survivors as “good meat” to sell on 

the market. Consequently, he drags Carlito to the Willamette Mall’s underground 

meat processing room, impales him on a meat hook, and attempts to grind him 

into human mince. Here the eating habits of zombies and humans become 

explicitly intermixed. This signifies further parallels between the undead and living 
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humans, insinuating that both are gluttonous consumers of flesh.43 After Larry is 

defeated and Carlito is unhooked, the latter once more stresses the game’s satire 

with the following dialogue: “Aren’t zombies great? I mean… all they do is eat, and 

eat, and eat, growing in number… Just like you good red, white and blue 

Americans.” As he speaks, the game’s virtual camera pans over an abundance of 

cattle carcases dangling from hooks (see Figure 2). Blood soaks the floor making 

the room look like the scene of a massacre, such as those caused by the undead. 

This strengthens the satirical message of the game: that zombies allude to the 

excessive food consumption of Americans – not just their urge to shop. 

 

Figure 2: Carlito criticises U.S. citizens on the grounds of their insatiable appetites 

before he dies from wounds given to him by an American butcher in Dead Rising 

1. 

Carlito’s vendetta against the United States of America – a retaliation against 

American gluttony as well as the state sanctioned destruction of his hometown – is 

regularly mentioned or alluded to in Dead Rising games after Dead Rising 1. Not 

only does this contribute to their continued recontextualization of Romero’s satire 

for post-9/11 audiences, as detailed in the prior section, but it also sustains their 

adaptation of the symbolic nature of zombie hunger. So, when the Willamette 
 

43 The eating habits of non-playable characters in the Dead Rising games are a core facet 
of Chapter 5 on shared satire. In this chapter, the representational and simulated qualities 
of Larry are explored in depth. 
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outbreak and the Keyes siblings are mentioned in Dead Rising 2 by a Terror Is 

Reality contestant and Stacey, respectively, this serves a double function. It calls 

to mind the game’s satire on excessive consumption with regards to both material 

goods and food; the latter of which is further enforced by in-game news reports 

speaking of beef shortages and news banners revealing that “beef consumption is 

reportedly up for the sixth straight year in A[merica].” Adding to this, satire on 

gluttonous food consumption is evoked directly when the context of Carlito’s 

terrorist attack is detailed in Dead Rising 3. This happens when Isabela tells Nick 

Ramos how the U.S. government orchestrated the construction of a lab in her 

village to “make fatter cattle for [their] fat country to eat.” Here the word fat is used 

derogatorily in line with Western media’s “weight bias” (Heuer, 2010): that is, the 

consistent perpetuation of content stigmatising overweight people in television 

programmes, films, advertisements, news broadcasts and online videos.44 Thus, 

Dead Rising 3 upholds notion of zombie hunger as a metaphor for human gluttony 

due to Isabela’s use of the stereotype of overweight people as perpetual 

overeaters. 

Ensuring the satire on excessive food consumption is present throughout the 

entire series, Dead Rising 4 re-uses a segment from Carlito’s dying monologue as 

its first line of dialogue. Accordingly, the first words the player hears when starting 

the game are: “[a]ren’t zombies great? I mean, all they do is eat, and eat, and eat.” 

These words echo as Frank has a nightmare about being trapped in the 

Willamette Parkview Mall. Hence, despite Dead Rising 4’s revision of prior story 

events – Dr Barnaby’s accidental creation of zombiism in Santa Cabeza is 

transformed into a purposeful one motivated by his research into eternal life, which 

was conducted under the guise of work on cattle production – the satirical 

correlation between zombies and U.S. citizens in terms of overeating is maintained 

and foregrounded. Thus, an examination of the contextual material both within and 

external to the Dead Rising games indicates that these games satirise excessive 

consumption in the form of both acquisitiveness and gluttony.  

 
44 Notable examples include The Nutty Professor (Shadyac, 1996) and The Biggest Loser 
(NBC, 2004-2016).  
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From Video Game Contexts to Videoludic Satire 

Examining contextual information pertaining to a video game strengthens the 

integrity of claims made about its videoludic satire. Indeed, without addressing this 

information it may be difficult to pinpoint exactly what a game satirises. Therefore, 

as Fernández-Vara states, and as this chapter demonstrates, “it is always 

preferable to ground our interpretation [of a game] within building blocks belonging 

to [its] context area to avoid unfounded interpretations” (2019: 241-2). With 

regards to videoludic satire, this means it is beneficial to acknowledge the values 

and ideologies that surround, and are internalised within, a video game to help 

determine what it satirises. Doing this ensures that any examination videoludic 

satire can more accurately pinpoint the rhetorics at play within a game and clarify 

which values these rhetorics negotiate, challenge, or perpetuate.  

An examination of the contexts pertaining to Dead Rising games confirms that 

they satirise excessive consumption. Furthermore, this examination reveals that 

Dead Rising games accomplish their satire by way of recontextualising and 

adapting the consumer-critique of Romero’s Dawn of the Dead. In other words, it 

confirms that the games satirise excessive consumption in the form of 

acquisitiveness and gluttony. Moreover, examining the contexts of Dead Rising 

games shows that their satires are imbued with a twenty-first century 

contemporariness due to their evocations of post-9/11 consumerism in the U.S. 

and recent trends in zombie fictions concerning food production and consumption. 

Thus, when Dead Rising games target excessive consumption, they 

simultaneously undermine the American ideology of salvation through 

consumerism and condemn what they view as America’s unsustainable eating 

habits. 

As this chapter has argued, Dead Rising games clearly contain more than just 

residual traces of Romero’s satire with their zombie filled, retail-oriented settings. 

In fact, Romero’s satirical message is evoked forthrightly, recontextualised, and 

adapted in Dead Rising games through all their modes of videoludic satire. As 

such, the contexts posited in this chapter inform the examination of videoludic 

satire in subsequent chapters of the thesis, which exemplify and examine the 

modes of videoludic satire in depth with reference to Capcom’s Dead Rising series 

of video games.  
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Chapter 2: Spatial Satire  

Video game environments facilitate gameplay in several ways: by housing objects 

that can be interacted with, by providing directional cues, and by confining their 

delineated gamespaces within discernible boundaries (walls, cliff-edges, 

forcefields, etc.). They also convey principles and ideologies. As Murray argues, 

“constructions of game landscapes are revelatory […] because they model 

systems of engagement that betray values, priorities and biases” (2018: 145). 

Moreover, as this chapter argues, video game environments can express 

videoludic satire in the form of spatial satire. Spatial satire emerges through the 

player’s exploration and interaction with a gameworld interface. This term is 

clarified by Jørgensen (2020: 128), who writes that it cannot simply be used to 

describe either a game’s fictive universe or its simulated space. On the contrary, 

gameworld interfaces encompass both the representational and simulated facets 

of video game spaces. Accordingly, this chapter conceptualises spatial satire in 

two forms: aesthetic-based spatial satire and affordance-based spatial satire. 

Aesthetic-based spatial satire is conveyed by the visual design of a gameworld 

(their representational properties), whereas affordance-based spatial satire 

emerges via player interaction with in-game objects (their simulated properties).  

To detect spatial satire, one must examine the gameworld interface with a focus 

on specific areas. With aesthetic-based spatial satire, a focus on the appearances 

of game environments is necessary: the look of their architecture, décor, and 

objects. With affordance-based spatial satire, one must examine the capacity for 

game environments and objects to be impacted or used by players. Detecting 

spatial satire thereby involves the utilisation of Consalvo and Dutton’s “object 

inventory” (2006: n.p.) method of game analysis. This describes the 

documentation, categorisation, and examination of in-game items followed by the 

analysis of these items. For instance, Consalvo and Dutton note that twenty-one 

percent of items in The Sims can be used to facilitate social interactions between 

Sims (virtual people), with nearly half of these allowing romantic interactions 

between adult Sims of any sex. This leads Consalvo and Dutton to make two 

conclusions. The first is that The Sims frames objects as important to social 

relationships, but less important than Sim-to-Sim interactions. The second is that 

objects enabling romance “keep sexual orientation unmarked, unbinding sexual 
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orientation from specifically sexed bodies” (ibid.) – consequently embracing 

queerness rather than excluding it. 

Consalvo and Dutton allocate their object inventory method of game analysis to 

“[in-game] objects that can be found, bought, stolen or created” (ibid.). The items 

they mention to exemplify their method, however, are small scale: refrigerators, 

stoves, televisions, artwork, etc. To examine spatial satire, the scope of video 

game items that can be documented, categorised, examined, and analysed is 

broadened. In this respect, an in-game object could consist of an entire structure 

or region. This broadening is of particular importance to investigations on 

aesthetic-based spatial satire, which for this chapter involves addressing the 

satirical implications of buildings like the Willamette Parkview Mall in Dead Rising 

1 and the Willamette Memorial Megaplex in Dead Rising 4. Moreover, reflecting 

the two types of spatial satire, the nature of object analysis alters between 

assessments of aesthetic-based spatial satire and affordance-based spatial satire. 

For the former, examinations of video game items are based on inferences relating 

to what in-game items look like. As for the latter, examinations of video game 

items are based on inferences relating to what in-game items can do. 

This chapter is split into two sections that focus on aesthetic-based spatial satire 

and affordance-based spatial satire, respectively. The first section begins by 

engaging with scholarship pertaining to environmental storytelling in video games 

to explain how aesthetic-based spatial satire is expressed. Then, this section 

illustrates how gameplay areas in Dead Rising games communicate aesthetic-

based spatial satire targeting the false security of (post-9/11) consumerism and 

excessive food consumption in the U.S. by way of their place names and visual 

design. The second section then expands on the first by showing how Dead Rising 

games build on their aesthetic-based satire with affordance-based spatial satire. In 

this section, the chapter demonstrates how Dead Rising games problematize in-

game consumption despite necessitating it.45 Hence, this section argues that the 

outcome of affordance-based spatial satire in Dead Rising games is not to deter 

the player from engaging in the consumption these games offer all together. 

 
45 In-game items must be used by the player’s avatar as weapons to defeat boss 
characters, and food must be consumed by them to regain health (which will surely be lost 
due to attacks by zombies and volatile humans). 
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Rather, affordance-based spatial satire in Dead Rising games works to undercut 

notions of consumption as unequivocally salvatory; this is achieved by way of 

imbuing in-game commodities with limited and/or unfavourable affordances.  

In both sections, interpretive analyses of spatial satire in the Dead Rising games 

are provided, which attest to the value of examining this mode of videoludic satire. 

These analyses aid in clarifying the “values, priorities, and biases” that Murray 

(2018: 145) argues are inherent in video game environments. In the Dead Rising 

games, such values, priorities, and biases are revealed to favour a neoliberal 

worldview in the sense that they advocate self-discipline and managerial 

proficiency.  

Aesthetic-based Spatial Satire in Dead Rising 

Attesting to the importance of video game aesthetics, previous scholarship has 

demonstrated how the design of gameworlds can contribute to generic 

verisimilitude, convey backstory, and offer moral criticisms. As per example, see 

Kirkland (2009b) on the iconography of horror-based video games, Fernández-

Vara (2019) on the physical and ideological disintegration of the underwater city, 

Rapture, in BioShock (2K Games, 2007), and Green (2018) on how BioShock 

utilises spatial storytelling to enforce its criticality of human selfishness and 

Objectivism. Adding to this, aesthetic-based spatial satire describes how fixed 

facets of gamespace communicate satirical criticism by means of world building 

and the implication of story events through spatial design. Thus, aesthetic-based 

spatial satire emerges in a similar manner to embedded narrative. This term 

describes “pre-generated narrative content that exists prior to a player’s 

interactions with a game” (Salen and Zimmerman, 2004: 383). However, while 

embedded narrative tends to be thought of in conjuncture with cutscenes (Salen 

and Zimmerman, 2004: 383) as well as in-game documentation and voice 

recordings (Nae, 2020), aesthetic-based spatial satire concentrates exclusively on 

information entrenched within a game’s architecture and décor. 

Aesthetic-based spatial satire manifests through the visual aspects of gamespaces 

that are often referred to by scholars describing environmental storytelling in 

games. That is, the organisation of their features and the details ascribed to their 

mise-en-scène (Squire and Jenkins, 2002; Jenkins, 2004; Kirkland, 2009b). 
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Consequently, to be recognised it requires a level of perceptiveness from the 

player, who must take note of what Green refers to as “environmental clues and 

details” (2018: 25) to reach conclusions on their implications. Conceptually, then, 

aesthetic-based spatial satire can be likened to what Fernández-Vara (2011: n.p.) 

calls indexical storytelling. This term describes the communication of story 

information in a game through environmental traces. With indexical storytelling, 

“the [video game] designer creates the elements of the story and integrates them 

in the world [and] the player has to interpret them and piece them together” (ibid.). 

Likewise, with aesthetic-based spatial satire the designer imbues video game 

environments with satirical meaning, which can be read by players through the 

exploration and close consideration of these environments.  

Video game environments in the Dead Rising series consist of consumer 

paradises. In fact, each of the numerically titled Dead Rising games is either set 

within or contains a sizable retail area. In Dead Rising 1 and 4 there is the 

Willamette Parkview Mall and Willamette Memorial Megaplex, respectively. In 

Dead Rising 2 and 3, there is the Palisades Mall and Central City shopping district, 

respectively. Although, as with the Monroeville Mall in Romero’s Dawn of the 

Dead, these areas are revealed to be unsustainable from a survivalist perspective. 

Each one is, of course, dominated by the undead. Accordingly, gamespaces in 

Dead Rising games exemplify aesthetic-spatial satire targeting the false security of 

consumerism. The occupation of these spaces by zombies attests to the failure of 

consumer-oriented locales to provide lasting comfort and safety, like in Romero’s 

film. Furthermore, regarding their recontextualization of Romero’s filmic satire, the 

failure of places in Dead Rising games to provide lasting comfort and safety 

undermines the notion of shopping as a form of resistance against, and protection 

from, terrorist threats.  

Aesthetic-based spatial satire on the false security of consumerism is apparent 

from the onsets of each Dead Rising game. This sets their satire apart from the 

satire of Romero’s Dawn of the Dead, wherein zombies overtake the Monroeville 

Mall during the final half-hour of the two-and-a-half-hour film after several months 

in the film’s fictive universe. Thus, the false security of consumerism is realised 

over time for the viewers and fictional protagonists of Dawn of the Dead. However, 

the fall of gameplay areas to zombies in Dead Rising games should happen during 
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the first half hour for players, after mere hours in the fictional world of the games.46 

To be more precise, zombies typically overtake each area within the first fifteen-to-

twenty minutes of playtime.47 As a result, Dead Rising games undercut any sense 

of security that consumer spaces may provide much more rapidly, thereby 

emphasising their satire on the false security of consumerism more forthrightly.   

Within the wider gameplay areas of each Dead Rising game, individualised areas 

exhibit more nuanced satirisations of the false security of consumerism. The 

Palisades Mall in Dead Rising 2 is one of these locations. Given that the word 

“palisades” refers to a protective enclosure or fortification, the name of this mall is 

proven to be ironic due to its occupation by the undead. As such, the mall appears 

to be indicative of the game’s scepticism over the alleged salvatory power of post-

9/11 consumerism; the protection alluded to in the mall’s name is proven to be 

illusory due to its occupation by the undead – creatures that reportedly originated 

from a terrorist attack. Other locations indicative of aesthetic-based spatial satire 

are the individual shops featured in Dead Rising games. As the series progresses, 

these adopt increasingly dilapidated appearances. In Dead Rising 1, retail spaces 

are relatively tidy, yet, in Dead Rising 2, 3 and 4 they grow messier. Shelves 

become barer, and items are strewn across the floor more frequently. On the 

surface, this could be viewed as an attempt by the developers of Dead Rising 

games to enhance the sense of generic verisimilitude established with each new 

game. Ransacked environments are typical of zombie fictions, after all. In addition, 

though, the progressively messier appearances of places in Dead Rising games 

propose further implications relative to their satire.  

The ransacked look of shops across the Dead Rising games implies that people 

flocked to obtain the commodities held inside them during each game’s zombie 

outbreak. This is not surprising as stockpiling goods is a typical response in times 

of crisis. During the Covid-19 pandemic, people in the United States and across 

the world hoarded items that could be deemed essential, such as hand sanitizer, 

anti-bacterial wipes, canned food, and toilet paper (Taylor, 2020; Terlep, 2021). 

 
46 I use the word “should” as the player could delay the infiltration of the Willamette Mall 
and Fortune City by zombies in Dead Rising 1 and 2, respectively, by not travelling to 
designated areas to trigger story progression. 
47 An elongated prologue in Dead Rising 4 means players must wait slightly longer to see 
the decline of the Willamette Memorial Megaplex 
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Likewise, in Dead Rising 2 stores like Roy’s Mart contain partially empty shelves 

that would otherwise be full of healthcare products and drinks: essential items that 

could have been acquired by survivors to endure the zombie outbreak. Yet, 

healthcare products and drinks are not the only items that have been taken from 

Roy’s Mart. Significantly, the shelves of the store’s cosmetics isle are mostly 

emptied. Here, the nature of goods pillaged from stores is indicative of something 

more than survivalism. Missing beauty products indicate the desire of U.S. citizens 

to indulge in consumer fantasies, rather than their desire to take items out of 

necessity. This idea is enforced in other stores throughout Dead Rising 2 and its 

sequels. For example, shirts and shoes are missing from the men’s clothing store 

Modern Businessman, handbags and jewelry are missing from the women’s 

clothing store Z & E, and technological devices are missing from the electronics 

store Robsaka Digital in Dead Rising 2, 3, and 4, respectively. 

 
Figure 3: The corpse of a woman reaching for a pile of gems inside Z & E, a 

clothing store located in Dead Rising 3. 

The inference that many people rushed to stores to fulfil their consumer fantasies 

rather than acquire useful items like food, water, and medical supplies in Dead 

Rising games is demonstrative of their dramatization of the post-9/11 rhetoric of 

salvatory consumerism. Clearly, the games imply that the primary response of 

American citizens during times of crisis is to obtain material goods. Building on this 

notion, the games satirise crisis-induced acquisitiveness with their inclusion of 
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environmental features that undermine the salvatory power of consumerism. This 

is apparent in Dead Rising 3, where a dismembered body reaching toward a 

cluster of gems can be seen in Z & E. Numerous backstories can be deduced 

here. Perhaps she was attacked by the undead whilst taking advantage of the 

chaos the zombie outbreak ensued to indulge in a consumer fantasy? Or maybe 

she was killed after seeking refuge in the store having (mis)placed her faith in 

trinkets? Either way, there is clarity to be found in the fact that the items she 

strived to possess did not save her from the undead. In fact, the positioning of her 

body indicates that her final actions reversed a sequence in Dawn of the Dead 

where Peter removes his rings when arming himself so that they do not hinder his 

shooting ability. In Romero’s film, Peter survives because of his ability to reject the 

allure of material goods (Loudermilk, 2003: 92). On the contrary, the woman in 

Dead Rising 3 seems to have died because she could not. Thus, her appearance 

recalls Romero’s satire on the false security of consumerism to challenging 

twenty-first century notions of acquiring commodities as a means of combatting 

dangers.48  

In Dead Rising 4, satire that targets and subverts the alleged salvatory power of 

consumerism is conveyed more explicitly in the Willamette Memorial Megaplex. 

On a conceptual level, the building communicates this satire by way of 

simultaneously emblematizing and undercutting the idea of responding to terrorist 

atrocities with consumerism. It is, after all, a structure that was built to promote 

commerce in the aftermath of Dead Rising 1’s terrorism-originating zombie 

outbreak. Moreover, it is a structure that failed to serve as a means of resistance 

against Calder’s zombie-led assault on the people of Willamette in the fourth 

game. More tangibly, though, this satire on the ideology of salvation through 

consumerism can be derived from certain set pieces scattered throughout the 

Megaplex. These show how people tried and failed to use consumer goods for the 

purpose of fortification, and thereby protection, against the undead. For instance, a 

makeshift fort can be found underneath a staircase opposite the Alessandro Dante 

clothing store. Its walls are fashioned from such materials as a “SALE” sign, a 

 
48 Similarly, in Dead Rising 4’s Amazon Food Court the corpse of a man can be found 
next to a pile of shopping valuables (stylised as Christmas presents) and a treasure chest. 
The latter is filled with jewellery, and so too signifies a reversal of Peter’s actions in Dawn 
of the Dead.  
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bookshelf, an antique-looking table, and two large ornamental plants. As one 

might expect, these items did not protect the shoppers who built it, both of whom 

can be found dead within their fort.49 Similarly, Dead Rising 4’s Zom-B Safe Panic 

Rooms flout, and consequently satirise, connections between consumerism and 

security with their marketing materials and failure to protect Willamette’s residents 

against zombies. 

Zom-B Safe Panic Rooms can be found throughout the Willamette Memorial 

Megaplex and its surrounding areas. They are modelled after real-life safe rooms: 

“standalone or internal shelters that are constructed to protect occupants from 

man-made threats and natural hazards” (Bounds, 2021: 68).50 Demand for safe 

rooms rose significantly after the September 11th terrorist attacks (Feeney, 2016: 

n.p.), with clientele requesting their installation in business headquarters and 

private properties (Jacobs, 2015: n.p.). Tom Gaffney, the CEO of Gaffco Ballistics 

(a company that specialises in building work/home-based security systems for 

New Yorkers and wealthy global citizens), even described 9/11 as “a game 

changer for the industry” (cited in Bounds, 2021: 68). However, the demand for 

safe rooms was not just grounded in the idea of personal safety. In addition, it was 

motivated by a Keeping up with the Joneses mentality. Purchasing a safe room 

thereby became indicative of socio-economic superiority, with one wealthy New 

York City resident purportedly disclosing that investment in hideaways and safe 

rooms became a source of “competition at dinner parties” (ibid.).  

In Dead Rising 4, marketing material for Zom-B Safe Panic Rooms emphasises 

protection as well as superfluous spending. Accordingly, such material can be 

read as aesthetic-based satirisations on commercial opportunism in the aftermath 

of a national disaster. For example, one poster inside White Rook Security (the 

store where Zom-B Safe Panic Rooms are purchased) invites customers to “ask a 

 
49 The placement of the fort also supports the idea that U.S. citizens value consumer 
fantasies more than their wellbeing. The fort was built in the place where the game’s 
outbreak attained critical mass and is positioned closer to a clothing store than its 
neighbouring convenience store – the latter of which may reasonably be expected to 
provide necessities like food and water. 
50 Man-made threats include “terrorist attacks, technological accidents and malfunctions, 
assassinations, kidnappings, cyberattacks and CBRE attacks (chemical, biological, 
radiological and explosive weapons)” whereas natural hazards include “hurricanes, 
blizzards and tornados” (Bounds, 2021: 68). 
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sales associate about [their] Survival Subscription Plans” while another promotes 

“deluxe walk-in Panic Rooms.” Hence, the distributors of Zom-B Safe Panic 

Rooms strive for much more than keeping their customers safe. On the contrary, 

they encourage excessive consumer expenditure. What is more, the logo of White 

Rook Security, which can be found near all Zom-B Safe Panic Rooms, is a 

silhouette resembling an American Bald Eagle: a bird that is viewed as a symbol of 

the United States of America. This conflates White Room Security and their 

products with a sense of Americana in the same way that many real-world brands 

adopted patriotic imagery in the aftermath of 9/11 (see Tsai, 2010). Consequently, 

environmental features of White Room Security and Zom-B Safe Panic Rooms 

incorporate the ideology of salvation through consumerism. Although, on further 

examination, it becomes clear that they do this as a means of deriding it. 

 
Figure 4: A Zom-B Safe Panic Room found in Dead Rising 4’s Willamette 

Memorial Megaplex. Evidently, it did not protect its inhabitants from harm. 

Tellingly of Dead Rising 4’s satire on the false security and salvatory power of 

consumerism, Zom-B Safe Panic Rooms do not protect their users from harm. 

Some counterproductively trap survivors, like the one found inside White Rook 

Protection. This appears to be due to a flaw in the design of these rooms whereby 

they can only be opened from the outside with card keys, which players can 

search for to free survivors. As the interiors of these panic rooms generally lack 

food and water, it can be deduced that survivors held within them would eventually 

die from starvation if not rescued. Other panic rooms, such as the one pictured in 
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Figure 4, contain zombies. To add context to this screenshot, once the door to the 

panic room was opened Frank encountered two zombies devouring a human 

corpse. The zombies were then killed, and the screenshot was taken. The 

inference here is that the zombies either managed to get into the panic rooms as 

survivors scrambled to get inside them, or that infected survivors turned while 

occupying the rooms and then killed their fellow occupants.  

Aesthetic-based spatial satire on the false security and salvatory power of 

consumerism emerges through the overtones affixed to Zom-B Safe Panic Room 

environments. Whether by trapping survivors without food or with the undead, it is 

made clear that these rooms were never safe at all. Zom-B Safe Panic Room 

facilitate panic rather than protect their users from it. As with the Palisades Mall in 

Dead Rising 2, then, Zom-B Safe Panic Rooms in Dead Rising 4 are framed as 

sites of death rather than materially derived comfort. The protection they claim to 

afford is revealed to be false through their satirical communication of irony, which 

can be read through their visual features. Significantly though, aesthetic-based 

spatial satire in this game does not just target the false security of and salvatory 

power of post-9/11 consumerism. It also targets Black Friday consumption.  

Satire on the frenzied shopping exploits of Black Friday consumers is achieved 

through the depictions of the Willamette Memorial Megaplex as a warzone in Dead 

Rising 4. This exaggerates the already dramatized presentation of Black Friday in 

news reports, which sometimes adopt a war-inflected rhetoric. For instance, 

journalistic accounts of the Black Friday sales have told of the event being “marred 

by shootings” (BBC News, 2011: n.p.), described how shoppers “besieged” malls 

across the U.S. (BBC News, 2013: n.p.), and stated that consumers “battled to 

snap up the latest deals” (Dubuis and Bucktin, 2015: n.p.). In Dead Rising 4, 

players are introduced to the Willamette Memorial Megaplex as the avatar’s 

helicopter crashes into the structure. This occurs during a cutscene, which 

includes first-person footage of Frank crawling out of the wreckage. Not only does 

the helicopter crash itself evoke war films like Black Hawk Down (Ridley Scott, 

2001), the first-person sequence mirrors those found in war-based video games 

like Call of Duty 4: Modern Warfare (Activision, 2007) and Call of Duty: Modern 
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Warfare 2 (Activision, 2009).51 As a result, before the player is even given a 

chance to explore the mall, it is contextualised as a site of war in order to 

exaggerate and satirise Black Friday shoppers. 

After the helicopter crash, the player is given control of Frank and can explore the 

crash site: The Amazon Food Court. The name of this setting alludes to Jeff 

Bezos’s consumer empire, Amazon. Interestingly, Bezos chose this name for his 

company for two reasons. The first is that its original name, Cadabra, could easily 

be mistook for the word cadaver rather than an abbreviation of the word 

abracadabra (Lebowitz, 2019: n.p.). The second is that the word Amazon alludes 

to vastness with its evocations of the Amazon River; in this way, it signifies an 

enormity of products for consumers to purchase. Yet, in Dead Rising 4, the design 

of The Amazon Food Court utilises imagery of nature to recall death, thereby 

returning to the connotations Bezos sought to escape to satirise Black Friday 

shoppers.  

With its helicopter wreckage, military supplies, and corpses of soldiers, The 

Amazon Food Court conjures depictions of the Vietnam War in films like 

Apocalypse Now (Francis Ford Coppola, 1979) rather than a South American 

River and its accompanying rainforest. This is further emphasised due to the 

avatar’s initial positioning on an upper level of the food court. Such positioning 

invites players to look over ledges and observe the lower level of the area, which 

is filled with both static and reanimated corpses. Here, the visual presentation of 

the area alludes to the final sequence in Platoon (Oliver Stone, 1986) wherein 

soldier Chris Taylor (Charlie Sheen) gazes upon the bodies of men being 

unceremoniously dumped into ditches. Dead Rising 1 makes a direct reference to 

this film through the antagonistic veteran Cliff Hudson, who believes he is back in 

Vietnam due to a bout of insanity triggered by witnessing his granddaughter being 

eaten by zombies. If defeated, Hudson says “The war... It wasn’t over... Not for 

me... It... never... ended...” This recalls Taylor’s line “The war is over for me now, 

but it will always be there, the rest of my days.” Therefore, both Dead Rising 1 and 

4 present their consumer spaces as warzones for the purpose of satirising 

rampant consumerism. However, it is Dead Rising 4 that draws on more explicit 

 
51 Both games feature helicopter crashes their avatars crawl out of, as seen from a first-
person perspective.  
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popular cultural iconography relative to the Vietnam War to apply its satire to Black 

Friday consumption specifically – though, this is not the food court’s only target of 

satire. 

Environments in Dead Rising games express aesthetic-based spatial satire on 

gluttonous food consumption by sardonically representing the abundance of fast-

food eateries available in the United States (see McCrory et. al., 2019). Entire 

areas are dedicated to food consumption in the Dead Rising games, with Dead 

Rising 1, 2, and 4 each containing their own Food Courts.52 Adding to this, in a 

design choice that accentuates their prominence, eateries appear outside of food 

courts, too. The culinary nomenclature of eateries in Dead Rising games reference 

food that is dense in calories, fat, and sugar. Burgers are referred to in Meaty’s 

Burgers, pizza is referenced in Hungry Joe’s Pizzeria and Mr. Chow’s Pizza,53 and 

confections are referred to in Cheesecake Mania and Sugarfulls Candy Store. 

Attesting to their satire on gluttony, words like “Meaty’s” and “Sugarfulls” stress 

culinary excess with their allusions to thickness and fullness. Notably, the word 

“Mania” refers to a mental illness characterised by bouts of euphoria and 

uncontrolled behaviour. The indication here is that excessive food consumption a 

commercialised sickness – one that is promoted by the food industry and indulged 

in by U.S. citizens who refuse to control their appetites. 

Even eateries that do not overtly refer to high calorie foods in their titles represent 

them visually. For instance, the logo for Jill’s Sandwiches54 in Dead Rising 1 

contains a large burger – rather than a sandwich, as would have befitted its 

namesake. An ad board outside the restaurant also displays six more images of 

burgers. Here, aesthetic-based spatial satire is generated via the pervasiveness of 

high-calorie and high-fat fast food items, which indicate excessive food intake. 

Large hamburgers typically contain 600 calories and 35 grams of fat (Paeratakul 

 
52 Dead Rising 3 does not contain a food court but does include several large restaurants 
and a butcher’s shop. 
53 The name Mr Chow also contains a food-related pun: “chow” is an informal word for 
food. 
54 The name of this eatery is an intertextual reference to the line “You were almost a Jill 
Sandwich!” from the first Resident Evil game. The supporting character Barry Burton says 
the line after saving the player’s avatar, Jill Valentine, from a room with a descending 
ceiling. 
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et. al., 2003: 1332), and so the collective calorie and fat content in Jill’s 

Sandwiches is likely substantial. 

As well as referencing several calorific, fatty, and sugary foods, the names of 

eateries in Dead Rising games recall real-world restaurants and cafes originating 

from the United States. Thus, the satirisation of gluttonous food intake these 

locales express is targeted at America. Cheesecake Mania recalls The 

Cheesecake Factory, Pappa Plucky’s Fried Chicken recalls KFC (Kentucky Fried 

Chicken), Pirate’s Catch Seafood Restaurant recalls Long John Silver’s, and 

Juggz Bar & Grill recalls Hooters with its comparative use of wordplay.55 

Furthermore, Pappa Plucky’s Fried Chicken and Pirate’s Catch Seafood 

Restaurant strengthen their allusions by adopting the colour schemes of their real-

world referents; the former consists of red and white while the latter consists of 

blue and yellow. Similarly, Meaty’s Burgers recalls McDonalds with its red and 

yellow colourisation and yellow arch behind its signage, which resembles half of 

the yellow “M” used in the McDonalds logo. The anthropomorphic burger mascot 

for Meaty’s Burgers also has a prominent red nose, paralleling that of Ronald 

McDonald (the clown mascot for McDonalds). However, the most apparent 

reference to a real-world corporation lies in Hamburger Fiefdom (see Figure 5).  

 
55 The word “Juggz,” or jugs as it is conventionally spelled, signifies a type of container 
used to carry liquids (commonly beer in a bar setting). The word “Hooters” signifies an owl 
(a bird that hoots, which the Hooters logo is modelled after). However, both words are 
also used as slang terms for a woman’s breasts. 
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Figure 5: Hamburger Fiefdom branches inside the Al Fresca Plaza in Dead Rising 

(top left), the Fortune City Food Court in Dead Rising 2 (top right), the Ingleton 

area in Dead Rising 3 (bottom left), and central to the Medieval Town themed area 

of the Willamette Memorial Megaplex in Dead Rising 4 (bottom right). 

Hamburger Fiefdom, which is present in Dead Rising 1, 2, 3, and 4, alludes to 

Burger King with its nomenclature-based associations with sovereignty. Moreover, 

while Burger King has historically adopted medieval imagery in its publicity 

material56 Hamburger Fiefdom takes this to the extreme with its increasingly 

extravagant interiors and exteriors. Only the name of the restaurant is suggestive 

of Burger King in Dead Rising 1, but in Dead Rising 2 and 3 the fast-food chain 

contains decorative knights and medieval iconography. There are even banners in 

Dead Rising 2’s Hamburger Fiefdom advertising the “Henry thee “Ate” platter” – a 

visual reference to Henry VIII, a monarch who is recognisable in part due to his 

substantial size.57 Consequently, notions of fatness – which is commonly seen as 

the result of overeating and choosing to have an unhealthy diet (see Puhl and 

Heuer, 2009: 944) – are infused with the food from Hamburger Fiefdom and, by 

extension, Burger King. Hamburger Fiefdom later appears in the form of a 

 
56 its mascot is a king who has appeared in multiple advertisements for the restaurant. 
57 Henry VIII is known primarily for having six wives, two of whom he ordered to be 
beheaded. But he is also known for his stature. Indeed, Brown describes Henry VIII as an 
“obese and flabby monster” (2009: n.p.), In addition, Barksdale (2014: n.p.) discloses that 
the monarch’s sizable armour implies that he weighed more than three-hundred pounds in 
the latter years of his life. 
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grandiose castle in Dead Rising 4. Accordingly, the player’s perception of this 

eatery, and by extension Burger King among other United States deriving 

restaurants, is infused with notions of commercialised excess.  

