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Abstract

Environmental Storytelling and BioShock Infinite: Moving From Game Design to Game

Studies

Lindsay Tarnowetzki

Environmental storytelling is an interesting concept for games stschesars because it unites

both narratology and ludology, offering a solution to one of the most contentious arguments in

the history of the disciplinenethat pitted narrative against gameplBgspite this, the term

itself is not often used in gamesidies scholarship, even if related themes are being explored,

which indicates that this concept and term are more entrenched in game design theory than
games studies. |l have used Smith and Worchos
environmental stgtelling to examine how these concepts function wiBimShock Infinitel

have also expanded upon these definitions in order to propose that there are three different game
environments withiBioShock Infinite t he avatar 6s phyasri&sals e®nivdalr o
environment, and the extradiegetic environment. This theoretical work as well as using game
studies sources to support my work facilitates a shift in the discussion of environmental

storytelling from game design and literature into game studies
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Chapter 1: Introduction

| havealways loved stories; especially the ones about fantastic places. | was one of those
kids who read in her every spare minute: at the table, on the couch, on the school bus, yn bed. M
mum had to make a rulbdt my brother, my sister, andduld only read at the table during
breakfast otherwise we would eat every meal in silence, completely absorbed in separate worlds.
My love of stories is what led me to study literature when the time came for me to lea&e ho
and go to university. It was at university when | first began to include videogames in my studies.
| began to slowly realize that | loved videogames because they told stories too. But games do
much more than tell stories; they make you a characteosetbtories. | knew that games were
something special and | wondered, if games tell staneslo other things as well, why are they
not being studied by more scholars? Why could I not find any humanities courses in my
university that use videogames ast$€ | decided that | wanted to help legitimate videogames as
cultural artifacts deserving of study. Finally after three years, | returned to university and | am

beginning to contribute to this small but dynamic field.

| still love stories. Most of us ddarratives are an essential part of human culture and
they reflect that culture. This mutual influence is what makes it important to study the cultural
artifacts through which these narratives circulate. Videogames are an example of one of these
culturalartifacts. But playing &ideogamas different than reading a book: yoeada book but
you play avideogameln order to do games justice, we must study both their narratives and their
play. This conclusion is the result of the ludology/narratology debate in game studies which
pitted those who studied narrative against those who studied the proceduraliy, of gmes.
The theory behind ludology and narratology will be examined in section 2.2 of Chalpter 2.

today game scholars understand thataomeepicannot be separated from the other in our



examination of games. One concept that naturally marogsrarrative and play is

environmental storytelling. According to Harvey Smith and Matthias Wa@aime developers

who elaborated upathis concept envi r onment al s theactotsedingi ng i s
playerspace with environmental propertiesttiean be interpreted as a meaningful whole,
furthering the hThisisacbriceptd cooslippdrisinee egamimegd@ame
environments is one of my favourite things to do while playing or watching a game. But |

quickly found thatthereis ot a | ot of research done wusing t1l
storytellingo s pldidf finfl appreatitheyconcept ofsenviroarmental c | e s
storytelling from the perspective of game development rather than from that of an academic

inquiry. Reading what | did find made me see how young this discourse is and how much
theoretical work needs to be done to expand on this concept within the field of game studies.

This project isanopportunity for me to work on a relatively new concept in the fiélgame

studies, environmental storytelling, andlleady had a game in minely favourite game

franchise, th&ioShock series, is one that is very good at integrating story into the environment
through music, propaganda posters, graffiti, etc., crgatimne of my favourite game worlds. |

anxiously awaited the release of the nevgisShockgame,BioShock Infinité (2K Games,

2013), anticipating a new environment pregnant with narrative poténtial.

After working through some ideas these past two years, | am able to combine
environmental storytelling ar8iSlin order to deepen our understandingame environments
and narrativeThe generafjuestion that | want to answer is:what ways does an agals of

BSlIcontribute to developing the concept of environmental storytelling in videogames? More

'Harvey Smith and Matthias Worch, fA6What Happened Here?
presented at the Game Developers Conference, 2010: 16.

2 Hereafter referred to &Sl

3 The following paragraphs contain major plot details which may be considered spoilers.



specifically, how can | expand on Smith and
these environments stand up to the criteria of environmental slowyteffered by Smith and
Worch? And most importantly: How does the concept of environmental storytelling change after

it is shifted fromgame development to the academic field of game studies?

It is important to provide here an overview of the narrativ®Slin orderto create
context for my analysis in the following chaptéB&iwas released in the spring of 2013 and is
available for Xbox, Playstation 3, PC, and M&8lis the third in théBioShoclkseries, but it

diverges fronBioShockandBioShock2, which are both set in the underwater city of Rapture

wW

during the sixties, in that it occurs in the
float i s made possible by the quantum physici
supend an atom in midairo, a process which i

F i e4White investigating the possibility of alternate realities, Rosalind communicates via
Morse Code with a mal e ver sipadlainga pair bf guarstuenly f ,
ent angl éWhilathesernencdepts are based on actual quantum physics theory, in our
history it is not until the 1930s thiteyard nt r oduced, maki ng Rosal i
anachronistic. The Lutece twins, &gy are emetimes called, wori collaboration tareate a
machine that caapen tears in theabric of universes which allowseople and objects to cross

from one universe to anoth®Eather Comstogkhe primary antagonist S|, usesthis

machine extensivelip look into other universes, allowing him to make predictions about

possible future events in his own universe and also allowing him to fool others into believing he

Ro

nd

“Bi oShock Wiki, ARosalind Lutece, o0 é@ttp://bioshock. wiki

SiRosalind Luteceo
6 |bid.



hadthe divine gift of prophecyHe also allowshe Fink brotherstheheads of manufaating

and commerce within Columbitg use the mache to develop technologlecades ahead of
theirown®Comst ock6s use of this machine affected F
rendering him sterile, which prompted him to begin searching ttee otfiverses for an helin

1893, Rosalind bringsoth Robert and Elizabeth Co ms t o ¢ k 0 sntofer tnevers€® al he i
Because the tear clogesematurely, cutting off partoflEi zabet hdés f i imbgeer whi cl
own universe, Elizabeth gains the ability to open tears without the aid of a méchinee.

Luteces determine that through the use of her
would cause the destruction of New York City in 198Robert Luece sees their interference as

a mistake and convinces Rosalind to send Elizabeth back to her own uhiépse. learning of

their plan, Comstock orders Jeremiah Fink to sabotage the machine, killing the LtiRethe
Lutecetwinsare ot d e avdre scattérdd @gross time and space, able to appear wherever

and whenev e r’®Robereiystillvdissatisfieditd the potential destructive future they

have enabled, and the Lutedesnulate a plan to undo the damage they have caused by lringin

Booker DeWitt to Columbid® The Luteces act as both guides and tricksters, speaking in riddles

while leading Booker, and the player, on his journey, the conclusion of which may be

redemption for all of them.

7 Ibid.
8 Ibid.
% Ibid.
10 1bid.
1 Ibid.
12 |bid.
13 Ibid.
14 Ibid.
15 Ibid.
18 Ibid.



The player assumes the role of Booker DeWlibws deeply in debt and has been given
theopportunity to pay off what he owddhe travels to the city of Columbia and retrieves a girl
named Elizabeth, who is confined in a huge statue of the angel Columbia in the floating city.
Booker differs from thgrotagonists oBioShockandBioShock 2n that he has his own defined
persomaltihey fihan being a bl an k'Bmkedhasfahist@y ess a
of extreme violence ranging from his participation in the Wounded Knee Massacre to his
involvement with putting down worker strikes as an ageth®®PinkertorNational Detective
Agency!® The root of this violence can be tracedtochis s i re @it o avoid being
comradeso after being accused of having Natiyv
Civil War.!® Despite his violent actions, Booker is deeplyityiand regretful of his gruesome
deedsduring and after th€ivil War.2° This guilt, along with grief over the death of his wife and
his dismissal from the Pinkerton National Detective Ageseynt him inta depression
followed by drinking and gambling}.He is visited by Robert Lutece who offers to clear his
debs if he gives his infant daughter, Anna DeWitt, to Father Comgtdakmediately
afterward, Booker regrets his decision and chases Lutece and Comstock but fails to get his
daughter back® Twenty years later the Luteces return and they bring Booker theotegr into
their universe, but this transitthesaledihlist er s hi
daughter twenty vyearXThapiager emters the gantederdaadsniust at h a

unravel the secrets beithiBookertsafk er 6s hi story t

“Bi oShock Wiki, fABooker DeWitt,o http://bioshock. wi ki a.
18 |bid.
19 bid.
20 |bid.
2L bid.
22 |bid.
23 |bid.
24 |bid.



The city of Columbia is ruled by the theocrat Father Zachary Hale Comstock who is a
member of the Founders, a political group that promotes thenaltranalism of the city, and
related negative ideologies such as militarism and metjgngoisn?® The Founders are opposed
by the Vox Populi (Latin fowoice of the Peop)®’, an fcammmwrhiost resi stanc
whose members are the secahaks citizens of Columbia who toil to keep the city
functioning?’ The character Elizabeth is important to the Founders because she is seen as
Comstockoeseheral and fithe Foundersdé] i1 deology
them to an apocalyptic cleansing of the world below in order to remake it intomBiala
i mag®8ooker DeWitt is seen as a ffalse shepher
and prevent her from fulfilling her destidyTogether Booker and Elizabeth journey through

Columbia as they, and the player, discover the dark secrits oity.

According to theBioShockWi kthe widrld ofBSlexplores the chaos that results when
strongidealar e t aken to the dxter @rhe d .oslomp htitteal game c €
Exceptionalismbé is pervertedciemp ahtdrapnpat abn
as Comst ockos mboterheopposewithiehisdotakitarian regimé® Columbia
is no longermssociated with the terrestri@merica, but as an incarnation of America that
Comstock deems to be its purest formg ane which reviles any foreign influences. Any
opposition to the Founders and their policies is seen adar@rican and amtChristian since
politics and religion in Columbia are so intarined as to be indistinguishable from each other.

This extremisms not out of character for tHBioShockseries sinc8ioShockexamined the

®Bi oShock Wi ki, AThe Founders, o http://bioshock. wikia.
%Bji oShock Wiki, AVox Populi,o http://bioshock. wikia.cor
"AThe Founder so

28 |bid.

29 |bid.

Bi oShock Wiki, fABioShock | nfi nhdalelnpfibitehttp:// bi oshock. wi
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objectivist utopia othe underwater city dRapture and its transformation into a dystopia
haunted by insane citizens addicted to genetic upgradBg$mock 2on the othehand,

Rapture is controlled by Sophia Lamb whose agenda reflects an extreme version of collectivism.

The examination of BSI itself will continue in Chapter 3 but first it is important to
examine those theorists and professionals that laid the foundatigame studies and
environmental storytelling. l&apter 2 addresses the literatthat is the foundation for this
inquiry. This encompasses game studies foundational literature as well as theory related
specifically toBioShockand environmental storytely. Chapter 3 offers a detailed analysis of
BSlwhich includes narrative, ludological, and methodological discussions. The concept of
ideology and games is examined in this chapter as well as the distinction between primary and
secondary narratives BSL It is in this chapter that | also outline my own background as a
player and as a game studies academic in order to contextualize my subjective experience
playing and studyin®SlL Finally, this chapter examines gameplay items that contribute to
narrativecreation such as dialogue, menus, and objects to name a few. Chapter 3 offers an
introductory analysis and context for the theoretical work that is done on the concept of
environmental storytelling in chapter four. Chapter 4 examines the different Kinds o
environments that are presenB88las well as how environmental storytelling functions within
t hem. I't is here that | offer three different
game environment, the av attradiedgetc ers/immmerdinordenv i r on
to broaden our understanding of how environmental storytelling functions within different
contexts. Chapter 5 contains my concluding remarks as well as several avenues for further

research in this area of game studies.



Chapter 2: Literature Review

2.1 Introduction

This chapter is the foundation for the research that follows. The first section of this
chapter addresses the Ludology/Narratology debate that has become canon in game studies.
Today scholars realize that kgplating these concepts, we limit the extent of our understanding
of games. The second section discusses why semiotics is insufficient to explain ergodic media,
including videogamedMichaelNi t scheds contr i b adgpendarr edtfre@d i vel
discussion of ergodic literatyrdefined as distinctive from traditional reading by the
constructive workequired of the reader or play&ection 2.4 addresses how games conveyed
narrative before environmental storytelling was integrated into gamgndasil game studies. It
is important to notehtat although this concept was iotmulated at this time, designers and
scholars were still thinking about environments and narrative; the concept arose out of a need to
name what was being discussed. Se@idnengages with the literature that directly addresses
environmental storytelling as a concept and technique. Section 2.6 outlines why developing a
theory of environmental storytelling is important to academia generally and game studies
specifically. Sedbn 2.7 addresses the academic literature oBith®hockseries. BecaudgSlis
such a new game, there was an absence of academic literature on this game; however there are
some articles that deal with the first game in the series. Section 2.8 disbeskegtion of
ideology within games, situating games as media objects within a particular culture. The final
section of this chapter introduces the motif of environmental ruin within games and how it

affects narrative and ideology.



