
Character Through Spatial Narration

 Specialisation Project - Alex Williams – 110267 – 3GA-3IGD   – 

Main Document : Research Document 1-17

Attachment: Environmental Storytelling Notes 18-24



Character Through Spatial Narration

Alex Williams
110267

3GA-3IGD
rwilliams.alex@gmail.com

06 4853 0021

INTRODUCTION
It is hard to imagine the modern games industry without the meticulously and passionately designed
environments that breathe life into settings and stories. What these environments communicate to 
the player is key in lending the setting its immersive and compelling qualities.

The disciplines of environmental storytelling, or spatial narration are intimately intwined with 
almost every aspect of content creation and worldbuilding, from 3D art tasks, to level design and 
writing. Although essentialy a narrative design skill, knowledge on how to imbue and follow a 
spatial narrative becomes a great benefit to the quality and affectiveness of any game element, be it 
the art asset´s subtle references to larger matters or personal issues, hinting at a bigger world or 
theme, or a level design´s layout engineered to communicate the setting and its state on the player, 
all without a single word of exposition. A spatial narrative can take many forms, meaning it is 
nearly infinitely applicable and adaptable to suit a developers's needs. Richard Rouse, Narrative 
Director at Ubisoft Montreal [14]  defines a spatial narrative as being present in support of the plot, 
character, and setting of a game or story; “Environmental narrative is the little stories told through 
the world itself.” 
Game designers Matthias Worch and Harvey Smith [7] concurr, adding that the nature of a spatial 
narrative broadens a game's appeal for a player, as it converts story elements from an expositional 
“push” narrative  to a “pull” narrative, one actively drawn out and invested in by the player.

In this paper, I will analyse and compare methods of storytelling and character formation as 
discussed by scholars such as Petri Lankoski [1][2] and Georg Lauteren [6]. I will then compare and
combine these findings with the conventions of environmental storytelling, finding where these 
ideas can be applied or strengthened. The focus of my study will be character, (here referring to the 
underlying personality, versus characterisation, which concerns strictly visual detail of a player 
character or NPC) imparting as much as possible about a contructed character without the support 
of exposition or narrative context. These findings will be put into practise, creating a fully realised 
3D environment with a narration imbedded based on an original character and setting. I will 
document this creation process, illustrating how, where, and why I have applied my findings. 
Altough I will be discussing the character and setting briefly, writing and narrative structure are not 
the focus of this study, unless applicable directly to the spatial narrative.
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DEFINING CONCEPTS
The nearly endless application and variation of spatial narratives in games has yielded a very broad 
spectrum of interpretation by game scholars and designers. However, there are recurring ideas and 
core principles that harbor similarities and lead to differing analyses of the same result. One of the 
most prominent is the comparison of current narrative and storytelling in interactive media to 
traditional cinema techniques. The argument ranges from learning to adapt the benefits of cinema 
techniques e.g. the controlled and directed framing of shots and use of space in a frame with regards
to actors and props (mise-en-scene) as put forth by H.Logas and D.Muller [4],  to the transformation
of established game system to an entirely new system devoid of narrative constraints in favor of 
narrative value created through playtime and play history inside a system. As Renata Gomes puts it, 
“...truly imaginary systems, that operate under a poetic set of guidelines, as opposed to just finding 
ways to restrain the interactor to a predetermined narrative path.”[5] The overwhelming majority of 
sytems and practises established to deliver narrative in games, both spatial and traditional, stem 
from this central conflict, and the designer's ongoing struggle to adapt the strength of film onto the 
game's interactive framework.

Spatial narration is uniquely positioned to take advantage of the oppertunities that an 
interactive medium gives storytellers, all while still conforming to the norms we have come to 
expect from modern games. Interestingly, game designers Worch and Smith have even 
recommended implementing level design that allows for back tracking and “look back moments” 
that echo the players actions. [7] Referencing player history in an environment e.g. fallen enemies, 
bullet decals, etc; much like Gomes and her notions of narrative meaning through play history.[5] 
Rouse also recommends retracing steps as a pacing and exploration mechanic, although he seems to
approach it less as a means of giving narrative values to the player's interactive history, instead 
using these moment to create more room for the player to experience the space, and framing more 
“shots” for the player to discover. For now, the first, less radical way to bridge the gap between 
cinema and games is the most relevant regarding character through spatial narration. This brings up 
three rough areas that are universal when approaching environmental storytelling from any angle: 
causality, framing, and affordances.