Whether by targeting post-9/11 consumerism or gluttony in the United States, 

aesthetic-based spatial satire in Dead Rising games posit the American 

commercial landscape as one that instils within its citizens a desire for more: more 

jewellery, more furniture, more home/workplace expansions, more food. This is 

made clear as businesses such as White Rook Security are depicted as 

opportunistic and exploitative, whereas eateries such as Sugarfulls Candy Store 

and Hamburger Fiefdom are seen to facilitate gluttonous behaviour due to their 

names and décor. However, Dead Rising games ultimately blame American 

citizens for succumbing to their culturally situated desire for more. After all, “under 

neoliberalism, citizens are expected to be responsible for themselves and to 

govern themselves” (Pérez-Latorre and Oliva, 2017: 791). Therefore, while 

corpses in Dead Rising 3’s Z & E and Dead Rising 4’s Willamette Parkview Mall 

indicate victims of a problematic ideology, they also indicate deaths resulting from 

a lack of self-discipline. What is implied here, then, is that the victims would have 

survived if they had been responsible neoliberal subjects and sought practical 

items for their current situations, rather than indulging in consumer fantasies. In 

other words, the victims would have survived if they had partaken in rational 

consumption rather than excessive consumption.  

The implication of aesthetic-based spatial satire in Dead Rising games – that 

consumers should control their acquisitiveness and make value judgements 

regarding items they try to obtain – is strengthened by their affordance-based 

spatial satire. This means that although Dead Rising games facilitate gratuitous 

consumption, they do not (always) do this in a way that leads to “ludonarrative 

dissonance” (Hocking, 2007): internalised conflicts wherein the narrative elements 

of a video game do not exist harmoniously with their gameplay elements.58 

Excessive consumption in Dead Rising games is thereby shown to be problematic 

via the game’s overarching narratives, their indexical storytelling, and their 

 
58 Hocking exemplifies his term with reference to BioShock, which he argues challenges 
self-interest from a narrative point of view but counteractively promotes self-interest 
through its gameplay.  



   
 

73 | P a g e  
 

gameplay in many cases. Regarding the latter, this is demonstrated in the 

followings section, which explains how affordance-based spatial satire is 

communicated in video games generally and how this mode of videoludic satire is 

expressed in Dead Rising games, specifically.  

Affordance-based Spatial Satire in Dead Rising 

As well as conveying visual information, video game landscapes are imbued with 

“potentials for actions” (Squire and Jenkins, 2002: 65). They encourage players to 

assess gamespace “in an ongoing, activated manner for its use-value or 

exploitability for success within the rule-based system of play” (Murray, 2018: 

180). Regarding affordance-based spatial satire, the use-value of gameworlds is 

conceptualised in terms of their affordances. This term describes what an 

environment can offer an individual; or, more specifically for video games, what 

gamespace can offer a game player. Thus, affordance-based spatial satire does 

not perceive the space of games in terms of indexical storytelling – wherein 

satirical story information relating to the construction, values, and inner workings of 

the game world is communicated by means of its appearance. Rather, it 

conceptualises video game space as “ludo-narrative design space” (Aarseth, 

2012: n.p.) – wherein information is communicated through the player’s 

interactions with game object and environments (ibid.). In short, affordance-based 

spatial satire differs from aesthetic-based spatial satire in that it emphasises the 

procedural potential of video game environments, rather than their stylistic 

properties. 

Affordance-based spatial satire stems from environmental properties in video 

games that can be moved, equipped, and otherwise utilised during gameplay. As 

such, it can be understood using Pinchbeck’s (2009) affordance-based approach 

to video game analysis. Pinchbeck emphasises the affordances of in-game 

objects. That is, the functions/effects players can extract from these objects.59 For 

instance, players of Dead Rising games can dismember zombies with bladed 

 
59 The word “objects” is liberally applied here and refers to a variety of video game 
components, such as “NPCs […] buildings, barrels [and] health kits” (Pinchbeck, 2009: 
n.p.). However, this chapter concentrates on its referral to decorative or useful objects 
rather than non-playable characters: the latter of which are addressed separately in 
Chapter 5 on shared satire. 
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weapons. Therefore, an affordance of these weapons is to inflict harm on the 

undead, specifically by removing their limbs or heads. Furthermore, Pinchbeck’s 

approach to video game analysis recognises that the affordances of in-game items 

can make players more knowledgeable about the world of a game. That is to say, 

the affordances of in-game objects can be imbued with “the capacity to enable an 

interpretation to be drawn” (Pinchbeck, 2009: n.p.). Accordingly, to seek and/or 

assess affordance-based spatial satire the functions/effects players can extract 

from in-game objects should be studied for their satiric potential. 

Throughout the Dead Rising games players can direct their avatars to interact with 

hundreds of in-game objects. These are stylized as objects typically found in 

consumer spaces and consist predominantly of material goods and food. All of 

these in-game objects situate Dead Rising games within a broader conception of 

video games as simulated shopping experiences (see Oliva et al., 2016: 615; 

Pérez-Latorre and Oliva, 2017: 792) due to the scope of in-game items that can be 

encountered, equipped, and utilised by players. In this context, consumerism is 

often framed positively. For example, in BioShock Infinite (2K Games, 2013) “the 

more things the character/player collects, the better their chances of advancing in 

the game” (Pérez-Latorre and Oliva, 2017: 792). Yet, it is important to remember 

that not every video game featuring a plethora of in-game objects depicts 

consumption in a positive light, as is exemplified by the general ineffectiveness of 

a large proportion of virtual goods in Dead Rising games. To explain, these goods 

could have been programmed to adopt the post-9/11 rhetoric of salvatory 

consumerism by offering a viable means of defense against zombie hordes. But 

they were not. Instead, these goods satirically subvert the post-9/11 rhetoric of 

salvatory consumerism by proving to be largely futile during the crises that arise in 

Dead Rising games.  

According to their strategy guides, there are a total of one-hundred-and-forty-one, 

two-hundred-and-twenty-seven, two-hundred-and-fifty-five, and two-hundred-and-

sixty-eight types of consumer item that can be equipped by the player’s avatar in 

Dead Rising 1, 2, 2: OTR, and 3, respectively. These items range from guitars, 

handbags, potted plants, and vases to chainsaws, machetes, handguns, and 

machine guns. A figure for the number of item types available in Dead Rising 4 is 

unavailable as an official strategy guide for the game was not created. However, in 
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following the trend set out by its predecessors it is likely that Dead Rising 4 

contains even more consumer item types than its predecessor. Items in Dead 

Rising games are scattered throughout the town of Willamette, Fortune City, and 

Los Perdidos. In fact, it is common for players to find several of these items in 

each of the games’ individualized location – inside a single shop or restaurants, for 

example. This adds to the sense of excess evoked by the games, as players are 

never too far away from items they can acquire. But, despite their heavy presence, 

items in Dead Rising games fail to offer an unproblematic means of salvation from 

oncoming threats. Consequently, they present affordance-based spatial satire on 

the post-9/11 rhetoric of salvation through consumerism by undermining the idea 

of consumerism as an efficient defensive strategy against imminent dangers. 

Because items in Dead Rising games are unhindered by gatekeeping processes 

like simulated paywalls, Schott (2011) concludes that Dead Rising 1 (and by 

extension its sequels) allows for an idealised vision of consumerism. Specifically, 

Schott argues that “while the notion of mall-as-utopia is a flawed one for the 

characters in [Romero’s] Dawn of the Dead, it works effectively for the player of 

Dead Rising engaging in consumption as play” (2011: 147). Although, his claim 

can be challenged on the grounds that Dead Rising games do not facilitate 

idealized consumption. Indeed, consumption in Dead Rising games is hampered 

by zombies and the avatars’ limited inventory space, which respectively 

problematize the ease and magnitude in which items can be acquired.60 More 

importantly for the research at hand, though, consumption is problematized by the 

limited affordances offered by in-game items. For example, vases and potted 

plants smash immediately if they are thrown or swung at zombies. Likewise, 

paintings can be broken over a zombie’s head only once, which merely 

incapacitates the creature rather than killing it. This may seem like a useful 

affordance, although hindering one zombie hardly provides the avatar with much 

relief given that hundreds typically wander onscreen at any time. Moreover, items 

such as gems simply bounce off zombies, or cause them to fall over without 

harming them.  

 
60 Zombies make consumerism tricky with their persistent threat, while only a certain 
number of items can be carried at any given time by the player’s avatar (this number 
increased with gameplay progression, however). 
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Overall, then, the affordances of the aforementioned items in Dead Rising games 

are less than ideal given the avatar’s predicaments. Indeed, the affordances of 

gems specifically corroborates the instance of aesthetic-based spatial satire 

concerning a woman’s corpse in Dead Rising 3, which can be seen reaching for 

these items. The woman’s corpse can thereby be read as a warning to players 

who might themselves be drawn to fetishized commodities. Here, satire derived 

from the visual representation of a person who died due to their failure to reject 

jewellery might inform the player’s gameplay, leading them to avoid suffering the 

same fate. Or, alternatively, this satire could make them aware of the parallels 

between the deceased’s compromising consumer activities and their own in-game 

behaviour after discovering the less-than-favourable affordances these items offer. 

Either way, it is clear that Dead Rising games do not offer an idealistic vision of 

consumption as Schott (2011) implies, especially in a post-9/11 context. 

Alternatively, they often offer little, and limited, salvation against the undead. 

Statistical information concerning the damage dealt to enemies by consumer items 

in the Dead Rising games qualifies their affordance-based spatial satire on the 

false security of post-9/11 consumption. Dead Rising games contain many items 

that deal very little, if any, damage to in-game enemies. Accordingly, as well as 

being limited by the number of times they can be used, many items in these 

games are hampered in their stopping power against threats to the player’s avatar. 

Such shortcomings are communicated effectively in the strategy guides for Dead 

Rising 2: OTR and 3. In the former, item damage is presented on a scale of one to 

five, with one signifying the weakest and five signifying the strongest items. In the 

latter, item damage is described as low, medium, or high. To make the data from 

each game more readily comparable, the categorisations used in Dead Rising 3 

are applied to data from Dead Rising 2: OTR in the tables below. Hence, an item 

damage rating of zero/one translates to low damage, an item damage rating of 

two/three translates to medium damage, and an item damage rating of four/five 

translates to high damage. As a result, the proportion of each games’ categorical 

percentages are revealed to be very similar, if not identical (see Tables 1 and 2).  
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Table 1: Dead Rising 2: OTR Item Damage Rating 

Damage Rating Number of Items Percentage (Approx.) 

Low 94 36.86 (37%) 

Medium 136 53.33 (53%) 

High 25 9.8 (10%) 

 

Table 2: Dead Rising 3 Item Damage Rating 

Damage Rating Number of Items Percentage (Approx.) 

Low 111 41.41 (41%) 

Medium 132 49.25 (49%) 

High 25 9.32 (9%) 

 

Data from the above tables shows that approximately two fifths of the items 

available in Dead Rising 2: OTR and 3 afford little to no damage against the 

undead. Accordingly, a large portion of items in these games do not afford the 

player’s avatar with an adequate means of self-defense. Adding to this, the nature 

of the items providing little protection against the undead is significant. For 

instance, in both games, items such as gems, toys, and bric-a-brac rank among 

those providing the least attack power. Alternatively, guns, sledgehammers, and 

explosives are among items that afford the most attack power. This indicates an 

ordering process regarding the items available in these games, which has its roots 

in Dead Rising 1. As Weise (2009) observes, in this game the value of consumer 

goods shifts toward their usefulness in the context of the game’s zombie outbreak. 

Thereby, “a lawnmower, a chainsaw, or even a rake [becomes] much more 

valuable than a diamond necklace” (Weise, 2009: 259). With this value shift, Dead 

Rising 1 (and its sequels) proceduralise the survivalist logic Romero’s Dawn of the 

Dead implies. Namely, that in times of crisis items connoting monetary wealth or 

social status become obsolete. Affordance-based spatial satire in Dead Rising 

games undermines superfluous consumption, then, by rendering the player’s 

desire to acquire certain goods (trinkets connoting excess by their allusions to 

monetary wealth) archaic. Furthermore, it does this while advocating a practical 

approach to consumption, in lieu of dismissing consumption entirely. 
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In Dead Rising games, affordance-based spatial satire functions as both a means 

of critiquing uninhibited consumer desires on the part of players and encouraging 

players to adopt a strategic approach to item management. Consequently, 

affordance-based spatial satire in Dead Rising games indicates an advocation for 

neoliberal values in the form of self-discipline and managerial proficiency. As such, 

like Pérez-Latorre and Oliva state regarding BioShock, these games encourage 

their players to “use [in-game items] strategically and wisely in order to advance in 

the game” (2017: 791). Players of Dead Rising games are urged, by way of spatial 

satire, to control impulses to seize every item in sight and, instead, to only utilise 

items that are efficient given their dire circumstances. Thus, by attributing different 

items with different affordances, Dead Rising games satirise excessive 

consumption while simultaneously fostering a pragmatic approach to 

consumerism. Furthermore, even if players do adhere to pragmatic consumption in 

Dead Rising games, affordance-based spatial satire is still expressed by way of 

the fleetingness of items in these games.  

Though only a certain number of items demonstrate affordance-based spatial 

satire due to their ineffectual combat-proficiency, all demonstrate affordance-

based spatial satire due to their ephemerality. As such, despite their high attack 

powers, chainsaws, swords, and lead pipes all suffer the ravages of overuse. This 

is because every item type in Dead Rising games has been programmed to break 

over time. None exist indefinitely. Therefore, even the strongest of items in these 

games undercuts post-9/11 notions of salvatory consumerism with their imminent 

breakage. In fact, the ineffectiveness of consumer goods in Dead Rising is 

inevitably made known due to the sheer number of undead in these games. 

Players of Dead Rising 1, for instance, may decide to kill every zombie in a 

location. However, As Perron asserts, “they’ll do it for nothing since they’ll only 

have to leave the [area] and turn around to find out that a herd has magically 

reappeared” (2018: 386). Ergo, stronger items may allow players to obliterate 

multiple zombie foes, but they can never account for all of them. This is a given 

across the entire Dead Rising series, as the zombie threat can never truly be 

destroyed. Small scale areas can be made secure, such as safe houses in Dead 

Rising 3 and 4. Yet, the threat of the undead resumes once the player leaves 

these locations to traverse their wider landscapes. Because of this, all items in 
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Dead Rising games afford only a fleeting means of defense against their threats, 

which, from a survivalist perspective, should be evaded rather than fought.61  

Affordance-based spatial satire on the false security of consumer society in Dead 

Rising games is not just expressed through objects that are found in game 

environments. It is also expressed in goods that can be purchased in these game 

environments. For example, in Dead Rising 2 and 2: OTR the avatar can buy 

goods from tradespeople in Fortune City’s “pawn shops” – venues that have been 

appropriated by looters as a means of extorting survivors. These locations tap 

directly into the post-9/11 notion of salvation through consumerism as evidenced 

by exterior graffiti, which exclaims “protect yurself!” [sic] and “don’t let the freaks 

win”. This recalls the rhetoric perpetuated by President Bush who stated the U.S. 

citizens must not let terrorists intimidate them to the point where they do not shop. 

However, the misspelling of “yourself” as “yurself” does not imbue much 

confidence in this rhetoric. Ironically, pawn shops also feature graffiti exclaiming 

that there is “cheap stuff inside” of them. On one hand, this appears to convey the 

message that the goods on sale are inexpensive or reasonably priced. On the 

other hand, the word “cheap” foregrounds the flimsiness of the items that are on 

sale in the games’ pawn shops – something that is made clear due to their non-

permanence. 

Through in-game pawn shops, Dead Rising 2 and 2: OTR accentuate their 

affordance-based spatial satirisations of the false security of post-9/11 

consumerism through their more faithful simulations of consumption. That is, those 

simulations involving virtual monetary transactions rather than the uninhibited 

acquisition of goods. Such transactions are contextualized as inane, especially as 

most of the items available for purchase at pawn shops are not exclusive to them. 

Accordingly, purchasing items from pawn shops is ill-advised as they can be found 

elsewhere for free. Adding to this, items purchased from pawn shops do not 

possess any affordance-based advantages over those found elsewhere in Fortune 

City. To use an example from in Dead Rising 2: OTR, a broadsword bought from 

the Platinum Strip’s pawn shop for $15,000 will have the same level of durability 

 
61 To clarify what I mean here, it is true that zombies cannot be avoided due to their 
considerable presence in Dead Rising games. Though, they can be evaded in the sense 
that players can simply run past or through them. 
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and damage dealt against in-game enemies as the one obtainable for free from 

Shank’s (a hunting store) or Ned’s Knicknackery (an antiques store). Moreover, 

like zombies across the series, items tend to reappear over time. This means that 

the player could obtain a broadsword from Ned’s Knicknackery, leave the area, 

and then return to find that another broadsword has appeared. As such, there is 

no need to purchase this item from a pawn shop. Consequently, two satirical 

inferences are communicated Dead Rising 2 and 2: OTR. One posits that 

consumer spending is not a necessary response to crises. The other posits that, in 

addition to utilizing in-game items strategically, players should learn how to 

acquire in-game items strategically; by learning where they appear and not 

spending money unnecessarily. 

As well as common items, pawn shops in Dead Rising 2 and 2: OTR also sell 

vehicle keys that cannot be attained elsewhere. These items express affordance-

based spatial satire due to their lack of value as anything other than (redundant) 

status symbols. For example, in Dead Rising 2: OTR the Royal Flush Plaza’s 

pawn shop sells a “Sports Car Key” for $1,000,000. This affords the player access 

to a two-seater vehicle displayed in the same area, which appears to be modelled 

after a Porsche: a brand of high-priced automobiles in the real-world.62 Access to 

this vehicle conjures notions of an elevated cultural status, especially with its 

substantial price and prestigious real-world referent, but in terms of its practicality 

during gameplay the car is cumbersome. In this way, the vehicle demonstrates 

affordance-based spatial satire on post-9/11 consumption by way of its 

impracticality. In other words, should players procedurally mimic the actions of the 

Floridian couple who sought a new car because they did not “want the terrorists to 

think they won” (Scanlon, 2005: 176), their efforts will be satirised from the 

moment they start up the vehicle. 

Sports cars may be alluring commodities, but the one in Dead Rising 2: OTR is not 

beneficial during gameplay. First, the car is limited in its traversal power as it can 

only be driven around the Royal Flush Plaza, the Slot Ranch Casino, and the Food 

Court. This is because these areas are connected via open gateways big enough 

for the sports car to drive through, unlike the smaller access points to additional 

 
62Specifically, the sports car in Dead Rising 2: OTR looks like a Porsche Boxster.  
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areas in Fortune City. Even in these locations, though, the vehicle is difficult to 

drive due to the density of zombies, slot machines, pool tables, and bars within 

them. Second, the momentum afforded by the sports car hinders the player’s 

capacity to control it, making the vehicle prone to jolting forward too violently. As 

for its turning capabilities, its swiftness also makes it slippery. As a result, the 

sports car is likely to slide uncontrollably. Hence, the “speed” of the vehicle – a 

word that is embellished on the bonnet of the car as thereby signified to be its 

major selling point – is so excessive that it becomes unwieldy. Third, each time the 

vehicle hits a zombie or a piece of Fortune City’s décor, which will likely happen 

often, the car is damaged. As with other items in the game, once the car has 

sustained enough damage it will be destroyed. Hence, the salvatory power of 

consumerism is again undermined by the (disadvantageous) affordances of the 

sports car.63   

Alternatively, skateboards can be obtained at no cost from some stores across 

Fortune City, allowing the avatar to move more quickly than when walking. 

Skateboards can even be carried to all locations throughout Fortune City, making 

them more practical than any vehicles that can be purchased. Of course, like other 

items, skateboards are not perfect. They still break from overuse, consequently 

satirising the false security and salvatory power of post-9/11 consumption with 

their temporal nature. Yet, they afford a much wider scope for travel across 

Fortune City. Therefore, skateboards rank higher that sports cars for traversal 

efficiency in Dead Rising 2 and 2: OTR, much like chainsaws rank higher than 

gems for their stopping power again in-game enemies. This means that although 

all commercial modes of transport exhibit affordance-based spatial satire in Dead 

Rising 2 and 2: OTR, they do this in a hierarchical fashion. All consumption may 

be ill-fated, but the consumption of some items is less ill-fated than others. Hence, 

players of Dead Rising games are implicitly encouraged to decipher which items 

are the most efficient for their circumstances and tailor their gameplay toward 

 
63 Similarly, Palisades Mall’s pawn shop sells a Chopper key for $1,250,000 that can be 
used to access a motorcycle in the Yucatan Casino. Disappointingly, this vehicle can only 
be driven in here and the Palisades Mall. The Silver Strip’s pawn shop also sells an SUV 
Key for $2,500,000 and its corresponding vehicle can be found in the Shamrock Casino. 
This can be driven throughout the Silver Strip, Fortune Park, and Platinum Strip, although 
its speed is not much greater than the industrial carts found in Fortune Park for free. 
Accordingly, the item is a “sham” purchase as the namesake of its location suggests.  
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acquiring these items over others. Excessive and indiscriminatory consumption is 

not advised, whereas methodical consumption is.  

Dead Rising games do not only encourage the methodical consumption of in-

game material goods though their satire; they also encourage the methodical 

consumption of in-game food and drink, too. Yet, this is accomplished with less 

consistency than their satire on post-9/11 consumption. For the most part, 

food/drink in Dead Rising games typically regenerates the avatar’s health. This 

follows the function of such items in video games as healing, which likely stems 

from associations between food/drink and nutrition. For example, milk, lemonade, 

fruit, and health drinks can all be consumed by avatars to restore their health in 

The Legend of Zelda series (Nintendo, 1986-present), Pokémon series (Game 

Freak, 1996-present), Super Smash Bros. series (1999-present), and Silent Hill 

series (Konami, 1999-2014), respectively. Likewise, food like cabbages, burgers, 

and fish can be eaten by the avatar to give them health in Dead Rising games. 

However, in instances where the player directs their avatar to engage in food 

consumption that the game developers behind the Dead Rising series have 

deemed problematic, adverse affordances to food consumption are implemented.  

In Dead Rising 1, 2, 2: OTR, and 3 food items can offer negative affordances to 

the player’s avatar.64 In Dead Rising 1, one negative affordance of food 

consumption is that the player’s avatar will receive abdominal cramps. This is 

conveyed as Frank clutches his stomach in pain. In Dead Rising 2, 2: OTR, and 3, 

another negative effect is vomiting.65 These negative affordances can be prompted 

by the avatar’s consumption of “spoiled” foods, such as spoiled meat, spoiled 

steak, and spoiled bacon. Such food items are made when the avatar is made to 

hold onto certain foods (meat, steak, and bacon) for too long, which causes them 

to spoil. Typically, this takes around fifteen minutes in real-time, or three hours of 

in-game time. Hence, the player is encouraged to be mindful of how long they 

carry food items, especially those which are prone to expiring rapidly if not stored 

 
64 In the fourth game food consumption has no adverse affordances, making this action 
void of satire. 
65 These affordances can also be viewed as satirical consequences and are therefore 
discussed further in Chapter 6. In justify this, it is the pre-programmed capacity for items 
to hinder the avatar that imbues them with affordance-based spatial satire, whereas it is 
the player’s decision to trigger these affordances (purposefully or inadvertently), and 
suffer the consequences of doing so, that generates consequential satire. 



   
 

83 | P a g e  
 

properly. In addition, sickness is also prompted in Dead Rising 2, OTR, and 3 if 

three or more alcoholic drinks are consumed in quick succession; that is, 

immediately after one another. These drinks do have restorative effects like other 

foods when they are consumed in moderation, though. 

The negative affordances attributed to eating in Dead Rising games constitute 

common-sense outcomes to eating spoiled foods and drinking too much alcohol in 

the real world. Yet, in the context of video games, they violate and satirise the 

often-unproblematic act of excessive food/drink consumption. Surprisingly, though, 

negative affordances are not prompted when the avatar is directed to gorge on 

unspoiled and non-alcoholic food items. So, while contextual story material and 

non-playable characters satirise gluttonous eating in the United States, 

affordance-based spatial satire is limited in its proceduralisation of this. On one 

hand, this appears to indicate a conflict within Dead Rising games that can be 

described as ludonarrative dissonance (Hocking, 2007). From this perspective, the 

absence of negative affordances when masses of unspoiled and non-alcoholic 

food items are eaten at once disrupts the overall satire on gluttony in Dead Rising 

games. On the other hand, the absence of negative affordances when masses of 

unspoiled and non-alcoholic food items are eaten is indicative of the relentless 

food intake of U.S. citizens. Hence, the fact that these items do not prompt illness 

when consumed strengthens the games’ framing of Americans as unstoppable 

eaters. Yet, if the latter truly were the case, there would be no need to include 

negative affordances for any food consumption in the games. Hence, affordance-

based spatial satire on excessive food consumption in Dead Rising games is 

discernibly unstable.  

Nevertheless, where food consumption does have negative affordances in Dead 

Rising games, health and wellbeing are correlated with lifestyle and consumption 

choices. This correlation is discernible across a range of neoliberal media. For 

instance, it can be seen in video game like BioShock Infinite, wherein eating fruit 

enhances the avatar’s health and smoking reduces it (Pérez-Latorre and Oliva, 

2017: 793). Likewise, it can be seen in television programmes like The Biggest 

Loser (NBC, 2004-2016), wherein large-bodied participants are given personal 

training plans and dietary information for the purpose of losing weight (which is 

contextualised as indicative of a healthier lifestyle). Accordingly, affordance-based 
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spatial satire on gluttony in Dead Rising games locates these games within a 

wider ideological trend that conflates one’s personal health with their consumption 

choices. Of significance to this conflation is its overriding of studies on health in 

relation to broader socioeconomic conditions: the widespread availability of junk 

foods and their relative cheapness compared to healthier alternatives, for 

example. Thus, despite corporate food chains encouraging mass consumption 

with their advertisements and omnipresence across the U.S. landscape, neoliberal 

attitudes would place the onus of a population’s health on the actions of the 

individuals within in. Similarly, although aesthetic-based spatial satire in Dead 

Rising games acknowledge that environmental factors encourage gluttony (with 

their parodic fast-food chains and prevalence of food items), affordance-based 

spatial satire in these games reinforces the idea that a person’s health is their own 

responsibility.  

Conclusion 

The examination of gameworld interfaces makes it clear that spatial satire can be 

expressed through the visual design and simulated properties of video game 

environments. This is apparent in Dead Rising games, which express both 

aesthetic-based and affordance-based spatial satire. Regarding aesthetic-based 

spatial satire, consumption-oriented gameplay environments reproduce and 

modernise Dawn of the Dead’s satire on the false security of consumerism by 

sardonicallyalluding to, and ultimately undermining, the alleged salvatory potential 

of post-9/11 consumption. In addition, gameplay environments in Dead Rising 

games expand on the satire of Romero’s Dawn of the Dead with their wealth of 

eateries, which highlight the excesses of twenty-first century food intake in the 

United States of America. Regarding affordance-based spatial satire, the multitude 

of attainable commodities throughout the Dead Rising games show a 

proceduralisation Romero’s satire with their minimal or limited affordances. Hence, 

the security of consumerism is indeed proven to be false by way of the evanescent 

use-value of these items. Furthermore, excessive food consumption is satirised, 

albeit inconsistently, with negative affordances being attributed to the avatars’ 

consumption of certain food items under certain conditions.  

Close consideration of spatial satire in Dead Rising games reveals the values 

these games challenge and promote. Explicitly, these games challenge the desire 
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to indulge in unrestrained consumption by problematising consumer fantasies. 

Although, this does not mean that they discourage consumption completely. 

Rather, through their spatial satire, Dead Rising games encourage rational 

consumption; that which is resistant to culturally infused calls to consume 

excessively. Indeed, allowing players to acquire a multitude of consumer goods in 

video games does not equate to these games endorsing virtual acquisitiveness. 

Corpses in Dead Rising 3 and 4 indicate as much by visually signifying the ill-fated 

ness of gratuitous consumption. In fact, the plethora of items scattered throughout 

gamespaces reinforce the message conveyed by these corpses with their 

affordances – that consumption should be engaged in rationally rather than 

superfluously. Therefore, on the surface Dead Rising games appear to promote 

rampant consumption by way of their environmental designs, which centralise 

consumer spaces and contain a multitude of commodities. Yet, an examination of 

the spatial satire in these games reveals the opposite to be true, with a core 

component of this video game series amounting to restraint against excessive 

consumption.  

Of course, architecture, décor, and items are not the only conceivable aspects of 

gameworlds. There are also their inhabitants, or non-player characters (NPCs), to 

consider. Indeed, Pinchbeck’s (2009) affordance-based model for game analysis 

refers to characters that exhibit artificial intelligence and autonomous behaviours. 

Pinchbeck calls these characters independent objects and agents, although for the 

purpose of consistency this thesis refers to them only as the latter. Such 

characters, whether stylised as humans, animals, monsters, or robots, can make 

gameworlds feel like lived-in environments or transform them into what Squire and 

Jenkins (2006) refer to as contested spaces. For better or for worse, they share 

the world of the game with the player. Besides, they, too, can function as vessels 

for satire and, thereby, indicate the wider ideological underpinnings of video 

games. As such, the aptitude of video game agents in expressing satire is 

explored in the following chapter.   
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Chapter 3: Shared Satire 

This chapter argues that interactions between the player’s avatar and agents in 

video games can lead to the emergence of shared satire, which it divides into 

three forms based on Calleja’s (2011) schema for avatar/agent interactions. 

Calleja’s schema outlines three possible modes of avatar/agent interplay; these 

are referred to as cohabitation, cooperation, and competition/conflict. The first 

conjures a sense of community, the second conjures a sense of teamwork, and 

the third conjures a sense of challenge. Following these distinctions, this chapter 

introduces three new categories of videoludic satire: cohabitational shared satire, 

cooperative shared satire, and contesting shared satire – with the latter unifying 

Calleja’s competition and conflict into a single term to match his treatment of both 

as interrelated concepts. Thereby, cohabitational shared satire describes satire 

that emerges from the player’s sense of sharing virtual space with agents, and 

even developing a rapport with them; cooperative shared satire arises from 

instances of collaboration between players and agents to reach a common goal; 

and contesting shared satire emerges from instances of competition or conflict 

between the player’s avatar and video game agents. 

The forms of shared satire explored in this chapter do not depend on how much 

characterisation and story exposition a video game agent is given, or to what 

extent their behaviour/fates can be altered by the player. Because of this, there 

are no hierarchies relative to characterisational depth when it comes to shared 

satire. It is irrelevant whether an agent is one of many replicable bots, a shallow 

character with minimal characterisation, or a deep character with their own 

backstory to borrow the terminology used by Aarseth (2012: n.p.). What does 

matter in terms of telling which form(s) of shared satire video game agents convey 

is their role. That is, how they function to advocate, support, or hinder gameplay 

activities. As such, shared satire is detected and documented in this chapter using 

a method for game analysis called interaction mapping (Consalvo and Dutton, 

2006). This involves determining how players can interact with agents as permitted 

by the rule-based system of a video game. 

Attesting to the usefulness of interaction mapping, Consalvo and Dutton (2006) 

state that this technique is applicable to numerous areas of investigation. For 

instance, it could be used to assess the variability of NPC dialogue trees, or to 
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discover whether sustained contact with NPCs yields new opportunities for 

interaction. Evidencing the latter, Consalvo and Dutton note that in The Sims 

(Electronic Arts, 2000) “[agents] must be friends before romantic feelings can be 

reciprocated – and only after friendship is established can [they] engage in more 

intimate (or sexual) relations” (2006: n.p.). As a result, they determine that the 

game presents a pattern of courtship that rejects hook-up culture and instead opts 

to model a conservative view of romantic relationships. In this chapter, then, the 

research method of interaction mapping is utilised to examine shared satire for 

several reasons. It provides a useful way to see what can be achieved via 

player/agent interaction, it enables researchers to determine how interactions can 

be classified (as cohabitational, cooperative, or competitive), and it provides a 

means of reading such interactions in their broader ideological context. 

The appearances of in-game agents are also necessarily addressed in this 

chapter’s analyses of cohabitational, cooperative, and contesting shared satire. 

This is because, as Weise (2009) argues, the rule-based systems of video games 

“[do] not exist in a vacuum” (240). Instead, they are “entirely derived from and 

reinforced by [their] fictive context […] which give the rules purpose and 

coherence” (ibid.). Likewise, Schröter and Thon state that depictions of in-game 

agents “cannot and should not be reduced to either interactive simulations or 

‘predetermined’ narration” because they rely on “the complex interplay between 

these two modes of representation” (2014, 47-8). Therefore, in line with the above-

mentioned assertions, this chapter analyses agents as both fictional beings and 

game pieces (Schröter and Thon, 2014; Schröter, 2016). This means that their 

overall character exposition (their appearances, personality traits, and expressed 

attitudes during cutscenes and gameplay) are examined alongside their rule-

based patterns of behaviour (how they are programmed to navigate the 

gameworld, interact with one another, and help or hinder the player’s avatar). This 

is crucial because the exposition of video game agents complements their 

simulated actions. Indeed, such exposition may be necessary for players to 

understand the behaviour of agents.  

The chapter is split into three sections which analyse cohabitational shared satire, 

cooperative shared satire, and contesting shared satire in the Dead Rising series, 

respectively. In the first two sections, NPCs known as “survivors” are the primary 
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focus; these are people who have managed to stay alive long enough for the 

avatar to happen upon them. Typically, survivors are friendly and will facilitate 

tasks for the player to complete, such as fetch-quests and escort missions. Fetch-

quests involve an NPC requesting an item, which the player must find and give to 

them. Escort missions involve leading NPCs to designated locations whilst 

ensuring that they are protected from harm. Specifically, the satirical nature of 

fetch-quests and escort missions are interrogated in the first and second sections 

of the chapter.  

In the third section of the chapter, satire stemming from confrontations with 

zombies and Psychopaths (human assailants) in the Dead Rising series is 

explored. On the former, contesting shared satire is expressed via allusions to, 

and the proceduralisation of, zombie behaviour in Romero’s Dawn of the Dead. On 

the latter, it is conveyed through what the games present as the grotesque eating 

habits of Americans. In each section, it is argued that agents in the Dead Rising 

series provide their fictionalised-American worlds with what Isbister refers to as 

“local color” (2016: 20). In other words, they give the player an insight into the 

backgrounds and values of these gameworlds and, by extension, criticise both 

gluttony and acquisitiveness in the real world. Thus, the NPCs examined here 

reveal much about what is being satirised in the Dead Rising games, as well as 

the values these games promote.  