2.2 Ludology/Narratolgy

A study of games must focus bothnarrative and ludology as looking at just one would
give us an incomplete picture of the game. This was the conclusion to the ludology/narratology
debate that occurred just before and after the new millennium, vehéstamined below. This
debate has long been resolved but it has established a need to examine games as artifacts

containing elements of both stories and play.
2.2.1 Narratology

It needs to be noted that narration in games differs from narration iargoaic

literature. Instead of telling a story that already happenddpgamen ar r at i on fAoccur s
same time as the generation of the interactiyv
interacting and nar r at PWhiintadependeace ecouds @asnatresuwtn e a
of the gameds ergodic characteristics. The pl
ifas a way of comprehension of the intetactive
Plot and narration are bod up in the interactive construction necessary for player engagement

with an ergodic artifact. Because of this, the narrative in games, and other ergodic media,

functions very differently than narrative in nengodic media.

Janet Mu rHamlgt & the Holmae&ifocuses on how the expression of narrative
is changing now that it is entering the digital and cyber realms. In chapter five, Murray links
reader/player agency to immersion and distinguishes digital narrative from traditional narrative

foormsby «c¢l ai mi ng: Aon the computer we encounter

31 Michael NitscheVideo Game Spacé€ambridge, MA: MIT Press, 2008), 55 and 56.
32 Nitsche, 56.



partic®lprmtpgroinwi.l eging traditional narratives,
of [hypertexts] frustrates aratngtlkéypertexefrohor nar
what she deems as effective narraftB.y st ating that games are fab
Aritual so, and Arehearsals for | ifeo, Murr ay
echoing a strict dogmatic integiationof the concept of the magi@rcle introduced by

Huizinga and outlined by Salen and Zimmermdaklu r r ay 6s wor k seems t o be
and their narratives into a unique category of their own in the contexts of agency and lived
experience, which is narrow view of the function of media objects within Western culture. This
approach to game studissindicative of a certain, inflexible, interpretation of Sadexal

Zi mmer manos cagiococke.pluul aod Zimmérman both address this in an attempt

to rehabilitate this concept. For Juul the Magic Circle does not represent a concrete blouindary

one that is constantly being negotiated by plaj&Zémmerman clarifies that the concept of the

Magic Circle offered irRulesof Playii s t he r el atively simple idea
played, new meanings are generated. These meanings mintentensic to the game and

el ement s o u t¥Fiord thesd perspectjvasythedMagic Circle is a tool that can be

used to understand games but scholars need to be conscious of the limitations é% its use.
Although there are some issues with Muéfayy e mphasi s on narrative, s

the play el ements in games such as the pleasu

B¥Janet Murray, i CHamlettorthe Hblodeck Jhe Futuye,oftNarrative in Cyberspace

(Cambridge, MA: MIT Press, 1998), 128.

34 Murray, 133.

35 Murray, 14344.

%¥Jesper Juul , AThe Magi €ConferencecProecedingsaf thie Rhélosdply ofZConeputéti ec e, 0
Games 2008eds.Stephan Guinzel, Michael Liebe, and Dieter Mersche (Potsdam: University Press, 2008), 62,
http://opus.kobv.de/ubp/volltexte/2008/2455/pdf/digarec01_03.pdf

SEric Zi mmer man, fAJerkedCAr@aumndgBy hteh & iGdmaglieagy Ciemclse Lat
February 7, 2012, 4.

38 Zimmerman, 3.
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pl easurable in itself, i nd8&healsndiscastesiolv t he con
narratives and spat navigation are integrated in games through different types of maze

structures, such as the labyrinth and the postmodern hypertext narrative. Although her emphasis

is on the narrative she does claim Ad&not when

necessari‘®y opposedo.
2.2.2 Ludology

Espen Aarseth is a theorist who attempted to explain why games are different from other
kinds of texts by creating thEAdrsetshdiscybebdrrt
differentfromaliteray t ext because At he effort and energ
reader raise the stakes of*“Thareader of a g/bedektison t o
implicated in the story and has much more agency than a reader of a literary téke jhe

player of avideogame For Aarseth the cybertext fAfocuses

text, Dby positing the intricacies of*®The medi um
cybertext i s an ex ampghigacatégoryitieatigseparated from t er at ur
traditional | iterature because the reader/ pl a

various concepts of % Esseatdlly maseth dreatestie tcategoryofo u n t
ergodic literature iorder to account for the additional effort and physical construction made by

the reader/player. His book is an early attempt to not just treat games as a unique media form, but

39 Murray, 129.

40 Murray, 142.

41 Aarsethexpands the use of the words text and literature to describe media artifacts in general and in my
discussions of his work | continue to use these terms as he does.

“2EspenAar set h, Al ntr oduct Cybertext: Fersgectides an Elgaditeeatura (Baltimere: 0 i n
Johns Hopkins University Press, 1997), 4.

“Aarseth, #Alntroduction, o 1.

44 |bid.

11



to move away from viewing them as literary. It is interesting that Aarsettgiaging with the

guestion of immersion, as this shows that this is an important concept to both sides of the debate.

Jesper Juul differentiates between narratives in games and other narratives by the
function of time and tnhae rpalta yweer owso rrledl. a tHeo ncsl haii
narration and interactivity at the same ti meo
happened (as in a novel) while interactivity implies that the action is happening in the present
(playing a videgame)* Juul argues for new theories in the study of games to avoid conceptual

exhaustion and to account for what makes games unique from other media &ftifacts.

Whil e Gonzalo Frascab6és work is useful to a
todd end his position as a |l udologist. His core
videogames are not just based on representation but on an alternative semiotical structure known
as si miFmasoaocl ai ms that @si mwaysahatinamtse can e X
si mply c¢anno t*Hisantradluction af the coneeptofsimulation seems to give
name to what previous theorists were trying to identify: the characteristic of games that makes
them different from other media objects. Simat i ons di ffer from narrat.i
just made of sequences of event“FraBcaismot hey al s
trying to oust narrative in favour &f simul at
F r a sattiel@issignificant because it gives name to a characteristic of games that is unique to

them. His examination of the concept of simulation is a significant contribution to game studies

%Jesper Juul, NnGames Telling St orGansStudigs:1RO0L)ef Note on (
46 Juul.

4"GonzaloFrascga A Si mul ati on versus Nar r\ideo/Game/TheéonedsMak d.R.t i on t o
Wolf and Bernard Perron, (Routledge, 2003), n pag.

8 |bid.

49 |bid.

50 |bid.
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but he goes further by emphtatsd zfi intgurtendatb dicsa umsue
t hat T c han §'@hisigises game desighdrseand players, the ability to not only
hypothesize about the future of society and humanity, but to play out those theories in a safe

space??

One term that has come outlofiological discussions is functionality. Nitsche offers a
clear def i ni t i ofunctiohalityofvidengames descilpes what & Jldyer can do
in a game and how. It is a product of the #ioésed procedurality of digital media, which allows
for the dynamic us e>Whlaa full iscusgjoa of précedgralitnis dat a o .
beyond the scope of this inquiry, it is worth
Sicart calls it, shares c erdmputerganespreseat s and
technological and cultural exception that deserves to be analyzed through the ontological
particularities that **Haiknakingothsngamd aegument thatbeganu ni
with Aarseth: examine videogames for what theyiastead of fitting them into another
disciplinary discourse (such as textual or film studiés). o ¢ e d u r iatérested irstheavays i

arguments are embedded in the rules of a game, and how the rules are expressed, communicated

to, and understoodtgyp | ayer 6. Thi s seems straightforward,
proceduralism Aoften disregards the i mportanc
creative, per f3Rlays hot seen aspessenpabto understandling the meaning

produced by games, rather the rules themselves create this m&anisghis disregard for the

concept of play and the player that Sicart ta

51 Ibid.

52 |bid.

53 Nitsche, 156. His emphasis.

“Mi guel Sicart, fSgneiSodetl.30ldcedur al ity,
55 |bid.

56 |bid.
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individual, and communitarian, played with others, for others, in an intensely, deeply

personalw a y?'dt is the subjectivity and the personal context of the player that proceduralists
seem to disregard and by omitting this, scholars are only examining one gataes. Isolating

one aspect of a concept is acceptable if this is recognized as a tool to gain insight that has certain
limitations. Even though this theory may be seriously flawed, it has made a major contribution to

game studies:

Proceduralism both jtified the cultural validity of computer games providing
arguments for the exceptionality argument (computer games as unique, expressive
cultural objects), and opened the possibility for a new take on serious games that

combined design approaches withr@isty humanist discoursé.

Although some of the theories put forth by academics may not be rigorous enough or
reflexively aware of their own limitations, they may be beneficial to the discipline in

other ways, as this discussion of proceduralism has shown.
2.2.3 Toward a Compromise

Celia Pearce opens her article ATheory War
researchers into either Al udol ogistso or fdAnar
move freely between them without having their worgpinholed® She prefers to frame
narrative fAas an adjective rather than a noun

are [games] narrative?0 SBiys teemapdh aosfi ziiAwrge tghaante si

57 1bid.

58 1bid.

®Celia Pearce, ATheory Wars: Ar aArl geudmelnutd oA gagiyn s\ta r Arag wonrhe
Paper presented at the Digital Games Research Association Conference, Vancouver, BC, 2005

50 1bid.
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are a highly complex and evolvimge d i u mo , Pearce attempts to mov
of ludology and narratology to a more fluid and freely moving conception of férRearce is

shifting the focus away from arguing if games are narratives to how they express their narrative
elementsShe is attempting to move the discourse out of the deadlocked debate of is or is not and
into the realm of how. By attempting to move beyond this argument Pearce is calling for

theorists to get back to examining games themselves and stop focusingrowimagseach other.

She is actually asking for a shift in game studies culture rather than academic methodology
2.3 Semiotics and Ergodic Media

Those who study representation in games often turn to semiotics in order to understand
how representation works at a fundamental level. Aarseth articulates the main problem with this
in his work on the cybertext: afinfabhenesaaramot ous ef
easily described by these textol &Heetabotatee pi st e
on why this is the case: AThe new constructio
elements, a fact that renders traditicsemiotic models and terminology, which were developed
for objects that are mostly st &tFordarseth,gisl ess i
the interactivity of ergodic literature that needs to be accounted for in any analytical model
devebped for these types of literature. Despite this, theorists continue to turn to traditional
semiotics in their analyses of games which is problematic. Aarseth himself describes the process
of engaging with ergodic | idgsgheaserwilbave A Dur i ng

effectuated a semiotic sequence, and this selective movement is a work of physical construction

61 pearce, 3.
62 Aarseth, 24.
63 Aarseth, 26.
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that the various concep t8utlefavoidstre prdblemgod do not
relying on semiotics by making a clear distion between ergodic and n@ngodic literature

based on the constructive process in which the player must engage (which is unique to ergodic
medi a) . Mi chael Nitsche clarifies this by exp
input that can beegistered by the input devices and has an effect ovideegameworldi or

more precisely: on theile-based spade® He uses this definition to distinguish videogames
fromnoner godi ¢ media such as books, r efidtiom shows,
accounts for the direct intervention of the player in the game and it also takes into account the
medi ation of the player experience. Ni tscheods
videogamespecificallyas ergodic media, but besauit shifts our focus from semiotics to

ludological processes. Because Nitsche has access to the ludological tradition, developed after
Aarset hds book on tmorefirraly ne retger xatt ,e H eu diod oagbyl @ ntt

arguments.
2.4 Conveying Birrative

Game developers use a variety of techniques to convey narrative within their games.
Before environmental storytelling, narrative exposition through dialogue, textual prompts, or
cutscenes was emphasized. Although these techniques are stith gsateimporary games, they
are now often combined with more interactivity and environmental storytelling in order to

seamlessly integrate narrative into gameplay to provide a more varied and fluid experience.