Causality is where the broad strokes of any environment and the stories it contains are defined; The 
stage is set to contain all the other elements that flush out the narrative. Causality implies a chain of 
events, but the reality is closer to a web: “Just as you invested time in your narrative themes and 
backstory of your game, you should do the same for each location the player goes.“ [14] The 
overarching events driving the story and setting all directly impact the game world at every level, 
including the purpose for a game environment to exist, and the reasoning for its state of being. 
Another example from the world of Bioshock(2K, 2007) neatly illustrates this concept. (Fig1)



Figure 1: The causality web of Bioshock[7]

With this groundwork, much of the world can alread be defined, down to basic character. Rouse 
highlights this in an example from Day of the Tentacle(LucasArts, 1993), where designers opted to 
include one or two specific character details in the game environment that lend a twist to the 
personalities of otherwise archetypical characters. (Fig 2)  



Figure 2:  “Also from Maniac Mansion is Edna’s room. She’s so ugly she’s broken her mirror.
Even though she’s just as crazy as the rest of the family, from this room we can tell she’s still

girly and loves her husband, who we see on the wall.”[14]

The most direct way that current spatial narration is derived from cinematography is in framing. In 
their levels and narrative content, designers compose a mise-en-scene; special instances, or 
“micronarratives” of story content. Examples of this include set piece events, jump scares, or more 
importantly, environmental details. A good example of this in the game Bioshock(2K, 2007) as 
mentioned by Worch and Smith[7], is when on examination there is a scene where an ATM has 
tipped over and squashed an NPC prior to the player entering the room. This scene is entirely 
ancillary, with it's own, smaller chain of causality.  The player may simply just walk past, and the 
effort put into the narrative element has gone to waste. The major problem that this brings to the 
table is that the player is in control of the camera, not the director/designer. As a result, proper 
framing takes on a far more expansive role compared to just setting up a shot. In comparison, games
like Day of the Tentacle exist in a framing grey area, where the fixed camera angle and limited 
graphical fidelity forced designers to carefully choose what to include in the screen, depending on 
what they wanted to emphasise with the character. Similar to film, the player's attention is 
constantly under the direction of the designer. Various systems of player guidance exist to 
counteract this problem in modern level design. Light, sound, and relative positioning in an area are
all relevant methods. In many cases, items are also used to guide players to framed arrangements. A 
less explict means of acomplishing this goal exists in designing areas to encourage exploration 
through mechanics. Rouse in particular recommends navigation challenges, puzzles, or item 
collecion as a means of making it easier for a player to naturally discover and explore.[14]

According to Worch and Smith, the assossiative powers of framing are the key element in what 
makes spatial narrative compelling for players. Player must be able to discern the steps in the 
causality chain, turning environmental exploration into a puzzle solving experience that engages the
player. This association gives way to interpretation. an evaluation of a given situation based on the 
player's personal views. As Worch and Smith put it: “So the question we really have to answer is 



why that act of interpretation is compelling to us. What that really comes down to is the fact that 
environmental storytelling is active. Swiss psychologist Jean Piaget showed that play, discovery and
interaction are key to learning. This active approach to learning creates participations, which breeds 
investment.”[7] These elements combined create a narrative that the player extracts from the 
environment; a “pull” narrative, where the player's agency becomes a contributing factor to realtime
storytelling. This contrast the traditionally “pushed” narrative found in cinema, and the games that 
try to mimic a film's storytelling mechanics.

Finally, telegraphing and affordances are used to support information that designers 
intentionally set aside as unambiguous. In level design, telegraphing refers to the practise of 
communicating or foreshadowing conditions or events. An example could be blood leading around 
a corner, or a loud noise coming from a hidden room, or a corpse smoldering on an electric fence. 
Both of these examples communicate to the player a situation that is less susceptible to 
interpretation than framing situations. (i.e. a blood trail left by danger or the presence of another in 
the area). Affordances take this concept into a macro level detail; affordances subconsciously 
communicate expectations and options to the player, especially considering player agency. For 
example, the handle on a teacup communicates the affordance that it is meant to be held. Some 
scholars, like Renata Gomes, grant great value to affordances in creating a truly immersive, agency 
driven game world. “Immersion and presence are two sides of the same coin. being a character is, 
above anything, entering the spatial universe of the game through her or his body...the ground zero 
for presence in the game environment can only be fully implemented when our experience of 
contact with the objects and other elements of the game world can also be able to simulate aspects 
of their behavior in the real world.”[5] This also means that designers should be careful with 
communicating affordance where there is none. Worch and Smith even make special mention of 
this, stating “And to give you an example of a setup we would definitely want to avoid: dead NPCs 
squashed by doors. Here we have a common gameplay element that the player constantly interacts 
with – if we see a player squashed by a door, we want to do the same.”[7] 

