The State of Play:
The Cultural Phenomenon of
Interactive Gaming

Alex Bleasdale

Thesis Submitted for Master of Philosophy
(Mphil) Qualification

Submitted: 30" September 2002



| hereby declare that this thesis has not been igdaneither in the same or different
form, to this or any other University for a degree

SIgNALUIe.....o i



The State of Play: The Cultural Phenomenon of Intesictive Gaming

Table of Contents

Ackonowledgements Page i
Summary Page 1
The Nature of the Game: Growth of the Industry agé3

The Nature of the Film/Game: Digital Remediationl &onvergence Page 7

Section |I. Mapping the Field: Approches to Gaming

Introduction: Gaming as an Object of Study Pagd 4
User Analysis: Ethnographic Research Page 15
Reception Theory Page 16
Subcultural ‘fan’ research Page 17
Textual Analysis: Narratology Page 18
Analysis of Play: Ludology Page 19

Chapter 1. Reading Narrative: Structuralism, Formalism and Beyond

We begin with narrative Page 21
Transitions: Russian formalism Page 22
Formalist-structualist analysis at work Page 24

Chapter 2. New Convergences: Digital Narratives an€inema Theory

Did the Computer Eat Hollywood? Page 36
Screen Theory: a Brief History Page 37
Digital Convergences Page 39
The ‘new’ cinema: what’'s new? Page 40

Analogue / Digital Interleave Page 44



Section II: Physical, Virtual and Game Spaces

Chapter 3. Physical Space: Perspective, Navigatiand Spatial Configuration

Introduction Page 48
The Vanishing Point: Origins of Perspective a0
Cézanne: “The View Contains the Viewer” Page 53
The Science of Cubism Page 58
Analytical Cubism Page 59
Escher and Layered Perspective: Labyrinthine Space Page 61
Architecture and Space: Jameson’s Bonaventure Hotel Page 62
The City as Labyrinthine Space Page 65

Chapter 4. Spaces Il Virtual Spaces — Cinema, CADYR and Internet Spaces

The Origins of Virtual Space Page 66
Cinema and Virtual space: Film Architecture and kége Page 68

Eisenstein’s Film Form Page 70
Architecture and Film Page 72
CAD: The Three-Dimensional Virtual Camera Page 7

Chapter 5. Spaces lll: 2D and 3D Game Spaces, Garbesign, Mise-en-screen

Introduction: the Human Computer Interface Page
Thinking through Interface Page 84
Game Spaces Page 87
Understanding Games: The Question of Interactivity Page 88

The Evolution of 2D and 3D Games: Spatial Mappind Blavigation Page 90
Universes in Bytes: The Coding of Early Game Spaces Page 93
Early Game Interfaces Page 95

Designing Immersion: The Development of 3D Spaces Page 97



Section lll: Players and Contemporary Gaming

Chapter 6. Making Sense of Gaming: Affect and Intesities within Games

Introduction Page 102
Understanding Gaming: Affect and Intensity PhQé
Affect Theory: Accounting for Player Involvement Page 109
Affects, Fans and Gaming Culture: The CasBlatk and White Page 111

Chapter 7. Team Play: Hyperplay, Mods and Customisizon

Introduction Page 118
The History of the Doom Space Page 119
Gaming Environments / Gaming Engines Page 120
Communities oDoom Making Gaming Mods Page 121
Half-Life: Counter StrikeandUnreal Tournament: Tactical Ops Page 122
Conclusion: Online Entertainment Page 124

Formal structures: progress made in understandisgyad and analysis  Page 125
Architectures for Information and Design Patterns Page 127
Beyond ‘Structures’. gaming, play, art and ludology Page 128

Bibliography Page 131



The State of Play: The Cultural Phenomenon of Intesictive Gaming
Summary: Research Aims

In writing this piece, my aim is an attempt tdidiby some of the questions | have
found myself asking when | have been thinking algauhes, or discussing them with
other people. My intention is to explore what negaming significant as a cultural
phenomenon and begin to examine the exponentiadlyigg industry within the UK
for the appeal it has offered to its gamers, anzbtesider some of the ways in which
games are appropriated and used by consumershdyelto indicate within this
piece, this is an industry which is growing glogahd at an exponential rate —
especially within Britain — many game design com@siare expanding and hiring.
Perhaps unsurprisingly, then, the majority of mgeagch into games will concentrate
on case studies and products that have been apdpuér within Britain.

My intention is to try to create a blueprint Boway in which games can be
approached and thought about. If film and literamglysis have such a solid
‘language’ upon which such analysis can take plaaed games, to some extent
mirror films — then what kind of ‘language’ woulcewuse to begin to allow ourselves
to understand — and analyse — what happens wh@taywgames and the ‘effect’ of
that ‘play’ as it is played out by a user? Morgartantly, | will address the question
of ‘what’ gamers ‘do’ with games.