The cutscene, al so I|klnomont iaocsn tvhied eficc i (nNFeNiNa)ta ,c

sequence during which the player relinquishes their agency to become a passive audience

54 Aarseth, 1.
55 Nitsche, 32. His emphasis.
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member® Ip claims that cutscenes ared$eor t hree purposes: fAto expl
taking place in the game, initiagtransition in story or gameplay, or show the consequences of a

pl ayer 68 Manygscholarmandplayers have argued that cutscenes negatively impact the
gameplay by interrupting the agency of the pl
person shooter is perhaps the genre that to the greatest degree emphasizes embodiment, agency,
and the sense of being there, and the use of cutscenes where the avatar suddenly regains his
autonomy may run t he r P®Sikce BSfbelngs io this gegre, thisiat e x p

an importanpoint to consider.

Rune Klevjerargues against the point that Jorgensen is making by claiming that there is a
pl ace for cutscemgesdiwd tlhiithe rAatr sred .h6lde cl ai ms t
denied any active input, this does nof® mean t
For Klevjer, cutscenes, in combination with the agency of play, help to fulfill the desires of the
payer: AYes, we want to be free, to play, to
to be meaningful wit hi fCulsceneg aldo havesfunctiéns athieri o n a |

than those related to narrative; they can be used to establishhnmy of A moment s of

from intense actionod, to build up to & moment
%Barry | p, fANarrative Structures in Computer and Video
Games and Culturé:2 (2010), 108.

57 1bid.

8Krisine Jorgensen, fiBetween the Game System and the Fi
Games and Culturg:2 (2012), 158.

®Rune Klevjer, AlpnoDepftecsesedohg€ubnsc€omputer Games and |

Frans Mayra (Tampere, Finland: Tampere University Press, 2002)

01bid, 197.
" 1bid.
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2.5 Environmental Storytelling

The discourse of environmental storytelling is much less prolific than other discourses in
game stuies since it is a newer concelfitbeganwith Don Carson, a theme park designer. He
advocates the sharing of knowledgavieen the theme park and game developimenstries,
creating a conversation in the gaming community about designing environfméotsCarson,
this sharing was important at the time (2000) because gaming technology was increasing in its
ahlity to simulate the notvirtual world Carson claims that environmental storytelling works by
Amani pul ating an audi elmeeddsed orthep enn expdriencesdf , whi
t he phys "Pwatihg fovthe gandedndustry focused samasutrathe bulk of his
article deals with techniques that game developers can use to implant narrative elements into
their game environmentsuch asising cause and effect elements. Cause and effect vignettes are
Astaged areas that | ead the game player to co
or to suggest a potential danger | wietmathp ahea
of an explosior? These elements can also be used to depict the passage of time such as if a
player returns to an area later in the game to find that it has changed since they first passed
through’® Another example of cause and effect elemeshien players follow traces, such as
graffiti or notes, left byther fictional characterégrwarding through the narrativ€arson
advocates using familiar reference points to foster a connection between the player and the

environment and preventing doasion and alienation. He also suggests using contrasting

”?Don Carson, AEnNnvironment al Storytelling: o@theati ng | mme
Theme Park I ndustry, 6 Gamasutr a, 1 March 2000,
http://www.gamasutra.com/view/feature/3186/environmental_storytelling_.php

73 Carson.
7 1bid.
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elements and asymmetry in order to create environments that are more aeguestntations

of the nonvirtual world.

The academics who come after Carson continue to discuss and cite his whekhasd

left a lasting impression on games studies because of this cdroepkample, media studies

scholarHenry Jenkinsiexte nt er s t he conversation, proposing
designers |l ess as storytel’FersJanki morgenagi nal
storytelling creates the precondHebuildsos f or an

Carsonb6s tactics for designers by suggesting
games: stories can draw on {@ndsting rarratives, creating cultural meterratives; these

narratives are driven by geography; they can create a space for players to enact narrative events;
narrative hints may be embedded in the game space or objects; and narratives may be shaped by
gameplay istead of being prstructured, such as through the use of cinematic cutséenes.

Jenki nsédst abltixches a precedent for the use of

academic discourse as well as the breakdown of its functions and characteristics.

Smith and Worchds Game Devel opermisye8onf er en
after Jenk n s 0 inf2004, takes up where Jenkins left off by looking in depth at game
environments and how environmental storytelling functions, but from the perspective of

professional game designers rather than game studies theorists. They offer a wonkitigndefi

of environment al s t-spacewitedndironmental properties that cagbep | ay e

S 1bid.

HenryJenkins, fAGame Desi gn HRirstPadsaryedsdatiHarringtoh adolai Frupct ur e, o0 i
Waldrop (Cambridge: MIT Press, 2004)

http://web.mit.edu/cms/People/henry3/games&narrative.html.

1bid.

8 1bid.
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interpreted as a meaningf ul w P hike denking, theyt her i ng
break down the characteristics of environmental storyteifitqysections. The first characteristic

they outline iIis that players use the fAassoci a
means that players have to make connections between what they see and the context and subtext
of the event, imaget@®® The second characteristic of environmental storytelling is that it
Afundamentally integrates player perception a
i nv e s lAtough@n examination of player investment, or incorporation, is beyond the

focus d this thesis, it is necessary to study how environmental storytelling shapes player

experiencen order to create a more comprehensive understanding of this coRicephird
characteristic states that fenvdtuatmomsmaent al st o
meaning according to p%Tahye rpsldoa wd re wsu satn dd e xgoerr c
to solve problems and make connections between different elements in th&’ Gamady,

environmental storytelling employs a technique called tafggng. Telegraphing is the process

of Aweaving gameplay hints i ntd¥dtistnterestngthati r o n me
some of these characteristics overlap with Je
established within the acadenaicprofessional discourse. One of the most interesting aspects of
Smithdéds and Worchdés presentation is that it c

interpretation within this concept.

®Harvey Smith and Matthias Worch, o6 Whlacture bivepgittened Her e
Game Developers Conferen&gn Francisco, CA, Marc&010, 16.
80 Smith and Worch, 17 and 26.

81 Smith and Worch, 34.
82 Smith and Worch, 34.
83 Smith and Worch, 30.
84 Smith and Worch, 31.
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The connections that Smith and Worch make between envirorameminmersion are
interesting and could be used to explain what games do differently compared to other media,
such as novels for example. Smith and Worch do ask why environmental storytelling creates
more immersion and attempt to answer this question lbeltdve that more detailed theoretical
work needs to be done in this area in order to concretize this term and concept within the

discourse.

Moving back to academic worklara Fernande¥ ar a6s f[fi&pene Spaces Sp
Vol umes: I nde xiichavas predertded gt the 201 1i DajiGamesnResearch
Association (DiGRA) conference in Utrecht, engages with a specific subtype of environmental
storytelling that sh®Skaldesfiinesexhicalconoe ytt
storiesthrough r aces, both on the par tShmeformulbatesthbesi gne
concept based on the semiotic work of Charles Peirce. This articteigativebecause, unlike
Jenkins and Smith and Worch, it focuses on one specific subtype of envitahsterytelling
and also introduces the idea that players can influence the environment by leaving traces
themselves. One example she uses to illustrate this is the online veBienmafo n 6 sa Soul s
multiplayer arena where players can leave messagethiens and where blood stains remain as
clues for players as to where the action happened. The problem with this is that not all game
worlds are amenable to this attbecause the designers haveaneated a persistent world (one
which does not erase tkhanges made by players to the emwvinent) or because there are not

any other players present to see the traces of former players in the envirdhivigratigh

interesting, the concept of player traces can only be applied to certain games but when they are

8 ClaraFernande?/ a r a , iGame Spaces Speak Vol umes:thelDgithe xi cal St ¢
Games Research Association Conference, Utrecht, 2011.

86 |bid.

87 |bid.
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enabled they create an environment otomation between designers and players. A fundamental
problem withusingFernande/ a r a 6 swhanrdisassing iateractivity and interpretation is

that it only deals with these concepts in games that use player traces. BSI does not use player

traces which makes it necessary to expand Fernavidex a 6 s ar guments to i ncl

left by game designeend not just players.

The work of FernandeYara, Jenkins, and Smith and Worch informs the direction | will
take in chapter four: theoretically classifying and defining different subtypes and/or
characteristics of environmental storytelling in detail @hisingBSlas my main example to

outline these characteristics.

2.6 A Theory of Environmental Storytelling

The concept of environmental storytelling is a term that has mainly been used by game
dewelopers and others in the gamdustry, such as Don Carsand Smith and Worch. As a
result, this term has not entered the academic discourse very extensively and although academics
are discussing narrative and game environments, there is no name for the concept they are
discussing. Calleja formulated a theofyrecorporation in response to the sloppy use and misuse
of the term immersion. The issue with environmental storytelling is related to this in that
academic work is being done with narrative and environment but there is no concept that
accounts for this wrk. A concept needs to be formulated that is academically rigorous and also
specific enough to be useful for scholarly work. Why is it important to move the concept of
environmental storytelling into academia? Integrating environmental storytellingantesy
studies discourse is important because it will help scholars to focus their work as well as to

account for certain characteristics of games that cannot be dealt with otherwise. | will be working
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through and also defining the theory of environmentalystlling while referring to the work of

those mentioned in section 2.1. | will examin
environments and environmental storytelling in order to form a base from which to offer a more
detailed view of game envirorents as well as how environmental storytelling functions within

them. | will then link this to my interpretation and analysi88&i
2.7BioShock

There are only three articles that deal solely wWidgames in th&ioShockseries,
specifically the firsgame. This indicates to me that BieShoclkseries itself is not often
examined specifically by scholars and may offer interesting, and unexamined, insights into the
concept of environmental storytelling. TB®@Shoclkgames are also wesduited to an
examination of environmental storytelling becauley are known for havingnvironments rich

in meaningandwhich offer multiple narrative interpretations.

William Gibbonso6s art i cBioSBhoaandhow itnsecennectdéde u s e
to narrativelt functions as a historical touchstone, reminding players in what time period the
story unfolds, which is also applicableB&L® This is especially important f@SIwhich is full
of anachronisms such as Rosal i rmdvanted te¢hmolegys und
of Columbia. Gibbons also proposes that the music has a narrative function, acting as a

~

ivoi ceovero that comments on ® he story withou

8BWiliamGi bbons, fAWrap Your Troubles in Dreams: ®ampul ar Mu
Studiesl1:3 (2011),.
89 |bid.
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Although not directly applicable to this research since it deals diretiytie first
BioShockgame and its themes, Aldred and Greenspan examine the connection between

BioShock s narrative and convergence within the g:

a multifaceted heuristic that considers the increasingly conceditnature of

media conglomerate ownership across etisparate industries, the synergistic

flow of content or o6intellectual propertyao
sharing of talent and technology between m
formal and narrative qualities of media content resulting from all of the &8ove.

They link this idea of industry convergence to the concept of free will of the avatar as well as the
player him or herself, which is a theme explore8imShock The questiomf free will in the

game is also a question that affects gamer interaction with the gaming industry. Aldred and
Greenspan | ook at how ABioShock all egorizes t
compelled to purchase converged devices despite their glamselescence, consume the

converged content in the order and fashion desired by media producers, and accept that the

choices and agency the$% are given are illusor

Ryan Lizardi és articl e adBibBhedssriesclaimmg conce
t h a t BioBhodkseries represents an encouragement of complex historical interpretations as
opposed to simplistic accepted historf¥es, des
TheBioShoclg ames of fer pluaVyemgencgont atfawing them
alternatives to accepted, linear histofigalthough Lizardi focuses on all thr&oShockgames,

his examination oBSlis the most pertinent to this thesis since | am examiBigaind not all

% Aldred and Greenspan, 481.