CHARACTER                      
How may the concepts of causality, framing, and affordance be adapted to suit a spatial narration 
piece driven primarily by character?  In the examples so far, storylines, settings, and characters 
were still portrayed through narration or exposition prior to exposing players to the game levels. An 
examination of methods used for expository character and setting will show how best to combine 
these concepts. In Characters in Computer Games: Toward Understanding Interpretation and 
Design, Petri Lankoski et al outline a system that they believe will more reliably produce well 
defined three-dimensional characters in games (in turn based on the writings of Steve Meretzky), 
stating: ”Even with limited information available, people will assign personality – even to inanimate
objects...Designing the protagonist character in computer games is different from the design of 
static characters (e.g. film or literature), because the player’s actions will affect the nature of the 
character.”[1] The approach Lankoski and company take to solve this problem seems in line with 
the methods applied when framing situations for environmental storytelling; both draw from a 
realisation that concessions and changes must be made to the cinematic storytelling method to better
suit and harness the interactivity that games bring to the table, creating a more compelling detailed 
character through game mechanics; the one apect of interactivity that the designer can always 
control. This is a reaction to game academic Gonzalo Frasca's assertion that player freedom inhibits 
the formation of true three dimensional characters in games, relegating them to a two dimensional 
role by necessity. “Frasca questions whether the protagonist (the character that the player controls) 
in a game even is a real character, as it will act merely as a vessel of functions, a cursor for the 
players actions. [8].In addition, Frasca claims that game characters are flat (or inexistent) for a 
reason: “[t]he question that needs to be answered next is ‘what happens next?’ and not ‘why the 
character behaved in such a way?’” [8]. ”[1] To bring back the limiting factors needed for strong 
character without compromising player freedom directly, Lankoski's system introduces several key 



terms: predefined functions, goals, possible/impossible actions, and characterisation. These terms 
are directly derived from the three dimensions of a rounded character, physiology, sociology, and 
psychology. (Fig 3) Lankoski notest that these three dimensions are adaptable to suit a specific 
character, e.g. a child probably has no formal higher education in terms of  sociology.[1] This three 
part character bone structure can be used to inform design decisions related to the four key terms 
noted above.     

Physiology Sociology Psychology 

Sex Class Moral standards, sex life 

Age Occupation Goals, ambitions 

Height and weight Education Frustrations, disappointments 

Color of hair, eyes, skin Family life Temperament 

Posture Religion Attitude towards life 

Appearance and distinct features 
(tattoos, birthmarks, etc.) 

Race, nationality Complexes, obsessions 

Defects (deformities, 
abnormalities, diseases) 

Place/Standing in community (i.e. social 
status among friends, clubs, sports) 

Imagination, judgment, wisdom, 
taste, poise 

Hereditary features Political affiliations Extrovert, introvert, ambivert 

Physique Amusements, hobbies Intelligence

 Fig3: The three dimensional bone structure as listed by Lankoski et al. The table
includes examples per category.

 
Predefined functions are instances where designers take control of a character's actions.

Examples include dialogue, cutscenes, and animation style. Of the terms used by Lakoski et al, this
one is the most dated, anchored in a more cinematic approach to game narrative. Goals bring in the
first true gameplay solution for imposing limits on players. A character's goals should indicate their

underlying personality or frame of mind. Lankoski references Thief 2(Eidos Interactive, 2000);
“Garrett is a potentially much more brutal person on the moderate difficulty level than he is in on

the expert level, as challenge is added by restricting the amount of killing allowed (missions on the
expert difficulty have the additional goal “don’t kill anyone”).”[1] The higher difficulty objective

forces the player to act in line with the character; a professional thief, not a sadistic murderer.
Possible/impossible actions define the player's abilities from a gameplay standpoint. In doing so,
they can also support the player character's personality, preferences, mood, etc. Continuing his

example from Thief protagonist Garret, Lankoski notes “By looking at his skills, you can tell that
Garrett prefers cunning solutions to problems over the use of force. He can for example sneak past

several guards unnoticed but if the player tries to fight his way through, he will probably end up
dead. “[1] Finally, characterisation refers to the visual aspects of a character design. Lankoski

firmly states that although very important, characterisation should be used to cement an already
solid character design, not define it.[1] The system Lankoski illustrates contrasts with the character

design philosophy of game designer Toby Gard, known for his creation of Tomb Raider(Eidos
Inteactive,1996) protagonist Lara Croft. In Building Character(2000), Gard illustrates a character

design hierarchy for first-person protagonists(avatars), third-person protagonists(actors), and NPCs:

“From a design point of view, game characters can be sorted in order of design detail: 

 Avatar. These characters require visual design only.

 Actor. Full character design, but with a necessarily one-dimensional personality so that the 
player can flesh out its motivations. The trick is to strike a balance between establishing the 
actor's personality without letting that personality disturb the player.

 Non-player characters (NPCs). These require full character design.”[15]



He argues for the avatar to be an empty vessel, so that players can insert their own meaning. In 
terms of player freedom, he seems to concurr with Frasca that more freedom on the player's part 
means less character for the protagonist. He has embraced this notion in his character designs, as 
evident above. 