Cohabitational Shared Satire in Dead Rising 

When describing the sense of cohabitation that comes with occupying the same 

virtual space as agents, Calleja highlights the value of spectatorship. In his usage 

of the term, spectatorship comprises instances where the player’s perspective can 

shift to that of other players, or where the player has an audience in their 

immediate physical space (when gaming with friends, for example). However, with 

regards to cohabitational shared satire, spectatorship is understood in the sense of 

the player observing how agents appear and act in gameworlds. How agents look, 

how they move, and how they interact with the space around them as well as with 

each other – this can reveal much about their personalities and the satire they 

express. Thus, important focal points for the emergence of cohabitational shared 

satire include the aesthetics and actions of agents: their physiognomies, clothes, 

styles, what locations they are drawn to, who or what they interact with, and how 
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these interactions play out. Regarding their actions especially, what agents do on 

their own terms can be equally as significant as what they do when players 

interact with them.  

Video game agents “can transform a virtual environment from a place that is 

dreary and empty to a place that is alive and interesting” (Calleja, 2011: 100). 

Aside from simply populating otherwise vacant virtual spaces, these agents do this 

by adding a social dimension to gameplay. For example, a player might choose to 

interact with NPCs and consequently initiate sequences of scripted dialogue. This, 

in turn, could lead to the player attaining side-missions or quests. Alternatively, it 

might highlight the viewpoints, desires, or goals of NPCs: adding context to their 

actions and requests. Accordingly, cohabitational shared satire is discernible from 

the player’s interactions with NPCs by examining the precise nature of their 

characterisation and any demands they might have.  

In the Dead Rising series, survivors who request certain items for the player to 

obtain and give to them – essentially, those who initiate fetch quests – are often 

expressive of cohabitational shared satire. This is largely due to the items they 

request: food and material goods. In these cases, the intense desires of survivors 

to possess such items is suggestive of a broader, Americanised obsession with 

eating and acquiring commodities. Furthermore, it is indicative of their absorption 

of (and by extension the games’ scepticism regarding) the culturally instilled 

notions of consumer excess discussed in the previous chapter. In fact, the Dead 

Rising games go to great lengths to convey their agent’s fixations on excessive 

consumption not just through the items they request, but also through their 

construction as fictional beings (Schröter and Thon, 2014; Schröter, 2016). To 

clarify this, NPCs’ desires are framed as emblematic of a predisposition to eat and 

shop excessively via their appearances, dialogue, body language, and actions. As 

a result, NPCs across the Dead Rising series are portrayed as caricatures of 

gluttony and acquisitiveness, with the term caricature being defined here as a 

representation of a person that exaggerates or oversimplifies certain facets of their 

being for comedic and/or critical effect (Greenberg, 2019: 41).  

With regards to caricatures, Sherry (1987) argues that exaggerated depictions of 

people are not satirical in themselves. Rather, they must allude to a particular 

stance on their personhood; they must clearly convey some form of rhetoric. 
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Specifically, on representations of people with obesity, Sherry explains that “[a] 

caricature of an enormously fat man, for instance, is not in itself satiric” (1987: 12). 

Although, he adds that “[t]he picture of the same man in front of a table piled high 

with delicacies is much more likely to be satire, for there is an implicit link being 

forged between his obesity and his eating habits” (ibid.) Caricatures therefore rely 

on inferences to make them satirical. In the case of Sherry’s example, the 

inference is that the man’s size is due to his dietary choices, which are assumedly 

fraught with overindulgences. Hence, satirical caricatures allude to notions of 

“ought” and “ought not” (ibid.). To refer to Sherry’s example again, the inference is 

that the man “ought” to reduce his food intake, and that he “ought not” to eat so 

much. In Dead Rising 1, a videoludic expression of Sherry’s hypothetical example 

of a satirical caricature can be found in the form of an NPC called Ronald Shiner 

(see Figure 6).  

 
Figure 6: The player’s avatar, Frank West, meets NPC Ronald Shiner in Dead 

Rising 1. 

When the player’s avatar receives a call from Otis Washington – a mall employee 

who informs Frank of incidents occurring throughout the building – the latter 

remarks that he saw a man (Ronald) who looked “pretty overweight” entering a 

sandwich shop in the Paradise Plaza. Otis even ponders whether the man was 

“just goin’ there to get food” rather than seek refuge. After this, a side-mission 

named Restaurant Man appears on the player’s in-game itinerary. Right away, 
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Otis’ assumption recalls stereotypes relating to people with obesity. Namely, that 

they are excessive eaters (Puhl and Heuer, 2009; Heuer, 2010; Fruh et al., 2016). 

Likewise, the title of the side-mission further emphasises this trait in Ronald by 

conflating his personhood with a place that is known for preparing and serving 

food to hungry customers. Hence, Ronald’s condition as a caricatured 

representation of gluttonous behaviour is anticipated not only by a proposed 

correlation between his sizeable body and tendency to overeat, but also by his 

found location in Jill’s Sandwiches.66  

Confirming Otis’ observations and assumptions, Ronald’s character model has a 

protruding belly that spills over his jeans and his dialogue demonstrates his clear 

preoccupation with food. When the player’s avatar approaches him, Ronald 

exclaims that he is “starving to death.” This should surprise the player because the 

eatery Ronald occupies typically houses several food items that reappear every 

time the player moves their avatar into the Paradise Plaza, where Jill’s 

Sandwiches is based. These food items consist of two cartons of orange juice, 

four baguettes and four pies. Once Ronald’s appearance is triggered, though, 

these items disappear. The implication here is that Ronald has eaten all the food 

inside the eatery and is still hungry for more. This implication is strengthened when 

Ronald demands food from the player’s avatar; he even goes so far as to state 

that he will not accompany Frank to the safety of the mall’s security room unless 

given something to eat. As a result, to recruit Ronald the player must endanger 

their avatar by either finding food elsewhere and returning it to the hungry NPC or 

relinquishing an item of food in their inventory (should they have one).67  

The distinctiveness of Ronald’s drive to eat is worth clarifying as a means of 

revealing the cohabitational shared satire he expresses. Ronald’s hunger differs 

from that of humans in many other zombie-fictions. As Newbury (2012) observes, 

when survivors engage in candlelight dinners in Boyle’s 2002 film 28 Days Later 

and Snyder’s 2004 remake of Dawn of the Dead (as well as in Romero’s 1978 

original), their dedicated mealtimes serve as temporary releases from the horror of 

 
66 This is the same Jill’s Sandwiches referred to in the previous chapter. 
67 Dead Rising: CTYD reimagines this sequence by having Ronald journey to the security 
room on a pre-set path. Here, he takes the player on a detour past the Columbian 
Roastmasters dining area, where he stops and says that “[he] ain’t moving until [he eats] a 
Well-done Steak.” Again, attaining food is Ronald’s priority, ranking above survival itself. 
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their current situations. What is more, Sublette (2016) claims that this sense of 

release is accomplished due to the tendency of such rituals to trigger feelings of 

nostalgia for pre-outbreak ways of life. In short, human food consumption in 

zombie films enables survivors to fantasise about what once was or what could 

have been. Eating in zombie fictions alleviates tension, allowing survivors to mull 

over memories and forge communal bonds with one another. Eating also serves to 

further distinguish the living from the undead, as the latter eat “without regard to 

consequence or cultural tradition” (Newbury, 2012: 104). Ronald’s eating does not 

conform to these norms. 

The gluttonous appetite of Ronald causes tension for the player during gameplay, 

as their avatar is endangered by searching for, or by giving up, a food item. 

Moreover, Ronald’s appetite has the potential to destroy communal bonds rather 

than strengthening them. If he is rescued, he causes other saved survivors to 

revolt against the player’s avatar due to what he perceives to be an unsatisfactory 

amount of food in Dead Rising 1’s security room. Despite Frank’s assertion that 

the area has “just enough [food] to cover everyone’s needs” Ronald demands 

more. If his demand is not met, he will leave the area with several survivors to 

search the zombie-infested mall for more food. If this occurs, the group will never 

be seen again and can be presumed dead. In this way, rather than being aligned 

with other human characters in zombie fictions, Ronald is paralleled with the 

voracious zombies who simply cannot eat enough.  

The stylisation of Ronald even attests to his connection to the undead, as he dons 

a plaid shirt and denim jeans. This recalls the outfit worn by the “Plaid Shirt 

Zombie” in Romero’s Dawn of the Dead, which has become a widely recognisable 

signifier of the film itself. The Plaid Shirt Zombie’s face appears on promotional 

posters for Romero’s film. Moreover, it is regularly utilised for Dawn of the Dead’s 

associated collectibles – see the “Living Dead Dolls Dawn of the Dead Flyboy and 

Plaid Shirt Zombie Set” (Shaw, 2016), Trick or Treat Studios’ 9 inch tall Plaid Shirt 

Zombie bust (Moore, 2020), and NECA’s 7 inch tall Plaid Shirt Zombie figurine 

(Dangerzone Collectables, 2020). A modernised Plaid Shirt Zombie even appears 

in an episode of The Walking Dead (AMC, 2010-present) in an homage to 
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Romero’s film (see Squires, 2017).68 Therefore, both the hunger and stylisation of 

Ronald indicate that his relationship with food, like those of the zombies, is one of 

excess. In turn, this enforces the absurdity to the gameplay tasks prompted by 

Ronald. Essentially, the player’s avatar is requested to seek out food items for a 

man who is implied to not need any due to the stereotypes attached to his weight 

and his zombie-like appetite.  

Ronald serves as a vessel for communicating cohabitational shared satire as he 

broadens and dramatizes the metaphor of killing oneself through unhealthy eating 

habits. Essentially, he endangers those around him and himself through his 

insatiable appetite. Ronald’s depiction as a hinderance to the player works to 

enforce a sense of how he “ought not” to eat so much, as it is the player who must 

figuratively put their lives on the line to save Ronald and potentially suffer harm 

because of his unquenchable hunger. Accordingly, Ronald’s satirical presentation 

as a glutton by way of his construction as a fictional being is complemented by the 

gameplay task he offers, which strengthens the idea that his eating habits are 

destructive. Furthermore, the implication that Ronald is overweight due to his own 

personal choices reflects widespread views relative to neoliberal subjectivity.  

The satiric characterisation of Ronald alludes to the idea that people are 

responsible for their own wellbeing, as well as their own failures. This idea does 

not exist in isolation; rather, it is prevalent in what Heuer (2010) calls 

fattertainment. This term refers to “media that is both immensely popular and a 

breeding ground for obesity stereotypes” (2010: n.p.). In fattertainment, the 

stigmatisation of people with obesity is justified on the grounds that “people are in 

control of what happens to them and they get what they deserve [...] including 

laughter and humiliation” (ibid.). Thus, the characterization of Ronald can be 

situated within a wider proliferation of popular cultural texts exhibiting, or even 

dedicated to, fat-shaming and the advocation of dietary self-discipline.69 

 
68 The episode of The Walking Dead is called “This Sorrowful Life” (Season 3, episode 
15). 
69 Evidence for the American popular cultural salience of Dead Rising 1 is again apparent 
here, as “[a]nti-fat attitudes are both ubiquitous and socially acceptable in the United 
States” (Burmeister and Carels, 2014: 224).  
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By examining the way Ronald is presented in Dead Rising 1, it becomes apparent 

that the game perpetuates the notion that body weight is indicative of one’s 

decision making. This avoids the acknowledgement of environmental factors as an 

influence over people’s dietary habits. For example, in the real world, the relative 

affordability of fast food compared to healthy alternatives makes it the only viable 

dietary choice to many people. Moreover, the saturation of public spaces with fast 

food outlets ensures that unhealthy foods are easily accessible. Correspondingly, 

burgers, pizzas, and confectionary do have a significant presence in the world of 

Dead Rising. But, as pointed out in the previous chapter, regardless of the 

availability of food items here the onus is placed on the player (or in this case the 

agent) to consume food and drink responsibly. Therefore, the overwhelming 

presence of fast food and its ease of access is not shown to be a point of 

contention when it comes to Ronald’s eating habits. Instead, he is framed as 

having complete responsibility over his actions. This legitimises the notion that 

body weight, and one’s overall health, is a matter of self-discipline. In satirising 

gluttony, then, Dead Rising 1 contends that Ronald is overweight because he 

chooses to be. 

A similar side-mission to Restaurant Man, called Bent Wood, features in Dead 

Rising 2 after the player escorts professional golfer Luz Palmer to Fortune City’s 

emergency shelter. As a fetch-quest, the gameplay task in Bent Wood is near 

identical to the one appearing in Restaurant Man. However, the cohabitational 

shared satire expressed in Bent Wood targets acquisitiveness rather than gluttony. 

This is initially made apparent when Luz’s dialogue is triggered. When this 

happens, Luz reveals that she is troubled due to the loss of her “favorite” golf club. 

She then asks the player’s avatar to fetch her a new one: adding that she “spotted 

some real nice ones in the sports shops.” Luz’s desire to attain material goods 

mirrors Ronald’s desire to attain food in the sense that both supersede each 

NPC’s regard for the avatar’s safety. Of course, items like golf clubs can be used 

as weapons in Dead Rising games and thereby do have a functional use against 

undead enemies. However, the fact that Luz lost her “favorite” golf club implies 

that she is already in possession of others, and thereby does not necessarily 

require another one. Her reflection on the “real nice ones [she saw] in the sports 

shops” likewise suggests that her desire for a new golf club is rooted in the 

aesthetic qualities of these items rather than their practicality.  
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Luz’s dialogue has additional implications for the cohabitational shared satire she 

conveys. It works alongside the game’s spatial satire to recontextualise the 

player’s initial encounter with her. In this encounter, Luz was nearly overwhelmed 

by zombies in SporTrance: one of the sports shops she infers the player’s avatar 

should visit and, conveniently, the nearest place for them to acquire a golf club. 

This store conjures aesthetic-based spatial satire due to its titular conflation of the 

words sport (referencing the sportswear and equipment it sells) and trance (which 

is suggestive of being transfixed or mesmerized). The way the words are 

compounded is also suggestive of infection, as SporTrance makes the word sport 

sound more like spore due to the capital T emphasising the word trance as a 

separate (but nonetheless conjoined) word. Consequently, the name of the store 

alludes to the real-life Ophiocordyceps unilateralis fungus, which researchers 

believe infects ants through spores that penetrate their exoskeletons and take 

control of their motor functions (Lu, 2019: n.p.).70 Considering this example of 

aesthetic-based spatial satire, Luz’s comment on identifying appealing golf clubs in 

Fortune City’s stores retrospectively indicates that she succumbed to the 

zombifying pull of the retail outlet before the player encountered her. Hence, the 

satire that arises from Luz’s dialogue reinforces an inference that is conveyed by 

way of spatial satire in the Dead Rising games. Namely, that an obsession with 

consumer goods leads to an inability to comprehend imminent danger. 

Furthermore, in a similar way to Ronald being paralleled with the undead to 

emphasise his satire on gluttony, Luz’s comments frame her as a zombie 

consumer to accentuate Dead Rising 2’s satire on acquisitiveness.  

As well as supporting a satirical reading of acquisitive behaviour, Luz’s 

preoccupation with consumer goods perpetuates clichéd views on women. 

Namely, it reproduces the stereotype of the woman as neurotic shopper. In fact, 

Luz’s disregard for the avatar’s welfare and yearning for a new golf club during an 

intensive time of upheaval situates her firmly within an “overtly negative discourse 

that positions women as irrational, capricious dupes of advertising and of the 

ideologies of consumerism” (Sandlin and Maudlin, 2012: 180). According to Slater 

 
70 This may appear to be an obscure reference, although it should be noted that the idea 
of a zombifying fungus has now pervaded popular culture with video games like The Last 
of Us (Naughty Dog, 2013) and The Last of Us: Part II (Naughty, Dog, 2020), novels like 
The Girl with All the Gifts (Carey, 2014), and films like Cargo (Howling and Ramke, 2017).  
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(1997, cited in Sandlin and Maudlin, 2012: 180-1), this stereotype arose in the 

mid-nineteenth century out of fears that women were able to elude the thralls of 

patriarchy by moving out of the private sphere of home life and into the public 

sphere of department stores. Therefore, the image of the “hysterical female 

shopper” (Sandlin and Maudlin, 2012: 181) emerged in popular cultural discourse 

as a reactionary response to a perceived increase in the agency of women.  

Cohabitational shared satire in Dead Rising 2 does not just reproduce the 

stereotype of the woman as neurotic shopper. It also repurposes it. In the context 

of Sandlin and Maudlin’s (2012) analyses of images of women as consumers in 

popular culture, this stereotype is viewed as part of a wider landscape of 

controlling images: images that justify oppression.71 Hence, it works to justify 

sexist oppression by depicting women as unrestrained and in need of control (by 

men). But in the context of Dead Rising 2’s cohabitational shared satire, the 

stereotype is used as a means of satirising excessive consumerism and, by 

extension, furthering the game’s advocacy for self-discipline. Hence, it works to 

infer that Luz “ought not” to be preoccupied with material goods and, like Ronald 

before her, she “ought” to cultivate a sense of control over her culturally instilled 

desire to consume. Interestingly, Dead Rising 2 also reproduces/repurposes the 

stereotype of the woman as neurotic shopper in its cooperative shared satire. In 

this instance, additional inferences can be made regarding the ideological potency 

of satire in this game. 

Cooperative Shared Satire in Dead Rising 

Cooperative shared satire occurs during sequence of gameplay where teamwork 

is essential, as may be the case in scenarios where the player must overcome 

enemies, obstacles, or complex puzzles. To demonstrate the necessity of 

cooperation in some games, Calleja (2011: 105) highlights the dependency of the 

player on agents in the post-apocalyptic, first-person shooter Left 4 Dead (Valve, 

2008). In this game, an AI director generates tension by spawning hordes of 

zombified enemies to attack player avatars and agents at various intervals. 

 
71 The concept of controlling images was introduced by Collins (1999), who explored how 
popular cultural depictions of Black women have contributed to the oppression of this 
marginalised group.  
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Cooperation in this game is therefore crucial to overcome the game’s zombies, 

especially as some of them are imbued with special abilities: 

One of the zombies, called the Hunter, attempts to pounce on players. If 

he successfully lands on a player, she is immobilised and starts losing 

health rapidly as the Hunter claws and bites at her. She cannot do 

anything to liberate herself from her leaping assailant and needs a 

teammate to shoot the Hunter off. (ibid.) 

Consequently, it is in the players’ best interests to engage in cooperative play by 

rescuing other player’s avatars and game-controlled agents in the hopes that they 

will return the favour should they be required to. In short, cooperative play in Left 4 

Dead aids in the survival of the player and their allies. Yet, where cooperative 

shared satire is concerned, the avatar/agent relationship is not always one of 

mutual support. 

Cooperative shared satire can emerge through instances of gameplay in which the 

player’s avatar is left with the brunt of the workload to fulfil gameplay tasks, 

despite being accompanied by video game agents. It can thereby arise from 

agents counterproductively making it more difficult for the player to attain 

gameplay goals, even if these goals have been set by the agents themselves. In 

Dead Rising 2, such a situation occurs during the Shopping Spree side-mission. In 

this side-mission, much like Luz Palmer, NPCs Bessie Kent, Rosa Collins, and 

Erica Mayes prioritise shopping over their own safety and the safety of the avatar. 

Equally, like Luz, these NPCs are first encountered in a store that centres on 

clothing and accessories: this time, Kathy’s Space. However, as a point of 

departure from the gameplay tasks of Bent Wood (or Restaurant Man), the 

Shopping Spree side-mission requires the player’s avatar to escort Bessie, Rosa, 

and Erica to the safety of Fortune City’s emergency shelter. As is typical of 

survivors in the game, the women are able form a coalition with the avatar and 

work together to stay alive. In this instance, though, their cooperative efforts to 

reach the emergency shelter are hindered significantly by the acquisitiveness of 

the three women. 
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Figure 7: The beginning of the Shopping Spree side-mission in Dead Rising 2. 

Bessie, Rosa, and Erica are all recruited at once after the player exhausts the 

dialogue of just one of them. While each woman facilitates a unique exchange, all 

three foreground the same topic: shopping. This commonality is shown below via 

extracts from their respective dialogue sequences in Dead Rising 2: 

Bessie: Zombies or no zombies, Kathy’s Space was having a sale, and 

it will take more than the undead to stop me. I just bought the cutest 

new pumps.  

Rosa: When the outbreak happened, we figured there wouldn’t be any 

lineups at the mall, so we went shopping.  

Erica: I got such a good price on those shoes there was NO WAY I was 

leaving them here. 

The trio are emblematic of the consumer delirium the Dead Rising series satirises 

with their emphasis on shopping for clothing items. What is more, the way in which 

Dead Rising 2 constructs its satire here is clearly gendered. In terms of consumer 

stereotypes Sandlin and Maudlin state that the “narcissistic” and “out-of-control” 

woman is contrasted with the “rational, autonomous, calculating economic man” 

(2012, 181). Indeed, Bessie, Rosa, and Erica stands in sharp contrast with that of 

male NPCs in Dead Rising 2, who are also found in Fortune City’s shops. For 

instance, Gordon Dawkins hides inside Casual Gals out of fear of being killed by 

zombies, Jared Davis builds a barricade around himself with consumer trinkets 
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inside Wily Travels to keep the undead at bay, and Jack Ellis and Kenneth Walsh 

reside inside the hunting store Shanks, with the former brandishing a bowie knife 

that he presumably picked up there as a means of self-defence. In these 

instances, the men’s situatedness and claiming of goods does not satirise 

acquisitiveness because their consumption is framed as rational and pragmatic. 

On the contrary, that of the women is framed as impulsive, frivolous, and centred 

around their appearance.  

Notably, Bessie, Rosa, and Erica’s satirical tunnel-vision for material goods 

transcends their construction as fictional beings and is incorporated into their 

functionality as game pieces. In other words, their acquisitiveness is expressed 

through their coded behaviours during the gameplay scenario they prompt. 

Typically, when survivors are recruited by the player’s avatar they aid in his fight 

against the undead until dropped off at the emergency shelter. This is because 

they share a common goal with the player’s avatar: to survive the zombie 

onslaught. Although, this is not entirely the case in the Shopping Spree side 

mission, as Bessie, Rosa, and Erica only agree to accompany the avatar if he 

carries their Shopping Valuables – a mass of packaged goods wrapped in a red 

bow. As a result, cooperative shared satire manifests through the 

proceduralisation of the women’s self-destructive obsession with shopping, which 

in turn makes the player’s job of ensuring their safety much more tedious than with 

most other survivors.72  

Usually, survivors follow the avatar after being recruited and adhere to directional 

commands. For example, the player can set waypoints for survivors to follow by 

holding down the left trigger and pressing the Y button; this causes the player’s 

avatar to influence the survivors by shouting “Head that way!”, “Go over there!”, or 

“Move, that way!” for example. By contrast, Bessie, Rosa, and Erica violate these 

rules, as it is only when the avatar takes hold of their Shopping Valuables that they 

will accompany him. In this way, the trio pursue their consumer goods rather than 

the avatar themselves. Likewise, the women refuse to follow directional 

commands, shouting back at the avatar with exclamations such as “Not on your 
 

72 The struggle of the male avatar here also calls to mind common presumptions that men 
are unhappy when accompanying others (typically women) on shopping trips (see Otnes 
and McGrath, 2001). Moreover, the stereotypical image of a man trailing behind a woman 
while carrying her many bags of shopping is reproduced in this example of shared satire. 
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life!”, “Absolutely not!”, and “No way!” in response to his instructions. Clearly, the 

prospect of being separated from their possessions distresses them immensely. 

Once more, this effectively communicates the “ought” and “ought not” implications 

of shared satire in Dead Rising 2. Like Fran and Peter in Romero’s Dawn of the 

Dead, the women “ought” to exercise restraint and relinquish their consumer 

desires; like Roger and Stephen in the same film, they “ought not” not succumb to 

the mesmerising pull of consumerism in excess.  

Interestingly, for the cooperative satire of Shopping Spree to emerge fully the 

player must acquiesce to the excessive consumerism being satirised. They must 

submit to the demands of Bessie, Rosa, and Erica and direct their avatar to carry 

the women’s shopping to the emergency shelter. This is a burdensome task as the 

shopping cannot be stored in an inventory slot due to its substantial size (unlike 

most other items in the game, which can be stored away).73 Instead, it must be 

carried by the avatar, who can only hold one item at a time. Large items, such as 

the shopping valuables, can be used as weapons though. However, should the 

avatar be made to swing or throw this item at the zombies, Bessie, Rosa, and 

Erica will vocally disparage him (“You clumsy oaf!”; “You scoundrel!”; “You have 

no respect for other people!”). In addition, they will also hit him. To make matters 

worse, if one of the women hits the avatar as he is holding the shopping valuables 

the goods will escape his grasp. As a result, the Shopping Valuables can be 

unintentionally flung into a cluster of zombies, which the women will run toward 

without hesitation. This means that, for the duration of the player’s time with 

Bessie, Rosa, and Erica, the player must be careful not to attack the undead with 

the shopping valuables, as they may normally do with other items. Tellingly of the 

game’s satire, though, the preservation of Bessie, Rosa, and Erica’s shopping is 

framed as ridiculous. This is especially apparent due to the increase in difficulty 

that comes as the player strives to circumnavigate their avatar through hordes of 

the zombies, restricting their actions and thereby making them more susceptible to 

attack.  

The incorporation of the player’s avatar in Dead Rising 2’s cooperative shared 

satire leads to the legitimisation of an additional value pertaining to neoliberalism 

 
73 The bulkiness of the shopping valuables is, or course, another source of satire due to its 
rather forthright representation of consumer excess. 
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that was not accentuated during their interactions with Ronald and Luz: 

individualism. As discussed in the introduction to this thesis, neoliberalism 

legitimises the idea that people should be responsible for, and able to look after, 

themselves (Pérez-Latorre and Oliva, 2017: 790). Thereby, by expressing 

cooperative shared satire through Bessie, Rosa, and Erica’s consumption-driven 

lack of support for the player’s avatar, Dead Rising 2 frames collectivism as 

difficult at best. Should the player cater to the acquisitiveness of the women they 

will significantly increases their avatar’s risk of harm. Furthermore, the women 

endanger themselves by way of their dependency on the will of others to assist 

them. Offering an analogy to neoliberalism’s demand of individualism, Bailes 

asserts that “[s]ocially dysfunctional drug addicts, for example, are contemptible 

not because taking drugs is totally unacceptable (freedom to seek pleasure is one 

of neoliberal culture’s core ideals), but because they cannot the fulfil all the 

demands of self-sufficiency” (2019: 16). In the same way, Dead Rising 2’s Bessie, 

Rosa, and Erica are not contemptible because consumerism is deplorable. The 

acquisition of goods is essential to gameplay progression, as pointed out in the 

previous chapter. Rather, they are contemptible because their complete fixation on 

consumerism has left them unable to fend for themselves.74  

A potential alteration in the relationship between the player’s avatar and the 

women of the Shopping Spree side mission has the capacity to alter the form of 

shared satire they express. This manifests momentarily in instances where the 

women hit Chuck if he is not protective enough of their shopping and emerges fully 

if the shopping valuables are destroyed. Should this happen, a banner appearing 

across the screen will notify the player that Bessie, Rosa, and Erica have 

“defected.” In other words, they will no longer cooperate with the avatar. Instead, 

they become irreversibly volatile and will try to kill him. Therefore, interactions 

between the player’s avatar and the women have the capacity to produce 

contesting shared satire as well as cooperative shared satire.  

Survivors in Dead Rising games typically turn on the avatar if he is violent towards 

them. As such, survivors will revolt against the avatar as a means of self-defence. 
 

74 In this manner, most NPCs in the Dead Rising series glorify individualism even if they 
do not overtly satirise excessive consumerism because they can be difficult to keep alive; 
their dependency on the avatar frames them as “bad” neoliberal subjects in that they 
inevitably “[become] a burden on others” (Bailes, 2019: 16). 
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Alternatively, Bessie, Rosa, and Erica attack the avatar due to the loss of their 

shopping. This means that their violence is but another example of their 

consumer-delirium; it further perpetuates notions of (women) consumers as 

“emotional and duped” (Sandlin and Maudlin, 2012: 181) to satirise excessive 

consumption, advocate for self-discipline, and privilege individualism. Yet, their 

violence is conditional. Thereby, contesting spatial satire will only arise from the 

player’s interactions with the women under certain circumstances. Alternatively, 

contesting shared satire targeting excessive consumption is displayed much more 

forthrightly via NPCs that have been specifically designed to pose a threat to the 

player’s avatar. Thus, when it comes to the interplay between the avatar and these 

NPCs, contesting satire is unavoidable.  

Contesting Shared Satire in Dead Rising 

Contesting shared satire evokes what Caillois (1961) referred to as agôn: a form of 

gameplay wherein players compete for superiority, such as in chess. However, 

under Caillois’ conceptualisation of agôn competition is deemed fair due to the 

artificial creation of an “equality of chances” (2001: 14). To further the chess 

example, players of this game start with the same pieces as one another in the 

same locations at opposite ends of a board. Therefore, it may reasonably be 

argued that neither player has an advantage over the other one (although, one 

might debate that the first player to move is given an advantage over the other 

player.). With regards to contesting shared satire, though, this equality of chances 

is not required. What matters here is the fact that there is a conflict, not how fair 

the conflict is. 

The scope of competitive activities that video games facilitate is broad. Players 

can experience all manner of activities from “[simulated] tabletop games like cards, 

board games, and strategic war games, to [simulated] physical contests like 

football, basketball, and other sports, [and simulated] nonsportive contests like 

gunfights, aerial dogfights, or medieval sword fighting” (Calleja, 2011: 108). 

Moreover, fantastical conflicts can arise in video games, as evidenced in the 

struggle of the player’s avatar against the undead in the Dead Rising series. 

Contesting shared satire can arise from any such competition and conflict in a 

video game. This could be due to their framing – that is, whether an avatar or 

video game agent adopts the position of the aggressor during these contests. 
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Alternatively, it could be due to the way agents can attack or otherwise confront 

the avatar and, by extension, the ways in which players can use their avatars to 

retaliate against these aggressions. The latter forms the basis of the examinations 

of contesting shared satire in the Dead Rising series featured below. 

Contesting shared satire is expressed through the avatar’s interactions with 

zombies in Dead Rising games. As with the contextual information discussed in 

Chapter 1, these interactions recall and recontextualise the consumer critique of 

Romero’s film, Dawn of the Dead. Accordingly, they counter claims made by 

Krzywinska (2008) and Hunt (2015). Specifically, that the “abject and deeper 

allegorical meanings [of zombies] are drained somewhat [from video games]” 

(Krzywinska, 2008: 168) and that gaming zombies “often feel much less 

meaningful than their film counterparts [emphasis in original]” (Hunt, 2015: 112). In 

Dead Rising games, contesting satire is expressed through the abject and deeper 

allegorical meanings of the avatar’s interactions with the undead, which, in turn, 

makes the creatures meaningful. Contesting shared satire, as expressed through 

zombies in Dead Rising games, happens because the representation of the 

undead as fictional beings imbues their functionality as game pieces with further 

significance. As such, the conflict that these creatures enable should be 

understood as more than just an opportunity for the player to engage in guilt-free, 

gratuitous violence – as is often implied of zombies in video games.75   

Kirkland (2016) proposes that encounters with the undead in video games “brings 

to mind a series of understandings […] concerning the nature of the creatures, 

drawn from zombie films, television, and comic books, as well as other video 

games” (232). This is certainly true of zombies in the Dead Rising games, 

especially considering their evocations of Romero’s Dawn of the Dead. Zombies in 

Romero’s film are considered “perfect allegorical figures for consumerism” 

(Bishop, 2010: 139) and, because of their drive to devour human flesh, the same 

can be said of zombies in Dead Rising games. The satire of zombies as 

consumers (and, by implication, consumers as zombies) is foregrounded early in 

 
75 To be clear, this is not to say that the pleasures of zombie killing is not an important 
feature in zombie-based video games. Indeed, it is one of the core aspects of gameplay in 
Dead Rising games and is even discernibly satirical, as is argued in Chapter 5’s 
explorations of temporal satire in these games. 
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Dead Rising 1 in a cutscene wherein the undead clamour against the transparent 

doors of the Willamette Parkview Mall (See Figure 8).  

 
Figure 8: Zombies in Dead Rising 1 parody shoppers by clamouring against the 

Willamette Parkview Mall’s transparent doorways, like those trying to enter the 

mall in Romero’s Dawn of the Dead. 

The above-mentioned cutscene recalls a sequence in Dawn of the Dead where 

zombies can be seen “pressed up against glass doors and windows, clamouring to 

get inside the shops, in a gross parody of early-morning-sale shoppers, to resume 

their earthy activities of gluttonous consumption” (Bishop, 2010, 139-40). Indeed, 

the game’s satirisation of shoppers is made apparent in this cutscene by the 

presence of signs advertising the Willamette Parkview Mall’s current sale. As 

such, if the cannibalism of Romero’s filmic zombies conjures a satirisation of 

consumers by way of parodying their “drive to shop” (Bishop, 2010: 139), then the 

pre-programmed nature of the undead across the Dead Rising series 

demonstrates this satirical metaphor as contesting shared satire when zombies try 

to bite and eat avatars and NPCs.76   

 
76 Satire on U.S. citizens “drive to shop” is also apparent during instances where zombies 
can be found pushing shopping trolleys throughout the Willamette Parkview Mall in Dead 
Rising 1. These zombies serve as more literalised depiction of zombified shoppers. Satire 
expressed here is classed as cohabitational shared satire, though, as trolley pushing 
zombies pose no threat to the avatar. They merely occupy the same space as them.  
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The satirical allusion between zombies and consumers is foregrounded again at 

the beginning of Dead Rising 4. This time, however, with alternate implications. In 

this game, a cutscene featuring the Willamette Memorial Megaplex preceding the 

zombie outbreak shows pedestrians crowding around the structure and pounding 

on its glass doors. This further contextualises the cannibalistic behaviour of the 

undead as parodic of their former desire to shop as humans. Yet, this cutscene 

adds nuance to the game’s satire on excessive consumption. Indeed, what makes 

the contesting shared satire expressed by Dead Rising 4’s zombies distinct from 

that expressed by zombies in prior games is their targeting of Black Friday 

shoppers, specifically. As the cutscene featuring the crowd of shoppers continues, 

a woman and man can be seen fighting over a teddy bear inside the mall. The 

virtual camera zooms in on the bear, which eventually tears apart. At the point of 

the bear’s breakage the colouration of the cutscene shifts to shades of red and 

black. The makes the stuffing that flies from the bear appear crimson, thereby 

resembling the visceral chunks of a dismembered body. This simultaneously 

alludes to and conflates imagery of the undead tearing the living to pieces and the 

violence of Black Friday shoppers, who have been known to engage in “[f]ighting, 

pepper-spraying other shoppers, dumping merchandise, ransacking stores, 

robberies, gunfire, and shootings” (Lennon et al., 2017: 164-5).  