91 Aldred and Greenspan, 482.

2Ryan Lizardi, @ACompl eGamesStudiesAl (2084), m@mt e Hi stories, o
93 |bid.
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the games ithe series. Just like in the first two gan®S]does address the concept of agency

but it does so by taking it away: it is revealed at the end that, unlike the first two games, ludic

choices are inconsequential to the ending of the gaihés this poiried absence that draws

attenti on t o Itnhfeisnarcaimeeds gpecificallly lsighligtiting thé counterfactual

and indeterminate f Wlirawiraguesthat althowsgh thernartativeyseems s t s 0
to drop the earlier themes oftna onal i sm, exceptionalism, and ra
specific subjects of this alternate historical text ensures a broader and more universally
contempl ative stance towards the historicalo
courterfactual historie8®Thi s seriesd use of the counterfact
causal histories encourages players to reflect on and contemplate how we perceive history, the

past, and our future. Although the portrayal of history, andraltve histories, is a significant

theme to all three games, it is only pertinent to this thesis if it is examined in the context of
environmental storytelling. In this context, environmental storytelling is used in a practical way:

to contextualize thed@stories and to orient the player when he or she crosses from one

alternative to another (as when Booker and Elizabeth cross through a tear into a new version of

Columbia).
2.8 ldeology and Games

The study of any kind of media objectis importantwoaudy of i deol ogy be
study of media products provides an excellent opportunity to analyze how ideological forces

operate within society because ideology can only be examined through its material

9 1bid.
% Ibid.
% bid.
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mani f e s° Thi$ makes gopular cultureasitf st ruggl e where fihegem
reproduced, &mlthoughrthasinguiryodoesieotiafiow for an-depth analysis of
ideology, it is important to consider how ideology functions when examining an object with such

prominent ideologicalhemes, such &Sl
2.8.1 Gramsci and Games

Robert Cassaroés article is especially pert
and ideology interact in the context of popular culfiii@assar chooses Gramsci because of his
infl uence eanp orcaw yA csmormcti ety | ooks at popul ar cu
the nature of ideology proved a very useful framework for an ideological critique of
v i de o ¢g'Q@assaroutlines how ideology is integrated within cultural studies, such as
through raturalization and inequalit{?! This is useful for my study @Slsince a variety of
ideologies are present in the narrative, which are reflected in the environments of the game. One
of the most interesting poi nthetrahsferofide@agieams c i m
notions is a tweway kind of process, where both the dominant and the subordinate classes have
an act i ve 9%Thid peint add a deptheagdicomplexity to my inquiry that goes beyond
simple hegemonic control (of capitdlggame design companies who control the production of
ideology in games and of Comstock who controls the ideology circulating through Columbia)

and leads to a mutual struggle that results in the creation of both ideology and culture (within the

"Robert Cassar, fiG@GmesmawdcCilturgth(@2013]33the s, 0
98 Cassar, 346.
99 Cassar, 33Q.
100 Cassar, 331.
101 Cassar, 333.
102 Cassar, 340.
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narratvead wi thin the game industry). For Gramsc

battleground where ideological war'are is car
2.8.2 Bogost and Ideology

Whil e Cassaroés articl e exageneralessnse,lagneol ogy a
Bogostdos article AVideogames and | deol ogi cal
which is particularly interesting when we consider some of the sociological and political
commentary withirBSL Bogost cl| ai mesbecdma & panid endovsedgditeca a m
speech, they will become more tightly integrated with existing strategies of political
d i s c o'YAltsoagh this is an interesting prediction, currently videogames are not considered
as important media objects by pigians and mainstream culture which prevents this mutual
interaction between politics and gant&sBogost claims that games can function rhetorically by
reinforcing existing beliefs, contesting the status quo (whether referring to action or belief), and
implicating players through their actions in the gdfi@ogost sees these types of games as
offering an opportunity for citizens to become aware of the conceptual systems that inform
public discussions and beliefs and to also interrogate these sy8t@8ss$can be seeas a
highly political gamen terms of internal narrativéAlthough requiring further study, the politics
ofBSb s narrative may be a reflection of the Ame
designersan example of which being the temsbetween the Democrats and Republicans
concerning The Affordable Care Act (antiative which defies thaleology of conservative

politicians and conservative characters, like Zachary Comstock).

103 Cassar, 346.

4 an Bogost, @AVideoga mPopulaa@othmunidatdod.B @aP6),c168]1 Fr ames, 0
105 pid.

106 Bogost, 1736.

107Bogost, 181.

27



2.8.3 American Exceptionalism

A conceptual system that present iflBSl, and one may arguke gameommentsipon,
is American exceptionalism. An understanding of American exceptionalism is important when
analyzingBS|, since this is an ideology that is taken to the extreme within the narrative of the
game. ltis also important to be familiar with exceptionalism in contemporary America because
this game was created in the United States and its designers are influenced by this ideology to
some degredn general, American exceptionalism is the phenomenon inhwkricerica judges
itself with different criteria than it judges others as if viewing itself as a special case.
Contributing to this ideology is a cultural attitude that only Acegehas the knowledge,
experiencemorality, ethicsgetc. to judge and make dsions that affect Americagnatieff
claims that #AAmerican exceptionalism has at |
double standards, and legal isolationf$fiTt he s e el ement s can be seen |
and in how he governs Columbiarglation to internal and external issues. This will be

examined within the narrative 8Slas | attempt to identify how exceptionalist ideology appears

within the game environrmentS.hi ft s i n ideology within the gar
throughc hanges in the avatarodés physical environme
ruin of the avatardés physical environment can

gameds narrative.

2.9 Ruin

Wattsodéos article ARuin, Gender, and Digital

ruin on narrative and ideology. He identifies one of the main themes of the concept of ruin as

108 Michael Ignatieff A Chapter 1. Introduction: AmeAmetican Excepti on
Exceptionalism and Human Rigt{®rinceton: Princeton University Press, 20058, 3
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At he 1 dea t haphysicdisiguctares s paralleted byneh saymlaolic of, the
destructionofocialst r uct ures, thus associ atmhiisaui n wi t
important theme to not onBSI,but as a motif specific to the entiBegoShockuniverse. Ruin in

BioShocks much more complex since & hotonly associated with freedom but with dystopian

t hemes as well. The theme of BidoShockumversesutgisbver s
accompanied by the contradictory theme of ruin as a return to the statti8 Tio@ theme of

ruin is often present in dystopic and pesgpocalyptic digital games but within tBeéoShock

universe this theme operates with a complexit
2.10 Conclusion

This chapter has examined the literature that forms the basis for thisnhasier to
contextualize the analysis in chapters three and four. By showing why a focus only on ludology
or narratology is insufficient to games studies and why semiotics cannot fully explain how games
function, I have provided a historical context flois contemporary inquiry. This is not to say
that game studies has all the methodological and theoretical solutions to its past problems, but
that the discourse continues adapt to new ideas and concepts. It is important to see this literature

as a conveggion and one that continues today.

This chapter also establishes a foundation for an analysis of environmental storytelling.
This review has attempted to express that although environmental storytelling is a new and
interesting technique and conceptjaies not in any way replace other ways of conveying
narrative, such as the cutscene. Rather, game designers use a variety of techniques to express

narrative and to shape player experience.

WEvan Watts, ARuin, GwBQer Womadob®i §Bocad(RIBNMnMeEa2qlher | y
247.
10watts, 262.
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Ideology and how it functions within videogames is also an impbdoncept that is
introduced in this chapter and which is discussed further in chapter two. Although ideologies
circulate within our culture and are present in all media artifacts, videogames are one of the
newest media forms that are used to expressidrist as novels, radio, film, television, etc.
have been examined in terms of ideology, so too must videogames be analyzed in this context in
order to create a clearer picture of contemporary Western culture.

In the next chapter | will focus my anaiy®f these concepts within the contexB8Sl
specifically. In order to fully contextualize my own subjective experience as a player and an
academic, | offer an explanation of who | am and how | came to love videogames. Once this is
established | move diw a detailed examination of gameplay elements that contribute to shaping

the narrative irBSl
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Chapter 3: Analyzing BioShock Infinite

3.1 Introduction

| love theBioShockseries. | love these games because of how they tell their stories.
BeforeBioShock| had never seen a game use its environment so effectively to construct a
narrative. However, environmental storytellin
inter pretation of situations and meaninYs accord
Smith and Worch believe that environmental storytelling is compelling because it gives the
player an active role, allowing him or her to drive his or her own narr@xperience through
interpretation based on his or her personal codtéfthi s asserti on agrees Wwi
concept of ergodic literature, and®the effort

During my research on this topic | have found that @mvirental storytelling is a
technique and a concept that blurs the lines betweshaanalysis and player studies. It is very
tempting to open a line of inquiry that requires an examination of player experiences in order to
evaluate why and how environmahstorytelling is compelling for players. This opens up a
conversation about agency and incorporatféiy inquiry is focused on the theory of
environmental storytelling rather than how it affects players. But this theoretical discussion only
takes us parof the way when it comes to a comprehensive understanding of environmental
storytelling. It is crucial that academic work on this concept be expanded to include player

studies in order to give us a greater understanding of environmental storytelling.

YHarvey Smith and Matthias Worch, @6 Whlacture bivepatttened Her e
Game Developers Conference, San Francisco, CA, Mx0th, 30.

112 Smith and Worch, 35.

3EspenAar s et h,t ifiolnnt rEordguocd i Cybertekt:tPerspectivasroe Ergodid LiteratiBaltimore:

Johns Hopkins University Press, 1997), 4.

4Gordon Cd&lalmej:a,Friolmn | mmer si on to I ncorporationd (Cambr
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This chapter addresses my analysis, and the methodology of my anal{&id, loforder
to offer my reader some context, | have given a brief overview digtehockseries in section
3.2. This establishes connections between narratives as well as thiguestused by the
developers of these games. Section 3.3 discusses the importance of understanding how ideology
functions within games, which is especially important forBleShoclkseries whose games
express strong ideologies within their narrativegti8e 3.4 examines the ludic characteristics
that define gameplay. This is important because both narrative and ludic characteristics are
necessary in order to categorize a text as a videogame. Section 3.5 addresses the subjectivity of
the player. Sinceam the player on which this analysis is based, it is important for my readers to
understand who | am and how | play. Section 3.6 is focused on methodology and how |
conducted my study d@Sl

3.2 The BioShock Seriés

115 0One of the most narratively interesting part88iis its ending in which Elizabeth explains the nature of their
universe to Booker, which is defined by tiany-Worlds Interpretatior(MWI) proposed by Hugh Everett 11l in
1957. Br i an Grinsighninioghe beceific basif foréheasies of parallel worlds and universes which
is accessible for those who have not studied physics. He explains the basis for the Many Worlds Interpretation,
which is associated with the concept of the probabildyev

The idea is that in analyzing the motion of a parti
from here to there. Instead, we should think of it as a wadeillatingfrom here to there.

Locations where the wayv e anstroughd, arelecatians where taer g e near i
particle is Ilikely to be found. Locations where the
particle wondt be found. As the wave rolls onward,
down in others. Andsinoee 6r e i nterpreting the undul ating values

wave is justly called a probability wave.

Green uses the example of a scientist measuring more than one spiked wave on a tabletop map of New York City,
which yields more than orlecation. The equipment and the scientist do not register multiple, simultaneous

|l ocations for the particles, instead fithe combined res
device and a mind registtha:i ng Grantds Tombo. He expl ai |
To accommodate Everettds suggested outcome, the dev

upon measurement, yielding two devices, two yous, and two everything ¢tseesnly difference
between the two being that one device and one you regBtewberry Fields, while the other
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BioShockvas developed by Irrationala@es, established in 1997, and released in North
America August 21, 2007 .-adventurd orrethdmed fisstparserr i z e d
shootero and the narrative i s'Raptareitseffisadite f i c't
buitbyAndr ew Ryan on the bottom of the Atlantic
societyéwere strongly inspired bytlashe works o
Shrugged '’ The player takes control of the protagonist, Jack, who has discovered Rapture after
surviving a plane crash. The city is in ruins at the end of a violent civil war and Jack must
navigate hazards such as enemy Splé&and Andrew Ryan as he uncovers ttwysbehind
the fall of Rapture. His guide is a mysterious man named Atlas who is the enemy of Ryan.

BioShock ecei ved numerous awards including fiBest
Soundo (I GN, 2007), fAGame of theandedBest G&msu
(Game Developers Choice Awards, 2009).

BioShock 2vas developed by 2K Marin, a game studio established in 2007, and released
in North America Febr uar nclufled segedallpéevioud mtesbese v el o
of IrrationalGames who worked dBioShock *2° BioShock 2s set in Rapture in 1968 and the

city is now controlled by Sofia Lamb, a psychiatrist, whose ideology is the polar opposite of

Andrew Ryanboscolelmepchtaisviez ienfgf ofir t an d?'Tthdgayerp ower

device and the other you registers Grantés tombéthi
realities, two parallel worlds.

This theory is significant to an examination of the environmeBShsince environmental chgas are used to
orient the player as they pass from one universe, and version of Columbia, to the next.

157 Bi o S Bm$hkck Wikiaccessed at: http://bioshock.wikia.com/wiki/BioShock.

17 bid.