In Lankoski's system, Gard places his focus on the characterisation(visual) aspect, directly 
against Lankoski's beliefs that characterisation is a final step, not an idea on which to base an entire 
character design. Gard's design strategy falls squarely into the “iconic character,” as described by 
Susana Pajares in The Appeal of Cute Monkeys(2003): “Iconic characters are only a bit less open 
than avatars, in that they provide a frame/mask that the player can choose to use in order to add 
another dimension to the social interaction in the game.”[16] Gard's most famous creation, Lara 
Croft, suits this profile perfectly. It is possible that Gard has more classical sensibilities as a game 
designer; he sees the character as serving the gameplay, not gameplay as a character building tool as
proposed by Lankoski. Gard mentions the trend of more characters in the newest games 
specifically: “A character is just a tiny element of any game, and in many cases, it is a superfluous 
element. If a game works without a character, it shouldn't have one.”[15] Conversely, Gard also 
mentions the need to create new methods of storytelling to suit the players control of any given 
situation, advocating a step away from cinema style narrative devices.[15]  Lankoski has created an 
interesting compromise, advocating full character design for any type of protagonist, but utilising 
those rules to externalise that design into gameplay practise, away from where it can harm the 
player's perception of freedom, or their ability to don the “mask”. This instead helps players draw 
their own conclusions through play, both consciously and subconsciously; the mask is not defined 
for the player, but the player is positioned to dawn the mask in a way that the designer intends, 
coaxing players to act in accordance with the image of the character they have constructed.

CHARACTER AND ENVIRONMENT      

Just as Lankoski et al create character detail through externalisation into game mechanics, an 
effective character piece through spatial narrative must externalise the physiological, sociological, 
and psychological aspects of a character to the environment, and also cater to the player's 
interpretation of the setting, current and past events, and functional relevance. An adaptation of the 
causality, framing, and affordance techniques focused on fullfilling the functions in Lankoski's 
system will suit this need.

The bone structure forms the basis on which all other considerations are made. Since the objective 
of the space being designed is character definition, all objects and placements must not only have a 
justifiable reason to exist, but must aid in the player's understanding of the character. As such, the 
bone structure is a major factor in the causality of the environment. As an example, a high-tech 
factory worker may have had a choice in workstation model in a given industrial function. The 
causality of the setting limits the worker's range of choice; he cannot aquire the top of the line 
station because of company policy, or perhaps because the company has guidelines as to what the 
worker may purchase, and a bottom end model does not fill the requirements. This is where the 
causality of the bone structure takes place in conjunction with limitations brought in by the setting: 
why does the worker pick a specific station model, and more importantly, how does the worker 
customise, repair, or arrange the station after it has been used for a while? Why did the worker pick 
a specific color? All of these choices trace back to to bone structure to a variable degree; if the 
worker picked a color that is not in the company approved range, why was this choice made? Did 
the worker have to fight to emancipate themselves in this manner? How did it affect their 
environment? And more directly, why did the worker feel the need to do this? Perhaps he/she is 
used to always getting things their way, or maybe they secretly harbor a rebellious streak. In this 
way, the character's bone structure is communicated to the player through causality. The inherent 
flexibility of the bone structure to be tailored to the requirements of the situation allows the designer



to be guided in choosing what aspects of the character's persona they wish to put emphasis on. 
Next to the causal relationship of the items in the environment, the framing of “shots” takes 

the role of the predifined function. Much like Lankoski mentions using animation style, dialogue, 
and cutscenes to add controlled character definition, the framing or arrangement of items in a scene 
allows designers to deliver measured and targeted oppertunities for character definition. When 
framing such an instance, designers can choose the message they want to convey, the completeness 
of that message, and the degree of ambiguity or intended room for player interpretation. In many 
ways, they are the “cutscenes” of the space. To add relevance for character development, details 
may be embedded that say something specific about the character that was involved in the frame.  
For instance, if arranging a shot that describes a micronarrative e.g. someone spilt their coffee on 
sensitive equipment, how did the character react to this situation, and how was the problem resolved
by this person? In case of a larger chain of events, this is an oppertunity to communicate goals and 
possible/impossible actions, as a character reacts to a developing situation.

In the context of environmentally describing a character, the role goals and 
possible/impossible actions have shifts from implicitly stating themselves through game mechanics 
to supporting and justifying choices made in framing and causality. This is done through 
communicating affordances. Affordances play a role in all visual communication because they 
imply object functionality and state, so it is not possible to constrain their influence to one aspect of 
Lankoski's character framework. Using the workbench example from the previous paragraph, 
affordances would be used to communicate the underlying goals and possible/impossible actions to 
the player; the perceived material and construction of the workbench in question must afford the 
sturdiness and industrial application (metal materials, efficient looking tool design, an indication of 
actual functionality such as the right buttons or interface) that the story calls for, and say something 
about why the character has used it (the goal). 