Correspondingly, the rule-based behaviour of zombies in Dead Rising 4 diverges 

from those in previous games with its satirisation of Black Friday shoppers. In this 

game, some zombies are more aggressive than others and will charge, rather than 

shamble, toward the avatar. These zombies are called Fresh Zombies: zombies 

that have turned recently and are infected with a strain of the zombie infection that 

differs from those seen in prior games. Fresh Zombies can even lock the player 

into quick-time-events, wherein the player must frantically press buttons to defend 

their avatar from their frenzied scratching attacks. Here, the accentuated volatility 

of the undead in Dead Rising 4 makes them more akin with the Rage Virus 

infected of 28 Days Later than with Romero’s shambling hordes. In the context of 

the game, though, the rage of the zombies can be read as a satirical metaphor for 

that of Black Friday shoppers. Nevertheless, despite their nuances, zombies in 

Dead Rising 4 are still gross parodies of consumers, with their construction as 

fictional beings and game pieces working together to produce contesting shared 

satire targeting excessive consumption. 
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As well as reproducing and recontextualising Romero’s zombies-as-

consumers satire, undead enemies in Dead Rising games satirise 

unrestrained food consumption. Series creator Keiji Inafune even stated that 

zombies in the Dead Rising games are symbolic “of mankind’s greed, of their 

desire to eat, of their hunger” (Inafune, cited in Villoria, 2016). As discussed 

in the introduction to this thesis and in Chapter 1, this connection is made 

explicit through story information in these games. To reiterate, the origin of 

the undead as creatures created by scientists attempting to mass produce 

cattle for the table is regularly stated or alluded to across the Dead Rising 

games. Indeed, Carlito’s likening of zombies to American citizens on the 

grounds that “all [both] do is eat” in Dead Rising 1 and 4 makes the 

connection between zombie hunger and human gluttony even more striking. 

This means that the attempts of zombies to cannibalise avatars and NPCs in 

Dead Rising games must also be read as instances of contesting shared 

satire on the apparent infatuation of U.S. citizens with excessive food 

consumption. Yet, it should be noted that zombies are not the only in-game 

enemies to convey this satire. 

Aggressive NPCs known as Psychopaths express contesting shared satire 

that targets gluttony and, by doing so, condemns a lack of self-discipline 

when it comes to dietary choices. To reiterate, Psychopaths are hostile 

people who have either been driven insane by the stress of each game’s 

zombie outbreak or chosen to exploit it to unleash their formerly repressed 

desires. They have stronger attacks and more health than typical zombies 

and are therefore more of a threat to the avatar than the shambling corpses 

encountered en masse. Consequently, Psychopaths function as Boss Battles 

in the Dead Rising series. Furthermore, they communicate their satire in 

three ways: by their presence within and links to food-associated 

gamespaces, their visual designs, and their rule-based patterns of 

behaviour.77 

 
77 In Dead Rising 4 hostile survivors are referred to as Maniacs. However, none are 
characterised as overeaters in this game. Therefore, the focus of this chapter is 
Psychopaths that appear in Dead Rising 1, 2, OTR, and 3. 
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Like the undead, some Psychopaths practice cannibalism, including Larry 

Chiang and Antoine Thomas: a butcher from Dead Rising 1 and a chef 

featured in Dead Rising 2, respectively. The cannibalistic tendencies of Larry 

and Antoine are foregrounded in cutscenes. Larry drags Carlito to the 

Willamette Mall’s meat processing area and attempts to grind him into 

mincemeat, while Antoine attempts to make “the ultimate dish” from human 

meat to serve in his restaurant. During battle, Larry can pick up the player’s 

avatar, impale him on a meat hook, and slice at his body with a meat cleaver 

as though he were carving animal meat. Alternatively, Antoine can climb on 

top of the player’s avatar and force an apple into his mouth; this chokes the 

avatar whilst simultaneously making him resemble a traditionally roasted pig, 

which is often served with an apple in its mouth. Accordingly, Larry’s and 

Antoine’s attempts at cannibalising NPCs and avatars demonstrates a type 

of food consumption that transcends survivalist necessity – especially as 

their found locations contain food and drink items already. Adding to this, as 

with Ronald’s gluttonous eating habits, their consumption does not strive 

toward post-outbreak sophistication (Newbury, 2012) or involve reminiscing 

over pre-outbreak times (Sublette, 2016). Instead, their representational and 

simulated attempts at making a meal of other survivors positions them 

parallel to the undead as satirical and condemnatory exemplifications of 

human gluttony.  

Although Psychopaths across the Dead Rising series represent the depravity 

of American citizens in a broad sense, the actions and respective 

occupations of both Larry and Antoine position a preoccupation with food as 

the catalyst behind their vices. Moreover, as with Ronald, their enormous 

body masses draw on stereotypes relative to people with obesity to 

contextualising their pre-programmed behaviours as critical of gluttonous 

food consumption. Once more, this reveals the weight-bias of the series, 

enabling it to be situated within the broader context of fattertainment. Indeed, 

Ronald’s depiction allows for this by implying that he “ought not” to eat so 

much food and “ought” to discipline himself. For Larry and Antoine, the same 

message is communicated, even if their satirical portrayal as out-of-control 

eaters goes beyond that of Ronald’s. After all, the latter is only likened to 

zombies due to his insatiable appetite and not because of his decision to eat 
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people. Thus, contesting shared satire in Dead Rising games complements 

its cohabitational shared satire as both privilege notions of self-control by 

likening overweight people to zombies, which are known for their uninhibited 

appetites. Yet, even with their cannibalistic tendencies, neither of these 

characters demonstrate reductio ad absurdum78 quite like Darlene 

Fleischermacher, a Psychopath whose very name (which translates from 

German to butcher in English) conflates food and death. 

 
Figure 9: Various stills of Dead Rising 3’s Darlene Fleischermacher that 

emphasise her size (close-ups on top left and right), aggressive vomiting skills 

(bottom left), and death by vomit-induced asphyxiation (bottom right). 

Darlene was designed by Dead Rising 3’s developers with overeating in mind 

as Psychopaths in this game are representative of the seven deadly sins 

(with Darlene representing gluttony). Darlene is encountered during Dead 

Rising 3’s “All You Can Eat” side-mission, the title of which foreshadows her 

construction as a gluttonous fictional being. Food stains are visible all over 

her clothes – which consist of a bib stylised with the image of a lobster and a 

bright yellow dress pattered with a cupcake design. Truly, her look signifies 

food and eating in excess. Even her visor clutches a knife, a fork, and a 

spoon by her right ear. However, Darlene seems to have long since 

 
78 This term describes an “extreme form of exaggeration” that “may magnify one fault of a 
character to the exclusion of all other qualities” (Feinberg, 2008: 112).  
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abandoned such tools, perhaps because utilising such utensils might align 

her too well with notions of civility, or perhaps because they simply slow 

down her eating. As for her bodily form, Darlene is enormous; so big that she 

is bound to a motor scooter, making her reminiscent of fat-shaming pictures 

circulated online via the People of Walmart website, for example.79 With 

Darlene, the stereotype of people with obesity as overeaters is adopted 

again to satirise what the Dead Rising series frames as an American 

preoccupation with excessive eating.  

The rosettes pinned to Darlene’s shoulder explicitly conflate the United 

States with overeating by betraying her participation in an eating competition, 

a popular form of contest in the U.S.80 This is even alluded to by a 

newspaper collectable in Dead Rising 4, which declares Fleischermacher the 

winner of a “national pie-eating contest” in which she consumed “19.7 lbs of 

banana cream pie in eight minutes.” What is more, the red, white, and blue 

colourisation of these rosettes simultaneously calls to mind the colours of the 

American flag and Carlito’s reference to the overeating habits of “red, white 

and blue Americans” in Dead Rising 1. So, while Darlene satirises gluttony, 

her appearance implies that her insatiable appetite is bound to her American 

culture, which facilitates and even glorifies mass food consumption.81 

However, as with Ronald, this culture is not entirely at fault as her decision to 

consume an abundance of unhealthy foods is framed as a personal choice. 

This is made apparent when she exclaims that she is “tired of low carbs” and 

 
79 The fat-shaming nature of these images is pointed out in a blogpost by alexlayne 
(2015). The website People of Walmart allows users to upload photographs of people – 
seemingly taken without their knowledge/consent – who are going about their day-to-day 
activities in the American retail outlet, Walmart. These are intended to be humorous 
(People of Walmart, n.d.); although their humor derives from shaming, humiliating, or 
insulting the subject of the image. This is typically done by drawing attention to their 
weight or clothing in captions. 
80 One need only look to such events as Nathan's Hot Dog Eating Contest as evidence of 
this (see The Guardian, 2016). Nathan's Hot Dog Eating Contest is an annual event that 
often coincides with the American Independence Day, with their first contest held in 1916 
(Trivedi-Grenier, 2015: 274). Thousands gather to participate in and witness the event 
and, like Darlene, they wear clothing that visually recalls food items. 
81 In addition to eating competitions, excessive eating is glorified in the U.S. by television 
programmes like Man v. Food (Travel Channel 2008-2019; Cooking Channel, 2019-
present), for example. 
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“tired of celery,” indicating that while healthy alternatives are available to her, 

she simply chooses to ignore them in favour of gorging on high-calorie foods. 

Like Larry, and Antoine, Darlene is found within a food-associated location: 

this time, Uncle Billy’s Buffet. When she is introduced to the player during a 

cutscene, the virtual camera lingers on a shot of her mouth as she bites into 

a chicken thigh. While she does not eat human meat as other Psychopaths 

do, the close-up of Darlene tearing meat from bone recalls the voracious 

consumption of the living by the undead. Likewise, her unquenchable hunger 

and homicidal tendencies maintain her satirical association with zombies. 

Adding to this association, Darlene assaults the player’s avatar by vomiting 

on him: replicating an attack performed by mutated zombies in Dead Rising 2 

whereby blood and viscera is projected from their mouths. In fact, the act of 

vomiting indicates eating more than one can handle even without its allusions 

to the ever-consuming undead. This indication is further supported in the 

cutscene preceding Nick’s fight with Darlene. Here, she can be seen gorging 

on several food items: a large turkey leg, a bunch of burgers, and what 

appears to be numerous bread rolls. Tellingly, Darlene vomits for the first 

time immediately after eating the burgers, which signifies a causational 

relationship between the two acts. Overall, contesting satire is expressed 

through the construction of Darlene as both a fictional being and game piece, 

with both indicating that she has a lack of self-control when it comes to 

eating.  

The message that excessive eating is harmful and that one should exercise 

restraint against it is communicated by way of the avatar’s methods of attack 

against Darlene. Occasionally, Darlene will retreat to the buffet’s serving 

stations to consume more food after taking damage. This will restore her 

health points, as it does when the avatar eats food items in the game. 

However, as is also the case with avatars in Dead Rising 1, 2, and 3, eating 

also leaves Darlene vulnerable to attack. This is made clear via the 

appearance of a button pressing cue that hovers over her body (highlighting 

the Xbox One controller’s Y and B buttons). Should the player push these 

buttons an optional sequence will arise. During thus sequence the player is 

prompted to press X or A repeatedly to force excessive amounts of food into 
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Darlene’s throat, choking her in the process. This prevents her from 

regaining any (more) health and causes her to vomit profusely, this time 

causing her damage. Here, the satire on gluttonous food consumption 

conveyed through affordance-based spatial satire – whereby food has 

harmful affordances when eaten irrationally or in abundance – is echoed 

though the Dead Rising 3’s contesting shared satire.  

Consolidating the contesting shared satire expressed through interactions with 

Darlene, the key signifiers of her gluttony – her weight and vomit – are shown to 

intertwine with fatal consequences after her defeat. Once the player whittles her 

health points down to zero, a cutscene reveals Darlene’s gluttonous behaviour (or 

her lack dietary discipline) to be the cause of her death. This is expressed as she 

skids on her own bile, vomits some more, and, unable to lift herself into an upright 

position due to her size, dies of asphyxiation. Thus, the battle between the avatar 

and Darlene ends on an ironic note as she chokes to death on the very food she 

chose to eat in abundance.82 Additionally, like her physiognomy and rosettes, her 

cause of death invites her satirisation of gluttony to be read in an Americanised 

context – especially as several Americans have reportedly died in food eating 

competitions due to asphyxiation (see NBC Miami, 2012; Wells, 2014; Swerdloff, 

2017). In this way, Dead Rising 3 concludes the avatar’s conflict with Darlene by 

dramatizing the leading cause of death in food eating competitions, which it frames 

as just deserts for the gluttonous Darlene.83 Overeating, then, is demonstrably 

presented as a destructive activity that is choice based, and thereby worthy of 

ridicule and punishment. 

Conclusion 

This chapter has demonstrated that video game agents can function as 

communicative vessels for cohabitational, cooperative, and contesting shared 

satire. Furthermore, it has also shown how each of these forms of shared satire 

relies on the representational and simulated qualities of video game agents. This 

 
82 To be clear, Darlene’s death by asphyxiation is not caused by the avatar force-feeding 
her but is inferred to be the result of her choice to overeat. The quick-time event in which 
Darlene can be force fed is optional and does not need to be triggered to defeat her.  
83 Chocking is the leading cause of death in professional eating competitions (Trivedi-
Grenier, 2015: 276). 
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is made clear as the aesthetic, dialogue, and story information attributed to NPCs 

contextualises their interplay with avatars as satiric in Dead Rising games. Thus, 

by taking the construction of agents as fictional beings into consideration, the 

chapter has shown how meaning can be derived from their workings as game 

pieces. Ultimately, the chapter has shown that videoludic satire can be expressed 

through in-game agent’s visual aspects and rule-based patterns of behaviour, both 

of which inform one another.  

Examinations of shared satire prove useful in determining what a video game 

posits as right and wrong via the implication of an “ought” and “ought not,” or by 

the grotesque exaggeration and ridicule of a video game agent’s flaws. Moreover, 

these examinations prove useful in explorations of the wider ideological 

resonances of video games. For instance, NPCs across the Dead Rising series 

are constructed as overt satirisations of excessive consumption. Yet, by examining 

their satire it is made clear that their critiques are formulated by drawing on clichéd 

notions of overweight people as overeaters and women as out-of-control 

shoppers. Adding to this, close consideration of the “ought” and “ought not” 

inferences of agents in Dead Rising games reveal their deeper meanings. Namely, 

that the games advocate for self-discipline and individualism. Therefore, in 

applying this chapter’s schema of shared satire to video games, the inferences of 

videoludic satire within these games can be brought to the forefront. With regards 

to the Dead Rising series, these inferences indicate its inherently hegemonic 

standing, which is reliant on its perpetuation of neoliberal values. 

Like the chapter on spatial satire before it, this chapter has focused primarily on 

the visual design and rule-based actions attached to video game objects – in this 

instance, NPCs. Although, these are not the only contributing factors when it 

comes to the communication of videoludic satire. Sound must also be considered. 

Consequently, the following chapter investigates the use of sound in Dead Rising 

games. In doing so, it shows the similarities and differences between shared satire 

and what it calls auditory satire. As for the similarities, the chapter clarifies that 

both shared and auditory satire exist in tandem with spatial satire that is expressed 

across the Dead Rising series; this is because all modes of videoludic satire in 

these games target excessive consumption. With regards to the differences, 

however, the chapter shows that while shared satire expands on spatial satire (via 
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agent displaying the behavioural patterns hinted at in the game’s environmental 

designs), auditory satire strengthens, and provides an additional context for, the 

emergence of spatial satire.  

  



   
 

114 | P a g e  
 

Chapter 4: Auditory Satire  

Video game audio has several functions. It can contribute to the presentation of 

gameworlds in the same way that cinematic sounds enhance their respective 

worlds, emphasise changes to the game state, and give the player information on 

their “actions and [...] playstyle” (Jørgensen, 2017: 72). In the first Dead Rising 

game, these functions are exemplified by way of rescued survivors wailing and 

crying in Willamette Parkview Mall’s security room, which adds to the verisimilitude 

and atmosphere of the game by auditorily indicating that the space is inhabited;84 

by the Willamette Parkview Mall’s muzak, which plays between the in-game hours 

of 10am-10pm to indicates the building’s business hours and the game’s 

daytime/nigh-time cycle;85 and by the player directing their avatar to hit in-game 

enemies.86 In addition, as this chapter argues, sound in video games can be used 

to communicate satire.  

This chapter argues that video game audio can satirise concepts, people, and 

player actions. When this occurs, a mode of videoludic satire called auditory satire 

is expressed. Auditory satire can be examined using methods of video game 

analysis proposed by Summers (2016). First, the researcher must partake in 

analytical play (Summers, 2016: 34), wherein they play the video game they are 

studying with the aim of discovering when and how sounds can be triggered or 

altered. Second, once the researcher is aware of the array of sounds present 

within their object of study, they should proceed with a topic analysis (Summers, 

2016: 40) of these sounds. In other words, they should conduct a semiotic reading 

of the sounds they have found within a game. Topic analyses are crucial to 

readings of auditory satire because they acknowledge that sound in video games 

“does not exist in a musically sealed world” (ibid.). Rather, it “draws upon a 

common musical lexicon from broader culture (ibid.). Thereby, using these 

methods the “[m]usical signification” (ibid.) of video game sounds can be read, 

 
84 Sound here can be described as ambient sound as it “serve[s] to identify a particular 
locale through [its] pervasive and continuous presence” (Chion, 1994: 75). 
85 In this game, zombies are more aggressive at night. 
86 An example of this is the slicing sound that is triggered if the avatar is made to strike a 
zombie with a sword. Alongside the image of the zombie being bisected, this lets the 
player know that they have hit the creature – the sound will not be triggered otherwise.  
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allowing researchers to connect these sounds to wider concepts and reveal their 

aptitude for satirical criticism.  

With regards to how auditory satire appears in video games, this chapter utilises 

notions of video game sound proposed by Collins (2008: 125): primarily, dynamic 

audio and non-dynamic audio. Dynamic audio describes sound that responds to 

changes in the game state or actions enacted by the player. This type of audio can 

be divided into two modes. The first is adaptive audio (ibid.), which is cued by the 

game-system under certain circumstances – this includes temporally and 

geographically situated music. The second is interactive audio (ibid.), which is 

triggered by the player as a direct result of their physical input – pressing a button 

or moving a joystick, for example. Alternatively, non-dynamic audio describes 

game audio that cannot be impacted by the player, such as cutscene music. To 

clarify, the player is unable to influence this type of audio in that they cannot alter 

or stop it while engaging with the game. Of course, as Collins points out, such 

audio can be interrupted on an extra-diegetic level by players who reset or exit a 

game. Following these distinctions, the chapter introduces two subcategories of 

auditory satire: dynamic auditory satire and non-dynamic auditory satire. The 

former subcategory is then further divided further into (adaptive) dynamic auditory 

satire and (interactive) dynamic auditory satire.  

Collins’ terms are used to categorise auditory satire because they stress the 

uniqueness of sound in video games. Markedly, her terms are distinct from 

scholarly notions of sound in other audio-visual media, like film. In film, sound is 

typically considered either diegetic or non-diegetic (or extra-diegetic, as the latter it 

is sometimes called) depending on whether it exist in the fictive world. For 

example, the sound of characters conversing with one another in a film is diegetic, 

whereas voice-over narration is (typically) non-diegetic. These terms are not useful 

in conceptualising auditory satire, however. Indeed, the distinction between the 

two is challenged across audio-visual media texts, which can, of course, construct 

their own communicative logic. In other words, it is not a requirement for texts to 

maintain a clear division between diegetic and non-diegetic sound (see 

Jørgensen, 2017). On video games specifically, sound can even be classified as 

transdiegetic (Jørgensen, 2007): a term that describes non-diegetic sound that can 

influence events in the game’s diegesis. For instance, in Dead Rising 1 heavy 
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metal music is triggered when the player’s avatar is moved in proximity to 

Psychopaths. This cannot be heard by the avatar, but nonetheless influences their 

actions as the player is granted the knowledge of an impending threat that is more 

sophisticated than common zombies.87 Thus, the distinction between diegetic and 

non-diegetic sound is not only unstable, but also at times unsustainable when it 

comes to the impact each can have on events in the game world. 

Ultimately, whether a sound is audible to in-game characters or not is less 

significant than how it results from, or influences, player actions. Therefore, 

Collins’ proposed understanding of game audio is enlisted as a necessary means 

of emphasising the emergent nature of auditorily-based videoludic satire, 

especially with regards to dynamic audio. To show this, the chapter is divided into 

three sections that exemplify and explore (adaptive) dynamic auditory satire, 

(interactive) dynamic auditory satire, and non-dynamic auditory satire in Dead 

Rising games. In the first section, muzak in Dead Rising 1 and 2 is examined due 

to its association with zombiism and pacification. Respectively, these associations 

proceduralise a technique of satire expressed in Romero’s Dawn of the Dead and 

lull the player into a sense of security when gameplay is paused – only to violate 

this sense of security when gameplay resumes. Following this, in the (interactive) 

dynamic auditory satire section, the communication of satire through in-game 

advertisements and collectible audio recordings in Dead Rising 2 and 4 is 

examined. Non-dynamic auditory satire in Dead Rising 4 is then analysed with 

reference to the song “The Coldest Time of Year” (2016). This song, which was 

written and produced by Oleksa Lozowchuk and performed by Melissa Kaplan, 

strengthens parallels made between zombies and Black Friday shoppers. 

Throughout the chapter, it is argued that auditory satire in Dead Rising games 

complements other modes of videoludic satire. Namely, spatial and shared satire. 

This is because all work in conjunction with one another to satirise excessive 

consumption and advocate notion of self-discipline.  

 
87 Here, a fight or flight response in the player is compelled by the audio, evidencing what 
Whalen refers to as an auditory shift signalling a safety/danger state binary (2004: n.p.). 
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(Adaptive) Dynamic Auditory Satire in Dead Rising 

Muzak in the Dead Rising games does more than simply add ambience to their 

traversable environments; it actively contributes to their commentary on excessive 

consumption by producing (adaptive) dynamic auditory satire. This is made clear 

as muzak featured throughout the Dead Rising games auditorily fuses notions of 

consumerism and zombiism to satirise U.S. citizens’ (and the player’s) 

preoccupation with consumer activities. This creates an auditory parallel between 

these games and Romero’s Dawn of the Dead, which similarly utilises sound to 

enhance its satirisation of American consumerism. Yet, the auditory confaltion of 

consumerism and zombiism in Dead Rising games is unique in that it relies on the 

player’s input – their traversal and exploration of gamespace. To demonstrate this, 

this section first explains how “music and zombification are organically linked [in 

Romero’s film]” (Carpenter, 2013: 1234) before detailing how Dead Rising games 

mirror and proceduralise this auditory link to satirise excessive consumption.   

Carpenter summarises Dawn of the Dead succinctly when he describes the film as 

“a compelling if somewhat heavy-handed critique of contemporary American 

consumer culture” (2013: 1241) wherin zombies parody mall shoppers with their 

relentless need to consume. But rather than focus on the visual correlations 

between consumers and zombies, Carpenter determines their auditory 

connections. Crucially, he argues that in Dawn of the Dead muzak conflates 

notions of commercial spaces and zombies by signifying both simultaneously. To 

explain, muzak in Romero’s film (and elsewhere) signifies commercial spaces due 

to its general use as “the kind of piped-in, easy-listening, lightly-orchestrated pop 

tunes […] used as an aural backdrop in commercial spaces like offices, stores, 

and especially shopping malls” (2013: 1231). Moreover, muzak in Dawn of the 

Dead embodies the undead due to its liminality. That is, in a similar way that 

zombies occupy a liminal position between life and death, muzak in Dawn of the 

Dead occupies a liminal position between diegetic and non-diegetic sound. This is 

most prominently displayed in the silly-sounding tune “The Gonk” (Herbert 

Chappell, 1965), which occurs as the undead ravage the mall, when Stephen 

transforms into a zombie, and as the credits of the film roll (Carpenter, 2013: 

1244). Thus, muzak is liminal because it is perpetually in flux.  
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By alluding to commercial spaces and the undead at the same time, muzak in 

Dawn of the Dead conjures the notion that consumers are mindless and figurative 

slaves under capitalism. Therefore, it embodies the satirical targetting of excessive 

consumption that is present throughout Romero’s film. Correspondingly, in the 

Dead Rising video games the satirical sentiments of audio in Dawn of the Dead 

are reproduced. As a point of departure from Romero’s film, though, these 

sentiments are conveyed in a manner that incorporates the interreactive nature of 

video games. For example, in Dead Rising 1 and 2 muzak is broadcast throughout 

the Willamette Mall and Fortune City and so can be heard by players who direct 

their avatar to traverse the virtual settings of each game. Although, muzak is more 

pronounced in areas where consumer spending takes place. In Fortune Park in 

the second game, for instance, the sound of muzak is relatively quiet. This is most 

likely because the area is a central hub for some of the game’s retail districts, 

rather than a retail district itself. But for areas like the Royal Flush Plaza, ambient 

sound in the form of muzak is clearly discernible, as are the moans of the undead. 

Consequently, an auditory link between consumerism and zombiism is 

communicates to the player when their avatar ventures directly into commercial 

spaces.  

Sounds heard in Dead Rising 1 and 2’s gamespaces can be likened to an instance 

in Dawn of the Dead where The Gonk becomes infused with zombie groans after 

Stephen is bitten, dies, and reanimates as a zombie. In this scene, electronically 

generated zombie noises fuse with the muzak, effectively zombifying the film’s 

soundtrack and transforming it into “an aspect of the materiality of Romero’s 

zombie horde” (Carpenter, 2013: 1245). After this point, The Gonk is fragmented 

and distorted. It becomes an auditory representation of the undead. However, in 

Dead Rising 1 and 2 muzak and the groans of the undead are consistently heard 

in unison. Hence, while they can be understood as separate diegetic sounds, the 

prominence of both in the soundscape of these games fuses the two together. 

Consequently, the muzak of these games does not warrant an auditory 

transformation to be more explicitly perceived as zombie music. It is always 

recognisable as such. As such, the auditory satirisation of excessive consumerism 

that is most palpable toward the end of Romero’s film is present in Dead Rising 

games from their onset. 
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As with spatial and shared satire in the games, the formulation of audio as zombie 

music promotes a sense of scepticism concerning commercially driven areas. In a 

literal sense, this is facilitated due to the dynamic audio’s implied unsafety of these 

places. These are the domain of the undead, after all. But in a figurative sense, 

audio here implies that consumer spaces are zombie spaces in themselves. This 

is especially apparent in Dead Rising 1 as there is little change in the volume of 

zombie groans when the player enters or exits shops, which the undead typically 

cluster outside rather than within. Accordingly, zombie groans can be read as 

indicative of the avatar’s proximity to consumer spaces rather than just their 

proximity to the zombies themselves. To some extent this disrupts the idea that 

zombie groans are truly diegetic in this game, as although they indicate a heavy 

presence of the undead this is not always substantiated by the game’s visuals. 

What is substantiated, though, in both Dead Rising 1 and 2, is the idea that the 

avatar’s entry into consumer spaces alludes to their own symbolic entry into 

zombiism itself.  

Audio complements spatial satire on the false security of (post-9/11) consumption 

in Dead Rising 1 and 2 by suggesting that consumer spaces as unsafe. 

Furthermore, in likening the avatar’s physical entry into consumer spaces with 

their symbolic entry into zombiism, audio in Dead Rising 1 and 2 conveys the 

message that such areas are predisposed to ensnare customers, transforming 

them into allegorical slaves to consumerism. In this way, dynamic audio 

embellishes instances of shared satire wherein the avatar is made to interact with 

agents that have succumbed to this fate, like Luz, Bessie, Rosa, and Erica as 

discussed in Chapter 3. Hence, by alluding to the zombifying pull of consumerism, 

audio in these games cautions players against yielding to their consumer desires 

on a more abstract level. It signifies that the player should not submit to the 

temptation of collecting consumer trinkets indiscriminately, as doing so cannot 

guarantee their avatar’s safety and will only liken parallel them with self-indulgent 

(and thereby not self-sufficient) video game agents. 

As in Dawn of the Dead, muzak in Dead Rising 1 evokes zombiism on its own 

terms due to its liminality – that is, its explicit violation of the boundary between 

diegetic and non-diegetic game sound. In Romero’s film, the liminality of The Gonk 

is communicated as it is first read as part of the score – as “analogous to the 
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clumsy perambulations of the zombies” (Carpenter, 2013: 1244) – before being 

shown to come from the mall’s speakers. But, in the first Dead Rising game the 

liminality of muzak is made clear alongside player intervention. Muzak is heard as 

part of Dead Rising 1’s diegetic world when the player moves their avatar through 

gameplay environments, such as the Paradise Plaza. This is further emphasised 

due to the strict time constrains that dictate when muzak is played. However, if the 

player pauses their game by pressing the start button, which suspends gameplay 

and takes them to a menu screen, the muzak continues to play. Here, the sound 

transforms from a feature of the game’s diegesis to a background to player activity 

on the non-diegetic level. 

As Whalen observes in the context of films, non-diegetic sound can function as “a 

kind of mediation between the space of the film and the audience” (2007: 71). The 

now non-diegetic muzak in Dead Rising 1 functions in a similar way. However, 

instead of underscoring dramatic events or character emotions, it works to 

incorporate the player into the game’s satirisation on the false security of (post-

9/11) consumerism directly. With the muzak now isolated from the groans of the 

undead, it works to lull players into the very sense of security that the game 

critiques. As a standalone sound, muzak here can function as it does in the real 

world – to create a sense of relaxation and calm. Indeed, it is considered a truism 

that muzak works to sooth listeners.88 Significantly, it operates as what Lanza calls 

an “audioanalgesia” (cited in Min, 2002: n.p.): a sound that diminishes the 

listener’s capacity to “listen critically” (ibid.). This means that, when these games 

are paused by the player, satirical effects may be encountered once gameplay is 

resumed.  

Players of Dead Rising 1 may pause their game whilst battling the undead, forget 

what they were doing, and return to the game in a relaxed state only to be 

confronted by masses of zombies. Hence, the player is lulled into a sense of 

security due to the calming sound of muzak, only to have that security proven to 

be false, potentially quite jarringly, when they continue playing the game. Likewise, 

 
88As part of his discussion on ambient music, Eno writes that muzak is designed to 
“induce calm” (1978: n.p.). Similarly, Jones and Shumacher state that the aim of muzak is 
“to communicate a sense of calm” (1992: 161) while Min claims that muzak can establish 
“a mellow-yellow environment that [...] alleviates stress, and calms frayed nerves” (2002: 
n.p.). 
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although Dead Rising 2 and 4 have audio that is unique to their pause menus, 

these can still be categorised as muzak and so a similar scenario is possible with 

these games too.89 Indeed, such a scenario is alluded to by Dead Rising 2’s music 

composer/producer Oleksa Lozowchuk in an interview for Bloody Disgusting 

(Barkan, 2010). In this interview, Lozowchuk discusses the contrast in tone 

between the calming muzak and violent gameplay of the second game, 

specifically. He even outlines a possible situation in which a player pauses the 

game to take a phone call before re-entering Fortune City in a soothed state due 

to the muzak played on the pause menu. For Lozowchuk this audio is described 

as a comical juxtaposition, but it is much more than this. It is an opportunity for 

(adaptive) dynamic auditory satire to arise. 

Dynamic auditory satire arises through the dissimilarity between the calm 

perpetuated by pause menu muzak in Dead Rising games and the threat of 

zombies when gameplay resumes. It occurs as the pause menu muzak takes on a 

counterintuitive, transdiegetic role. In other words, although the muzak appears to 

exist outside of the fictive world of the game, it nonetheless has the potential to 

impact the events of this world negatively if players fail to remember the 

immediacy of its zombie threats. Thereby, pause menu muzak allows for a 

proceduralisation of the satirical technique of surprise. As outlined by Feinberg, 

this technique describes a process whereby “[o]ne has been prepared to think 

along a certain channel and is trustfully proceeding on that path when [they are] 

abruptly switched to a totally unexpected direction” (2008: 143). In Dead Rising 

games, the channel of thought presented is one that associates muzak (and 

thereby consumerism) with tranquilisation, or security. The abrupt switch comes 

when this association is proven to be illusory. In effect, dynamic audio in Dead 

Rising games extends beyond the games themselves, permeating the space 

occupied by the player to implicate them directly in their satire on the false security 

of (post-9/11) consumerism. 

 
89 On the contrary, Dead Rising 2: OTR and 3 have a higher tempo music that sounds 
more action oriented than typical muzak, which works to sustain levels of tension. 
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(Interactive) Dynamic Auditory Satire in Dead Rising 

Dead Rising 4 expresses (interactive) dynamic auditory satire through its in-game 

radios. These radios can be accessed once the avatar is made to enter a car. 

Here, the avatar can be directed by the player to toggle between two radio 

stations: one that plays Christmas songs and another that plays country music.90 

Alternatively, the radio can be turned off by players who would prefer not to listen 

to it. The two radio stations available each contain commercial breaks that 

foreground areas of commerce in Willamette. These commercial breaks will 

inevitably be played alongside the sounds of zombie groaning due to the heavy 

presence of the undead in Dead Rising 4’s environments. Hence, as with muzak in 

cases of (adaptive) dynamic auditory described above, notions of consumerism 

and zombiism are intertwined for the purpose of satirising (and showing scepticism 

toward) the former. However, (adaptive) dynamic auditory satire in prior Dead 

Rising games is unavoidable; after all, muzak and zombie groans appear 

simultaneously as part of their gameworlds’ overall landscapes. On the contrary, 

when zombie groans are infused with radio ads in Dead Rising 4 this is player 

directed. As such, while both forms of dynamic auditory satire allude to Dawn of 

the Dead’s auditory satirisation of consumer culture as described by Carpenter 

(2013), they respectively accomplish this without and with the player’s contribution. 