18De s ¢ r i degederated citidiens addicted tothe gematict er i al known as ADAMO by t he
19 Bi o s hrmatioral, Games accessed altttp://irrationalgames.com/studio/projects/bioshock/

200 2 K MaioS$Shock Wikiaccessed altttp://bioshock.wikia.com/wiki/2K_Marin

21 Bi o S h ®ioShocRVjkipaccessed alittp://bioshock.wikia.com/wiki/BioShock_2
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takes control of Subject Delta, the first Big Daddy to be bonded to a little sister, Eleanor Lamb,
in 1958. Subject Delta is attacked by Sophia Lamb and gravely injured, lying dormant until he is
revived ten years later. He journeys through Raptusave Eleanor from the fanaticism of her
mother and to escape the ciBjoShock 2vas generally well received and had sold 3 million
units by the beginning of March 201%.

BioShock Infinitevas developed by Irrational Games and 2K Australia and fiesised
by 2KGames March 26, 2013 for the PC, Xbox, and Playst&i@8slis set in the floating city
of Columbia in 1912. The player takes on the avatar of Booker DeWitt, a former Civil War
soldier and Pinkterton man who travels to Columbia to bring bgak mamed Elizabeth. Soon
Booker and Elizabeth find themselves in the middle of a vicious class war and must unravel the
secrets behind Columbia in order to understand their own histories and defeat Zachary
Comst oc k, umndbrendgngdisycoeter. f o
3.3 Primary and Secondary Narratives

Before discussing the types of narrativd8ial | want to clarify the terms | am using. Ip
differentiates between story, plot, and narrative by drawing on various theorists including Abbot
(2002), Heath (1996), drCobley (2001¥**He out |l i nes these definitio
story is the information about an event or sequence of events (typically linear), the plot being the
causation and links between events, whereas the narrative is the unique way ifsiajstory

i's being pr es e i’ Thale ate two tygesof reamativesBSt the pdimary

22Chr i s R e-Two;BioBHbcktHit dM Units,BioShock Dr ove Sal es, 0 Gamasutra, pos
accessed at: http://www.gamasutra.com/view/news/118449/TakeTwo_BioShock_Hit_4M_Units_
BioShock_2_Drove_Sales.php

223 Bi o S h o c kBioBhodk Wikiactessedddittp://bioshock.wikia.com/wiki/BioShock_Infinite

124 Abbott, H. (2002). The Cambridge introduction to narrative. MA: Cambridge University

PressHeath, M. (1996). Aristotle poeticsohdon: Penguin Book€obley, P. (2001). Narrative. The new critical
idiom. New York: Routledge.

1251, 107.
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narrative and the secondary narrratives. The primary narrative is focused on Booker, Elizabeth,
Comstock, and Columbia. The secondary narrativescandbé | ed Ami cronarrati v
Jenkins defines as @l ocal i zeDrawingonEisendtejns] 6 or
Jenkins explains that nEscaemplotirgesterissmaywmelt do not
depend on these micronarrativesth ape t he pl ayer '¥InBShoti onal ex
micronarratives do serve to shape emotional experience but they also support the primary
narrative by creating context. An example of a secondary narrative is one that describes the
experiences of those thidisabilities in Columbia. An additional example is the narrative of
Preston E. Downs and his own journey through Columbia as told through his voxophone
recordings. The problem with Jenkinsds discus
he isdrawing on the work and theory of film. Some additional work on micronarratives may be
necessary to include games studies theory, specifically ludology, to make this concept more
applicable to games.
3.4 ldeology

Robert Cassar c¢ | amesmaccutsmédth itficnereatc lama gsytextuah g a
expression as well as throughout the rules an
places ideology within both ludic and narrative elements of gaffiBgfore entering in an
examination of idelogy and games, Cassar examines the connection between ideology and
culture: fA[]i deol ogy] constitutes an integral
in every society there are ideas that are embraced by all as if they were part of their

c on st i®Ideblogy is an essential part of human culture and the best way to analyze how it

126 3enkins, 125.

27 pid.

2Robert Cassar, fiG@GmesasdcCilturgts(2013533Mme s, o
129 Cassar, 333.
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operates is by examining it s ¥Metatamdthe @dimahani f e
popular culture are where ideology is constructed and codtestefi medi a i s essent.i
battleground where ideological warBAuany i s car
analysis of media objects needs to be conscio
ideas are disseminated is the resufp@iver structures and therefore some groups are in a better
position to dissemin¥Feomh@iamsdiedsopgéecapedbei:
informs or shapes everyday life in the form of unquestioned common sense that in most cases

takes the shapaf images, concepts, and structures that are imposed on men without them

r eal i £3Safgr this tiscussion portrays the masses as stkeegictims to powerful and
dangerous elites but Gramsci sees t dithasther el at i
transfer of ideological notions is a tweay kind of process, where both the dominant and
subordinate cl asses Bhitasuhis refientioneottheicomplexityofi e t o p |
cultural reality that sets Gramsci apart from his Marxistcenmp or ar i es who fAcons
as a mass of dupes incapable of thinkithg for
Gramsci 6s theory of hegemony is influenti al a
because fit [ i stlpowbrasdaund tocamparticuaetime flameand chnéext and

that no power goes unchall engedo ®riacnhs criedfsl e c
view of hegemony contains a distinct note of
artifacts sub asvideogame have the power to become an empowering device, in the sense that

people can make their own culture from the range of commodities granted to them by cultural

130 Cassar33?2.

131 Cassar, 346.
182 Cassar, 333.
133 Cassar, 337.
134 Cassar, 340.
135 Cassar, 338.
136 Cassar, 345.

36



i ndu s't'videeganies, as a form of ergodic literature, lend themselves nictist
opportunity for empower ment since Athe effort
reader raise the stakes®of interpretation to
All three games in thBioShockseries contain narratives that express strong ideologies:
AndrewRyanodos extreme objectivism, Sophia Lambos
Foundersdéd American exceptionalism. These ideo
propaganda within the game environments (see Figure 1). It is important for my analysis to
understand the ideologies presenBBlin order to track how they are constructed through
environmental artifacts. American Exceptionalism is especially significant to an analg8$ of
since it not only informs the igame ideology of the Founderstlalso informs the cultural

landscape of the gaming industry in the United States.

Figure 1: BSI Founder Emblem

187 Cassar, 347.
BEspen Aarseth, fl ntr odGyoettextoPerspecivesgon Brgodic LiteratBattimoreu r e , 0 i n
Johns Hopkins University Press, 1997), 4.
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A brief overview of American Exceptionalism in contemporary America is necessary to
my analysis since it will shed light on how ideoldgyctions within the game and the
environment in which it was created. It is important to first clarify how Columbia fits into this
di scussion before entering into it. Columbia
government and founded by Zachary HatenStock as a symbol of American political and
religious idealso in 1893 bu#Thsseecessibewlasf rom t h
caused by conflicting views toward foreign policy during the Boxer Rebellion in which
Columbia took a much more aggressstance against Chinese civilians than did the United
States®®At t his point, Columbia became an indepen:
control over the city, transforming it from a floating world fair to a cruel, oppressive, theocratic
policesta e, unbound by U. $%I tl awss aand hriesg uploaitnito ntshoa.
diverges from that of the United States. Within Columbia the ideologies of American
exceptionalism and nationalism are manifested in two different ways: consciously and
unconsciously. Ken Levine and his teams purposefully crafted a narrative and a fictional world
in which these ideologies are present. This conscious effort is what forms the exceptionalist
ideology that is specific tBSland Columbia and which is not tkame as contemporary
exceptionalism in our newirtual world. It is rather a more extreme, exaggerdtetipnal form
that is more cultural commentary and parody than an accurate reflection of exceptionalism in the
nontvirtual world. In a much more subtlnd unconscious way, the ideology of contemporary
American exceptionalism culturally influences American game designers. Since this ideology is
a part of American culture, those who are raised in this culture are influenced to some degree by

this ideoloy even if they do not support it. Unfortunately it is beyond the scope of this inquiry to

B9 Co | u rBmShack Wikiaccessed dittp://bioshock.wikia.com/wiki/Columbia
140 pid.
141 bid.
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examine to what degree ideologies subconsciously, on the part of the designers, penetrate games
but it is an interesting theory that should be tested in future Wdhlat is more important to this

inquiry is how American exceptionalism is consciously created by game designers and what role
the environment and its elements play in manifesting this ideology.

Al t hough Michael |l gnati efiBndistermgof humane i s f o
rights, his overview of the concept serves as a clear introduction for this analysis. Ignatieff is
primarily concerned with the contradiction of
human rights laws and agreements whilthatsame time exempting itself from being legally
bound by these same agreeméfit$n order to understand why this is, Ignatieff looks at the
concept of exceptionalism itself. American exceptionalism has three distinct elements:
exemptionism, doublstandards, and legal isolationis$fA.

I n terms of exemptionism, fAAmerica support
only if they permit exempti on¥THesecessfomefr i can ¢
Columbia from the Union is a physical masfation of exemptionalism; effectively cutting ties
with Washington and its | aws and regul ations,
Awhite supr ema ¢ Thaneligiousideals aadsulsrati®malism of the Founders
are seen as theditimate standards by which to judge people and ratids a result, those who
are notwhite, Christian Americans are viewed as inferior, not simply misguided but a dangerous

threat. Although the Founders see themselves as true Americans, other Anvenicaasnot

“2Mi chael Il gnatieff, fAChapter 1. I ntrodud@rmericam: Ameri can
Exceptionalism and Human Rigt{®rinceton: Princeton University Press, 2005), 2.

143|gnatieff, 3.
144 |gnatieff, 4.
WAaThe Founder s, 0 Bi omh/bioskockMikia.com/wiki/Fhe ésuaderd a't :

39



share their extreme ideology are considered t
Sodom bel owo.

The U.S. wuses double standards when judgin
standards different from those it uses to juddeeiotountries, and judges its friends by standards
different from tho®€hetreselt fof ihisseaemi esd:
States criticizes other states for ignoring the reports of UN rights bodies, while refusing to accept
critcism of its own domestic right sQuengtheoBoxaance f
Rebellion, fAColumbia fired on Chi n#%Akhough vi | i a
Columbia is willing to engage in military action when Americans are threatgnfateigners, it

has no issues with buying American slaves and convicts to use for its labour force (see Figure 2).

September the 16th, 1893

LOCATION:

Raffle Square :

 the customers expect cherabs for every chare!
* Mo menials in God's kingdom :
| Georgia wha'll lease us

[Enter] PLAY [ll]“r‘ [E] CHANGE TAB  [Page Up] /[Page Down] SCROLL TRANSCRIPT [Esc] BACK

Figure 2: Jeremiah Fink voxophone, nSol

148 |gnatieff, 7.
147 |bid.
A Col umbi a, 0 Bi oS h btip:kbiosdocknikia.com/wiki/€Edumigiad at :
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Legal i sol ationism describes fdightte attitude
jurisprudence of other | iberal democratic cou
that the land of Jefferson and Lincoln has nothing to learn about rights from any other
¢ o u n'¥nstelmd of viewing the legal process as fluidandcollei ve, fthe trade |
understanding continues to be mostly-oveey, with the U.S. legal tradition teaching others but
not | ear ni MmYThisnoorecdpt is simpler in Calumbia, compared to the complex
reality of U.S. politics and law. In ColundjiComstock has created an ideology that views him,
his teachings, and his laws as divine which sets them above question and debate. This can also be
seen as a purely practical move that serves to maintain his power, by disallowing the questioning
of the pinciples he has cultivated in Columbia.

The section of I gnatieffds article that |
outlines four explanations that have been offered for why American exceptionalism exists in
modern America. The first explanatics a realist one: the U.S. can get away with exemptions to
their human rights commitments because their economic and military power allows tfém to.

The problem with this explanation is that fre
Americaninves ment i n a system ¥’Hhistalsoapplesto Coumtias it s p
whose military power and mobility is significant enough that the nations below cannot challenge
them. Columbia differs from America in that instead of investing in any kind eigiorelations

policies, Comstock wants to erase the nation below and cultivated a new one in the image of

Columbia. So while the newirtual United States has a complex relationship to human rights and

149|gnatieff, 8.
150 |gnatieff, 9.
1| gnatieff, 12.
152 |gnatieff, 13.
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exceptionalism, Comstock chooses a much more stfarglard path. This decision shows that
he is not invested in any kind of foreign policy in the way thevidnal America is today.