As with the web of causality of a setting or location, the combination of these elements can be 
applied in endlessly smaller details, to the point of irrelevance. The most important distinction on 
the designer's part is identifying the focus of an object or environment, and deciding what level of 
background thought to invest, with consideration of the personal importance that room for 
interpretation leaves to the player.

SETTING
The crew of the DSC Isaac have been in transit for more than two decades. In the first third of the 
21st century, advances in fusion energy that had been in development since the  early 2000s finally 
became realised. In the span of a few years, fusion energy quickly began phasing out traditional 
fossil fuels. In the wake of an apparent solution to the global energy crisis, the developed nations of 
the world entered into a new technological golden age. Great advances in medicine, materials, and 
construction, and manufacturing both terrestrial and extraterrestrial inspired a new interest in space 
exploration and colonisation.
Under a newly formed coalition of space agencies, a program to finance and realise a colonisation 
of Tau Ceti f, the outermost planet in the Tau Ceti system materialised in late 2040. TC f  was 
selected for it's optimal postion in the habitable zone and its relatively close proximity to Earth, 
appoximately 11.8 lightyears. Technological development between 2019-2040 resolved many of the
problems inherent in long term spaceflight, and created solutions to many practical issues, the most 
important of which was propulsion. Utilising some of the first miniaturised fusion reactors ever 
contructed, a system of ion thrusters was developed that could maintain a constant acceleration of 
0.5G nearly indefinitely. This meant that in practical terms, a vessel using this system could reach 
nearly the speed of light in little over a year of travel and acceleration. This meant that TC f could 
be reached in approximately 14 earth years. Because the mechanics of spacetime cause time dilation
relative to the point of reference, this would also mean that the crew would only experience the 
voyage as taking 5 years. 



Contruction of the DSC Isaac began in 2041 in Earth's orbit. During the five year 
contruction phase, recruitment programs gathered 20 volunteers from various scientific fields to 
embark on humanity's first attempt at touching the stars. Researchers were allowed to conduct 
projects during the journey, utilising this oppertunity to further push human knowlegde. When the 
Isaac was completed in 2046, she came fully equiped with all the crucial modules for survival; 
hydroponics facilities, various specialised labs, a state of the art material fabricator, extensive life 
support. and enough raw materials and supplies to fabricate anything the crew would ever need. 
Ensuring near indefinate survivability of the crew was paramount. The craft's constant acceleration 
provided a weak artificial gravity, supplemented by centrifical gravity in most key living areas and 
research areas.

When the mission commenced in late 2047, the first ever human space colonists took the 
hopes of the world with them. Their ultimate goal was to establish a base camp complete with all 
vital components. Expansion and population would come later, as progression of Earth time relative
to ship time would allow more technologically advanced engines and ships to follow in the Isaac's 
footsteps, perhaps arriving in nearly the same timeframe. The voyage went fairly smoothly for the 
first two years of ship time and messages and data were periodically exchanged with mission 
command on Earth. In 2053 (2049 ship time), a completely unexpected event changed everything. A
pulse struck the Isaac somewhere in the void between star systems. Athough nothing had changed 
at first glance, it quickly became horrifyingly apparent that the Isaac was trapped in some sort of 
foreign field, forced to traverse the same stretch of spacetime endlessly. It is now 2071 ship time, 
Earth time unkown. The Isaac has been adrift for 22 ship years. No communications have been 
received from Earth since the ordeal began. The crew remains defiantly, almost obessively, devoted 
to finding TC f, using the time to try and better understand their circumstances. Evidence points to a
weakening in the field's strength, but the crew have no idea what awaits them on the other side. 

One other important event happened in 2049; the first ever childbirth in space. Soren Kierke was 
born only weeks before the pulse hit. 



CHARACTER

Physiology

Male

22

Auburn hair, pale complexion 
due to life under artificial non-
uv lights,
dark brown eye color

Upright, rigid posture 

Neat, tidy appearance, slightly 
makeshift or improvised 
clothing and accessories as a 
result of living outside mission 
parameters 

Right ring finger amputated in 
accident involving artificial 
gravity malfunction

Slight muscular build, 
physically fit as a result of 
lifelong spaceflight exercise 
regimen to combat muscle 
mass loss/bone density 
reduction 

Sociology

Classless society, but driven by 
authority due to the presence of
highly trained/specialised 
crewmembers. Grew up in an 
environment that encourages 
making oneself useful, 
respecting superiors, and 
intellectual development.

Occupation includes taking 
care of tasks that are to 
physically draining or 
dangerous for older/more 
mission critical crew members.

Privately schooled in basic 
maths, sciences, history by the 
mission’s education 
software/professional. 
Encouraged to pursue own 
interests and explore the ship’s 
knowledge base.