Commercial breaks on Dead Rising 4’s radio stations ensure that conceptual 

associations between consumerism and zombiism are strengthened as the sound 

of these ads overlaps with those of the undead. However, radio ads in Dead 

Rising 4 are also satiric on their own terms. Like the sardonic allusions to 

excessive consumption in place names for consumer spaces across the Dead 

Rising series,91 radio ad slogans allude to and inspire excessive consumer 

expenditure. For example, listeners are told to “forget the price” by the ad for the 

Alessandro Dante clothing store. Strikingly, radio ads also demonstrate an explicit 

appropriation of the post-9/11 rhetoric of salvation through consumerism for the 

purpose of satirising this rhetoric. This is evident in the ad for the Synthetic 

Cosmetics medical practice, which encourages listeners to “get the memorial 

 
90 The latter once more situates the game’s satire in an American context.  
91 See Chapter 2 on spatial satire: specifically, the section on aesthetic-based spatial 
satire. 
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minor reconstructive surgery special for only $499” at the Willamette Memorial 

Megaplex. Here, (interactive) dynamic auditory satire works in tandem with Dead 

Rising 4’s aesthetic-based spatial satire. Just as businesses like White Rook 

Security are depicted as exploiting national tragedies for commercial gain through 

their posters, Synthetic Cosmetics is presented in the same vein through its radio 

ad.92 Moreover, while publicity material for White Rook Security ties into real world 

commercial opportunism by calling to mind the surge in interest in safe rooms in 

the U.S. after the events of 9/11, the Synthetic Cosmetics ad does the same by 

recalling and satirising the promotion of appearance-enhancing products after 

these events. Notably, Perfect Beauty’s red, white, and blue Swarovski crystal 

laden “patriotic twinkle tweezers” (Bindig and Bosau, 2010: 37) and Steve 

Madden’s U.S. flag emblazoned shoes. The latter, by featuring the phrase “The 

Bravest,” “explicitly evoked the bravery of fire-fighters, police officers [...], and 

other emergency personnel [working] on September 11” (ibid.).  

Interestingly, the radio ad for children’s toy store, Toy Rex, indicates the 

Romeroean concept of a zombie consumer without needing to be heard in the 

proximity of the undead. In this ad, zombiism is inferred through dialogue, which is 

stated as follows: “[growling sound] Life’s a jungle – gym that is! When you look for 

the fun in everything you need an arsenal to match. Head to Toy Rex, the home 

for all adventurous kids. Toy Rex, where fun never goes extinct! [growling sound].” 

Presumably, the growling sounds that play at the beginning and end of the ad are 

supposed to signify the store’s namesake, the Tyrannosaurus Rex. Yet, they 

sound very similar to the growls emitted by zombies when the avatar gets close to 

them. In fact, the player is likely to associate the growling sounds in the ad for Toy 

Rex with the undead before it is indicated to be a dinosaur’s roar. This is because 

zombie growls will undoubtedly be heard by players multiple times before they 

encounter the radio ad. Moreover, the growling sound in the ad it is initially 

decontextualised from its allusion to dinosaurs, making it more likely signify the 

undead when it is first heard. Thereby, even within the advertisement itself is a 

satirical allusion to the undead.  

 
92 It should be noted that the nomenclature of Synthetic Cosmetics also suggests a 
scepticism over post-9/11 consumerism as it suggests that the cosmetics on sale are 
synthetic/fake, and thereby of dubious quality.  
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In addition to conflating consumerism with zombiism, the radio ad for Toy Rex 

foregrounds Dead Rising 4’s satire on the false security of (post-9/11) 

consumerism. As the store can be visited by the avatar in the game, its ad 

sardonically hints at the defensive (or offensive) use of items held within the store 

by describing its wares in terms of an “arsenal.” Here, auditory satire and spatial 

satire in Dead Rising 4 work in conjunction with one another to frame gameplay 

centred on excessive consumption as problematic: the former by sarcastically 

marketing toys as defensive items and the latter by proceduralising the general 

ineffectualness of commodities in the face of a national crisis. Likewise, the 

dissonance between the radio-based marketisation of goods and the reality of their 

fruitless consumption has the potential to enhance the idea that consumers are 

cultural dupes – an idea that is prominently expressed in shared satire within the 

Dead Rising series. For instance, should the player venture to Toy Rex in search 

of an “arsenal” fit for combatting the game’s undead enemies they will be sorely 

disappointed by the items it houses. Among the items inside the store are a toy 

laser sword, a toy hammer, and a toy gun that are as weak as they are fragile. In 

effect, the (interactive) dynamic auditory satire of the radio ad for Toy Rex in Dead 

Rising 4 has the potential – if taken at face value – to make a dupe of the player. 

Sounds that stem from the avatar’s use of toys found inside Toy Rex reinforce 

Dead Rising 4’s spatial satire on excessive consumption directly. These sounds 

work to expose the false security of consumerism by arising from the player’s 

decision to partake in ill-considered in-game consumption, rather than 

foregrounding this false security through sardonic ads. For instance, should the 

player direct their avatar to grab the magic wand toy on the back shelf of the store 

and then use this item as a weapon against the undead, a twinkling sound will be 

triggered. Likewise, if the avatar is made to fire the toy gun obtained in the store a 

light clicking sound will be triggered as a beanbag springs forth from the item. 

These sounds are anempathetic (Chion, 1994: 8) in that they “exhibit conspicuous 

indifference to the situation” (ibid.), thereby highlighting the absurdity of the player 

electing to use toys to fight the undead. Consequently, the sounds of these 

commodities complement their physical ineffectiveness against in-game enemies 

as well as the game’s (affordance-based) spatial satire. This is especially true 

given the contrast of these sounds with those of more combat-efficient items in the 

game. For example, the use of machetes against the undead triggers a visceral, 
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slicing sound and the use of assault rifles triggers the acoustic bangs of gunfire. 

Thus, sound is used as an indicator of gameplay proficiency for items in Dead 

Rising 4, which, in turn, aids in its effectiveness as a mode of satirical expression. 

Flimsy items make flimsy sounds, and flimsy sounds emphasise the folly on 

inconspicuous consumption while advocating rational consumption.93  

Radio ads and items in Dead Rising 4 express (interactive) dynamic auditory satire 

targeting excessive consumption in a general sense. However, audio recordings 

that are scattered throughout the Willamette Memorial Megaplex and its 

surrounding areas add more nuance to this form of auditory satire by targeting the 

excesses of Black Friday shoppers, specifically. Once these recordings have been 

found, they can be selected and played in the game’s pause menu, where they 

convey (interactive) dynamic auditory satire by way of exaggerated and parodic 

representations of Black Friday shoppers. For Feinberg, a subject of parody “must 

have sufficient individuality of style or content to be distinguished” (2008: 184). 

This is true of Black Friday shoppers, who are recognisable in Dead Rising’s audio 

recordings due to the content of their dialogue (which states their intendedness to 

attend Black Friday sales) and their acquisitiveness and violence, which 

associates them with the stereotypically hostile and commodity-obsessed portrayal 

of Black Friday shoppers in real-life journalistic articles.94  

Black Friday shoppers are depicted as having an acquisitive nature in one of 

amateur journalist Vick Chu’s cloud uploads, which can be discovered by 

accessing portable hard drives throughout Willamette. In this recording, Vick 

interviews an unnamed female survivor. The major point of interest in this 

interview is the survivor’s recollection of an abnormal zombie with a deafening 

roar. This zombie is likely Calder, a primary antagonist in Dead Rising 4. However, 

before detailing her experience with the monster, as prompted by Vick, the 

survivor provides some expositional titbits of information: 

 
93 To reiterate a point first made in the Introduction of this thesis (on page 9), the use of 
sound here shows that games in the Dead Risings series satirise excessive consumption, 
not consumption overall. Hence, sound effects only ridicule the player’s preoccupation 
with commodities that are useless in the present situation. 
94 The mass media portrayal of Black Friday shoppers has been detailed in the 
Introduction to this thesis (in a footnote on page 22) and in Chapter 3 on Shared Satire (in 
the section on contesting shared satire on page 96). 
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Alright, uh… we were in line at the front entrance – we’d been in line for 

three days. My husband wanted the seventy-five inch TV from Foro-4 – 

I wanted the sushi set from Ripper’s Knives. It was like 5am… and then, 

without any warning, people started screaming. (Dead Rising 4, 2016) 

What is notable in the survivor’s dialogue is her unprovoked mentioning of her 

consumer goals. The conversation could have easily, and more efficiently, 

occurred like this: “[a]lright, uh… we were in line at the front entrance […] and 

then, without any warning, people started screaming.” Instead, the survivor makes 

sure to detail her and her husband’s purchasing plans, in which she vividly recalls 

specific shop names and desirable items. Considering the outbreak had been 

occurring for six weeks by the time of this interview, and that the crux of the 

survivor’s story involves an abnormal creature tearing people apart, it is telling of 

her acquisitiveness that she remembers in such detail what her and her partner 

were hoping to buy before these violent events occurred. What is more, her 

acquisitiveness is further emphasised by her temporal commitment to seeking 

Black Friday deals, having waited outside the Megaplex for three days. 

Vick’s cloud upload paints the interviewed Black Friday shopper as an individual 

who is unable to exercise self-restraint, much like out-of-control shoppers Bessie, 

Rosa, and Erica. Having been specifically asked to discuss an abnormal zombie, 

the woman simply could not resist talking about shopping. Hence, emphasising the 

consumer-oriented mindset of the woman and, by extension, her seventy-five-

inch-television-seeking husband, Dead Rising 4 satirises excessive consumption. 

Furthermore, in doing so the game legitimises a neoliberal rationality that 

privileges self-control. This is achieved as notions of “ought” and “ought not” – 

which are like those implied by way of shared satire throughout the Dead Rising 

series – are alluded to. Namely, the woman “ought” to be able to regulate her 

consumer desires by not reminiscing over them in a way that is tangential to Vick’s 

questioning, and she “ought not” to be so preoccupied with acquisitive behaviour 

as evidenced by her inability to avoid mentioning consumer goods.  

In Dead Rising 4, notions of self-control and restraint are legitimised through 

audio-based condemnations of the violence of Black Friday shoppers. After all, 

shopping-induced violence and rioting is quintessentially opposed to neoliberal 

notions of order and self-discipline. The names of stores mentioned by the woman 
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in Vick’s audio recording conflate notions of Black Friday hysteria with erroneous 

behaviour and conflict. With regards to the former, satire is conveyed through the 

mentioning of the electronics store “Foro-4.” This is a clear and ironic reference to 

the web browser error 404, which typically appears on computer screens when the 

user has requested to access a webpage that either no longer exists or is currently 

unavailable, perhaps due to server issues. In this way, the store itself and the 

excessive consumption it facilitates is implied to be problematic. With regards to 

the latter, “Ripper’s Knives” alludes to Jack the Ripper, a serial killer active in 

London during the late nineteenth century who stabbed and mutilated victims with 

a blade. Therefore, while instances of nomenclature observed in Chapter 2 satirise 

the gluttonous behaviour of U.S. citizens by mentioning/evoking fast-food items, 

the citing of Ripper’s Knives satirises the violent tendencies of Black Friday 

shoppers by associating the idea of consumer spaces with the violence of a 

notorious murderer. 

(Interactive) dynamic auditory satire targeting the violent consumption of Black 

Friday shoppers is expanded on in one of Willamette’s Personal Mysteries: 

collectible pieces of information that add story context to the game’s fictional 

world. Specifically, the personal mystery named “Blackest Friday” contains an 

audio recording which indicates that the excessive consumption perpetuated by 

Black Friday sales infantilises adults: reducing them to squabbling, spoiled brats. 

The recording, which was produced by a mall security worker, features several 

shoppers arguing over a flat-screen television. A man and a woman compete for 

the item (“I was here first!”, “No, I was!”), while another man loses his patience 

having been caught in the crossfire (“if either of you step on me again…”). The 

security worker can be heard trying to diffuse the situation with a stern warning 

(“Back off, or I am removing all three of you from line and we’ll see who gets a flat-

inch TV then. Understood?”). Again, the hostile depiction of Black Friday shoppers 

is perpetuated and satirised. But in this instance, it is the security guards 

reprimanding of the shoppers that adds something more to their portrayal. 

Markedly, it is evocative of the disciplining of a child by an authority figure, such as 

a parent or teacher – a connection that is strengthened in the responses of the 

shoppers (“Yes, ma’am”). Hence, as well as reinforcing the media-driven 

perception of Black Friday shoppers as volatile, this audio recording underpins the 



   
 

128 | P a g e  
 

stance of the game regarding these individuals. Not only are Black Friday 

consumers materialistic and violent; they are also childish. 

Non-dynamic Auditory Satire in Dead Rising 

Non-dynamic audio is typically bound to a game’s “introductory movies and 

cinematics” (Collins, 2008: 125). As a result, players cannot usually alter the 

placement of non-dynamic audio. They cannot move a character’s conversation 

from one cutscene to the next, for example. Players might be able to impact the 

delivery of non-dynamic audio though, with some games making this possible via 

their control settings. Using these settings, players may be given the option to 

toggle the volume of in-game sounds. For instance, one could lower a cutscene’s 

ambient sound while heightening that of character dialogue. In this way, the player 

does not have an impact over what sounds are played but they could customise 

the delivery of such sounds. However, despite the disassociation between non-

dynamic audio and player actions (or changed to the game state), non-dynamic 

audio still has the potential to influence how players perceive and navigate 

gameworlds.  

Non-dynamic auditory satire, as with some of the above examples of dynamic 

auditory satire, can be considered transdiegetic. This is evident in Dead Rising 4 

with regards to the song “The Coldest Time” of Year: a solemn adaptation of the 

popular Christmas song “O Christmas Tree” (originally named “O Tannenbaum”) 

(1824).95 The song contains the following lyrics: 

O Christmas Tree, O Christmas Tree / How lovely are thy branches / O 

Christmas Tree, O Christmas Tree / How lovely are thy branches / In 

the coldest time of year / It’s the coldest time of year / It’s the coldest 

time of year / Lovely are thy branches / Lovely are thy branches / In the 

coldest time of year. (Lozowchuk, 2016) 

“The Coldest Time of Year” plays alongside a cutscene depicting the opening of 

the Willamette Memorial Megaplex on the day of the Black Friday sales. In this 

cutscene, establishing shots of Willamette’s newest retail hub satirise Black Friday 

shoppers by magnifying their already sensationalistic media depictions. The 

 
95 The title of this song also alludes to the Christmas song “It’s the Most Wonderful Time 
of the Year” (Pola and Wyle, 1963). 
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shoppers cluster at the mall’s entrance, run rampant within it, and fight over toys 

before finally transforming into zombies: allegorical figures representing the drive 

of U.S. citizens toward materialistic consumption (see Figure 10). Significantly, 

“The Coldest Time of Year” mirrors this transformation, auditorily conflating notions 

of consumerism with zombiism in a way that synchronises with the visualisation of 

the mall’s downfall. Hence, the song is empathetic (Chion, 1994: 8) in that it works 

in conjunction with what is happening on-screen to produce its satiric meaning. 

 
Figure 10: An early cutscene showcasing the beginning of a new zombie outbreak 

in Dead Rising 4. 

Initially, “The Coldest Time of Year” seems like a faithful rendition of “O Christmas 

Tree” as the first four lines of the latter song are reproduced as the virtual camera 

moves toward a small, seasonally decorated shop (“O Christmas Tree, O 

Christmas Tree / How lovely are thy branches / O Christmas Tree, O Christmas 

Tree / How lovely are thy branches”). Then, a shift occurs as the lyrics “In the 

coldest time of year” are added. Tellingly of the game’s satire, this happens 

alongside a shot transition which moves the focus from the shop to a news 

reporter publicising the opening of the Willamette Memorial Megaplex: the largest 

mall in the world according to a news banner. An establishing shot of the 

Megaplex’s entrance then comes into full focus while “It’s the coldest time of year” 

is repeated twice. This time, these lyrics coincide with the emergence of a 
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decorative banner reading “BLACK FRIDAY SALE!”, crowds banging on the mall’s 

doors, and a couple fighting over a teddy bear.  

Non-dynamic auditory satire stems from the double meaning of the lyrics, “the 

coldest time of year.” From a literal standpoint these can be read as climate-

related observations. Black Friday occurs annually on the fourth Friday of 

November, on the cusp of Winter in the Northern Hemisphere. The cutscene even 

stresses seasonal chilliness with snow and people wearing thick coats. However, 

when read against the backdrop of Black Friday sale signs, restless crowds, and 

squabbling shoppers, the lyrics take on an alternate meaning. In this context, “the 

coldest time of year” comes to signify a distinct lack of human warmth and 

affection. The lyrics signal emotional coldness: that which correlates with 

shoppers’ violent pursuit of material goods during the Black Friday sales. 

Furthermore, the song’s conflation of cold-heartedness with unchecked 

consumerism evokes a common assumption about the Christmas shopping 

period. As Miller explains, it is often supposed that “Christmas was once indeed 

the pure festival of close family togetherness, but its heart has been lost in the 

relentless exploitation of its possibilities by a combination of individual materialism 

and capitalist profit-taking” (2017: 429). Enforcing this viewpoint, Dead Rising 4 

rejects notions of the Christmas season as a period of familial warmth and 

togetherness in favour of presenting it as one that has been usurped by capitalism 

and excessive consumer spending. In turn, it satirises these values by equating 

superfluous seasonal shopping with selfishness and, by extension, the mindless 

violence of rabid zombies.  

Melissa Kaplan’s vocal performance strengthens the non-dynamic auditory satire 

of “The Coldest Time of Year” with its evocation of zombiism. In this way, the song 

can be thought of as Dead Rising 4’s version of The Gonk from Romero’s Dawn of 

the Dead – specifically, at the point of Stephen’s transformation into a zombie. As 

the protagonist of Romero’s film dies and reanimates inside an elevator (itself a 

liminal space) The Gonk undergoes its own transformation. It alters “as 

electronically-generated moans merge with the track, which then starts to blur and 

distort” (Carpenter, 2013: 1244). Proceeding this, the zombie-infused sound of the 

music leads into a shot of the elevator doors opening to reveal a newly zombified 

Stephen. The Gonk, having transformed alongside the filmic protagonist, “then 
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attempts, but fails to re-establish itself, and falls to pieces in clattering, echoing 

fragments as Stephen’s misshapen corpse stumbles away” (ibid.). Likewise, in 

Dead Rising 4, “The Coldest Time of Year” transforms from a solemnly performed 

Christmas song into an auditory signifier of zombification as a woman and man 

fight over a teddy bear inside the Willamette Memorial Megaplex.  

The lyrics “Lovely are thy branches” can be heard right after the fighting couple 

tear a teddy bear in half and are repeated shortly after this as the mall’s occupants 

turn into zombies. It is here that “The Coldest Time of Year” begins to allude to 

zombiism. As Carpenter argues of The Gonk, the song “becomes an aspect of the 

materiality of [the on-screen] zombie horde” (2013: 1245). With regards to The 

Gonk, allusions to zombiism are achieved due to the fragmentary mismatch of 

zombie groans and elevator muzak: a distortion of the musical score that sees the 

altered tune “limping along as if in sympathy with the undead” (ibid.). Regarding 

“The Coldest Time of Year”, a similar effect transpires as the lyrics “Lovely are thy 

branches” echo, but notably fragment, previous lines of the song (“How lovely are 

thy branches”). This fragmentation is apparent in Kaplan’s staggard delivery of the 

lines, in which she emphasises each syllable (“Love-ly are thy bran-ches”). This, 

combined with the omission of the word “how” and the discernibly lower pitch of 

Kaplan’s voice, emphasises a zombie like quality in the music. It suggests a level 

of forgetfulness – of losing one’s mind. Furthermore, the almost five-second delay 

between the second-to-last and last words in the final line of the song (“In the 

coldest time of … year”), adds a sense of obliviousness to Kaplan’s performance 

that parallels that of the undead. Thus, “The Coldest Time of Year” does not just 

call to mind the undead by working in tandem with the on-screen image; it also 

manages to do so through Kaplan’s vocal performance. 

Non-dynamic auditory satire targeting seasonal consumption is evident in “The 

Coldest Time of Year” via its simultaneous allusions to Black Friday shopping, 

lamentations of Christmas as a festival commandeered by consumer-capitalism, 

and zombiism. Taking this into consideration, the song can be read as a warning 

to players against adopting a consumer-oriented gameplay style. This is because, 

rather than merely cautioning against the zombifying effects of consumerism as 

Romero’s Dawn of the Dead does, Dead Rising games offers players the 

opportunity to either partake in or avoid simulating consumer behaviour. With 
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regards to Dead Rising 4 specifically this behaviour may include gathering a 

multitude of Christmas-related items: such as holiday bells, ornaments (baubles), 

and shopping valuables, the latter or which are stylised as a pile of Christmas 

presents in this game. Much like the vases, jewellery, and gumball machines 

discussed in Chapter 2 on spatial satire, these trinkets are of marginal use against 

the game’s relentless zombie hordes. Hence, the implications of Dead Rising 4’s 

“The Coldest Time of Year” can carry over to the player’s gaming experience.  

“The Coldest Time of Year” serves as a twofold satirical example of what 

Jørgensen (2007) calls transdiegetic sound. While satirical on its own terms in its 

criticism of unbridled consumerism, the song’s additional implication as a 

forewarning against pursuing a consumer-oriented gameplay style adds a 

particular nuance to this example of dynamic auditory satire. Therefore, Dead 

Rising 4’s “The Coldest Time of Year” exists in tandem with the game’s spatial and 

shared satire as a means of promoting self-control by means of satirising 

uninhibited consumerism. It warns against the dangers that may come to fruition 

should the player place too much of their faith in virtual commodities. Likewise, it 

aids in the suggestion that players should avoid giving into excessive consumer 

desires or else be paralleled with the impulse-driven undead. 

Conclusion 

Video game audio can satirise people, concepts, and player actions. Regarding 

the Dead Rising games, this is made apparent as auditory satire targets seasonal 

shoppers, excessive consumption, and consumer-driven player actions. Non-

dynamic audio in Dead Rising 4 rejects notions of the Christmas period as one 

facilitating human warmth and togetherness. Instead, the season is satirically 

posited as “the coldest time of year” due to its emphasis on excessive 

commercialism. As for (adaptive) dynamic audio and (interactive) dynamic audio in 

the Dead Rising series, both depict consumers as materialistic dupes by way of 

ambient sounds, audio recordings, and combat-related noises. Crucially, with the 

latter, materialistic gameplay is not just undermined due to the minimalistic/limited 

affordances of items in Dead Rising games (as described in Chapter 3’s 

illustrations of spatial satire), but also via the sounds these in-game items can 

make. 
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From an ideological perspective, analyses of auditory satire in Dead Rising games 

show that, at the same time as condemning excessive consumption, these games 

legitimise the ideal of self-discipline. Auditory satire in these games, then, 

complements the spatial and shared satire exhibited within them. What is more, 

satirical sounds that occur because of the player’s actions in Dead Rising games 

foreground the potential for video games to satirise their own players. Indeed, 

audio serves as both a warning against and a criticism of the player’s engagement 

in excessive consumption in Dead Rising games. Yet, sound is not the only means 

by which such warnings and criticism are conveyed, as the next chapter attests.  
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Chapter 5: Temporal Satire 

This chapter explores the phenomenon of temporal satire, which occurs when 

video games emphasise the passage of time for the purpose of satire. 

Accordingly, the chapter argues that a player’s (mis)use of time in video games 

can be read as satirical by way of qualitative content analysis; that is, by exploring 

the implications inherent in the ways video games contextualise the player’s 

temporal investments in gameplay activities. Temporal satire is conceptualised 

using Caillois’ (2001: 13) ludus and paidia continuum, which separates games and 

play by structural depth.96 In short, temporal satire can manifest as ludus-based 

temporal satire or paidia-based temporal satire. The former describes temporal 

satire stemming from the player’s engagement in structured (if not monotonous) 

gameplay activities with the aim of fulfilling game objectives. The latter describes 

temporal satire resulting from the player’s engagement in free-form gameplay that 

rejects the pursuit of game objectives.  

The concepts of ludus and paidia are not used uncritically to conceptualise the 

forms of temporal satire. This is because the original use of these terms in Caillois’ 

book Les jeux et les hommes (1958) preceded the development and subsequent 

popularisation of video games.97 In fact, the inherent codification of video games 

complicates Caillois’ continuum (Dixon, 2009). As Newman asserts, “[n]o matter 

how creative, exploratory, resistant, or deviant the player’s performance might be, 

it is bounded by rules” (2013: 102). In other words, the intrinsic rules of video 

games ensure that even the most whimsical of activities facilitated by them are 

algorithmically determined. However, rather than dismissing ludus and paidia and 

concluding that they are “of little use” to video games, as scholars like Dixon 

(2009) do, this chapter instead adopts Frasca’s (1999; 2001) definitional revisions 

of Caillois’ terms. For Frasca, ludus encompasses gameplay activities that lead to 

the delineation of winners and losers (or promote gains and losses), whereas 

paidia does not. Concerning paidia, the player’s physical and cognitive 

endeavours during gameplay serve experiential enjoyment exclusively. Hence, 

with Frasca’s added nuance, ludus and paidia still encapsulate Caillois’ partition 
 

96 As explained by Caillois, chess has a rigid rule set and so conforms to the expectations 
of ludus, whereas children whirling around in circles with no other aim than to produce a 
fanciful sense of enjoyment encapsulates paidia (2001: 13).  
97 This book was translated from French to English in 1961 as Man, Play, and Games.  
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between regulated and spontaneous behaviour, but in such a way that better suits 

their application to video games.  

Manifestations of temporal satire are signalled by the foregrounding of time in 

video games. Therefore, the first step in recognising temporal satire is to 

determine whether a video game places an emphasis on time. One way of doing 

this is by examining what Malliet refers to as a game’s elements of representation 

(2007: n.p.): their visual and narrative properties. In-game items, day/night 

transitions, thematic elements, and character conversations; all can work to 

highlight the significance of time. Likewise, Consalvo and Dutton’s interface study 

(2006: n.p.) method of gameplay analysis can be utilised. This involves the 

examination of a broad range of on-screen information, such as that which gives 

the player details on:  

the life, health, location or status of the character(s), as well as battle or 

action menus, nested menus that control options such as advancement 

grids or weapons selections, or additional screens that give the player 

more control over manipulating elements of gameplay. (ibid.) 

However, in the context of discerning temporal satire, only information pertaining 

to the passage of time needs to be searched for. For example, clocks, timers, or 

even evidence pertaining to the hierarchical positioning of time-sensitive gameplay 

activities. Once an emphasis on the passage of time in a video game has been 

established, readings of gameplay activities in relation to this can commence and 

temporal satire can be discovered.  

In Dead Rising games, temporal satire targeting excessive consumption manifests 

when players engage in “consumption play” (Lehdonvitta et al., 2009: 1061): a 

style of gameplay that prioritises the acquisition of in-game commodities. This is 

because consumption play has the potential to detract from main missions in these 

games and thereby hinder the player’s progression through their stories. Thus, in 

Dead Rising games consumption play is often contextualised as 

counterproductive: a waste of time that could be better spent in pursuit of 

knowledge and self-preservation. To convey this, the chapter is divided into five 

sections. In the first section theorisations of time in video games are explored to 

verify how time spent engaging in gameplay activities can be perceived as 

wasteful. Then, in the second section, the foregrounding of time in Dead Rising 



   
 

136 | P a g e  
 

games is highlighted by way of examining their elements of representation (Malliet, 

2007: n.p.) and studying their interfaces (Consalvo and Dutton, 2006: n.p.). The 

third section explores the notion of consumption play in depth, explains how 

consumption play is facilitated in Dead Rising games, and indicates the ideological 

power of consumption play in relation to the passage of time in these games. 

Finally, the fourth and fifth sections provide analyses of ludus-based temporal 

satire and paidia-based temporal satire, respectively. Essentially, these last 

sections demonstrate how Dead Rising games provide ludus-based and paidia-

based avenues for players to engage in consumption play, while simultaneously 

satirising players who choose to prioritise this mode of gameplay over story 

progression.  

Theorising Time in Video Games  

Scholarly work has thus far sought to categorise the temporalities experienced by 

players engaging with video games, as well as draw connections between them. 

When playing video games, players are “subject to multiple temporalities” 

(Hanson, 2018: 3). First, there is real time. That is, the experience of time by which 

humans orchestrate their day-to-day lives. Second, there is “the temporal structure 

of the game” (ibid.), which dictates how the flow of time operates within a game’s 

fictional world. The latter, as Juul (2004: 131) contends, is variable from game to 

game. For instance, “action games tend to proceed in real time, but strategy and 

simulation games often feature sped-up time or even the possibility of manually 

speeding or slowing the game” (ibid.). Games in the Dead Rising series typically 

adopt a temporal structure that sees time in their fictional worlds progress much 

more quickly than real time, with one minute of in-game time equating to roughly 

five seconds of real time. This can be said of Dead Rising 1, 2, OTR, and 3 (on the 

standard difficulty setting).98 Finally, “there may be a historical time period in which 

the game diegetically [...] takes place” (Hanson, 2018: 3). For the Dead Rising 

games, this is the early twenty-first century. 

As Nitsche (2007) argues, scholars typically approach time in video games from 

one of two perspectives: formalist or experiential. The former “sees time evolving 

 
98 Time progresses much more quickly in Dead Rising 3’s “Nightmare Mode.” In Dead 
Rising 4 there is no in-game timer. 
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in a reference between the game state and play time” (145), whereas the latter 

“tries to describe a player’s comprehension of temporal situations in games” (146). 

Hence, formalist approaches to time in video games aim to classify the varying 

temporalities players are subject to, as well point to ways in which these 

temporalities can be manipulated or interrupted. Alternatively, experiential 

approaches aim to describe how players perceive (or are invited to perceive) the 

passage of time within a game. By exploring how a player’s expenditure of time 

can be contextualised as satirical by a game system, temporal satire is primarily 

an experiential phenomenon. Yet, to describe temporal satire terminology 

concerning formalist ideas on video game temporalities is necessarily utilised. 

Therefore, relevant facets of formalist and experiential approaches to time in video 

games are detailed below. 

Illustrative of formalist concepts regarding video game temporalities are Juul’s 

(2005) play time and fictional time; formerly referred to as play time and event time 

in Juul (2004). These terms describe the time it takes for the player to play a game 

and the time it takes for events to happen in the world of said game.99 Play time 

and fictional time may can on a 1:1 basis, meaning that the progression of time in 

a game is synchronous that of real time. For example, in Animal Crossing: New 

Horizons (Nintendo, 2020) an in-game clock parallels real time. Accordingly, the 

in-game store Nook’s Cranny, which is open from 8am to 10pm, is only accessible 

during this timeslot in real life (providing the player does not alter the time on their 

Nintendo Switch console). Additionally, the relationship between play time and 

fictional time may be asynchronous, as it is in games from the Dead Rising series.  

An experiential concept regarding video game temporalities is Jull’s dead time, 

which describes time lost to players engaging in “unchallenging activities for the 

sake of a higher goal” (2004: 138). For example, in massively multiplayer online 

role-playing games (MMORPGs) this might include “spend[ing] hours or days 

doing mundane tasks such as walking, waiting for monsters to respawn, or even 

fishing or chopping wood” (Juul, 2005: 155-6). Such tasks are essential to 

gameplay progression, but they do not always inspire the interest of players. 

Hence, Juul proposes that dead time serves as a temporal measurement of the 

 
99 This is like the distinction between discourse time and story time in narrative theory. 
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player’s efforts to attain game goals at the cost of their enjoyment. Therefore, dead 

time is an experiential temporal concept that centres on the “cognitive and 

emotional aspects [of video game temporalities] and players’ understanding of the 

game world” (Nitsche, 2007: 145).  

Temporal satire arises from the player’s experiences of play time and fictional 

time. In Dead Rising games, it stems from the player’s (consumption-oriented) 

temporal investments in play/fictional time, which are depicted as unnecessary or 

otherwise unimportant. As such, temporal satire in Dead Rising games is made 

apparent by their allowance for, and the player’s participation in, what these 

games contextualise as wasted time.100 This concept can be likened to Juul’s dead 

time in the sense that both involve the player’s participation in trivial activities. 

However, wasted time is less subjective than Jull’s dead time in that it does not 

require researchers to make a value judgement on whether it is “dull” or “hold[s] no 

interest [for players]” (2005: 156). Concurringly, the variety of consumption-driven 

pursuits in the Dead Rising series seem to be constructed to inspire enjoyment in 

players, yet they still initiate wasted time due to their detraction from mission-

based game objectives. Hence, the thesis does not claim that wasted time is not 

subjective at all. Rather, it asserts that wasted time is not subjective from the point 

of view of the researcher, who must work to figure out what a game’s developers 

have delineated as wasted time. To reiterate, wasted time describes time spent by 

players on activities that a video game portrays as unimportant rather than time 

spent on activities that a researcher considers to be boring.  

Foregrounding and Contextualising Time in Dead Rising 

Dead Rising games repeatedly emphasise the passage of time. This is due to their 

in-built timer systems, which see fictional time in Dead Rising 1, 2, 2: OTR and 3 

progress alongside play time – albeit at a much faster rate than time progresses in 

the quotidian world. Accordingly, gameplay opportunities adhere to a strict time 

schedule in these games; that is, they are only available at certain in-game times. 

For instance, in Dead Rising 1 the first Case (story mission) commences from 

12:00pm on September 19th: Frank’s first day in the Willamette Parkview Mall. If 

this Case is not completed by 5pm on the same day, it will expire. In addition, 

 
100 This is an original temporal concept (regarding video games) introduced by this thesis. 
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players will not be able to start/finish subsequent Cases, which require the 

completion of former ones. This means that Frank will not discover the truth 

behind the zombie outbreak in Willamette and the player will not unlock the 

game’s “Overtime Mode” – a continuation of Dead Rising 1 that surpasses its 

seventy-two-hour time limit and leads to the game’s canonical ending. As such, 

time management is essential for players to progress through this game’s story 

and reach its true resolution. Likewise, the player must manage their time well to 

complete the Cases/chapters of Dead Rising 2, 2: OTR and 3, discover the cause 

of their respective zombie outbreaks, and unlock each of their finale sequences.101   

Visually, time is alluded to in Dead Rising games via clocks. These items do not 

dominate the environments in these games. However, they do appear in places 

where the player is likely to traverse, such as near transitional spaces (entryways 

between gameplay areas) or in areas that the player must explore to fulfil story-

based objectives. For example, in Dead Rising 1 an ornamental structure featuring 

a clock is displayed in the Paradise Plaza and a twelve-hour striking clock can be 

found (and heard) in the Leisure Park. The first of these clocks is situated next to a 

door that leads to the mall’s security room, and so will be bypassed several times 

if the player chooses to save survivors. The second clock is attached to a tower 

that the avatar must climb inside toward the end of the game. Moreover, avatars in 

Dead Rising 1, 2, and 2: OTR wear watches. These items can be examined 

anytime by the player, allowing them to keep track of the games’ fictional times 

and in-game tasks.102  

 
101 Although, as mentioned in an earlier footnote, this is not the case for Dead Rising 4, 
which has not timer system. Consequently, players can take as much or as little time as 
they please to complete this game’s chapters. Hence, the game does not explicitly frame 
any of its gameplay activities as wasted time and consequently does not facilitate 
temporal satire. For this reason, Dead Rising 4 not be examined further in this chapter. 
102 In Dead Rising 3 the avatar does not wear a watch, but the time of day is visible on the 
game’s pause menu.  
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Figure 11: The avatar examines their watch in Dead Rising 2. 