The second explanation is a cultural one:
articulated a strong messianic visiongth Amer i can role in®™ romoting
|l gnatieff c¢claims that Americads tendencies ar
American values have uni v &4%JeelDinerdeingetalsftiec ance a

development of the messianision of the White Adamic in his article, linking this concept with

American i mperialism and technol otgchinologidie c | ai m
the American theology™®Ref | ect ed in Comstockds ideology i
Aredn gof technol ogyo began -Ralen Adam, immergliarmyv al ¢ on

created in the divine likeness, was recoverable through individual piety and work in the

6 me ¢ h a n PSwWhat is imsodant.to the development of the contemporary méssiaion

of the U. S. -nigeteénth aehturyitechnolagh and theiAdamic come together at

the | evel o Theadnceptsohthe mesgianit and the Adamic have become a part

of Americads national | @he tachnology is exdaghgerated ima r r i ag e
Columbia and is more overtly present in the fictional world than in the United States today.
Comstock describes this joining of religion and technology and the creation of Columbia in one

of his voxophone recordings (segtie 3).

153 |pid.

154 bid.

5Joel Dinerstein, ATechnology and | AnsericinQarterh8, 8 nt s: On
(2006): 569. His emphasis.

156 Dinerstein 575.

157 Dinerstein, 577.
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September the 9th, 189

LOCATION:

Park Ticketing

* ks the months afl years turned to memories, so
| did the men of Congrass turn '
And through the technology of men.
" of Washingten, the Lord worked h
Golumbia and raised her high
below. 1

=

(Enter] PLAY (0] / [E] CHANGE HB“ [Fagt’. Up] I[P_agn "“"{E], SCROLL TRANSCRIPT  [Ese] BACK

Figure 3: Zachary Hale Comstock voxophone

The third explanation for American exceptionalism comes from the distinctive
organization of American institutiod® Because of the organization of U.S. institutions,eher
has devel oped a fistrong institutional i mper at
interpretation and keep YHhteworganizationahstructureasf or ei g
well as this imperative, makes it difficult to make changes to U.S. dant@stin order to
incorporate international human rights standa?@$his structure is defined by significant state
power over fAhunidnmnkrei ghitng stheneav iogr fiMfirdshe requir
majority] for ratification of international treatieand a history of political stabilitif* In the case

of Columbia, institutional organization is a tool which maintains, rather than causes, American

158 |gnatieff, 16.
159 |bid.
160 |gnatieff, 17.
161 |bid.
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exceptionalism. Comstock has complete institutional and organizational control of Columbia
which allows himto maintain his ideology.

The final explanation for the continued existence of this ideology in contemporary
America, is the Ahistorical strength of Amer.|
conservatism®?Even today, fSo areastionsof appositiorto mternaiionat s
| a WPdThis combined with the necessity of a tiiirds majority to pass international
agreements makes it very difficult to facilitate centralized changes in the U.S. today. The
hyperbolicportrayalof ideologywithin BSIhighlights the conservativism of Columbiaaking
it easier for players to identify the fictional political and cultural trends in the game.

Although there is a significant difference between the representation of American
exceptionalism o€olumbia and the reality of exceptionalism in the U.S. today, there is still a
cultural connection between the two. Ken Levine is clear that his reasons for incorporating such
strong attitudes into his games reflect his desire for a genuine player egperien i Peopl e we
men of their times, and this is a game thatos
in the game, it os ¥ The question sf hoa meck df a cultulidedkogyo w ? 0
is incorporated into a game, both conscioasig subconsciously, by designers goes beyond this

inquiry, but it is a question that deserves our attention in future research.

162 |gnatieff, 18.
163 |gnatieff, 19.
%) aht i, Evan, AAl ntervi ew: Ken Levine on American hi st

that Gamer s werRCGamedl8 Deeesnbear 2082t acodssadl at:
ttp://www.pcgamer.com/2012/12/13/biosheickinite-interview-ken-levine-racismhistory/#null
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3.5 Subjectivity: Why Games Studies Scholars Need to Play

A a r s edndepd of ergodic refers to the process the player must engage in with this
type of literaturé®> A During the cybertextual process, tt
sequence, and this selective movement is a work of physical construction treridbs
concepts of o6r eadAaséth daons that e is@x@mining the differenceo .
between games and narratives, not games and literature, and this difference is defined by the
process of engagement between the player and th€t@kie process of reading is different
from the process of playing because Athe read
impotent. The cybertext reader, on the other hand, is not safe, and therefore, it can be argued, she
i s not 8This idea of safety is related to the idea that the player has agency to make
decisions and interpretations which puts him
an observer and does not have this agéficy.

Cassar definesfimbeeppaggegmadsi cohedapgarticip:
interpretive!™° Because of this ergodic investment of t
references in a giverideogamenmight yield astonishingly different results depending on the
diversity ofdpkbagyensdcoateagassanf playo. This
generally to the experience of playingideogameand not just to uncovering ideology, since

the entire experience requires effort characterized as ergodic.

®paarseth refers to ergodic media objects as fAtextsodo or
and ergdic artifacts. | will continue to use his terms in this way but it must be noted that | am not referring to a

specific type of media object (such as a book).

BEspenAar set h, #fl ntr oduct Cybertext: Fersgectides an Edgodit letara (Baltimere: 6 i n

Johns Hopkins University Press, 1997), 1.

167 Aarseth, 45.

168 Aarseth, 4.

169 |pid.

170 Cassar, 332.
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3.5.1 Who Am %!

The basis for mynalysis rests on my subjective and individual experience as a player of
BSI therefore it is necessary to explain who | am to establish my personal context as a player. As
a child, I was perfectly happy to read and act out interesting stories rathptahardeogames.
My brother, on the other hand, has been fascinated with videogames ever since the first time we
were exposed to them. For the record, this wa
played Duck Hunt and Super Mario Bros. on atBimlo console. This was our very first
experience with videogames and | was so young that | do not remember much other than being
interested in this new kind of game. Jonas has been playing, and loving, videogames of all types
ever since that day but itdk me longer to really become passionate about games. It was not
until we were teenagers and | started watching my brother play, that | started to become really
interested. | would like to note here that | would consider myself more of an obpartieipant

than just an observer. While playing and observing together we would discuss strategies,

1 was born in Yorkton, Saskatchewan, the first child
farm. Living in rural Saskatchewan, | did not have as much exposure to technology as children living in more urban
areas for a couple reasons: thigastructure for the internet was established in rural areas long after it was
established in the cities and there is a strong emphasis on work ethic; specifically blue collar, outdoor work; in the
cultural landscape of Saskatchewan.

I am the oldestfathree children (I have a younger brother, Jonas, and sister, Robin) of my mother Brenda,
who is a teacher, and my father John, who is a former teacher and farmer. My mum is passionate about music and
teaching and | credit her with giving us all a firmuedtional foundation which is reflected in our intellectual
pursuits. My father loves building and creating with his hands as well as advising his children. Although many of
our conversations sound like they take place between mentor and student, | etalidnge them up for anything.

My mother stayed at home to raise us, only returning to work as a music teacher when | was fourteen, and |

remember the time she was at home fondl y. My mumébés ret |
alad our home became more chaotic. I felt that | needed
my siblings. My adolescence was difficult at times but | understood that my parents were doing their best to provide

for us. Even today | am amazegb my parentsé resilience, generosity, and

| have good relationships with my brother and sister. | have come to realize that we are very much alike. In
some ways, they are my best friends. In addition to personality traits and lookssherala love of stories,
reading, and writing. l'tds this shared passion that re:
and interesting. Since leaving home both Jonas and Robin have pursued training and careers that involvelwriting a
creation: Jonas is studying Computer Science and EnglisRalnid is a journalistWe shared a wonderful
childhood full of music and imagination.
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gameplay, and the narrative and | would often ask him to do something in the game and he
would generously comply. Whether we recognized it or not at the timegweeoscreating an
experience of gameplay and | find this type of collaborative play very rewarding. | also enjoy
playing on my own but for different reasons.

When the time came for me to go to university | chose the University of Saskatchewan

and | pursied a degree in English. During the last two years of my degree | began to incorporate

games into my literature essays. The University of Saskatchewan did not, and still does not, have

a cultural or media studies department and the only place to studg gathe Computer
Science department. As an undergraduate student | did not have access to any games studies
courses or scholars and | felt very isolated as someone who was interested in doing academic
analysis of videogames. | felt as if the cultural imiance of games was being underestimated
and no one seemed to care except me. What | did not realize was that there are universities in
Canada that do study games and media, like Concordia.
3.6 Playing, Recording, Writing

My very first experience witBSlwas as an observer, rather than as a playatched
someone else play the game while | took notes that primarily dealt with the narrative in order to
get a cl ear pi c tDurnng mydfifst playtheugl lanatieed a sigeificant vy .
diference bet ween watching and playing al most
much | was enjoying the combat. | enjoyed the challenge more than the bloodlust though,
| o F3] discovered that | enjoyed engaging with videogames both as an oksewell as a
player, but for very different reasons:

When 1 ém playing | feel more distracted

concerned with being flanked by enemies.

172 This quote is taken from the notes | made during my first playthrough of the game.
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satisfaction and accompl itdtmemgetWhaenilsémmab

watching, | 6m very focused on the narratiywv
combat. This narrative focus is also satisfying but in a different way. | want to
figure out the narrative puzzle | 0ve been

nuances and hidden corners of the story and its charaCters.

| did my first playthrouglof BSlon Xbox 360 andhen switched to PC to take
screenshot®or this analysisl found a significant difference between playing on a
platform like Xbox and on a®. The graphics were noticdglbetter because my Xbox
wasnohooked up to the TV6s HDMI port at the tin
control in terms of combat on the PC and | believe this was because | was closer to the
screen. | have an idiosyrasy that applies to watching Tas well as playing games: if |
amtoo far away from the screen | fesd if | ammissing something, like | have less
control because | cannot see every detail learough. At the same time, & a lot
easier to click t wrong button on the keyboard, whereas the Xbox controllerraes
have any buttons that are notuse while playing. Despite this, | still prefer to play on
the PC.

| did two playthroughs on the PC during which | took screenstratsalso took
noteson narrative and ludic elements as well as reflectmnmy experiences as a
player. | was nearing the end of my first playthrough when | realized that | needed to go
back and play again with a different focus. My first playthrough was more general than
the second, taking images of everything thaght possibly give me a clearer view of
how the game functions. | wanted to be comprehensive at this point, taking images of
anything that could offer insight into the narrative, gameplay, or player expen&hee.

| went through the game a second time | focused on small details and the stories that

173 |bid.
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existed in Columbia aside from the main narrative. | also had a few things in mind that |
had missed during the first playthrough.

Organizing the screenshots | Ha#en turned out to hmany hours of work that |
had notexpected. As well as organizing, this gave me the opportunity to consider what |
was going to do with some of the images. Although it seems like waste of time for me to
do such basic organizationablour,the opposite was actually trubis work gave me an
opportunity for my mind to prepare to writewas during this time that | was making
connections between elements in the game and the literature | had studied, allowing me
to formulate argumen@nd establish the structure of this the$las organizational work
also helped me to organize my data into manageable sections that are reflected in the

organization of th&ameplaysection of this chapter.

It was during this time that | was sufferi

to the point of panic; | thought that | would be unable to complete my work as | had
projected in my timeline. It was necessary for me to push myself harder than | have eve
had to before in order to continue writing. Once | had conquered this hurdle, | was able
(with much relief) to continue my work. Surprisingly enough, it was through writing
fiction for my own enjoyment that | was able to push past my mental block amd beg
writing again. | also began playing another gaBishonored in my spare time. It seems

that Laurel Richardson was onto somethingf or me, writing i s a
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pr o ¢ é’6As well as using writing as a ied of inquiry, | was using plags amethod
of inquiry.1™

Before entering into a conversation about the concept of environmental
storytelling | found it necessary to offer my readers a view of the gamepBfylofFhis
is not only useful as a basis for the more theoretical work done in chapters 4 and 5, but it
also serves to contextualize my experience as a player and an ac3demads a
precedent for the study of play within game studies and | tapped istoatversation in

order to lay a foundation for the experience of videogame play before examining

gameplay elements in detalil.

3.7 Gameplay

According to Roger Caillois, games exist on a continuum between two opposing
conceptspaidiaandludus!’®He defres pai dia as a principle in wt
free improvisation, alHaéandai¢freédegai ¢éby iitheds
manifestations of the play instinct: a cat entangled in a ball of wool, a dog sniffing, and an infant
laughingat his rattle represent the fi rt8Raidia dent i fi
encompasses the desire which motivates wus to

to and a refinement gfaidia, whi ch it di s &%bybliinndeisn ga npda iednirai cfhwe

" lLaurelRc hardson, WAWriting a sHaadbobkeofQualichtivoReseardiediedsy , 06 i n t h
Norman K. Denzin and Yvonna S. Lincoln, (Thousand Oaks: Sage Publications, 1994), 517.