Soren’s parents are mission 
critical personel, running the 
Isaac’s medical labs. Soren has 
a stable relationship with his 
family, and relatively little need
to rebel during his teenage 
years. He is aware that he is 
being groomed to a degree by 
his parents and the other crew 
members.  

Soren’s family is Danish-
American from his father’s 
side, and British from his 
mother’s side.

Soren grew up in a community 
consisting entirely of adults, 
and never had peers.

Soren can often be found 
browsing the digital libray for 
subjects that interest him, and 
occasionally tinkers with 
materials and equipment.

Psychology

Soren holds logic, intelligence, 
and openness in high regard. 
Being raised in a multicultural, 
academic environment with 
very strongly opinionated and 
educated adults has forced him 
to adopt a diplomatic approach 
to people, but he feels that his 
opinions are not always heard.

Soren is very curious by nature.
Although not particularly 
daring, he spends a lot of time 
thinking about exploration and 
treading new ground. He views 
his time on the Isaac as leading 
up to something. This idea 
motivates him to keep thinking 
forward away from doubt.
Conversely, he does often feel 
completely trapped, wondering 
what it would be like to leave 
his life behind completely. 

Although the majority of the 
crew seem to like him, he has 
never felt entirely accepted. He 
feels that a portion of the crew 
see him as a burden on the 
mission’s resources. He is 
unsure of how attached he 
really feels to his family and 
shipmates. He is generally 
introverted, and is prone to long
periods of introspection.

Soren is determined to prove 
his value, and unconditionally 
puts the mission before 
anything else. He is absolutely 
devoted to ensuring that the 
sacrifices of those around him 
are not in vain, and most 
importantly, realises it is his 
only way out of entrapment.

Soren is routinely evaluated by 
the ship’s psychologist.



IMPLEMENTATION

Based on the combined causality of the setting, the character cauasality as dictated by the bone 
structure, and the communication of the proper affordances, the predifined functions and the 
micronarratives they contain begin to take shape. (For more in depth material on the individual 
causalities behind the discussed predifined functions, please refer to attachment 1) The following 
figures highlight key ideas in the implementation of  Lankoski's model as adapted to spatial 
narratives.  (Fig 4 – 9)

Figure 4: Views from the center of the room



The two main areas of the environment are a cargo bay and a connected observation deck. In figure 
4, the player enters the middle of the room and is caught between two more or less enclosed spaces. 
Soren has arranged the remaining cargo in the area to give himself a small measure of privacy, with 
is sleeping area being almost entirely tucked away. There are several important implications in the 
basic items the room contains; it tells the story of Soren moving in and making the space his own 
over time. Examples of this include his adaptation of modular cargo boxes into makeshift furniture, 
and his opting to forgo the majority of the bright, clinical ceiling lighting for more subdued portable
lights around the room.

Figure 5: Soren's sleeping area

Figure 5 shows the first true prefined function in the room. Soren has adapted cargo boxes, spare 
foam, and a sleeping bag into a bed arrangement. The sleeping bag communicates a temporary or 
improvised occupation, but the accumulation of beverage containers and dedicated alarm clock 
indicates a protrated stay. Attentive players can make out details about the setting by looking closely
at the alarm clock, and Soren has stashed away pill containers under the nightstand. There is also a 
heavy looking toolbox and a spare sleeping bag under the bed.



Figure 6: Cabinets next to the bed

Across from the bed sits another predifined function. Soren is filling drinknig containers via a 
machine connected to the ship's moisture collection system. The cabinet stores a very small amount 
of clothing, and some dried food and moisture collection equipment. Additionally, the whiteboard 
gives a glimpse into the daily life of the room's occupant, inlcluding a name of a Doctor located 
elsewhere on the ship, hinting at a connection with the pill containers stashed around the area.

Figure 7: Soren's desk



At the other end of the room, a more open area features Soren's working space. Figure 7 focusses on
the desk area. This area shows off some of the technology of the setting, as well as hinting at the 
character's name. Another pill bottle an several liquid containers can be found. 

Figure 8: The working table area

The predifned function at the table is dominated by a large hi-tech 3D printing apparatus. Many 
material containers are also found, some emtpy and some full. Soren's latest printing object is found
on the table as well, accompanied by some tools.

Figure 9: The observation deck



The final area is the observation deck, which is connected to the main area via a 
passageway that also features an airlock door. This room is more disorganised than the 
others, and it appears that the occupant spends a large amount of time here, judging by 
varies glasses and food packs that are found. There is also a personal learning console, 
displaying various research data centered around advanced forms of 3D printing, such as 
Atomic layer deposition (ALD). Next to the console is a case containing several digital 
storage units similiar to the one plugged into the side of the console. More cases can also 
be found, as well as a case knocked over by recent (perhaps sudden) activity. Given the 
most likely enormous storage capacity of future generation storage devices, it would seem 
that Soren has a wealth of information at his fingertips.