In addition to foregrounding time visually, Dead Rising games use narrative 

information and aspects of their interfaces to infer that story-based missions 

should be the main priority of their players. This inference is achieved by 

cutscenes containing narrative exposition, which emphasises the stringent time 

frames available in each game. Frank has three days to uncover the truth of the 

outbreak before a rescue helicopter arrives in Dead Rising 1. Chuck and Frank 

have three days to escape Fortune City before it is firebombed in Dead Rising 2 

and 2: OTR. Nick has six days to fix an aeroplane and escape Los Perdidos 

before it is bombed in Dead Rising 3. Adding to this, on-screen bars signifying the 

limited availability of story-related objectives. In Dead Rising 1, 2, and 2: OTR 

these bars are either long and blue (indicating that more than six in-game hours 

are available), medium and yellow (indicating that less than six in-game hours are 

available), or short and red (indicating that less than three in-game hours are 

available). In Dead Rising 3 the bars are all one colour (white) but continue to 

indicate the depletion of game time by decreasing in length.  

Some in-game tasks are inconsequential in the sense that their completion, or lack 

thereof, does not impact the avatar’s discovery of the truth behind each zombie 

outbreak, or their escape from Willamette, Fortune City, and Los Perdidos. These 

tasks typically involve rescuing survivors or running errands for them: fetching 

them certain items, for example. However, while these in-game tasks have on-
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screen bars like those of story-based missions, they are distinguished from the 

latter. In Dead Rising 1, 2, and 2: OTR, this distinction is communicated via the 

hierarchical positioning of on-screen bars. Story-based missions are always 

located at the top of the screen, whereas side missions are found beneath them. 

Similarly, in Dead Rising 3 story-based missions and side missions are places in 

two separate boxes on the game’s pause menu. Again, the former are situated 

above the latter. Thus, at the same time as signifying the passage of time, Dead 

Rising games imply that story progression should be the player’s primary focus.  

As story-related missions in Dead Rising 1, 2, OTR and 3 are privileged via 

interface design, time spent engaging in activities that do not contribute toward 

their completion is implied to be wasted time. In fact, indicative of the satire on 

excessive consumption that is conveyed throughout the series, activities deviating 

from story-missions are largely consumption-based. Hence, Romero’s satirisation 

of American consumer culture in Dawn of the Dead is alluded to once more in 

Dead Rising games by the way that they contextualise “consumption play” 

(Lehdonvitta et al., 2009: 1061). Players are not compelled to have their avatars 

horde items from shops or try on clothing, for example, nor are such activities 

deemed worthy of the avatar’s (or player’s) time. Furthermore, consumption play is 

implied to be a waste of time by the avatar’s interactions with NPCs. Indeed, 

before Frank even arrives at the Willamette Parkview Mall in the first game, 

helicopter pilot Ed DeLuca remarks that “the only thing to do in [Willamette] is kill 

time at the shopping mall” – a comment that explicitly portrays consumerism as an 

idle activity. Some NPCs in Dead Rising 2 even utter the phrase time’s a wastin’ 

when engaging in consumer-driven actions.103 In short, temporal investments in 

consumption play are ideologically charged in Dead Rising games. This is 

because they emphasise a similar sense of “ought” and “ought not” (Sherry, 1987: 

12) observed in the thesis’ examinations of shared satire. Ultimately, players of 

Dead Rising games “ought” to control their consumer impulses and, unlike satirical 

characters like Luz, Bessie, Rosa, and Erica, they “ought not” to succumb to the 

mesmerising pull of killing time through excessive consumption. 

 
103 For example, NPC Woodrow Rutherford says this when robbing ATM machines. 
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Consumption Play in Dead Rising 

With regards to consumption-oriented activities in video games, Molesworth and 

Denegri-Knott claim that “digital virtual spaces (stages) and virtual commodities 

(props) may encourage framed but unique performances that allow for an 

actualization (release through performance) of the desire built up by consumers’ 

imaginations” (2007a: 125). Dead Rising games clearly accomplish this by 

enabling consumption play, and in doing so surpass Romero’s Dawn of the Dead 

in terms of their ability to conjure consumer fantasies. For Loudermilk (2003), 

sequences of consumer delight in Dawn of the Dead constitute what he calls Mall 

Fantasia. This phenomenon describes the euphoric sensation experienced by the 

four protagonists of Romero’s film after they take control of a mall and its material 

goods, as well as the filmic audience who live vicariously through them.104 

Likewise, Briefel claims that notions of consumer pleasure in Dawn of the Dead 

reach their pinnacle through the implementation of what she calls a Bliss Montage: 

a sequence that “sets the characters’ free-shopping escapades to lively extra-

diegetic music” (2011: 144). Once more, this phenomenon describes a revelling in 

the joys of consumption by both the film’s protagonists and its audience. The 

feelings of consumer delight conjured by Mall Fantasia and Bliss Montages are 

greatly enhanced in the Dead Rising games as players – no longer simply 

members of an audience – can actively simulate the pleasures of consumption. In 

fact, in his study on the appeal of violent video games, Schott (2011: 147) 

determines that a major appeal of Dead Rising 1 is the freedom to take anything 

from the mall.105 Therefore, through consumption play, players can enact their 

consumer fantasies in the virtual environments available throughout the Dead 

Rising series.  

In Dead Rising games, outlandish consumer fantasies are facilitated by 

gameworlds containing an abundance of freely accessibly consumer items. 

However, these fantasies cannot be actualised unconditionally. This is because 

they use up valuable fictional (and play) time that the visuals and narrative 

 
104 Loudermilk (2003) writes of how he thought of playing all the arcade games in the 
Monroeville mall, skating on its ice rink, and trying caviar as the protagonists of Dawn of 
the Dead do while watching the film.  
105 This study focused on the gaming preferences of young people in New Zealand, who 
selected games to play in weekly game clubs; one of these games was Dead Rising 1. 
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information presented in Dead Rising games infer should be dedicated to 

completing story-based missions. Furthermore, the fact that the player could invest 

the time they dedicate to gratuitous consumption on story-based missions is 

stressed by game interfaces of Dead Rising 1, 2, 2: OTR, and 3. Not only is this 

indicated by the length/colour changing bars and arrows that foreground story-

based missions as mentioned earlier, but by the conspicuous lack of these 

features in relation to consumption-based activities. There are no interface-related 

incentives to simply explore virtual stores or try on every clothing item within them 

during gameplay, for instance. Thus, player’s temporal investments in consumer 

fantasies are satirised due to their contextualisation as wastes of time. 

Consequently, temporal satire in Dead Rising games stems from the player 

adopting the same sense of consumption-related comfort that is condemned by 

Fran in Romero’s Dawn of the Dead. In other words, it stems from the player, like 

Stephen, Roger, and Peter, becoming “hypnotized” by the allure of their (virtual) 

consumer settings.  

From an ideological point of view, the satirisation of players’ temporal investments 

in consumption play at the expense of completing story-based missions in Dead 

Rising games reveals the promotion of neoliberal sensibilities by these games. For 

Bailes, neoliberal subjects are “bombarded from all sides by countless demands 

from different sources, such as the state, the workplace, our social circles and the 

media” (2019: 14). Individuals are expected to excel in all areas of their lives and 

are deemed personally responsible when they cannot. Although, Bailes attests 

that one would be mistaken in likening the demands of neoliberalism to achieving 

a “work-life balance” (ibid.) as neoliberal rationalities indicate that no amount of 

dedication to a single endeavour can ever be enough. Yet, in Dead Rising games 

the idea of balancing these conflicting demands is legitimised. This is because 

story-based missions, which centralise avatars’ vocational and parental 

responsibility, are not available during every moment of gameplay.106  Rather, they 

occur at varying intervals throughout the games. This leaves gaps in the fictional 

 
106 In Dead Rising 1 and 2: OTR story-related missions revolve around Frank’s journalistic 
pursuits. In Dead Rising 2 these missions are driven by Chuck’s drive to protect his 
daughter (though this also involves helping journalist Rebecca Chang uncover the cause 
of the outbreak for her news station). In Dead Rising 3 story-related missions intertwine 
with Nick’s job as a mechanic; he must locate machinery and build a plane to escape Los 
Perdidos. 
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times of Dead Rising 1, 2, 2: OTR, and 3 where the player can indulge in 

consumption play in a way that satisfies the neoliberal demand to “enjoy 

responsibly” (Bailes, 2019: 28). That is, in a way that does not hinder player 

progression through story-related missions by detracting from the avatars’ duties. 

Thereby, not all consumption play in these games translates to a temporal 

satirisation of the player. Temporal satire only occurs when gameplay possibilities 

eat into the fictional time that the games suggest should be spent working through 

missions.  

In line with neoliberal ideals, it is excessive consumption play that is satirised In 

Dead Rising games. Specifically, in-game consumption that disrupts the idealised 

balance between productivity and pleasure. As the following sections demonstrate, 

consumption play in Dead Rising games has the potential to generate either ludus-

based temporal satire (whereby virtual consumption is partaken in by players to 

attain game goals) or paidia-based temporal satire (whereby virtual consumption 

constitutes is partaken in by players for its own sake). Moreover, it should be 

noted that players engaging in one form of gameplay (ludus or paidia) can 

suddenly change to the other. As Frasca (1999) asserts, if a paidia player 

suddenly “determines a goal with winning and losing rules” their activity becomes 

categorically ludus. Likewise, should ludus players dismiss game goals (with 

victory conditions) and embrace explorative gameplay they will begin to engage in 

paidia. This flexibility is demonstrated in the examples provided from Dead Rising, 

as ludus-based activities can promote paidia-based activities and vice versa. 

Ludus-based Temporal Satire in Dead Rising 

Adding to their primary game objectives, which involve investigating and surviving 

zombie outbreaks, Dead Rising games provide players with a variety of secondary 

objectives in the form of video game achievements. These can be highlighted by 

menu screens, loading screens, or pop-up notifications inside video games, or 

described in detail outside of these games via designated achievement areas: 

screens dedicated to “Trophies” or “Achievements” on PlayStation and Xbox 

consoles, for example. In Dead Rising games, the player’s pursuit of 

achievements can give rise to wasted time. This is because achievements can 

serve as distractions from story-based missions, as is the case in Dead Rising 1, 

2, 2: OTR, and 3. In fact, due to the strict countdown clocks featured in these 
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games the pursuit of achievements may even lead players to fail story-based 

missions, which further enforces the player’s temporal commitments to attaining 

achievements as wasted time. Because achievements have victory conditions (set 

tasks with the reward of a virtual trophy or heightened Gamerscore), players who 

strive to attain them partake in ludus as Frasca (1999; 2001) reimagines it. 

Thereby, ludus-based temporal satire can be instigated by players who dedicate 

their time to fulfilling the requirements of achievements rather than striving to 

complete time-sensitive story-related missions in Dead Rising games.  

Many achievements across the Dead Rising series focus on consumption: the 

collection and utilisation of in-game objects. As distractions from story-based 

missions, they evoke the hypnosis that Dawn of the Dead’s Fran spoke of when 

critiquing her fellow survivor’s fascination with the Monroeville Mall. Thus, 

achievements in the Dead Rising games facilitate what Loudermilk (2003: 93) calls 

“consumer dementia” – a term used to describe the preoccupation of survivors in 

Dawn of the Dead with commodities in their mall hideaway. This enchantment 

materialises as delirium when the protagonists of Romero’s film rejoice in their 

newfound retail paradise while forgetting about the impending threat of the 

undead. Likewise, players of Dead Rising games are given the choice to partake 

in the prioritisation of consumption play over discovering the sources of their 

respective zombie outbreaks and preserving their avatar’s life. In such instances, 

the players themselves are framed as objects of satire, taking on the materialistic 

characteristics of Luz, Bessie, Rosa, and Erica as discussed in Chapter 3.  

In a marked deviation from Romero’s film, though, zombie threats in the Dead 

Rising games are not so much forgotten by players as they are ignored by them. 

Truly, it would be difficult to completely forget about the threat of the undead with 

so many of them present within these games. What is more, avatars are thrust into 

a near permanent state of closeness to zombies in Dead Rising games, unlike the 

protagonists of Dawn of the Dead. Therefore, in the context of these games 

Loudermilk’s “consumer dementia” can be more accurately thought of as 

consumer recklessness. It is more akin to Roger’s irresponsible return to 

Monroeville Mall’s zombie-filled entrance to obtain a bag he dropped than the 

idyllic consumer exploits of Romero’s ensemble after they secured their shopping-

centric hideaway. Still, this only strengthens the pertinence of ludus-based 
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temporal satire in the Dead Rising series when the player’s preoccupation with 

consumerism prevails despite the dangers surrounding avatars.  

Table 3: Achievements spotlighting retail practices in the Dead Rising series 

Game Achievement Victory Conditions 

Dead Rising 1 

Sharp Dresser  
Change into twenty different 

costumes 

Clothes Horse  
Change into every costume available 

in the game 

Dead Rising 2 

Fashion Efficienato   Change into ten pieces of clothing 

Chuck Greene: Cross 

Dresser?  

Change into all pieces of clothing in 

the game  

Window Shopper Enter every store in the game  

Father of the Month  Give one gift to Katey 

Father of the Year Give all eleven gifts to Katey 

Dead Rising 2: 

OTR 

Frank West: Cross-

Dresser 

Dress up completely in women’s 

clothing 

Dead Rising 3 
Fashion Plate  Collect one hundred different 

clothing items  

The capacity for reckless consumer-driven exploits to occur is enabled by the 

numerous retail-oriented achievements tabulated above (Table 3), all of which can 

serve as distractions from the story-based missions that the games prioritise. 

These achievements foreground typical retail activities such as trying on clothes, 

visiting shops, and acquiring gifts. For instance, the pursuit of the Sharp Dresser 

achievement is prone to eating away at Dead Rising 1’s precious fictional time as 

stores in the Willamette Parkview Mall offer only a limited number of clothing 

options, despite displaying an array of outfits. This is evident in the men’s apparel 

store The Distinguished Gentleman, which features a variety of shirts, blazers, and 

trousers that are mostly unattainable. Only by moving the avatar near one of two 

trigger points by a pair of fitting rooms will the ability to have Frank change into a 

fur trim coat with alternate shirt and slacks be granted to players. Adding to this, 

Frank can also change into a pair of formal shoes by approaching one of two 

points of interaction with a shoe rack at the entrance of the store. This leaves but 

four points of interaction in the store that permit only two alternate pieces of 

clothing for Frank to wear.  

Even stores that appear to offer more clothing choices in Dead Rising 1 are limited 

in their content. For example, the sports clothing and equipment store, Jason 
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Wayne’s Sporting Goods, contains eighteen shoe racks and two fitting rooms, 

each featuring action points. However, only five different clothing items can be 

obtained from the store. Furthermore, clothing items can be duplicated in different 

stores, meaning that the player is prone to changing into the same outfit multiple 

times. One example of this is the combination of white trainers and socks, which 

can be obtained from Jason Wayne’s Sporting Goods in the Entrance Plaza, 

SporTrance in the Paradise Plaza, and Run Like the Wind in the Wonderland 

Plaza. This makes the process of attaining the Sharp Dresser achievement 

incredibly longwinded. Likewise, while stores in Dead Rising 2, OTR, and 3 

typically offer more clothing options, the amount of time required to fulfil the 

requirements of their respective clothing-related achievements is equally 

extensive. This is not only since their achievements require avatars Chuck and 

Nick to wear even more clothing items than Frank, but also because of the larger 

scope of their gameplay areas. Fortune City and Los Perdidos take much longer to 

fully traverse than the Willamette Parkview Mall. As such, changing into enough 

unique clothing items to fulfil the requirements of these achievement requires 

much exploration, and exploration uses up time that could be spent completing 

important story-based missions.  

More nuanced examples of ludus-based temporal satire occurs in Dead Rising 2 

with its Father of the Month and Father of the Year achievements. These task 

players with giving gifts to Chuck Greene’s daughter, Katey. One gift is required to 

attain the former achievement and eleven are needed for the latter one. Gifts 

mostly comprise of consumer items such as artwork, toys, and large stuffed 

animals, although a live tiger called Snowflake can also be gifted to Katey.107 

These can take some time to acquire, especially since Snowflake and the “funny 

painting” can only be obtained in specific side missions. To be exact, Snowflake 

can be recruited after the player defeats the psychopath Ted Smith and tames her 

in a mission that starts at 4:00am on the first day of the outbreak and ends at 

10:00am on its second day. Alternatively, the funny painting is bought from 

 
107 The exact items that can be gifted to Katey are a bag of marbles, a beach ball, a stick 
pony, a water gun, a funny painting, a giant stuffed bull, a giant stuffed donkey, a giant 
stuffed elephant, a giant stuffed rabbit, and a robot bear. These are found in various 
shops and casinos scattered around Fortune City. 
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Randolph Allen for $3,000 in an art gallery in a mission that starts at 11:00am on 

the third day of the outbreak and ends at 7:00pm on the same day. 

Eight out of the eleven gifts for the Father of the Year achievement can be found in 

the Royal Flush Plaza, which is the area located immediately outside of the 

security room where Katey resides. However, five of these (the giant stuffed bull, 

giant stuffed donkey, giant stuffed elephant, giant stuffed rabbit, and robot bear) 

cannot be stored in Chuck’s inventory. Instead, they must be carried in the same 

vein as the shopping valuables from the Shopping Spree side mission discussed 

in Chapter 5. That is, they always need to be held – if the avatar substitutes them 

for another item they will fall to the ground. Likewise, just as Chuck sought to 

protect the shopping valuables during Shopping Spree, so too must he protect 

these gifts for Katey, who will not accept damaged goods. This means that the 

avatar must be made to traverse the Royal Flush Plaza on five separate occasions 

to obtain these unique gifts for his daughter, each time making sure not to damage 

them. If they are damaged, as signified by a tear on their bottom half, the player’s 

avatar will have to make the trip again. Hence, it is very easy to invest a great deal 

of time into attaining acceptable gifts for Katey. 

With the Father of the Month and Father of the Year achievements, Dead Rising 2 

facilitates achievement-oriented gameplay that encourages the player to waste 

valuable fictional time. As with the clothing-oriented achievements detailed earlier, 

this waste of time is made apparent as the player neglects the game’s story-based 

missions in pursuit of material goods. However, what makes the Father of the 

Month and Father of the Year achievements particularly satirical is the nature of 

the story-based missions they detract from – namely those centred on the 

wellbeing of Chuck’s daughter.  

A primary objective in Dead Rising 2 is to keep Katey alive by providing her with 

regular doses of Zombrex (between 7:00am and 8:00am every day in the game’s 

fictional time). This suppresses her infection, preventing her from turning into a 

zombie. Hence, the drug provides a tangible sense of security by offering a 

legitimate means of prolonging Katey’s life. However, the same cannot be said for 

the gifts needed to obtain the Father of the Month and Father of the Year 

achievements. These do nothing to enhance Katey’s health. In fact, any player’s 

preoccupation with them may even cause Katey to die if they are not careful.  
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In finding gifts for Katey, the player is not actively seeking Zombrex for her – a task 

that Dead Rising 2 does much to direct the player toward. As well as an ever-

present Zombrex counter signifying how much of the drug Chuck is currently in 

possession of, a call system is in place wherein Chuck is contacted by the NPC 

Stacey Forsythe to remind him of Katey’s condition. Stacey will call at 4:00am, 

7:00am and 7:30am to remind Chuck of his impending deadlines with regards to 

this, and with each call comes an increasing sense of urgency. Thus, whenever 

the player privileges seeking gifts over medicine for Katey they invoke wasted 

time, which in turn produces ludus-based temporal satire targeting their own 

preoccupation with consumer-oriented behaviour.  

Due to their satirical nature, the titles of the Father of the Month and Father of the 

Year achievements take on ironic meanings. Initially, they imply that a good father 

is one who showers his child(ren) with gifts. However, this is eventually shown to 

be a misguided idea of parental responsibility as the player wastes time in pursuit 

of such gifts. In this way, the titles of these achievements come to sardonically 

allude to Chuck’s irresponsible parenting and thereby privilege seeking out 

Zombrex for her instead of presents. This also serves as another means of 

deriding the post-9/11 rhetoric of salvation via consumerism emphasised in earlier 

chapters. Indeed, no number of toys can save Katey from her infection.  

Overall, the achievements described above facilitate ludus-based temporal satire 

through their encouragement of consumption play that is grounded in real-world 

consumer activities: shopping for clothes and buying gifts for a loved one. Adding 

to this, ludus-based temporal satire can emerge through the player’s sustained 

effort toward attaining achievements that are concerned with the actualisation of 

unrealistic consumer desires. Indeed, Dead Rising games allow for the 

actualisation of a specific form of consumer desire that Molesworth and Denegri-

Knott (2007a and 2007b) proclaim is especially suited to video games: that of the 

fantasy. This term signifies “speculative ideas that cannot be actualized [in real 

life], even with unlimited wealth” (2007a: 118).  

Fantasies can be inspired by popular fictional texts, such as science-fiction, 

fantasy, and horror films. To exemplify this, Molesworth and Denegri-Knott (2007a) 

refer to The Lord of The Rings books (Tolkien, 1954-55) and films (Jackson, 2001-

3), which may inspire consumers to imagine owning magical items, like the One 
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Ring. Furthermore, they suggest that the MMORPG Everquest (989 Studios, 

1999) is indicative of a video game that actualises such fantasies with its inclusion 

of “magic spells, enchanted armor, powerful swords and other such fantasy 

objects” (2007b: 257). In Dead Rising games, players can actualise consumer 

fantasies that are often alluded to in zombie fictions. Namely, the objectification 

and subsequent (violent) consumption of the undead. To clarify, zombies are 

consumed in the sense that they are destroyed. As stated earlier in the thesis (see 

page 8), consumerism is defined in this work using Lehdonvitta et al.’s (2009: 

1062) understanding of the term: as the using up, destroying, or eating of an 

object. 

Krzywinska claims that in most zombie-based video games the undead “are 

deployed as fleshy, killable obstacles that must be overcome for game mastery to 

be achieved” (2008: 163). In other words, they are predominantly used as “cannon 

fodder” and thereby “seem devoid of much deep psychological, aesthetic, or 

political meaning” (2008: 165). Chapter 3 has already challenged Krzywinska’s 

generalisation of zombies in video games by pointing to the complexity of these 

creatures as fictional beings. However, the fact remains that the player can still 

gain gratification from their objectification and dismemberment. In fact, players are 

even encouraged to do so by the achievements outlined below in Tables 4 and 5. 

Crucially, though, the facilitation of this pleasure is not devoid of deeper meaning 

in Dead Rising games. Rather, it serves as another avenue for these games to 

facilitate ludus-based temporal satire, undermining the player’s preoccupation with 

consumption play at the expense of working through story missions. 

Table 4: Achievements spotlighting zombie killing (exclusively) in the Dead 

Rising series 

Game Achievement Victory Conditions 

Dead Rising 

1 

Zombie Hunter Kill 1,000 zombies 

Karate Champ Kill 1,000 zombies barehanded 

Zombie Killer Kill 10,000 zombies 

Zombie Genocider Kill 53,594 zombies 

Dead Rising 

2 

Zombie Slaughter Kill 500 zombies 

Zombie Fu Kill 1,000 zombies barehanded 

Zombie Destruction Kill 5,000 zombies 
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Z-Genocider 2: 

Genocide Harder 

Kill 53,596 zombies108 

Zombie Genocide 

Master 

Kill 72,000 zombies 

Dead Rising 

3 

Zombie Killer Kill 100 zombies 

Zombie Butcher  Kill 1,000 zombies 

Zombie Slayer Kill 10,000 zombies 

Master of Massacre Kill 53,597 zombies 

Genius of Zombie 

Slaying 

Kill 72,000 zombies 

Left 100,004 Dead Kill 100,004 zombies 

Table 5: Achievements spotlighting item usage in the Dead Rising series 

Game Achievement Victory Conditions 

Dead Rising 

1 

Costume Party  
Place novelty masks on ten different 

zombies 

Raining Zombies Knock thirty zombies aside with a parasol 

Strike Hit ten zombies with bowling balls 

Item Smasher  Break one hundred items  

Dead Rising 

2 

Masquerade Place novelty masks on ten different 

zombies 

Head Trauma Use every type of melee weapon to kill a 

zombie 

Death From Afar Use every type of ranged weapon to kill a 

zombie 

Slaughter – S = 

Laugher  

Use every type of novelty weapon on a 

zombie  

He Hasn’t Covered 

Wars… 

Use every type of firearm on a zombie 

Explosive Temper Use every type of explosive on a zombie 

Wrong Kind of 

“Chopper” 

Kill 1,000 zombies whilst riding a 

motorcycle 

Stick ‘em up Cover a zombie in objects 

Needs more 

Chainsaw 

Create one combo weapon 

Duct Tape FTW Create all combo weapons in the game 

 
108 Rather than simply adding one more kill to the prior game’s Zombie Genocider 
milestone, as the following milestones do, this one adds two. This is because the number 
was previously raised by one in Left 4 Dead’s Zombie Genocidest milestone (an 
intertextual reference to Dead Rising 1). Following this, Dead Rising games began to 
reference the Left 4 Dead series in their milestones. This contributes toward their notions 
of excess, as these milestones demonstrate a level one-upmanship: Left 4 Dead is known 
for its mass zombie killing, and so Dead Rising games demand more of this. 
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Dead Rising 

3 

T.I.O.D. Disciple Create fifty combo weapons 

Duct Tape Master Create every combo weapon in the game 

Customizer Create five combo vehicles 

Master Mechanic Create every combo vehicle in the game 

Table 4 illustrates how achievements lead players to the extreme violence Dead 

Rising games permit, whereas Table 5 shows how achievements direct players to 

use up or forge weapons.109 In both cases, achievements in Dead Rising games 

facilitate wasted time by either tasking players with attacking zombies or creating a 

means for them to do so. Here, consumer fantasies relating to what one might do 

during a zombie outbreak are actualised. Not only can players of Dead Rising 

games simply obtain material possessions, but they can also use them in 

outlandish contexts: by mutilating zombie foes or crafting zombie-killing weapons. 

In this way, zombies themselves operate as usable objects within the world of the 

games, taking on the role of “functional ornaments” (McCrea, 2009: 231). This 

means that, much like the clothing, stuffed animals, shopping valuables, and golf 

clubs throughout the games, zombies exist for players to consume. Moreover, in 

line with these other material objects, the consumption of zombies is satirised due 

to its contextualisation as wasted time. As mentioned on page 72, players who aim 

to kill all the zombies in an area will not find success due to the creatures re-

appearing whenever they leave and re-enter gamespaces. Thus, large-scale 

killings of the undead serve no purpose with regards to story-progression, the 

latter of which the game’s clearly privilege.  

Notably, achievements in Dead Rising games are not foregrounded during 

gameplay for the most part, save for momentary notifications that pop up once 

their goals have been met. Although even these notifications can be disabled by 

adjusting a gaming console’s system settings. As mentioned at the beginning of 

this section, achievements are detailed outside of the games via their console’s 

respective achievements pages. This means that the actions inspired by 

achievements are implied by each game-system to be hierarchically lower than 

those privileged with sustained on-screen representation. Consequently, the 

interfaces of Dead Rising games aid in the establishment of ludus-based temporal 

 
109 Although even these tasks inspire zombie killing as a natural progression from them. 
Once an item has been upgraded/made players may wish to use it against zombie 
hordes. 
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satire targeting excessive consumption by contextualising consumption play as 

unproductive. Seeking out new clothes, gifts for NPCs, and even killing zombies 

en masse does nothing to aid in the story-based progression of each game. 

Thereby, when story-based missions are emphasised, Dead Rising 1, 2, 2: OTR, 

and 3’s game-systems infer that their players should exercise self-control and 

refrain from indulging in their consumer desires. 

Paidia-based Temporal Satire in Dead Rising 

Achievements concerned with killing zombies and crafting combo weapons in 

Dead Rising games can also pave the way for paidia-based temporal satire. These 

achievements promote a macabre sense of pleasure, which can also exist on its 

own terms rather than as a by-product of the player fulfilling game objectives. 

Stressing this, Hunt (2015: 116) claims that there is enjoyment to be had in the 

“excesses and absurdity” of combat in Dead Rising games. This is because 

players (vicariously) partake in transgressive behaviours when directing their 

avatars to attack the undead. Indeed, the killing of in-game characters can incite a 

sadistic sense of enjoyment for players by producing emotionally incongruous 

experiences for them. Virtual murder – especially that which is spectacular – can 

be seen as amusing precisely because acts of violence in the real world are 

generally considered taboo (see Bareither, 2017). Besides, Schott (2011: 69) 

compares the pleasures of playing the first Dead Rising game with the satisfaction 

described by Dawn of the Dead’s special effects artist, Tom Savini, regarding his 

creation of the film’s death scenes. In both instances, bodily destruction is 

considered exciting and humorous due to its forbidden nature.  

Dead Rising’s visceral consumption play is gratifying because it is discernibly 

splatstick. This means that it “presents graphic violence in such an exaggerated 

way that it becomes a comedic device intentionally played for laughs” (Kroon, 

2014: 636). Likewise, Dawn of the Dead is considered a prototypical work of 

splatstick (Kroon, 2014: 636). Once more, this foregrounds a connection between 

Romero’s film and Capcom’s video games. The comedic value of Dead Rising’s 

gore is explicitly highlighted in the title of the “Slaughter – S = Laugher” 

achievement, which conflates notions of violence and humour. This entices the 

player to invest (waste) their time in zombie slaying not just to gain achievements, 

but for its own sake since it is a source of entertainment and fun. Again, this 
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stresses the necessity of conceptualising the concept of wasted time in video 

games, rather than adopting Juul’s notion of dead time, which describes gameplay 

that is boring/uninteresting for the player.  

 
Figure 12: Nick decimates a zombie with a sledge saw in Dead Rising 3, which is 

made by combining a sledgehammer with cement saw. 

As Chapter 2 has argued, an array of consumer items can be used against the 

undead in Dead Rising games. Yet, while these items are generally ineffective 

against the limitless hordes, they do allow for the destruction of several zombies 

before they break from overuse. For instance, weapons like chainsaws, spiked 

bats, and sledge saws (pictured in Figure 12) are more than capable of slaying the 

undead. Moreover, they allow for the swift killing of zombies in such a way that 

creates a spectacle: by expelling copious amounts of blood from their bodies. 

Adding to this, certain weapons in the games even trigger death animations. For 

example, in Dead Rising 1, 2, OTR and 3 shower heads can be lodged into the 

skulls of zombie heads. Doing so prompts the creatures to wander around for a 

few moments as the liquid contents of their bodies spurt from the mechanism in 

lieu of water. Similarly, buckets filled with drills can be placed onto the heads of 

zombies like deadly helmets, causing the heads of the creatures to be decimated 

with repeated punctures. Again, as Hunt observes, this method of execution is 

presented “rather messily” (2015: 117).  
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Additional kill animations are included in Dead Rising 3 if the player performs 

special executions. These executions can be triggered by killing several zombies 

in quick succession. When they occur, the virtual camera zooms in on the action 

so that the visceral imagery of zombies being torn apart or bludgeoned to death 

can be viewed in more detail. Crucially, none of the grotesque death sequences 

are compulsory for the player to attain zombie killing achievements. The player 

could slaughter the tens of thousands of zombies required to attain all the series 

spanning Zombie Genocider achievements by simply driving vehicles through 

crowds of the undead. Despite taking up a large portion of play/fictional time, this 

would still be the more efficient means of gaining such achievements. Therefore, 

the spectacular methods of zombie killing included in Dead Rising games show a 

prioritisation of transgressive pleasures over both story-driven and achievement-

driven practicality.  

The creative ways in which zombies can be destroyed encourages gameplay akin 

to paidia rather than ludus, as the player is invited to see what they can find to 

assault the undead and revel in the taboo of causing gratuitous violence. This, of 

course, uses up valuable in-game time that interfaces in Dead Rising games imply 

should be dedicated to completing story-based missions. Therefore, just as ludus-

based temporal satire is generated by players participating in consumption play to 

attain achievements, paidia-based temporal satire is generated by players 

participating in excessive virtual consumption for their own enjoyment. In both 

instances, such actions result in a satirisation of the player’s temporal investments 

in simulated consumption when they detract from story-based, and thereby work-

oriented, gameplay activities. 

Violent consumption is not the only means of generating paidia-based temporal 

satire in Dead Rising games, however. Trying on items of clothing, travelling 

around shops, and acquiring material goods can also generate this form of 

temporal satire. This happens if players engage in such activities of their own 

accord, rather than in pursuit of achievements. To reiterate, temporal satire is 

ludus-based in the Dead Rising series when players expend game/play time trying 

on a variety of clothing items to attain achievements, whereas it is paidia-based if 

they do this to play out their consumer desires without the incentive of potential 

rewards. Besides, a variety of ludus tasks in Dead Rising games make the 
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transition to paidia easy to make and in doing so simultaneously encourage paidia-

based temporal satire as well as ludus-based temporal satire.  

Dead Rising 2’s Window Shopper and Dead Rising 4’s Hunting Grounds 

achievements both require players to enter every one of each game’s shops. 

Doing so means the player’s avatars will inevitably encounter many consumer 

goods and thereby increase their chances of becoming distracted by them. If this 

were to happen, wasted time in the sense of time spent defying game goals would 

be generated, as would paidia-based temporal satire. Accordingly, Loudermilk’s 

(2003) consumer dementia is more comprehensively realised by players who 

venture into a store and forget about Dead Rising’s objectives and its 

achievements, favouring instead the pleasures of retail exploration for its own 

sake. Hence, as well as reinforcing Dead Rising’s capacity to facilitate ludus-

based temporal satire through consumption play, many achievements serve as 

tangential points from which players can move toward paidia-oriented gameplay 

and, thereby, generate paidia-based temporal satire targeting the player’s 

prioritisation of consumption over story-based objectives.  