175 professor Duff has told me more than once that writing takes timthanit is not a compartmentalized

part of life; the process of writing continues even when words are not being put on the page. Now, through

my own experience, | understand what she meant.

176 Roger CailloisMan, Play and Gamesrans. Meyer Barash, (Qlsigo: University of lllinois Press, 2001), 13.
7 bid.

178 Caillois, 2728.

179 Caillois, 29. His emphasis.
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arbitrary, imperative, and purposef®lily tedio
Together, these two principles form the basis
system of a game frames the representational layehwi t he val ues &lict ated b
ot her words, MAActions in a game environment a
ludus the intention of the player is alWays | im
This inquiry, which focges on the game itself rather than its player, is more interested in
the concept of ludus, and how the rule®8iinfluence its environments and narratives, rather
than on paidia. An examination of the environmental and ludic elemeB&If necessarto
track how the narrative is being constructed for and by the player. Some elements such as
objects, NPC dialogu¥3 and voxophones are environmental and/or narrative elements, while
others, such as menus, loading screens, and textual prompts, aréelmeicts. These ludic
elements do not exist in the environment of Columbia, rather they exist in the interface between
the player and the game, creating the mechanics of the game rather than the narrative. All types
of elements are intasonnected and comtrb ut e t o t he p B iyerdebtstieex per i €
ideology and environments together, in Chapter 4 | use my examples to examine the connection
between the environmental element88&iand the various ideologies that appear in Columbia.
3.7.1 Playe Interface
BSlhas a first person perspective, allowing the player to experience Columbia through
Bookerds senses. Consalvo and Dutton define t

any onscreen information that provides the player with information concerning
the life, heal, location or status of the character(s), as well as battle or action
menus, nested menus that control options such as advancement grids or weapon

180 Caillois, 13.

181 Gordon Callejaln-Game: From Immersion to Incorporatip(Cambridge, MA: The MIT Press, 2011), 149.
182 Calleja, 148. His emphasis.

8 NPC stands for neplayer character.
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selections, or additional screens that give the player more control over
manipulating elements of gamept&y.

Studying the interface all ows researchers to
the player, as well as the information and ch
into developer intent, and perhaps developer bias as®%@lll t hough t he gameds p
interface is relatively unobtrusive, there ar
salts(which allow the use of special powees)well as ammo amounts for the two guns Booker

is carrying (see Figure 4fheminimaliststyleoBSbs r eal ti me i nterface n
by the devel opers to maintain the playerds fo
rather than complex strategy and the mechanics of gameplay.

¥

s

USE THE SKY-LINES TO' REACH MHNUM[Nf ISLAND
B L1

|

Figure 4BSIb s p | afscer i nt er

¥Mi a Consalvo and Nathan Dutton, fAGame Analysis: Devel
St udy o fGafeaSindies:d, 2006, n.p.
185 |pid.
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BSb s player interface also include@ sever al
means for traveling through the air) Booker 6s objectives, Booker os
pops up when Booker col | ect s swgers(sperialattagks) Bo ok e
and collected voxophones. When Booker hooks onto the skyline, a menu with instructions on
how to use the skyline appears in the lower right corner of the screen (see Figure 5). Any action
offered (such as attaching to anotheylisie) is listed along with the corresponding button to
press. Instead of being forced to memorize the actions for each button, new players are free to
focus on other elements of the gameplay. This choice minimizes the time and effort necessary to
learn hav to play. But a player may choose to develop his or her skills by putting in the effort of
learning and memorizing the intricacies of playBl In this way,BSlis a game that welcomes

both inexperienced and experienced players.

* [Space] ATIACH

Ve d [Up]. / [Down] Throttle
[F] MOSOUITO™ 7] lack-0n Target
{C]iReverse
v Spacel Strike
[Space] Dismount

-

ﬁ

Figure 5: Skyline meu.
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While the skyline menu exists during real time play, the others listed above pause the
action of the game to allow the player to use them at his or her leisure. Although the player
cannot change weapons or vigors in these menus (see Figure 6)ydrecatasee what
upgrades have been applied to each weapon or vigor. There are two gear menus: one for
reviewing and changing gear and one that pops up when Booker picks up a new piece of gear
(see Figure 7). This second menu allows players to equip reavagesoon as they pick it up
without going into the main gear menu. The voxophone menu allows players to review the
transcripts for each voxophone he or she has collected. This mechanic is especially useful for
researchers since it allows us to easilyaevhe text of each voxophone without having to

record or transcribe it (this mechanic was not present in @&ib&hoclor BioShock 2

(0] /[E] CHANGE TAB [Esc] BACK

Figure 6: Weapon menu.
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New Hat - THROTTLE CONTROL

Increased throttle and braking control on Sky-lines.

[Enter] /[F] Take Gear [H] Equip Gear [J] Show Comparison [Esc] Cancel

Figure 7: New gear menu.

3.7.2 Textual Prompts and Cutscenes

BSlemploys four different textual prompts which are used to either give the player
instructions, outline Bookerd6s current object
clues about the narrative. Some prompts appear as text on the screenhimisfier instructions
to the player (see Figure 8). These occur in real time and do not interrupt the action of the game.
Banners appear on the top of the screen when Booker receives a new objective (see Figure 4).
BSluses interaction and dialogue irfifdient ways to prompt the player to continue the narrative.
Often the player will be offered a character or object to interact with as a way to progress the
primary narrative (see Figure 9). Dialogue is used in a similar way: it outlines objectives (see
Figure 10) and explains the narrative (see Figure 11). Cutscenes are BS¢duhthey are

often combined with interactable characters or objects (see Figure 12).
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Enemies drop their weapons when
killed. Try them for yourself!

Booker: Devil's Kiss”. Weli. you only live once.

Figure 8: Enemy weapons prompt.
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[F] TALK TO ELIZABETH

— o~

™
-

Figure 9: Interacting with Elizabeth.
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Booker: Theyve heen watching her.

Figure 11: Bookero6s exposition.
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[F] OPEN COFFIN

Figure 12: Initiating a cutscene.

3.7.3 NPCs and Their Dialogue

NPC dialogue is very important to the construction of both the primary and secondary
narratives irBSL Booker learns a lot about Columbia and its population by eavesdropping on
conversationd\NPC dialogue is ongoing and not always initiated by the player, although
sometimes this is case, which credtessense that these characters continue to exisivdem
the player is not present. This differs from older games in which dialogue is initiated by the
player clicking on an NPC to hear their comments or sidnig rich and varied dialogue helps to
create a city of people that is not static or one dinoeadj but rather one that is complex with
conflicting views and attitudes (see Figure 13). This variation helps to create a realistic social
environment for the player to explore. Dialogue offers the player a glimpse into the lived
experience of the peopté Columbia and a perspective different from that of both Booker and
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the ruling elite (see Figure 14). Along with propaganda objects, NPC dialogue is one of the
primary methods of expressinggame ideology. Even though those of the Founders and the
Vox Populi are the primary ideologies in Columbia there are others such as pacifism and

abolitionism (see Figure 15).

Female Civilian: | don't know. Sometimes | think the Yox Populi are.. well. | mean I've never even seen one.

Figure 13: Questioning doctrine.
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i Wlﬂlﬂﬁ%@ mﬂﬂiﬁﬁm&ﬂ&s’mﬂhm [fsupportihen naﬁn and her poople. h

Figure 15: Pacifism and Abolitionism in Columbia

3.7.4 Objects in the Environment

The objects in the environments of Columbia fulfill various functions. Many, such as
garbage cans and supply crates, contain objects that Booker can take and use on his journey
through Columbia (see Figure 1&thers are at interactivebut offer navigational or
instructional hints to Booker (see Figure 17). Some exist to create detailed and realistic
environments for the player to enjoy (see Figure 18). One of the most prolific types of objects in
Columbia is propaganda jelots which express a variety of ideologies (see Figure 19). The vast
number of interactable and nowteractable objectsiBSIi ndi cat es t hat the
view objects as important to the experience they are attempting to create. Objects sgrve man

functions in the game which contribute to gamejplsyvell amarrative.
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A a0

Figure 16: Garbage can and cont nts.
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Figure 17: A navigational hint.
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Figure 18: Ty Bradleyds | ocker.
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Figure 19: Founder propaganda.

3.7.5 Voxophone Recordings

The voxophone mechanic @Sl offers the most insight into the stories of Columbia,
especially the secondary narrativésxophones operate like portable record players and they
sound like they are actually records playing, which lends more authenticity tetttas as
cultural objects from the era of the 192Bkacing the voxophone in the environment permits
stories to be told without obtrusive explication. Furthermore, the player can choose whether or
not he or she wishes to listen to the voxophones, thasni@ing which narratives contribute to
his or her experience &Sl In addition to expressing the lived experience of the citizens of
Columbia, voxophones offer the player stories about the opposing ideologies that exist within
Columbia. Private WilbuSykes does not see the harm in drinking with the Vox Populi on his off

hours (see Figure 20) and Preston Downs, who was originally hired by Comstock to kill the Vox
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Populi leader Daisy Fitzroy, switches sides to join the Vox Populi after befriendingva Nati
American child (see Figure 21 and 22). There are many others but these examples show that
there is a complex fluidity and contestation of ideology in Columbia, which is not obvious if the

player does not engage with these environmental objects.

! - Pyt. Wilbur Sykes
July the 5th. 1812
LOCATION:

[Enter] PLAY  [0] / [E] CHANGE TlB_ [Page llp]_! [Page Down] SCROLL TRANSCRIPT  [Ese] BACK

Figure 20: Private Wil bur Sykes voxopho
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L Preston E.

July the Tth, 1912

LOCATION:

PutlFrsspsrﬂy
wen

[Enter] PLAY [0] / [E] CHANGE TﬁB [Faua llp] I[Page ﬂnwn] SCROLL TRANSCRIPT  [Esc] BACK

Figure 21: Preston Downs voxophone, fACom
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SN vu_i'fi‘ o
VOXOPHONES.

July the Tth, 1812

LOCATION:

Port Prosperity :

~ parley. See, | went out to that Hal
H scalp your Talse Sh (
though - DeWitt speaks Sioux. He
swap words with this

g .

[Enter] PLAY  [0] /[E] CHANGE TAB [Page Up] /[Page Down] SCROLL TRANSCRIPT [Esc] BACK

Figure 22: Preston Downs voxophone, fACom

3.7.6 Music

Just as in the origin®ioShockBSbH musicscape is comprised of both original and
licensed musié®®Gi bbons argues that the inclusion of |
time period evoked by the game, grounding the action in theemtlry despite the presence of
futuristic technolg y '8’ The licensed music iBSIserves the same function, reminding the
player that Columbia exists in the 1920s even though it is powered by the advanced physics
developed by the Luteces. The licensed music appears in the game environment, rather than as

background music outside of thegame narrative. It is played by radios, performed by NPCs,

BWilliam Gibbons, AWrap YouusiTcr,ouNoalrersatlinveDr ea@aue :D yPsot poupl i
Studiesl1.3 (2011).
187 bid.
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and is present in the background of the kinetoscope films, among other'ffadeslicensed

music exists in the game environment and contributes to the prdarsgronmental

storytelling that occurs in the game. The original soundtrack, on the other hand, exists in the
environment outside the fictional narrative. It helps to create mood and even cue certain events,
such as when the Lutece music signals thg@eapmnce (which is important since the Luteces

offer hints about the main narrative). The original score helps to create an interesting gameplay

experience but it does not directly contribute to narrative development.

The analysis of this chapteffers an outlineof my experience as a player®8l
as well as an wilepth examination of the elements that influence narratimstruction
within this gameBut this chapter does not answer the questions outlined in the
introduction of this thesis, althougiiays the groundwork for these answers. The next
chapter, chapter 4, shifts to a more focused inquiry that examines game environments and
the concept of environmental storyied). Based on my examination in this chapter and
on the work of Smith and Woh, chapter 4 suggests that there are three different types of
game environments and that environmental storytelling functions to some degree within

each of them.