CONCLUSIONS
The various examples of predefined functions that ended up being implemented in the environment 
represent a portion of the options available given time constraints. Objects at this point feature hints
at their functionality afffordances, but the lack of proper texturing work leaves room for information
regarding age, condition, and construction material. Additionally, more small props can impart more
specific detail to the various frames, and can serve to support a causal narrative that can string 
players along between the predifined functions, drawing on the player's desire to interperet the 
information given. Leaving each function slightly modified by this connective narrative (e.g spilled 
coffie) more details on the character can be given through the result of his or her reactions.
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Attachment 1:
ENVIRONMENTAL STORYTELLING NOTES

SOREN'S ROOM 

(NOTE I will most likely organically create ES situations while in the construction phase. I have 
tried to write down as many ideas as possible, but have found out
that pre-defining everything is more trouble than it is worth.)

Location: Utility Storage Ring, rear half of ship.

Bone Stucture Elements I want to telegraph:

Name, Sex

Curiousity

Creativity

Interest in exploring space

Devotion to mission / Occupation to a degree

Loneliness

Status of family

Bone stucture Elements I want to leave ambigous / explorable:

Age

Relationship with parents

Relationship with psychologist

Detachment from surroundings / resentment towards situation

Occupation to a degree

Overarching narrative (A sequence of events that ties the ES Shots (or predfined functions) 
together.)



Story Elements I want to telegraph:

Location

Original Room Function

General Tech Details - Power supply, materials, new technology

Story Elements I want to leave ambigous / explorable:

Exact Date / Time

 Ship Status - wear and tear, recent events, supply status, etc

Wormhole 

(Generally speaking, constrain ES details into objects that already inhabit the room, before adding 
new ones.)

Ship Causality:

Soren has taken up residence inside the storage ring of the ship, near the rear. Although the ship 
systems can theoretically support the crew indefinitely (given that no critical modules are 
irreperably damaged), the ship was stocked with a large number of loose supplies, most of which is 
food or medicine related. (No one likes to live off of nutrient enhanced water and artificial meat 
substitutes) By the time that Soren was old enough to want / be able to live alone, enough room had 
been cleared in the storage area to allow him to move in. He ended up claiming a relatively small 
storage bay which used to contain units full of various tech, such as portable 3D printing devices, 
used for all manner of material production. He chose this area because it also led into a small 
observation deck attached to one of the storage ring's air locks. Generally speaking, the space age 
materials that the ship is constructed fom have held up fairly well over the years,
but it is clear that some of the more organic or complex features of the architecture have started 
giving way or have outright required replacements. Additionally, power access has been more or 
less evenly spaced throughout all ship areas; sanitary facilities have not.

Although the storage area contains a restroom, Soren must travel to the residential ring nearly 
halfway across the ship for other needs. The only way to get water
in the storage area is by collecting it from the moisture collection systems installed in every room. If
the reserve runs dry, 

Soren must again travel to the residential ring. His phyisical location on the ship in relation to the 
rest of the crew has probably contributed to Soren's feelings
of isolation / mistrust, although it has granted him relative peace and quiet to do as he pleases.  

- Visible state of the environment must echo this greater set of events / motivations. Examples of 
suggesting a repair process include varying color tints and degrees of filth, 

- Some more critical or attention grabbing details can be used to illustrate how Soren would fix 
something, if left to solve the problem by himself.



- All ship areas feature at least the following systems: Lights, heating, moisture collection, oxygen 
(ventilation), power grid access, location denotation / directions,
emergency systems.
 

Room Causality:

Main Room (Storage)

The main storage room would have become more and more "homely" as time progresses. It makes 
sense for Soren to have first used the objects already available, 
before dragging in new ones. He might also have made creative use of the systems in place for 
moving cargo. Since it is a cargo bay, the room has no windows and relies heavily on artifical lights.

- Room contains system remnants e.g. clamps, magnet plates, hooks, boxes (empty and full)

- Room contains the following living arrangements as a minimum: bed, cabinets, table, lights

- Needs to communicate the lengths that Soren has gone through to make the space his own and as 
comfortable as possible.

Side Room (Observation Deck)

Connected to the storage area is a small observation deck with its own airlock. Every ring on the 
ship has several of these, so the the amount of people that
actually use this area is very small. Soren is often tasked with suiting up for inspections or small 
repairs on the outside because of his youth. He often goes
on unnoficial spacewalks to relax or kill time. Soren has converted the room into his own little 
corner. The large viewing windows provide a decent amount of ligt.

- This room contains alot of Soren's more sensitive belongings; various 3D prints and magnified 
viewing equipment to observe the stars and gaze
at the strange spacetime effect of being caught in the loop.

- Soren feels most at peace here; he can even lock the doors from the inside to isolate himself. It 
might also cause him to care less about clutter and tidyness.