The temporal satirisation of excessive consumption in the Dead Rising games 

involves a noteworthy proceduralisation of one of Dawn of the Dead’s satirical 

moments. Toward the end of Romero’s film, a biker gang infiltrates the mall, 

wreaking havoc by vandalising its contents and creating an opening for the 

undead to storm the structure. Part of their destruction includes breaking into a 

food outlet, stealing several pies, and throwing them into the faces of zombies. 

This sequence arguable sums up the crux of the film, which Romero describes as 

“a pie in the face to consumers” (cited in Kohn, 2016). Similarly, in Dead Rising 1 

the act of throwing a pie in the face of a zombie can be replicated. Pies exist in this 

game’s world as a food item and can be obtained from the Columbian 

Roastmasters chain of eateries. If they are thrown at zombies there is a small 

chance they will stick to their faces. This neutralises them by inhibiting their vision 

and leaves them walking around in confusion, as it does in Romero’s film. 

Crucially though, throwing pies into the faces of zombie consumers in Dead Rising 

1 constitutes consumption play (the items are used up) and, accordingly, eats 

away at game/play time. What is more, it is especially likely that trying to make a 

pie stick to a zombie’s face will take up a lot of time, as there is only a small 
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chance of this happening. Therefore, in recreating a scene from Romero’s film 

that, albeit heavy-handedly, condenses its overarching satirisation of consumer 

culture into a singular moment, Dead Rising 1 can temporally satirise players for 

engaging in such a trivial activity.  

Conclusion  

When satire manifests through consumption play in Dead Rising games, the 

notion of a “work-life balance” (2019: 14) is revealed/promoted. This is because 

temporal satire only occurs when consumption play eats into in-game time that 

Dead Rising games stress should be spent working through missions. Thus, it is 

made clear that excessive consumption play is satirised here. Not consumption 

play, and thereby consumerism, in general. In other words, consumption play that 

disrupts the balance between in-game productivity and consumerist pleasures is 

satirised. Therefore, temporal satire in Dead Rising games advocates the “work-

life balance” (Bailes, 2019: 14) that neoliberalism implores in its encouragement of 

self-discipline through time management.  

Games in the Dead Rising series legitimise the neoliberal ideal of a work-life 

balance by organising designated times for story-based missions and consumer-

oriented activities to be facilitated, while satirising players when the latter infringe 

on the former. The games do this by foregrounding their avatar’s vocational and 

parental responsibilities, while also offering opportunities for the player to deviate 

from them by engaging in consumption play. As a result, when consumption play 

detracts from story related activities is inferred to be a waste of time. Accordingly, 

by partaking in consumer activities when story-missions are active, either as a 

means of attaining achievements or simply for the pleasure of doing so, players 

prompt the emergence either ludus or paidia-based temporal satire. 

Time wasted engaging in consumption play cannot be attributed to the player’s 

assistance of satirical NPCs like Luz, Bessie, Rosa, and Erica. Instead, it is time 

wasted of the player’s own volition. This is even the case regarding the player’s 

pursuit of gifts for Katey, who does not ask for these gifts to begin with and is 

unaffected by their presence in Dead Rising 2’s emergency shelter. Thus, 

temporal satire highlights the player’s own preoccupation with consumerism in 
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Dead Rising games, not that of the NPCs. It satirises the player’s decision to 

neglect story-based missions in favour of simulating shopping experiences.  

While this chapter has focused on the ways in which games construe time as 

wasteful, and touched briefly on the consequences of wasted time, the next 

chapter addresses, exclusively and critically, the consequences of the player’s 

gameplay decisions. For example, temporal satire may have emerged from the 

player’s decision to seek out gifts rather than medicine for Chuck’s infected 

daughter, but it is consequential satire that arises from the moment of her death 

should the player let her time run out. In this way, temporal satire can lead to 

consequential satire in Dead Rising games. Although, the former is not necessarily 

a prerequisite for the latter.   
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Chapter 6: Consequential Satire 

This chapter argues that video games can express satire through the outcomes of 

in-game choices made by players during gameplay. Accordingly, it introduces, 

explores, and exemplifies the concept of consequential satire. Two forms of 

consequential satire are distinguished in the chapter. These are based whether 

satirical outcomes to player’s in-game choices occur right away or are otherwise 

delayed. The two forms of consequential satire are named discernible 

consequential satire and integrated consequential satire. Salen and Zimmerman 

(2004) label the immediate outcomes of player actions discernible and the 

outcomes that become apparent over time integrated. With the former, the game 

system “tells players what happened (I hit the monster)” whereas with the latter it 

“lets players know how [what happened] will affect the rest of the game (If I keep 

on hitting the monster I will kill it. If I kill enough monsters, I’ll gain a level.)” 

[emphasis in original] (2004: 35). Correspondingly, discernible consequential satire 

describes satirical outcomes that are communicated immediately after the player 

has made an in-game choice, whereas integrated consequential satire describes 

satirical outcomes that occur sometime after such choices have been made. 

Broadly speaking, consequential satire can be identified using a method of video 

game analysis called gameplay logging (Consalvo and Dutton, 2006: n.p.). This 

involves playing close attention to the “emergent aspects of [a] game” (ibid.). For 

instance, one might seek to document the varying paths a player may be able to 

take through video game levels or worlds, or perhaps try to push the boundaries of 

a game by looking for glitches to exploit. Specifically, though, in relation to 

consequential satire gameplay logging involves documenting the choices that can 

be made by players during gameplay, as well as the outcomes of such choices. 

Hence, gameplay logging here focuses on an area of video game analysis that 

Fernández-Vara calls choice design (2019: 186). In other words, it fixates on “how 

the player may be presented with choices and their consequences” (ibid.). In Dead 

Rising games, the player’s choice to partake in consumption play can be met with 

satirical outcomes in the form of punishments.  

The previous chapter argued that Dead Rising games facilitate and encourage 

consumption play while simultaneously centralising story-based missions 

concerned with vocational and parental responsibilities. By doing so, the games 
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present opportunities for players to ignore story-based missions in favour of 

pursuing consumption-oriented activities. If the player takes these opportunities, 

temporal satire is established due to their contextualisation as wastes of time. 

Following on from the previous chapter, the current chapter expands on the 

treatment of consumption play in Dead Rising games. This time, with a focus on its 

outcomes. To reiterate, temporal satire occurs during the moments in which a 

player is engaged with a video game, alongside the passage of play/fictional time 

(in the game’s now, so to speak). In contrast, consequential satire occurs when 

the folly of gameplay choices is made clear in the short or long term. 

The chapter is divided into three sections. In the first section, the notion of decision 

making in video games is explored, as is scholarship pertaining to videoludic satire 

stemming from player’s in-game decisions. Markedly, Wilcox’s (2013) concept of 

ludic satire is reconsidered to demonstrate how its limitations are surpassed by the 

concept of consequential satire. In the second and third sections, instances of 

consequential satire exhibited throughout the Dead Rising games are explored. 

With regards to these games, it is argued that consequential satire occurs when 

the player’s choice to waste time roaming gamespaces searching for and using up 

virtual commodities is punished. Hence, it is made clear that while temporal satire 

manifests alongside player actions in Dead Rising games, consequential satire 

stems from the games’ reactions to player actions.110  

In the second section of the chapter, discernible consequential satire in Dead 

Rising games is analyses. Following this, in the third section, integrated 

consequential satire is examined in these games. In both sections, consequential 

satire is shown to legitimise neoliberal ideals in that its punishments target 

acquisitiveness, which, as the Dead Rising games infer, stem from a lack of self-

discipline. Furthermore, examples of consequential satire examined here 

legitimise the idealistic “work-life balance” (Bailes, 2019: 14) implored by 

neoliberalism. This is because satirical punishments in Dead Rising games occur 

because of players choosing to violate this balance by devoting excessive 

amounts of time to consumption play. 

 
110 Again, this is not to say that temporal satire always anticipates consequential satire, or 
that consequential satire is necessarily foregrounded by temporal satire.  
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Choices and Consequences in Video Games 

A significant feature of video games is their ability to provoke decision-making 

among their players. In fact, the primary objective of many game developers is to 

establish a space where multiple outcomes can arise from the player’s input; or, to 

facilitate meaningful play as Salen and Zimmerman (2004) call it. This term 

describes how meaning “resides in the relationship between action and outcome” 

(Salen and Zimmerman, 2004: 34). In other words, meaningful play refers to a 

process wherein a player’s in-game actions have noticeable consequences in the 

form of changes to the game state and the fictional world of a game. The capacity 

for video games to facilitate such changes often sees them held in opposition to 

traditional storytelling media. Namely mainstream literature and cinema, which 

typically contain fixed outcomes. By contrast, video games can be categorised by 

their uncertainty. That is, their potential to convey multiple outcomes that depend, 

in part or in whole, on the player’s actions. 

The importance of player action in video games is addressed by Frasca (2003: 

224-5), who notes the difference between a film about a plane landing and a 

player controlling a plane in a flight simulation game. The former cannot be 

manipulated “since film sequences are fixed and unalterable” (ibid.), whereas the 

latter can be because the player is given control over the vehicle. Although, it is 

also worth mentioning that the player’s control over aspects of a video game’s 

world – as well as its story-based outcomes, such as alternate endings conveyed 

in cutscenes – is limited by its design. Hence, the rules of a game, and the 

possible developmental routes of its story, are all pre-determined by game 

developers. Yet, the uncertainty regarding how video games can play out provides 

players with a sense of personal responsibility for what happens in the games they 

play. As Isbister asserts, “[a]t the root of the emotional power of games lies the 

fact that games are comprised of choices with consequences” (2016: 40). This is 

especially true when players are confronted with, or experience the repercussions 

of, pivotal moments during gameplay. 

It should be noted, however, that explicit consequences stemming from a player’s 

in-game choices are not a prerequisite for the communication of meaning in video 

games. This is made clear in the works of Stang (2019) and Nay and Zagal (2017) 

with reference to Telltale’s video game series, The Walking Dead (2012-2019). 
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Telltale’s series originally followed avatar Lee Everett’s struggle for survival in a 

zombie-infested world. Eventually, though, the series came to centralise 

Clementine, a young girl who Lee protects in the first game. As Stang writes, 

“[c]hoices do not matter on a grand scale in The Walking Dead -- Lee will never 

save the world from its fate -- however, the player’s choices do influence what kind 

of person Clementine becomes” (2019: n.p.). Therefore, despite the game’s “false 

choices,” which take all players to the same outcome (Lee’s death and 

Clementine’s independence), the attitude Clementine adopts can be reflective of 

the player’s morally loaded decisions: who to save, who to abandon, whether to 

steal supplies from other survivors.  

In the second game of Telltale’s The Walking Dead series, players must decide 

whether to euthanise a canine after it attacks Clementine. The dog will die either 

way, but as Nay and Zagal (2017: n.p.) explain the choice is still meaningful:  

The distinction in Clementine’s choice is only relevant to the player’s 

subjective interpretation of the moral character of Clementine. Is she 

the type of person to prolong a violent dog’s suffering? Is it because she 

is squeamish? Does it come from a place of malice? The player is left to 

interpret the motive and implications of their choice on their own.  

Regarding the videoludic satirisation of player’s choices, however, perceptible 

consequences to player actions are essential. This is because choice-based satire 

in video games arises from outcomes to the player’s in-game decisions, not the 

player’s interpretation of avatar or NPC psychology. In other words, it is only 

discernible when the player’s choices affect the game in a tangible way. 

Accordingly, videoludic satire stemming from player choice can be read as 

reflexive of the values of game developers, rather than those of in-game agents. 

This satire manifests out of the player’s decision to pursue actions that video game 

developers anticipate, facilitate, or even invite, and deem worthy of punishment 

and/or ridicule.  

Wilcox asserts that video games can satirise their own players by critiquing the 

choices that they make during gameplay: a phenomenon that he refers to as ludic 

satire (2013: n.p.). According to Wilcox, for ludic satire to occur a video game must 

“give the player the option to become the object of derision and then demonstrate 

the folly of that choice [emphasis in original]” (ibid.). As mentioned in the 
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Introduction to this thesis, Wilcox exemplifies this by referring to an incident in 

Metal Gear Solid 3: Snake Eater, wherein players can be critiqued for choosing to 

use lethal, rather than non-lethal, combat techniques.111 However, as was also 

mentioned in this section, Wilcox’s concept has limitations. Notably, it is too 

restrictive, especially with Wilcox stating that ludic satire is only possible in video 

game’s that present their players with choices that can lead to both positive and 

negative outcomes. This is, of course, not true – as previously argued with 

reference to Molleindustria’s satire on smart phone production, Phone Story. Thus, 

it is important to remember that players do not require in-game choices with strictly 

positive and negative outcomes to be satirised by game-systems. Moreover, as 

this chapter proves, players who are confronted with in-game choices that lead to 

discernibly satirical outcomes are not always the sole target of a game’s satire. 

Indeed, the Dead Rising games satirise their player’s choice to prioritise 

consumption play, but in doing so they simultaneously satirise excessive 

consumption more broadly.  

To overcome the limitations of Wilcox’s concept, consequential satire recognises 

that satire in video games can emerge through in-game choices that do not spur 

both positive and negative outcomes. Furthermore, it acknowledges that players 

and other targets can be satirised through players’ in-game choices. Adding to 

this, the current chapter describes how outcomes to players’ in-game choices can 

be framed as satirical more comprehensively than in Wilcox’s essay. In other 

words, it clarifies how in-game choices and their outcomes can communicate 

satirical allegories: metaphors in which one action is symbolic of another 

(Feinberg, 2008: 201). When this occurs, the player’s choice of action in a video 

game has connotations that are broader than the action itself. Indeed, 

consequential satire stemming from the outcomes of these actions demonstrates a 

clear value judgement on the part of the game-system, whereby players are 

punished or shamed for choosing to simulate what video games imply to be 

irresponsible behaviour. Hence, it is argued that consequential satire becomes 

apparent when a player’s in-game choices are reprimanding by a game system.  

 
111 This example is described on page 5. 
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Consequential satire stems from the relationship between in-game choices, player 

actions, and system outcomes: the latter of which can be characterised as 

punishments. Therefore, outcomes in the context of consequential satire are made 

up of a game-system’s negative responses to a player’s in-game choices There 

are several ways video games can punish players, all of which may be framed in 

such a way as to express consequential satire. These punishments are listed 

below: 

• The energy punishment: the depletion of health blocks and bars.  

• The life punishment: the loss of a life, or a “retry”. 

• The game termination punishment: wherein the game ends; this is 

otherwise known as a “Game Over”.  

• The setback punishment: in which the player must start a level or scenario 

over again; this punishment may include the loss of abilities that come with 

game progression. 

• The resource depletion punishment: where in-game resources are 

damaged or lost.  

• The shaming punishment: when a game-system draws attention to an 

action that the player has chosen to perform for the purpose of derision – as 

in MGS3. 

• The unfavourable resolution punishment: when the resolution of a minor 

story or quest is negative in some way; this resolution does not 

end/conclude the game.  

• The bad ending punishment: when the resolution of a game’s main story is 

negative in some way; this resolution ends/concludes the game. 

The first four punishments detailed above are derived from Juul’s (2009: 238) 

taxonomy of video game punishments. However, they are not enough to 

encompass the full range of punishments utilised in video games. Thereby, the 

latter four have been added. Taken together, these punishments cover the breadth 

of ways consequential satire might manifest (in either the short or long term) as 

outcomes to in-game choices made by video game players. Hence, the 

punishments describe the signifiers of discernible and integrated consequential 

satire. 
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Because punishments in video games only occur after players have chosen to 

make gameplay related choices, they invoke a sense of complicity on the part of 

the player. This term describes how players can feel responsible for the way in-

game scenarios unfold. For instance, as Smethurst and Craps explain, “[i]f Mario 

falls to his death [in Super Mario Bros.], it is because of the player’s malign 

intentions or their lack of skill; if he succeeds, it is because the player has 

navigated him through the game’s levels adroitly” (2014: 277). Hence, “when 

something bad happens to a game character […] in most cases, it is because of 

something the player has done or failed to do” (ibid.). Furthermore, with regards to 

the player’s in-game choices, Iten et.al. (2017: 496) state that videogames 

encourage a sense of responsibility in players, as well as contemplation over 

which options to pursue. Likewise, similar inferences can made of consequential 

satire, which aims to confront players with the stupidity, foolishness, or 

recklessness of choices they make during gameplay.  

In Dead Rising games, consequential satire manifests because of players 

choosing to engage in consumption play. Thus, their game-systems’ punishments 

of consumption play show a proceduralisation of Romero’s satirical film, Dawn of 

the Dead. In this film, Fran and Peter survive due to their shared ability to resist 

consumer trinkets, unlike Roger and Stephen (Loudermilk, 2003: 92). Similarly, for 

players of Dead Rising games the same strength of will must be adopted by 

players to avoid subjecting their avatars to the same fate as the latter two 

characters in Romero’s film. Adding to this, because of their implementation of 

punishments, the Dead Rising games counter Krzywinska’s (2002: 217) 

observations of horror-themed video games. When comparing horror films to 

horror games, Krzywinska asserts that the latter rarely chastise inquisitiveness. In 

games, she claims, “space is something to be actively, physically, investigated” 

and “[w]hat is “punished” [...] is not so much curiosity, as in the horror film, but the 

failure to make it to the next scene” (ibid.). However, in the Dead Rising games a 

player’s curiosity (what can be found in this store? what will the avatar look like 

wearing this?) and their inability to make progress in a game are not always 

inseparable. On the contrary, the series often correlates the two for satirical effect.  

By targeting the player’s choice to partake in consumption play, consequential 

satire in Dead Rising games punish players for failing to meet the requirements of 
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neoliberal subjectivity. For Baerg, neoliberal subjects must “learn how to make 

responsible decisions in a context fraught with risk, given the consequences these 

choices potentially yield” (2012: 157). Moreover, to be responsible, one must 

“make choices in keeping with an economically inflected calculative rationality” 

(Baerg, 2009: 123). In short, this means that choices should be made with a close 

consideration of cost-benefit analysis, lest they lead to undesirable outcomes. In 

Dead Rising games, choices often revolve around time and resource 

management. Hence, punishments in these games (and thereby consequential 

satire) arise from the player’s inability to utilise their time/resources effectively. 

Therefore, the didacticism of consequential satire not only seeks to ridicule players 

for their excessive consumption, but also to legitimise a particular neoliberal 

rationality that views the world through the lens of risk-management.  

Discernible Consequential Satire in Dead Rising 

As mentioned in the previous chapter, one way that players of Dead Rising 

games can partake in consumption play is by seeking out and trying on in-

game clothing items. These can be found in many shops throughout the 

Willamette Parkview Mall, Fortune City, Los Perdidos, and the Willamette 

Memorial Megaplex. Contrary to games from The Legend of Zelda (Nintendo, 

1986-present) or World of Warcraft (Blizzard Entertainment, 2004-present) 

series, sampling the various fashions across the Dead Rising series does 

nothing to aid in story progression or the improve the avatar’s gameplay 

proficiency. Clothing items found in stores throughout the Dead Rising games 

do not bolster the avatars’ health points, for example. The lack of benefits 

afforded by clothing items here contributes to a more explicit framing of 

consumption play as a waste of time. Moreover, of significance for this 

chapter, changing into alternate outfits has potentially negative 

consequences for avatars. These consequences are made apparent 

immediately after avatars have been commanded by players to change their 

clothes.  
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Figure 13: Zombies approach Frank as he changes clothes in Dead Rising 1. 

Changing outfits in Dead Rising games puts the avatar in a vulnerable position. 

This is because, while altering their attire, the movements of avatars cannot be 

controlled by the player. Instead, an animation sequence takes place wherein 

Frank, Chuck, and Nick assume temporary autonomy. This animation varies with 

each game and with the respective clothing items the avatar is made to change 

wear. For example, in Dead Rising 1 Frank will rub his hands together while 

shuffling his feet when trying on suits, dance provocatively when donning dresses, 

and jump up and down when changing into childrenswear. Crucially, these 

animation sequences take time. In Dead Rising 1 they take between three and ten 

seconds. In Dead Rising 2, 3, and 4 they average at around five seconds. 

Although, the latter two games do enable a reduction of these times to 

approximately two seconds if the player commands the avatar to move while they 

are shuffling around. However, the seconds takes to try on new clothes is enough 

time for zombies to stumble toward the avatar. Thus, if players do not take the 

time it takes for avatars to change clothes into consideration, triggering such an 

action can have disastrous consequences. 

In Dead Rising games, the avatar’s consumption-induced vulnerability can lead to 

them being assaulted immediately after, or even during, their animation 
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sequences.112 This means that trying on different clothes can lead to an energy 

punishment. This sees the avatars’ health blocks/bar diminish as they are attacked 

by the undead. Moreover, the player’s preoccupation with consumption play may 

lead to a life punishment if avatars are assaulted repeatedly, or while at a low 

health to begin with. In turn, this would trigger the game termination, setback, and 

resource depletion punishments. This is because avatars in Dead Rising games 

only have a single life, with their deaths leading to a Game Over screen. When this 

occurs, any items the avatar attains after the player has last saved their game is 

lost. To be clear, if players of Dead Rising 1 save their game, explore the mall, 

have Frank attain weapons and food but then see him killed by zombies, then the 

avatar’s collected resources will disappear. Likewise, this pattern of punishments 

can occur because of the player being distracted by other consumer items. The 

avatar might be attacked due to the player’s decision to explore and plunder 

antique shops or electronics stores whilst ignoring the steady progression of the 

undead toward them, for example. 

As with clothing items, the player’s (mis)use of certain food items is critiqued 

by means of discernible consequential satire in Dead Rising games. This is 

communicated when avatars clutch their stomachs in pain or vomit after the 

player directs them to consume spoiled foods or drink alcohol in excess. As 

mentioned in Chapter 2 on spatial satire (see page 76), the pre-programmed 

capacity of in-game foods and drinks to impede the avatar imbues them with 

affordance-based spatial satire. However, consequential satire is generated 

by triggering these affordances (purposefully or inadvertently) and suffer the 

consequences of doing so. As such, the stomach-clutching and vomiting of 

avatars convey shaming punishments. These actions visually highlight and 

satirise the player’s choice to make their avatars eat questionable foods or 

consume more than they need. Likewise, as with shared satire expressed in 

Dead Rising games, the visualisation of avatar sickness conjures notions of 

“ought” and “ought not” (Sherry, 1987: 12). Here, a didactic proposition is 

made whereby the game-system communicates the message that players 

should not simulate the intake of spoiled food or too much alcohol. 

 
112 In the first game zombies cannot attack the avatar while he changes clothes. Instead, 
they attack immediately after his animation sequence has finished. In latter games, 
zombies can assault the avatar while they are changing clothes.  
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Additionally, this constitutes a procedural rhetoric advocating for the players 

close consideration of what their avatar eats and drinks.  

 

Figure 14: Sickness in the Dead Rising series: stomach cramps in Dead 

Rising (top left) and vomiting in Dead Rising 2 (top right), Dead Rising 2: Off 

The Record (bottom left), and Dead Rising 3 (bottom right). 

The punishment for dubious/excessive food intake in Dead Rising is not just 

communicated through visualisations of avatars in various states of illness. In 

keeping with the consequences of trying on clothes or costumes, the player’s 

agency is momentarily removed while their avatar doubles over in pain. 

Moreover, avatars drop any item they are holding when struck by sickness, 

thus invoking the resource depletion punishment. Without an item to hold or 

the ability for players to control them, avatars are left open to attack. Clearly, 

it would be particularly detrimental to the avatar’s wellbeing if their bout of 

sickness occurred while the player was navigating them through a crowd of 

zombies. In addition, the act of eating any food item can potentially prove 

hazardous in Dead Rising 1 and 2. Once the avatar is directed to eat, the 

selected food item will appear in their hands. They will then raise it to their 

mouths and bite or gulp the food or drink until it disappears. Again, the player 

cannot move their avatar for a couple of seconds while this action occurs, 

rendering them defenceless and giving ample time for zombies to surround 

them.  
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Despite the potential benefits to the avatar’s health via eating, stripping the 

player of agency during food consumption may result in the same pattern of 

punishments that can be triggered by trying on clothing. These are: the 

energy punishment, life punishment, game termination punishment, and 

setback punishment. In this way, Dead Rising games convey the message 

that it is unadvisable to eat simply for the sake of eating by satirising players 

who command their avatar to do so. To clarify, it is not advisable to consume 

food for any other reason than to regain the avatar’s health. Furthermore, 

even when this is the case, the player must not direct avatars to (over)eat 

certain food items. This, in turn, normalises the notion of living in a perpetual 

state of risk, while indicating that it is the player’s responsibility to manage 

such risk. 

In addition to consuming wearable and edible items, players of Dead Rising 

games can seek to obtain PP (Prestige Points) for their avatars. Essentially, PP is 

synonymous with EXP/XP (Experience Points). Hence, once enough PP has been 

accumulated the avatar will “level up” – gaining more health, the ability to carry 

more items, or new combat techniques. As such, PP is a useful commodity in the 

Dead Rising games. However, like the other commodities featured within these 

games, it is not difficult to come by. PP can primarily be attained through recruiting 

and rescuing survivors, as well as defeating Psychopaths and Maniacs – both of 

which comprise objectives that the player must complete to progress through 

story-based missions, as well as side-missions. Besides, as the player advances 

through the games, the amount of PP they are awarded for completing such 

objectives increases. This coincides with the recurringly higher amounts of PP 

required for avatars to continually level up. Thus, PP is awarded consistently 

throughout the player’s gameplay experience in a way that sees their avatar’s 

enhanced over time to better match their changing circumstances: enemies 

become tougher in later stages of each game, for instance. Accordingly, while 

additional amounts of PP can be attained by other means (such as by killing 

zombies), pursuing such “PP Bonuses” is non-essential. Accordingly, the player’s 

decision to focus on the excessive procurement of PP is satirised.  
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Figure 15: The avatar throws money into the Yucatan Casino’s fire pit to gain PP 

rewards in Dead Rising 2. 

In Dead Rising 2, discernible consequential satire arises from the player’s decision 

to effectively purchase PP through Chuck’s interactions with a fire pit inside 

Fortune City’s Yucatan Casino. When the avatar is positioned close to the fire pit, 

the “Money To Burn” action command is prompted. If activated, this command 

sees the avatar throw a specified amount of money into the flames. Here, the 

metaphor of having “money to burn” is literalised. As a result of throwing money 

into the fire pit, the avatar is granted a small amount of PP. After this, more money 

can be thrown into the pit, which resulting in larger PP Bonuses. However, due to 

the continued offerings of PP in story-based missions and side-missions, these 

purchases are gratuitous. As the namesake of the “money to burn” command 

implies, such purchases signify yet another opportunity for players of Dead Rising 

2 to partake in excessive consumption.  

Ironically, the avatar may not actually be in possession of “money to burn.” This is 

because an integral part of Dead Rising 2’s story-based missions revolve around 

securing the lifesaving drug, Zombrex, for Chuck’s daughter, Katey. Zombrex can 

be purchased from looters at extortionate prices, starting from $25,000 and rising 

by a further $25,000 with each subsequent purchase. Accordingly, saving money 

to buy Zombrex would be a much better use of the avatar’s money, as otherwise 
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they may risk becoming short on the drug that Katey’s life depends on.113 Inferring 

this, consequential satire emerges in the aftermath of the player’s decision to 

throw money into the Yucatan Casino’s fire pit. 

Table 6: Yucatan Casino Fire Pit Details 

Interaction 

Number 
Payment 

PP 

awarded 

PP per 

Dollar 
Bonus title 

1 $100 50  0.5 PP 
“Pyromaniac 

bonus!” 

2 $250 100 PP 0.4 PP " 

3 $500 200 PP 0.4 PP " 

4 $1000 500 PP 0.5 PP " 

5 $2500 1000 PP 0.4 PP " 

6 $5000 2500 PP 0.5 PP " 

7 $10,000 5000 PP 0.5 PP " 

8 $25,000 10,000 PP 0.4 PP " 

9 $50,000 15,000 PP 0.3 PP " 

10 $100,000 20,000 PP 0.2 PP “Stupidity bonus!” 

PP can be attained from the fire pit up until the player is given the option to burn 

$100,000. But as the table above demonstrates, the increase in money demanded 

by the fire pit does not always show a consistent correlation with the increase in 

PP handed out. Accordingly, the satirical technique of unexpected logic (Feinberg, 

2008: 150) is evident here. This technique occurs when a pattern of expectation is 

violated, or an unanticipated solution is offered to a problem. Before $50,000 is 

burned the PP bonus is generally equivalent to the prior amount of money 

burned.114 As such, the financial loss that the fire pit perpetuates can be thought of 

as a steady investment in PP rather than a gamble that might not pay off. Then, if 

$50,000 is thrown into the fire the player is only awarded 15,000 PP. This is a 

significant decrease from the 25,000 PP that the player may have anticipated due 

to the suggested correlation between money burned and PP gained. As such, the 

reduced amount of PP awarded should serve as a deterrent for players against 

giving more money to the fire pit. If players ignore the clear inconsistency in the 

reward system and burn a further $100,000, they will only be awarded 20,000 PP 

 
113 Zombrex can also be found across Fortune City and can be gifted to Chuck by other 
survivors. However, players may not find the drug in this way or encounter survivors that 
offer Chuck the drug.  
114 The exception to the rule is the $500 prompt, which gives the player 200 PP rather 
than 250 PP. 
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– less than half of what they might have expected should the awarded PP have 

kept to its initial trajectory.  

The outcomes of the player’s decision to risk their in-game dollars on surplus PP 

once more show Dead Rising 2’s capacity to convey discernible consequential 

satire by means of the shaming punishment. This is communicated by derogatory 

captions that appear onscreen immediately after the avatar throws money into the 

fire pit. Hence, a consequence for players who choose to burn their in-game cash 

is being subjected to the satirical technique of insult (Feinberg, 2008: 220), which 

aims to degrade a target through witty remarks. By directing Chuck to throw 

money into the fire pit, the player is referred to as a pyromaniac. What is more, 

they are even inferred to be stupid after burning $100,000 in pursuit of PP. Indeed, 

the fact that the player is likened to a pyromaniac is especially resonant with the 

satirisation of excessive consumption across the Dead Rising series, as 

pyromania is a disorder that impedes impulse control.115 Accordingly, the game-

system characterises players who choose to burn virtual money for additional PP 

bonuses as lacking in self-restraint.  

The implicit didacticism of the fire pit’s insulting bonuses is extended by the 

additional implementation of the resource depletion punishment. That is, the 

deterioration of the avatar’s wealth as they throw money into the fire pit. Although 

this is done voluntarily, the bonuses awarded are subversive (they do not amount 

to anything crucially useful) and the inconsistency of their patterning means that 

the player loses much more than they initially bargain for. In short, the fire pit’s PP 

rewards are essentially punishments in disguise in that they covertly become more 

expensive the more the player chooses to purchase them. 

The resource depletion punishment can be experienced further after the avatar 

has been made to burn a collective $194,350 in Dead Rising 2’s fire pit. This is 

because the option to throw more money into the flames remains. After the final 

amount of $100,000 is tossed into the fire the cycle appears to reset, with $100 

appearing as the designated sum of money to be burned. However, should the 

player choose to throw another $100 into the flames they will lose their money and 

 
115 See dictionary definitions for the term pyromaniac by Merriam-Webster (n.d.) and 
Collins (2021).  
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no longer receive a PP bonus. This can be attempted an infinite number of times 

to no avail. The more the player activates this command, the more money they 

waste. In the end, the fire pit has no additional excess PP to give. Thus, players 

are satirised further in their attempts to claim even more PP from the fire pit: 

actions that the game-system simultaneously contextualises as impulsive bouts of 

consumer-delirium and unwarranted risks.  

Integrated Consequential Satire in Dead Rising 

Players of Dead Rising games can be satirised in the long term for engaging in 

consumption play. This becomes apparent if they run out of time to complete story 

missions; if they consistently choose to neglect, or risk not fulfilling, their 

responsibilities and “waste” time by trying on clothes, exploring shops, and 

claiming commodities. For example, having disregarded primary game goals for so 

long the game systems of Dead Rising 1 and 2 penalise players with unfavourable 

resolution punishments. These follows the same pattern in both games. A pop-up 

will label the current and all subsequent Cases as “expired” and a caption will state 

that “[t]he truth has vanished into darkness.” After this, the player is given the 

option to load a previous save file, restart the game with their current avatar level 

intact, or continue playing. The first two options result in game termination, 

setback, and resource depletion punishments, while the latter inevitably leads to a 

bad ending punishment. Bad ending punishments emphasise that the player failed 

in their task of discovering the truth about each respective zombie outbreak. Since 

Dead Rising’s zombies, although numerous, are not much of an obstacle to 

gameplay progression, the possibility of players failing story missions due to 

assaults from the undead are unlikely. Hence, instances of integrated 

consequential satire are less liable to be triggered by players losing their battle 

against the zombie hordes than by players who spend too much time indulging in 

virtual consumption. 

The detrimental draw of consumption play is the likely reason players would attain 

an unfavourable resolution punishment in Dead Rising games. This is because a 

significant portion of their gameplay opportunities involve discovering and utilising 

in-game items. In fact, the player’s decision to waste time engaging in excessive 

consumption can be explicitly foregrounded in Dead Rising 2’s unfavourable 

resolution punishments. With these punishments, integrated consequential satire 
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stems from the player’s decision to dress Chuck in alternate outfits found within 

Fortune City’s many stores. No matter how outlandish these may seem, the 

clothing items that the avatar is made to wear appear in the game’s cutscenes. 

One such example of this can be witnessed in a cutscene that is triggered if the 

player does not provide Katey with Zombrex, subsequently causing her to turn into 

a zombie.  

Katey’s death is presented in two cutscenes. The first occurs when the countdown 

to deliver her Zombrex expires. In this cutscene, the player sees Katey’s guardian, 

Stacey, shift her attention away from a set of computer monitors toward something 

behind her. Her distraught expression, as well as the gurgling noises heard as she 

backs away, signify she is gazing on an undead Katey. This is confirmed when the 

statement “KATEY HAS TURNED” appears in bold, red lettering on a black screen 

followed by a visual depiction of all subsequent story missions crossed out with the 

word “FAILED!” written over them. This does not make Katey’s death synonymous 

with a bad ending punishment, however, as the game session is not terminated 

once she dies. In other words, Katey’s death does not grant an immediate “Game 

Over.” Rather, players can continue to play Dead Rising 2 without access to its 

story-based missions until their seventy-two hours of in-game time expires. Hence, 

the captions indicate an unfavourable resolution punishment for the player’s 

negligence toward Chuck’s daughter.  