BABi oShock I nfinite Licensed Soundtracko, BioShock Wik
http://bioshock.wikia.com/wiki/BioShock_Infinite_Licensed_Soundtrack
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Chapter 4: Environmental Storytelling Theory

4.1 Introduction

As | sit and write this ow | am at the beginning of an interesting journey; | am beginning
to define and outline a more academic concept of environmental storytekimgywhat my
goal is | want toshift the focus on environmental storytelling froineme parkand game design
to games studies. Although game studies is a relatively young field, it is nowséstdi®¥nough
that scholars do naoteed tovholesale appropriate older theories from other disciploggan,
and should, adapt and construct their olndo notintend for the work here to produce a
complete final produadr theory but to begin a specific conversatiapout and academic work
onthe concepbf environmental storytelling. In trutiis isa discourse that has been going on
for over a decadaVhat seems to be missing in this conversation isrgplEieand relevant
conception okenvironmental storytelling that can be applied to nr3@sgame environmentBy
expanding upon and offering additional categories of game environments, | show that
envronmental storytelling functions more diversely than it has traditionally be underStausd
analysis serves as a starting point for a discussion about the variety of ways that environmental
storytellingoccurs.

Section 4.2 addresses what functions game environments, in general, perform in order to
set up an analysis of the proposed game environments outlined in the discussion in following
sections of this chapter. Section 4.3 outlines and examines three gam®emwne nt s: t he a
physical environment, the avataroés social env
were conceptualized usimfSlas an example. Sections 4.4, 4.5, and 4.6 examine these
environments in detail in order to determine iftneg et Smi t h and Worchds cr

any game environment. These criteria are outlined in section 4.2. Section 4.7 examines these
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environments in order to determine i f they re
functions of the concept oheironmental storytelling. The final section offers my conclusions as
well as future research necessary to help academics and designers understand the concept of
environmental storytelling more completely.
4.2 Game Environments
Il am relying heavil y -focasedapproachinmynd Wor chds
analysis because it offers a clear outline of both the functions of game environments and
the characteristics of environmental storytelling and also because environmental
storytellinghas yet to be systematically addressed by games studies scholars. Although
Smith and Worch are approaching this concept from a game design perspective, this
analysis should help to4adign this concept into a useful scholarly tool. In order to
support ths examination of game environments | will be providing examples BShm
order to illustrate Smith and Worchds points.
According to Smith and Worch, a game environment does four things:

1. Constrains and guides player movement through physical prepemtie

ecology.

2. Uses player reference to communicate simulation boundaries and affordance.
3. Reinforces and shapes player identity.

4. Provides narrative conte’f

Smith and Worch define gameplay ecol ogy as #de
game ewmironment!®° Simulation boundaries define what the player can and cannot do
and where the player can and cannot g&3ihthe boundaries of Columbia are defined

by itsedges that are perceived as physical to the avatar. Since this is a floating city these

BHarvey Smith and aatbHap@eesnavwrider, e idBMhvi ronment al St or
Game Developers Conference, San Francisco, CA, March 8010,
190 Smith and Worch, 8.
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boundaries are defined by the city itself; falling or jumping off would be considered to be

suicide to an avataAnother example of a simulation boundaryBiglis that Booker can

only buy items from the vending machines even though there are storetaledsr

present on the island. Affordance is defibgdSmith and Worclas fif ami | i ar vi sual
referenceo and it allows the player to interp
resources might be available thételn Figure 1 we can see cards scattereer a table,

in the middle of which is a knife and a smear of blous, coupled with a dead body in

the corner of the roontells us that someone was most likely punished by one of the other

players for cheating at cards. This also tells us thatitizens of Shanty Town take

cheating very seriously, perhaps because of their povertgrms of player identity,

Smith and Worch explaintha igames ask the player to assume
this identity within a game environment, which umrt often implies or encourages social

norms and¥Beolm&kwirdrsshi story with the Pinkerton
establishes him as a man familiar with violence, even againstorabatants. This

makes it easier for t hemeptlindhgeaenceio accept Book
Columbia, which contrasts starkly to the idyl
along with theexplosion of violence during and after a pubtiéfle!®® (as evidenced by

the actions of Jeremiah Fink and the other NPCsliribmites to an environment in which

violence is an acceptable behaviour even in the cheerful sunny Columbia. The player is

forced to react with violence when Booker is discoveredtob2fhea | se Shepher do an

is threatenedvith death, or at the very ldadisfiguration, by the police officers of

191 Smjth and Worch, 9.

192 Smjth and Worch, 11.

193Booker and the player realize that the raffle is actumlbyttery which decides who gets to throw the first baseball
in a public stoning of an interracial couple.
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Columbia (see Figure 2). The player is put into a position of being forced to react

violently not only by the actions of the NPC butalsodbause Booker @s violent
being attacked is scripted and not chosen by the pté@ho has a clear view of the

bloody death of a second officer. Finally, the game environment provides narrative

context. It communicates information about the history of a place, the peoptetheire,

their living conditions, what may happen next, the function of the place, and the'¥hood.

Smith and Worch emphasize that fAthe world spe

obtrusive extradiegeti®® elementd?’

Figure 2 Cheating at Cards dt¢ Graveyard Shift Bar

194 Booker distracts one officer with the baseball and forces him to kill his colleague by smashingtthekshkg is
wearing into stfdatcee ot her manédés hi

195 Smith and Worch, 13.

19 FernandeVara uses this term on pg 8 of her article and it is explained in section 4.6. Briefly, this term refers to
the game elements present outside of the narrative and which are for the player but inaccessiatto thela as

the images and text in the loading screens.

197 | bid.
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Jeramiah Fink: Show him-What we got planned, boys! '

e

Figure 2: Violence in Columbia
4.3 Environments iBSI
While playing | identified three different environmentsBi§ithat contribute to

the process of creation of both primary and s

environment, the avataro6s social environment,
avataro6s physical envi r onmbkemarrateexandsties i n a di e
fictional world) and is what the playerds ava
their virtwual world. This is primarily the ci

environment is also diegetic and is the social world withéenavatar exists or
experiences during the gameBBIt he avatards social environment
landscape of Columbia. It is outlined by NPC dialogue and voxophone recordings, giving

the player hints about Columbian society that he or she can irttatarevhole,

providing narrative context and richness. The extradiegetic environment is that which

exists outside the fictional game world but is still a part of gameplay, such as the original
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music that the player hears but which does not exist witkimahrative (as contrasted to
the licensed music played by various phonographs in Colud¥Bi@pe thing that must
be kept in mind is that these environments are not isolated from one another; they
constantly overlap and inform each other. In order to exaithiem in detail, it is
necessary to attempt to isolate them but this is done in a temporary theoretical space. This
addresses the question of what they are, rather than how they function together. These
environments are interrelated, supporting eachr@thé interacting in order to shape
both primary and secondary narratives, creating a complex matrix of narrative generation.
These three environments will be evaluated based on the four functions of game
environments outlined by Smith and Worch abover@l$ as their functions of
environmental storytelling, addressed in section 4.7. It must be noted that this evaluation
of these environments in the context of Smith
storytelling is incomplete and will remain so unltiey are examined in the context of
player studies. Evaluating the concepts of interpretation, active problem solving, and
incorporation goes beyond a purely theoretical examination of environmental storytelling
and thus is beyond the scope of this analyBhe main focus of this analysis will be on to
what extent these environments and their constituent elements engage in the process of
narrative creation known as environmental storytelling.
44T h e A vPaysieal Edvsronment

InBSIt h e av atadenviramgntiisypsmarly Columbia. Elements such as
physical objects (both interactable and maeractable), licensed music, sound effects,
and weather exist in the physical environment. Up to this point environmental storytelling

has beenfocusedsol y on t he avatards physical environm

198 FernandexV/ara.
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not all, of the norverbal, nortextual storytelling happens. This is the environment that
Smith and Worch are discussing in their presentation.

4.4.10bjects

In terms of constraining argliding player movement, there are elements that
guide the player such as Shock Jockey locks on doors and other'Sbgectsell as
places where the sKines need to be cleared of debris in order to be used (see Figure 3).
Objects such as Vox Populi cipfs (see Figure 4) and locked chests initiate optional
guests which lead to caches of items. The introduction of tha@dy extends the
simulation boundaries to include areas that cannot be reached by foot. But-Hu®kky
also reestablishes the bounuas: Booker can only hook onto the dkyes or freight

hooks and not onto other objects such as the awnings on buildings.

199 These are locks which require the player to use the vigor Shock Jockey in order to open them. Vigors are
additional powers that Booker can use, such as Shock Jockeyallbiels Booker to electrify enemies, and are
based on the concept of plasmids useBigShockandBioShock 2
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Figure 3: SkyLine Control
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OPTIONAL: FIND THE CIPHER
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Figure 4: Vox Cipher

There are many examples of affordanc881, two of which are the pigeon
hunterés chair (see Figure 5) and the interro
Time Club (see Figure 6). The first image tells us a few things: someone was shooting
pigeons and keeping the carcasses for some reasong(sint hi s was di scovered
Field which is located in one of the upper class areas of Columbia we can assume that
this person was not going to eat them), this person was there for some time since they
packed coffee and perhaps a lunch, and they ashotgun. The second image prepares
the player to find the mutilated body of Chen Lin, indicating that this area is used for
torture. The bucket and the knives would be enough to tell us this but the fact that there is

a lot of blood on the table indies that someone has been tortured recently, perhaps even
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killed. This may offer players with weaker stomachs the opportunity to steel their nerves

before discovering the body in the next room. These affordances give the player

information aboutthe areate y ar e i n and what it is wused for
leisure where it is acceptable for the upper classes to hunt pigeons and the basement of

the Good Time Club is where political and other prisoners are taken to be tortured. The

Good Time Clb exists on the boundary between the upper and lower classes and this

dichotomy is illustrated by the activities in the place itself: entertainment for the upper

classes above and torture for lower class dissidents below.

Figure 5: Pigeon Hunter
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Fi.ure';rliterrogation Room in the Basement of the Good Time Club

Instead of the dark and decay of Rapture fRinShockandBioShock 2°°,
Columbia is bright and cheerful. Up until the Raffle, Booker and the player are innocent
sightseers unable to initiateolence, and, in my case, unwilling to do so in such a
beautiful and fascinating city. After the Raffle when Columbia shows her teeth, Booker
and the player engage in their first battle. When | discovered what the Raffle really was
(the citizens of Columbiwere going to stone an interracial couple to death with
baseballs) I did not feel guilty about engaging in violence in such a bright and sunny
environment. It seems that the happylgeky mask worn by the city hid the inequality
and hatred that fuelssiexistence. Although beautiful on the outside, Columbia functions

because of violence and this is revealed more and more as the player explores the

200 Although BSl is not a direct sequelBioShock 2it is most likely that the player is at least familiar with the two
previous games.
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industrial and lower class parts of the city. This realization, cued by the Raffle,
symbolically gives th@layer permission to engage in violence, removing the guilt of
sullying such a beautiful environment with blood. This is an example of one of the ways
that the physical environment BSIshapes player identity.
Finally, the avat afB8lprovidds gasratie adntexeforvi r on me nt
the player to interpret. In terms of the primary narrative, the ideological and physical
struggle can be seen in the various forms of propaganda and eprogaganda found in
Columbia. The type and amount of propadmrs determined by those who live and work
in that particular area of the city. Founder propaganda is fostghweliere in Columbia,
which is na surprising since they are the governing body of the city. What is interesting
is when Founder propaganda isamted by opposing groups to express a different
ideology (which often happens in areas of the city frequented by those who are perceived
as the | ower classes such as in the AColoured
Shantytown). The Vox Populiaswellas 8t e 6 s 2%fofien Vandalieer Feunder
propaganda objects to express their oppositio
members of the Vox Populi have vandalized a Founder poster changing the portrayal of
Comstock from a prophetto afraudandaliarl n Fi gure 8 Sl ateds follo
the statue of the angel Columbia outside of the Hall of Heroes to express their anger over
the fact that Comstock has stolen their military history and rewritten it to suit his needs.
Graffiti and vandalism are ad to show the shifting power struggle between the
Founders and the Vox Populi: when the Vox take over Founder neighbourhoods their

graffiti spreads to those neighbourhoods to illustrate their claim on Founder territory.

201 The followers of Cornelius Slate are angry at Comstock for rewriting the history of his involvement in the Civil
War (he claims he led thé"Talvalry) and the Boxer Rebellion (he was not there). He glorifies himself while over
shadowing and also takirggedit for the deeds of other soldiers such as Slate and other veterans.

83



In terms of secondary or micro narratives, the story of Preson E. Downs is told
almost completely through objects in the environment such as voxophones and objects
that leave traces of his activity, such as bear traps. In his first voxophone recording we
learn that Downs has been hired by Comstock to hunt down Fitzroy. In Figure 9 we see
that she has sent some of her men to kill Downs but he got the better of them. We know
that he survived by his voxophone recording but even without it we can figure tié tha
survived the encounter. The Vox Populi members are dead in pools of blood and Downs

has written a message for Fitzroy in blood on

Figure 7: Father of Lies
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