Predefined Function (Shot/Frame) Breakdown:

Main Room

Bed 
- Soren's bed has been repurposed from items already in the room. Since creating a complete bed 
frame out of raw materials is rather wasteful,
he has created a bed for himself by taking a spare sleeping bag and fastening it to the top of several 
overturned storage boxes. This way,
he sleeps off the ground, and has some storage space under his bed. To cushion the top, he has 
padded the boxes with some foamed materials created with the ship's production facilities. 



- Sorens bed also features a nightstant sporting a digital clock-like system and a personal comm 
device.

- Slightly behind the nightstand, perscription pill container can be found.

Cabinets 
- Like his bed, Soren has improvised storage space for the relatively few clothes he owns. This is a 
stack of used storage containers cleverly fastened down using the room's cargo systems, such as 
magnet plate systems and weight anchoring points.

- Near the cabinets sits the water moisture system as described above.

- On one side, Soren has started using a notice board to keep track of his thoughts.

- On examination, players can discover a damaged glove missing the ring finger section.

Table(s)
- Unfortunately for Soren, the mission did not include any provisions or living materials for an extra
occupant. This means that 
he was forced to creatively re-cycle the materials that were no longer useful. To create a table to sit 
at, Soren cut up and re-joined 
parts from various sizes colors of storage box to form a table.

- The table now features a small 3D printing machine. This is used, in conjunction with various 
recycled items, by Soren to create art projects.
Although the machine features a blueprint system, Soren has applied a manual mode. The table may
feature other items, but it is abundantly clear that
the 3D printer is more important; Soren has moved all other items out of the way.

Desk
- Soren went through a process similar to the creation of his table when constructing a desk for 
himself.

- The desk features Soren's personal computer system (one of the few items that the mission has 
spares of), displaying his incoming messages and recent work requests. 

- Also located on the desk are various items that further hint at Soren's personal life and recent 
events. 

- The wall behind the desk has several posted or framed images, these present the oppertunity to 
elaborate on the setting.  

Lights
- The cargo space comes equipped with  plentiful and effective lighting. However, since the space 
was never meant to be occupied, the lighting is very clinical and cold. Soren has chosen to forgo 
using the standard lights, instead choosing to live in a very calm and dim atmosphere, illuminating 
the areas where necessary. This effect can both be used to demonstrate Soren's mood and taste, and 
draw the player's eye.

Message console



- Message console displays missed calls and recent conversations, as well as other relevant 
information.

Side Room

Learning Supplies
- Soren uses both digital and physical items for learning and personal research. Among this 
equipment is a personal interface (laptop) that he has received the majority of his formal education 
from. The room contains many books, discs, and other personal items.

- The art projects Soren has created show a progression of materials used, showing their origins in 
different ship states in terms of resource scarcity.

Stargazing equipment
- Aimed out of the viewing windows sits a high power telescope device, and several print outs of 
telescope snapshots. Soren has been monitoring the visual phenomena outside, as well as just 
stargazing out of interest.  

Airlock
- The Side Room is connected to a small sizes airlock. Although the room is not accessible, the door
systems are quite massive and present. They hold significance for Soren, as they represent a small 
measure of freedom and self determination. He hopes that he may one day use them for more than 
just quick external surveys.

Spacesuit Storage
- Just outside of the airlock is a spacesuit storage unit, containing two suits.  SCRAPPED

Connective Narrative:

The point of the connective narrative is two-fold, both to guide the player through by deciphering a 
series of events, and giving the player a window
into the history of the room. An example of this could be the residual bloodstains of an accident, the
varied coloration of similar room elements that have undergone repair, places that have received 
more cleaning attention than others, or a stockpile of 3D printing materials.

This series of events connects the prefined functions:

- Soren was awakened suddlenly due to an urgent call.

- After a quick conversation with one of the engineers, he learns that a pressure drop has occurred 
on the computer ring near the rear of the ship,
only 30 meters to the right of Soren's location. 

- Soren uses his telescope to try and locate the problem on the external hull, before suiting up and 
locating the right tools.



- While busy making repairs, a destabilisation in the wormhole loop occurs as Soren arrives at the 
problem area. (It seems as if the age of the ship is having adverse effects on the inner wall sealants 
meant to prevent such leakage. This has potentially severe ramifications for the journey.)

- The destabilisation is felt throughout the vessel, and unfortunately dislodges a piece of 
communications equipment on the outside of the computer ring. The piece strikes Soren and 
ruptures his suit at the elbow, also badly cutting his arm. Luckily, the suit's depressurisation 
measures activate in time to prevent deadly pressure loss, and keep the vacuum of space from 
wreaking havoc on Soren's exposed circulatory system.

- In determined panic an fading consciousness, Soren makes his way back to the airlock, discarding 
the suit and frantically rushing to the first aid station on the storage deck. In the rush, he also 
disturbs some of the items in his room. 
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