The first cutscene after Katey’s death does not allude to the pointless acquisition 

of clothing items (and thereby excessive consumption in a wider sense) directly as 

a reason for the player’s failure. The second one can though, via its inclusion of 

the player’s avatar. If the player returns to Fortune City’s Emergency Shelter after 

missing the timeslot to administer Zombrex to Katey, the second cutscene 

highlighting Katey’s death is triggered. In this cutscene, Chuck falls to his knees 

and punches the ground in frustration upon realising that his daughter is dead. 

However, his attire can appear at odds with the gravity of his emotional outburst, 

as Hunt observes (2015: 118):  

the fact that the player can witness this scene having dressed Chuck in 

a range of absurd clothing, from women’s shoes to a toddler outfit, 

allows an undermining of the pathos of the scene. Similarly, dressing 

Chuck in comedic outfits throughout the game does much to undermine 
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the wider sense of threat that we might expect a game associated with 

horror to contain. 

While Hunt is correct in pointing out that players can subvert the seriousness 

of story elements by playing dress up with their avatars in Dead Rising 2 (and 

in Dead Rising 1, 2: OTR, 3, and 4, too), he does not acknowledge the 

satirical potential of enabling the player to change their avatar’s clothes. 

Indeed, the fact that the avatar’s alternate attire is made visible while Dead 

Rising 2 delivers this unfavourable resolution punishment indicates its 

connection to the punishment itself. Specifically, it signifies that the player 

made the choice to neglect Katey in favour of sampling the various fashions 

that Fortune City has to offer. In other words, it infers that the player chose to 

neglect Chuck’s parental responsibilities for the sake of engaging in 

consumption play. 

 
Figure 16: Katey Greene’s decline in Dead Rising 2; Katey asks for Zombrex from 

Chuck who is wearing his pre-set clothes (top left), Stacey witnesses Katey 

succumb to her infection (top right), the player is confronted with failure (bottom 

left), and Chuck realises that his daughter is dead whilst donning an alternative 

outfit (bottom right). 

Whatever alternate costume Chuck is made to wear serves as a satirical reminder 

of the player’s fixation with excessive consumption – this is made especially 

apparent with the knowledge that outfits featured in Fortune City are purely 
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cosmetic. Hence, if the player failure to save Katey’s life due to their preoccupation 

with trying on clothes in Fortune City, this will be reflected in the second cutscene 

indicating Katey’s death. As with all Dead Rising games, Dead Rising 2 boasts a 

variety of clothing items, from tuxedos and hula dresses to cowboy outfits and 

pyjamas. Accordingly, the player could encounter Katey’s death scene in a variety 

of different ways based upon their prior actions in the game. This is demonstrated 

in the above image in which Chuck suffers a breakdown while wearing aviator 

glasses, pink hair, and a plaid suit.116 Thus, rather than serving strictly to 

undermine the seriousness of Katey’s death, the clothes that the avatar wears 

conflate Chuck’s display of failure and disappointment with the player’s desire to 

indulge in consumption play.  

To paraphrase Smethurst and Craps on complicity in video games: if Katey dies in 

Dead Rising 2, it is because of the player’s preoccupation with consumption play 

and their lack of time-management skills. If Katey lives, it is because the player 

has managed to resist becoming enthralled by the consumer attractions Fortune 

City offers; or because they have resisted such attractions for just long enough to 

tend to their avatar’s daughter. In this way, integrated consequential satire in Dead 

Rising 2 stresses that the player’s consumption-oriented style of gameplay is a 

choice. It stresses that the player choses to risk deviating from the story-missions 

the game developers set out for them. Players either strive to obtain Zombrex for 

Chuck’s daughter and manage their time well, or they ignore Chuck’s daughter 

and waste time engaging in consumption play. Therefore, if something bad 

happens to Katey, the player only has themselves to blame. Emphasising this, the 

cutscene in which Chuck laments the loss of his daughter while wearing a 

bricolage of clothing items does much to conjure the feeling of complicity in 

players. Therefore, the cutscene plays out as a satirisation of the player’s trivial 

activities, with the avatar’s outfit functioning as a guilt and regret inducing reminder 

that the player could have used their time more wisely.  

The player can, of course, reload their saved game to a point before Katey dies 

due to their negligence – this can be done immediately after she perishes. As is 

 
116 These items of clothing were found in Universe of Optics, Estelle’s Fine-Lady 
Cosmetics, and Albert’s Apparel respectively, all of which are in The Royal Flush Plaza: 
the first location the player traverses after leaving the emergency shelter.  
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typical of video games, once the avatar (or in this case, somebody close to them) 

dies, the player is given the opportunity to reload a previous save file. Indeed, 

writing on how video games bestow players with the power of temporal control by 

means of enabling them to pause/save their progress, Hanson (2018: 198) states 

that game mechanics give players “the ability to revisit the same challenges 

repeatedly and without consequence [emphasis added].” However, saving in Dead 

Rising 2 does have consequences, particularly if the player has privileged paidia-

based gameplay over the completion of ludus-based missions and side quests. 

This is because the game has a limited number of save slots – three to be exact – 

meaning that players must be careful when deciding whether to save their game. 

Similarly, players of Dead Rising 1 must also be wary of when they choose to save 

– especially as the original Xbox 360 game had only one save file available. 

Accordingly, if the player saves the game with little time to complete story 

objectives, they risk having to start their games over to fully experience their 

stories. As such, while “[t]here are a lot of places to explore and a lot of things to 

try in the game [...] the save structure makes experimentation very costly” (Herold, 

2006: n.p.).  

Even in saving Dead Rising games, the player must be wary of potential 

consequences. In Dead Rising 2, saving after engaging in consumption play might 

lead to the unavoidability of Katey’s death. This, of course, would be satirical due 

to the knowledge that such a scenario could have been avoided if the player had 

resisted the consumption-based temptations of Fortune City and managed their 

time better. Thus, the unfavourable resolution punishment of Katey’s death is not 

just one that communicates integrated consequential satire on the player’s in-

game consumption, but also one that, as Baerg claims of video games more 

broadly, “naturalizes a risk-management approach to the contemporary situation” 

(2009: 123). For Baerg, video games legitimise neoliberal rationalities grounded in 

risk-management by “invoking the instrumentality of numbers in their various 

guises” (ibid.). This has already been evidenced in the prior section of this chapter 

on discernible consequential satire, as the amount of PP awarded by the Yucatan 

Casino’s fire pit in Dead Rising 2 indicates an increased risk to the avatar’s 

financial investments. With regards to Katey’s dependency on Zombrex (as with all 

other story-based missions) quantitative information in the form of time indicates 
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potential risks to character’s safety, as well as how the player is coping with such 

risks: do they have enough time to complete certain missions, for example. 

As mentioned earlier, if Katey dies in Dead Rising 2 then all subsequent story-

based missions left for the player to complete will become unavailable. Thus, in 

satirising the player’s decision to risk Katey’s life participating in consumption play, 

Dead Rising 2 uses the quantifiable variable of time to promote a neoliberal 

subjectivity grounded in risk management. As Baerg argues of other video games 

revolving around quantifiable variables, such as Killzone 2 (Sony Computer 

Entertainment, 2009) which uses “numerical data to discern a given weapon’s 

efficiency” (2009: 124), players are not forced to make prudent decisions in Dead 

Rising 2. However, “failing to act responsibly inevitably leads to a failure to win or 

potentially a failure to enjoy the digital game experience and accrue the benefits 

that derive from victory and/or participation” (ibid.). Concerning Dead Rising 2, 

failing to meet the requirements of story-based missions, such as keeping Katey 

alive, leads to a failure to experience the full scope of the game’s story. Hence, in 

satirising the player’s inability to manage their time properly by prioritising 

consumption play, Dead Rising 2 encourages a calculative rationality based on the 

management and temporal prioritisation of the gameplay activities it offers.  

The centrality of risk management in Dead Rising games is communicated via 

several of their bad endings. In the first game, two of these endings see the avatar 

not making it to the Willamette Mall’s helipad in time to be rescued. Subsequently, 

an epilogue states that nobody was able to report what happened in Willamette. 

Here, the idea of an imbalance between productivity and pleasure is hinted at, as 

the epilogue emphasises that the avatar was unable to fulfil their vocational role of 

reporting. Before this epilogue, though, one ending foregrounds the player’s use of 

time when helicopter pilot Ed remarks that “time’s up [for the avatar].” However, 

neither emphasise excessive consumption as the reason for this temporal 

expiration. Similarly, in Dead Rising 3, should the time to complete story-based 

missions run out a cutscene depicting the firebombing of Los Perdidos will play. 

This cutscene is followed by a black screen containing the caption time “TIME 

HAS EXPIRED” in red lettering. Again, no references to consumption play are 

made. However, bad endings in Dead Rising 2 do have the potential to explicitly 
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associate the player’s preoccupation with consumption play with their bad 

outcomes.  

As with the cutscene showcasing Chuck’s breakdown after Katey’s death, the 

avatar in Dead Rising 2 is visible in some of the game’s bad endings and, 

accordingly, so are his clothing items. Like previously stated, this is indicative of 

the player’s gameplay choices. Namely, the choice to engage in virtual 

consumption at the expense of completing story-based missions. Furthermore, the 

player’s consumer activities can be expanded on in two of the game’s bad 

endings, which take place in Fortune City’s Emergency Shelter (in the room where 

Katey and Stacey reside). The first bad ending is triggered if Chuck doesn’t keep 

Katey alive and is inside the Emergency Shelter when the military rescue is due to 

commence. In this ending, zombies infiltrate the area and Stacey watches in 

horror as a traumatised Chuck lets himself be eaten. The second bad ending is 

triggered if Chuck keeps Katey alive, fails another of the game’s story-based 

missions, and is inside the Emergency Shelter in preparation for the military 

rescue. In this ending, Chuck hears gunshots outside of the room and is shot and 

killed when he tries to investigate them. Due to the location in which these events 

take place, should the player choose to pursue the gifts for Katey discussed in the 

previous chapter, these gifts will be visible. As with Chuck’s clothing items, then, 

the presence of these gifts contributes to the integrated consequential satirisation 

of the player’s choice to engage in consumption play.  

Conclusion 

Games in the Dead Rising series evidence consequential satire by 

presenting players with choices: should they prioritise story-based missions 

or should they engage in consumption play at the expense of such missions? 

If the latter option is selected, the game-systems punish players. 

Punishments occur either immediately after players choose to engage in 

consumption play (via reductions to the avatar’s health, their loss of life, or 

depletion of their resources) or sometime afterwards (via the unfolding of 

undesirable story-related scenarios). Because they are directly tied to the 

player’s choice to engage in consumption play, these punishments reveal the 

value system informing the Dead Rising games. Specifically, that unchecked 

consumption is worthy of chastisement and ridicule. Thereby, such 



   
 

181 | P a g e  
 

punishments amount to proceduralisations of the logic inherent in Romero’s 

Dawn of the Dead. In other words, consequential satire in Dead Rising 

games cynically concludes what Loudermilk (2003) calls Mall Fantasia and 

Briefel (2011) calls a Bliss Montage; it puts an end to the pleasures of 

consumption play by revealing excessive consumption to be harmful to both 

the NPCs and the avatar. 

Consequential satire consolidates several neoliberal values that have been 

expressed by way of the other modes of videoludic satire in Dead Rising 

games. By satirising excessive consumption, the neoliberal values 

legitimised in Dead Rising games include self-discipline and resource-

management. Both of these values convey the idea that players are 

responsible for their situations, no matter how outlandish these situations 

may be. This sense of responsibility is emphasised by consequential satire, 

especially as this mode of videoludic satire manifests via punishments to 

consumption play that risk detracting from the avatar’s responsibilities 

(discovering the truth behind the games’ outbreaks and protecting NPCs). 

For example, shared satire might infer that the player should not endanger 

themselves or waste time being preoccupied with material goods through the 

actions of Luz, Bessie, Rosa, and Erica. Yet, it is consequential satire that 

makes this clear by satirising the actions of the player directly.  

Consequential satire in Dead Rising games asserts that it is the player who 

should have controlled their consumer impulses and managed their 

time/resources efficiently – not NPCs. Although, this is not to say that players 

of Dead Rising games are discouraged from enjoying in-game consumption 

altogether. Dead Rising games legitimise that key demand of neoliberalism 

outlined by Bailes: to “enjoy responsibly” (2019: 20). This demand was 

previously mentioned in Chapter 5 on temporal satire, where it was made 

apparent via the inclusion of interim periods between story-based missions: 

amounts of time in which players can engage in consumption play without 

narrative repercussions (in the sense that missions cannot be failed since 
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none are active).117 Consequential satire strengthens the demand to enjoy 

responsibly as its associated punishments arise from consumption play that 

is either irresponsible (eating dubious food) or occurs during times where 

story-based missions are active. In this way, Dead Rising games do not 

oppose consumption. Rather, they problematises what they present as 

excessive consumption: that which detracts from their avatar’s 

responsibilities.   

 
117 The player can, of course, still be killed during these interim periods if they are not 
careful.  



   
 

183 | P a g e  
 

Thesis Conclusion 

By way of developing an original taxonomy of videoludic satire, this thesis has 

argued that video games can express satire in a variety of ways. Specifically, 

video games can express satire through the aesthetics and affordances of their 

gamespaces; the presentation and actions of their in-game characters; their use of 

sound; the way they contextualise the player’s use of time spent engaging with 

gameplay activities; and the outcomes of choices that players can make during 

gameplay. Hence, they can express satire by way of generating what this thesis 

calls spatial satire, shared satire, auditory satire, temporal satire, and 

consequential satire. Utilising Capcom’s Dead Rising series of video games, this 

thesis has tested the application of its taxonomy. To this end, it has demonstrated 

how, through each mode of videoludic satire, Dead Rising games convey clear 

satirisations of excessive consumption. What is more, by analysing the 

manifestations of videoludic satire in these games, the thesis has proven the worth 

of its taxonomy not just as a categorising tool for the different modes of videoludic 

satire, but as a means by which video games can be dissected. In other words, the 

thesis has indicated how its taxonomy can be used to produce sophisticated 

readings of video games.  

This concluding chapter begins with a section that summarises the thesis’ key 

findings in relation to the Dead Rising games. Tying the arguments of preceding 

chapters together, this section demonstrates how thorough readings of Dead 

Rising games have been made possible using the thesis’ taxonomy on videoludic 

satire. Collectively, the section argues that the readings produced throughout the 

thesis have offered some much-needed clarity on the Dead Rising games. This is 

because, despite the limited scholarly attention given to them, Dead Rising games 

have thus far been likened with, contrasted against, and distinguished from 

Romero’s Dawn of the Dead based on their alleged countercultural inferences 

(Weise, 2009; 2011), unproblematic simulations of consumption (Schott, 2010; 

2011), and lack of social commentary (Seeborg, cited in Sinclair, 2008: n.p.), 

respectively. On the contrary, readings of Dead Rising games stemming from the 

thesis’ taxonomy of videoludic satire reveal their expression neoliberal values, 

potentially troublesome simulations of consumption, and overt commentary on 

twenty-first century consumer excess. 
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Proceeding the examination of the thesis’ key findings is a section that details the 

wider applicability of the thesis’ taxonomy of videoludic satire beyond Dead Rising 

games. It discusses the flexibility of the taxonomy’s modes and how the taxonomy 

can be used to illuminate readings of video games featured in prior scholarship on 

satire in video games (among others). Following this, the final section of this 

chapter looks to the future of research on videoludic satire. In this section, the 

possibility of broadening the taxonomy of videoludic satire is addressed by taking 

the continued development of gaming technology into consideration. 

Dead Rising: Key Findings and their Implications 

Supported by contextual information provided in Chapter 1, Chapters 2, 3, 4, 5, 

and 6 have evidenced the multifaceted nature of videoludic satire using examples 

of the phenomena found in Dead Rising games. In a broad sense, excessive 

consumption is satirised in these games through allusions to George A. Romero’s 

filmic satire on American consumer culture, Dawn of the Dead. Specifically, 

though, excessive consumption is satirised in these games by way of their implicit 

narratives, the relentless consumption of their undead enemies and gluttonous 

survivors, and their soundscapes, which conflate consumption with zombiism. 

Furthermore, excessive consumption is satirised through their emphasis on 

diminishing time as players engage in consumption play, as well as the 

punishments that follow consumption-oriented gameplay activities. Moreover, in 

contrast to Romero’s film, which is typically considered subversive due to its 

criticality on consumption, Dead Rising games are, as the thesis has 

demonstrated, discernibly conservative.  

In Loudermilk’s appraisal of Dawn of the Dead, he argues that the film’s satirical 

analogy of zombies as consumers has “become ‘unmoored’ from its original 

context and appropriated by the very consumer/capitalist society it sought to 

subvert” (2003: 95). In other words, popular cultural allusions to Romero’s film are 

typically emptied of countercultural significance. Rather than furthering Dawn of 

the Dead’s criticality of consumer culture, then, these imitations merely seek to 

capitalise on the satirical concepts produced in Romero’s film. Evidencing this, 

Loudermilk cites filmic “rip-offs” of Dawn of the Dead among other popular cultural 
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references to it. For instance, City of the Walking Dead (Lenzi, 1980) and an 

episode of The Simpsons (Fox, 1989-present)118 feature cannibalistic zombies, yet 

neither goes further than reiterating the crux of Romero’s film – that capitalism 

instils within people a zombie-like desire to consume. Accordingly, Dawn of the 

Dead has come to embody “an anti-commodity serially re-commodified into an 

ideological trend” (Loudermilk, 2003: 98). Indeed, the Dead Rising games can be 

situated among the myriad of texts capitalising on the success of Romero’s film. 

Although, these games can also be set apart from other imitations of Romero’s 

work, as has become clear by this thesis’ examination of their videoludic satire. 

This is because rather than simply re-addressing, and thereby diluting, Dawn of 

the Dead’s satire on consumerism, Dead Rising games seize the countercultural 

essence of this satire and repurpose it to solidify hegemonic ideals. 

 

Wider Applications for the Taxonomy of Videoludic Satire 

As well as operating as areas of interest for researchers aiming to produce 

interpretive analysis of video games, the various modes of videoludic satire 

proposed in this thesis enable researchers to determine the scope of satire in 

video games. Indeed, videoludic satire might not so readily be summarised 

as “this game (series) satirises this person/concept” as it is in Dead Rising 

games. On the contrary, video games can have multiple targets of satire, as 

is suggested in the introductory chapter of this thesis with regards to 

Disgruntled Daytrader (see page 3). What is more, targets of videoludic satire 

could differ across its modes. Thereby, conceptualising videoludic satire as a 

set of distinct (but potentially interrelated) modes allows for diverse readings 

of video game texts to be made. For example, a person/concept may be 

targeted by spatial, shared, auditory, and temporal satire and be considered 

the primary target of satire in a game. However, the target of consequential 

satire may differ and so be viewed as a game’s secondary target.  

Crucially, this thesis’ taxonomy of videoludic satire affords a necessary 

flexibility in approaching satire in video games. In fact, not all its modes need 

 
118 Specifically, Treehouse of Horror III (Season 4, Episode 5). 
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to be present, or present to the same degree, in a video game for that game 

to be read as satirical. This has been illustrated with regards to the Dead 

Rising series, as temporal satire is present in the first, second, and third 

game but is absent from the fourth. This does not mean the fourth game is 

lacking in satiric potential, as the use of spatial and auditory satire are 

especially prominent in this entry. Similarly, temporal satire and 

consequential satire are missing from Molleindustria’s Phone Story, which 

was first mentioned on page 4. Although, this does not mean that Phone 

Story fails to satirise the unethical processes involved in smart phone 

production and the player’s inferred complicity with these processes. On the 

contrary, the game communicates its satire through parodic allusions to 

Apple stores and products, in-game characters resembling frenzied 

consumers, and its voice-over narration, for example. In other words, it 

conveys its satire as spatial, shared, and auditory satire.  

The taxonomy of videoludic satire can be used to illuminate scholarly 

understandings of satirical video games. For example, Wilcox states that the 

Farmville (Zynga, 2009) inspired Facebook game Cow Clicker (Bogost, 2010) 

“is not so much a commentary on Zynga games as it is a critique of an 

individual who has the time, resources, and desire to perform a simple, 

repetitive task for arbitrary rewards” (2013: n.p.). Certainly, as gameplay 

merely consists of clicking a virtual cow once every six hours in real-time to 

gain points in Cow Clicker, an obvious form of videoludic satire expresses in 

the game is temporal satire.119 This is emphasised by the game’s ever-

present timer, as well as the fact that there is nothing to do to accumulate 

points until this timer diminishes and a cow can be clicked. Hence, most of 

the time one can spent within the game fruitless – it is “destroyed time,” as 

Bogost (2010: n.p.) would call it. Yet, Cow Clicker’s satirisation of Zynga-style 

games should not so easily be side-lined, especially as Bogost states that his 

game is “a Facebook game about Facebook games” (n.d.: n.p.). 

By applying the taxonomy of videoludic satire to Cow Clicker the extent to 

which the game satirises Zynga-style video games becomes clear. In fact, 

 
119 Specifically, ludus-based temporal satire, as the player’s time must be wasted in 
pursuit of the singular goal of clicking cows. 
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observations made about the game by Tyler (2015) can be expanded on 

using the thesis’ taxonomy. Specifically, Tyler argues that Cow Clicker’s 

minimalistic, if not crude, visual style distils the essence of games like 

Farmville to highlight the “soulless inanity of our experience when playing 

them” (2015: 204). Indeed, the plain, two-toned “pastures” on which the cows 

appear (an example of spatial satire) and the player’s limited interaction with 

the game’s animals (an example of shared satire) constitute a satiric reductio 

as absurdum of Facebook games (ibid.). Yet, in relation to Cow Clicker’s 

multitude of visually distinct cows, which players can unlock (see Figure 15), 

Tyler focuses on how these animals are “functionally identical” (ibid.) to the 

game’s standard cows. That is, he discerns their satire from their inability to 

alter gameplay in any way. Tyler’s observations here constitute an 

examination of Cow Clicker’s unlockable animals as game pieces in that they 

prioritise how the player can interact with these animals. However, using the 

thesis’ conceptualisation of shared satire, more can be said of them as 

fictional beings: as representational objects with satiric implications. 
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Figure 17: A screenshot of the Facebook game, Cow Clicker, from Ian 

Bogost’s website. 

Players of Cow Clicker begin with a Plain Cow: the white cow pictured across 

the entire top row of the image above. More cows can be bought with the 

game’s virtual currency, which is aptly named Mooney.120 These might 

 
120 According to Bogost, the commonality between the name of the virtual currency 
Mooney and the Zynga executive Bill Mooney’s surname “is sheer coincidence” 
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comprise of different coloured cows, such as Yellow Cows and Purple Cows, 

or even different breeds of cow, like Red Poll Cows and Highland Cows. 

Other cows, however, allude to popular commodities. For instance, a 

bejewelled Rhinestone Cow is attainable in the game, as is a cow parodying 

Sanrio’s Hello Kitty character: the Hello Cow.121 There is also a golden-

coloured Bling Cow, which has a nose ring and eyes that appear to be made 

of diamonds. The selling price for the Bling Cow is ten-thousand Mooney: 

approximately eighty dollars given that two-thousand-five-hundred Mooney 

equated to around twenty dollars (Alexander, 2011: n.p.). The appearances 

of the Rhinestone Cow, Hello Cow, and Bling Cow allude to valuable/valued 

commodities. Thus, a disconnect is created between their inferred, culturally 

situated worth and their gameplay functionality – which is indistinguishable 

from that of the standard Plain Cow.  

The disconnect between the inferred worth and non-distinct functionality of 

purchasable cows in Cow Clicker enhances what the game infers to be the 

superficiality of Facebook games. Despite their varied looks they are 

essentially the same; all are “mere objects of your clicks” (Tyler, 2015: 204). 

Hence, an examination of the game’s cows as fictional beings enhances, and 

even contextualises, their satire as game pieces. What is more, the pricing of 

these cows – which spans between two-hundred Mooney and one-hundred-

thousand Mooney – arguably constitutes criticism of a gaming culture now 

saturated by microtransactions (in-game purchases). Thus, Cow Clicker not 

only satirises the dedication of its players to completing monotonous tasks 

(Wilcox, 2013) and the minimalism of gameplay in Zynga games (Tyler, 

2015), but also players’ willingness to part with real money for immaterial 

goods. By facilitating monetary exchanges, then, Cow Clicker allows for 

consequential satire. Specifically, consequential satire characterised by the 

resource depletion punishment. Only this time, it is not just in-game 

resources that are depleted, such as the loss of in-game currency in Dead 

Rising games. Instead, it is the player’s real money that is taken away. 

 
(Alexander, 2011: n.p.). Nonetheless, Cow Clicker’s currency maintains yet another satiric 
connection to Zynga games with its nomenclature.  
121 This cow is white and wears a red bow on its head, much like Hello Kitty. 
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Presently, Cow Clicker is no longer available to play. According to the game’s 

Facebook page, this is because Bogost was not willing to pay for the cost of 

its maintenance (Cow Clicker, 2019: n.p.). However, before the literal decline 

of the game came its figurative decline. In 2011, little over a year since the 

game’s launch, all the cows disappeared. According to Cow Clicker lore, the 

animals were raptured during the “Cowpocalypse” (Bogost, 2011: n.p.). As a 

result, pastures were emptied. Although, players could still play the game as 

they normally would, by clicking on the empty space where their cows used 

to be. During this stage of the game’s life, one could argue that shared satire 

became absent. Yet the vanishing of the cows may also represent the par 

excellence of the game’s shared satire. When present, the cows satirised the 

minimalism of Facebook games and the inferred superficiality of the in-game 

purchases Facebook games encourage. In their absence, though, they 

undermine these targets in a more radical way, with players no longer having 

cows to click and their in-game purchases becoming (even more) redundant.  

Overall, applying the thesis’ taxonomy of videoludic satire to Cow Clicker 

reveals an expansion of its targets of satire from those highlighted by Wilcox 

(2013) and Tyler (2015). Furthermore, the taxonomy allows for the ways in 

which Cow Clicker’s satire is expressed to be specified with more nuanced 

terminology. Therefore, the taxonomy is suitable for researchers to conduct 

parallel analyses to those offered in the main body of this thesis. In other 

words, the taxonomy can be applied to video games beyond those in the 

Dead Rising series to determine what these games satirise and how they 

communicate their satire.  

The Future of Research on Videoludic Satire 

By making satire in video games more accessible through the design of its 

taxonomy, this thesis offers a remedy to the absence of sustained scholarly 

engagement with videoludic satire. As Yi states, “[g]ames that utilize satire 

have been largely unexplored” (2020: 18). But, despite this, video games 

offer fertile ground for the expression of satire, as has been made clear by 

this thesis’ examination of the Dead Rising series. Having demonstrated, for 

the first time, the richness of satiric expressions in a series of video games, 

the taxonomy of videoludic satire can hereafter be utilised in future 



   
 

191 | P a g e  
 

investigations of videoludic satire – as is illustrated in its application to Cow 

Clicker in the section above. In fact, the scope for the application of this 

thesis’ taxonomy is significant. With AAA titles such as those belonging to the 

Grand Theft Auto, BioShock, and Fallout series, as well as smaller titles such 

as September 12th: A Toy World (Frasca, 2003), Operation: Pedopriest 

(Molleindustria, 2007), and Pokémon Black and Blue (PETA, 2012), the world 

of satirical games is ripe for analysis. Moreover, this world is set to grow, with 

reports of additional games being developed for the Grand Theft Auto series 

(see Schreier, 2020: n.p.) and BioShock series (see Hood, 2021: n.p.), for 

example.  

Further research into videoludic satire may also see additions made to the 

taxonomy this thesis introduces. In fact, as a means of anticipating future research 

on satire in games, it is worth mentioning a brief instance in the Dead Rising series 

where satire can be seen to stem from the player’s physical actions. During the 

battle with Darlene Fleischermacher in Dead Rising 3, the player can taunt their 

gluttonous assailant by utilising the Xbox Kinect (Microsoft, 2010): a motion 

sensing device that recognises voice commands. Each psychopath has a trigger 

phrase that the player can shout. When these are registered by the Kinect, 

psychopaths become flustered and, consequently, become vulnerable to the 

avatar’s attacks. Darlene’s trigger phrase is “I’m Hungry!” – a statement she 

exclaims as she is introduced to the player and their avatar via a cutscene. 

Therefore, in an instance of kinetic gestural interaction – wherein “the player [...] 

bodily participates with the sound on screen” [emphasis in original] (Collins, 2008: 

127) – players of Dead Rising 3 can vocally mock Darlene’s unchecked appetite 

and throw her off guard.122  

As well as benefitting the player from a gameplay perspective, verbally taunting 

Darlene results in the player partaking in the satirical technique of superiority. As 

outlined by Feinberg (2008: 206), this technique is apparent when an audience is 

invited to look down on a subject of satire. In the case of Dead Rising 3, the player 

looks down on Darlene by mocking her gluttonous behaviour. However, in 
 

122 More examples of kinetic gestural interaction can be found in Collins (2008: 127), such 
as when players of The Legend of Zelda: Twilight Princess (Nintendo, 2006) swing their 
Wii remotes, and in-game swords respectively, and elicit the swooshing sound of their 
weapon in the game. 
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mocking Darlene the player also mimics her. Therefore, Dead Rising 3 can also be 

seen to satirise the player by having them loudly exclaim that they are hungry in a 

manner that is reminiscent of Darlene’s aggressive shouting. Hence, the player 

can unwittingly become an object of derision by figuratively adopting Darlene’s 

negative traits and appearing to look like a glutton themselves.  

The above-mentioned example of satire in Dead Rising 3 is noteworthy because it 

is triggered by the vocal output of the player and has two discernible targets: the 

gluttonous Darlene and the player themselves. It could be considered as another 

manifestation of shared satire (particularly in its competitive form alongside the 

other ways the player can combat Darlene), or even a broadening of auditory 

satire (by considering sounds made outside of games). Alternatively, it may 

indicate a new form of videoludic satire – perhaps kinaesthetic satire: a mode of 

videoludic satire that could be modelled after Calleja’s concept of kinaesthetic 

involvement, which stems from a player’s agency and control over actions in a 

gameworld.123 Yet, further examples of this hypothetical mode of videoludic satire 

are neither explored in prior scholarship on satire in games or discernible in the 

Dead Rising series. As such, the possibility of video games expressing 

kinaesthetic satire is presented here as a potential path for future research.124  

The development of new gaming technologies may also bring with them new 

avenues through which videoludic satire can be communicated, thereby 

broadening the extent to which videoludic satire can be expressed. Indeed, this 

chapter’s speculation on kinaesthetic satire was only made possible by playing 

Dead Rising 3 alongside the optional Kinect device. What is more, augmented 

reality (AR) gaming has increased in popularity significantly since the release of 

Pokémon GO (Niantic, 2016), but its capacity to communicate satire has yet to be 

explored by game developers and researchers alike. Likewise, virtual reality (VR) 

gaming by means of headset devices like the Oculus Rift (Oculus VR, 2012) and 

PlayStation VR (Sony, 2016) open new grounds for player immersion by blurring 

 
123 Calleja (2011) contextualises kinaesthetic involvement in terms of control over avatars 
and agents, but control here can be widened to incorporate influence over the gameworld 
more generally.  
124 While arguing that Grand Theft Auto V satirises the American Dream, Wills does hint at 
a tactile mode of videoludic satire wherein “sensations from the controller, for example, 
playfully [mimic] drug used, reckless driving and fist fighting” (2021: 3). However, he does 
not explore this any further. 
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the visual boundaries of the computer/console/television screen and situating 

players inside video games, so to speak. Yet, such developments in gaming 

remain unexplored for their satirical potential in academic research. Although, 

Samurai Punk’s The American Dream (2018) shows that VR gaming can be 

adopted for the purpose of satire with its sardonic glorification of firearm 

ownership.  

Using the Oculus Touch (2016) and PlayStation Move (Sony, 2010) motion 

controllers to simulate the act of shooting, The American Dream necessitates the 

use of virtual guns in its simulations of domestic chores, recreational activities, and 

work. Scattered books and clothing items can be shot to clean one’s room, 

American footballs can be shot in games of catch, and burgers can be shot to flip 

them on grills at fast food establishments. Here, the player’s movements (raising 

their arms to aim, for example) contribute toward the normalisation of shooting 

during gameplay. This, in turn, emphasises the game’s satire on the normalisation 

of gun proprietorship in the United States. However, The American Dream’s 

commitment to motion controls could be viewed purely from a practical 

perspective. Indeed, the incorporation of the player’s bodily movements beyond 

moving joysticks and pushing buttons may serve more as an intriguing novelty for 

gameplay rather than a thorough attempt at satirising gun ownership. 

Nonetheless, the arrival and development of new gaming technologies comes with 

it the potential for new methods for videoludic satire to be communicated. 

Furthermore, with industry members anticipating an increasing conflation between 

the real and the virtual in the coming decade (Shea, 2020) – especially with 

gaming giants like Microsoft and Epic Games keen to create their own 

metaverses125 (Valentine, 2021; Knoop, 2021) – the possibilities for videoludic 

satire may be limitless. 

  *** 

 
125 The concept of a metaverse was popularised in Neal Stephenson’s 1992 science-
fiction novel, Snow Crash. Although, it is perhaps better known today due to its depiction 
in the Ready Player One novel (Cline, 2011) and its subsequent film adaptation of the 
same name (Spielberg, 2018). The term refers to “a convergence of physical, augmented, 
and virtual reality in a shared online space” (Newton, 2021: n.p.). 
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Overall, this thesis has furthered discourse on satire in video games in several 

significant ways. First, it has responded to Ferri’s (2013a) call for more descriptive 

terms to account for the varied manifestations of satire in video games with its 

taxonomy of videoludic satire. Adding to this – by way of conceptualising spatial 

satire, shared satire, auditory satire, temporal satire, and consequential satire – 

the thesis has presented a series of research methods to better understand and to 

examine videoludic satire. Moreover, in applying these research methods to 

Capcom’s Dead Rising series, the thesis has demonstrated the value of its 

taxonomy. Namely, it has shown how its taxonomy can be used to determine what 

video games satirise, to pinpoint how they communicate their satire, and, crucially, 

to explore the implications of their satire. Hence, not only has the thesis provided a 

means of classifying videoludic satire, but it has also shown how such 

classifications can serve as starting points to produce ideologically grounded 

interpretative analysis of video games. In this way, the thesis’ taxonomy has 

provided a means by which researchers can decipher the rhetoric(s) at play within 

video games; that is, to clarify which values they challenge or perpetuate. By doing 

this, the thesis has opened the door for future research on videoludic satire. 
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