In order to answer these questions, | will adsltese issues in three sections:
firstly, through ‘theories’: the first two chaptessll address the development of a
plausible route for theories on gaming through loglat early forms of analysis, such
as formalism and structuralism. In the second wrapwill explorehowthese early
forms became integrated into the analysis of mimtias — such as film — and offer
some means for mapping, or adapting, these thetormst interactive gaming forms.

The second section will consider ‘spaces’ andllwork through theories on the
origins of perspective and into ways in which pbgkspace has been ‘adapted’ and
represented by artists over the past three cestdr@n Post-Impressionism to
contemporary forms of imaging. In the second oérapt this section, | will begin to
explore theories of virtual — non physical — spaed how these become both used
and appropriated through film design, Computer Ai@esign (CAD) and networked
spaces. The third chapter will pick up theorie8ined in the previous two chapters
to begin examining the origins of ‘game space’:¢hesation of universes in code.

The final section will examine what | will caljame forms’. Using contemporary
game structures as case material, my intentiom ¢emsider how gamers use the
resources they have to ‘get the most’ out of tgames. Using the wealth of online
information pertaining to new games, | will consitiew these games are talked
about, adapted and supported through the userséhess. Much of the first chapter
will consider notions of ‘affect’: the emotionalrcancy invested into these products.
The second chapter will consider how games have bptmised (or adapted) for
multiplayer scenarios. Most games now have rostaoeled into them to allow the
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game to be used over networks. | will explore sofrte ways in which these games
are adapted and ‘used’ for online situations.

The rest of the thesis will set the parametefsatme a context for the current state
of the industry. By doing so, | will continuallx@mine the evolution of academic
enquiry into this area through a ‘mapping’ of theerent academic field.



The Nature of the Game: Growth of the Industry

In the UK alone, the leisure software industrw@th an approximated $3.5 billion,
pitching it in front of the TV and film industriés Of that percentage, statistics
published by the European Leisure Software PubitshAssociatiofELSPA) in 2001
claimed that the joint sale of games and hardfameke a record £1.6 billidnthey
concluded that more was now spent on gaming thagoong to the cinema or home
video rental. Unsurprisingly, a recent report,egong just after E3, the gaming
industry’s biggest annual expo, stated that thed tetvenue from games totalled $9.3
billion*, outpacing Hollywood'’s box office total of $8.1llltin°. These figures —
while admittedly vague — serve to demonstrate boglscale and the growth of this
industry; demand for both software and console§HFA went on to suggest, had
increased 36% on the previous year. The UK commatae market is now the third
largest in the world, outstripped only by the U8l dapah

In fact, 2002 has seen an overall acceleratiaaka-up for broadband internet
services within the UKand while there is no strict correlation betweseyiotential
use of broadband and the growth of the gaming imgus should be taken into
consideration that almost all major title gamebéaeleased have multiplayer
elements built into them. Certainly, the growtrbodadband access, coupled with the
increasing popularity of gaming, has led to thdifen@tion of dedicated online games
such as Sony'Everquestand Electronic ArtsUltima Onlin€. Recent research
published by DFC Intelligen¢® an interactive media research group, has conglude
that by 2006, the number of people playing gamds®will have increased six-
fold:. Many home computer games have popular follos/iine; these will be
discussed in greater detail when | explore mulggtagyaming forms in chapter seven.

Of course, the growth of broadband internet axopens up much of the potential
for the speculated increase in online gaming. rattéve entertainment forms such as
gaming, will be considered a key component of badtihwusage and ultimately serve
to fuel further increase of subscriptions to digs@rvices, although there is a growing
sense that heightened access to increasingly ldigiéent will benefit every sector of
society, from home users to corporations; indeenly Nabour has made explicit their

! See «<http://www.cric.ac.uk/cric/gamerz/- although it is not specified exactihatconstitutes

‘leisure software’; could this, for example, alsalude cinema releases on the popular DVD format?

% They define this as ‘games and consoles’; solihidear whether the home PC market would have

sales included in this figure. |1 am working on gremise that they as#rictly considering consoles.

% See: <http://www.elspa.com/mediapack/intro.html

* Again: this figure is not explicit in relation the area covered. As E3 is an expo based in thé US

am working on the premise that the numbers applyto sales derived in within North America.

® Source:<http://www.usatoday.com/life/cyber/tech/review/20823/e3.htr

® See:<http://news.bbc.co.uk/hi/english/entertainment/nevedia/newsid_1752000/1752522.5tm

! See<http://news.bbc.co.uk/hi/english/sci/tech/newsidb8000/1755343.stmand

<http://news.bbc.co.uk/hi/english/business/newsid 7000/1717433.stm

8 See:<http://everquest.station.sony.com/

® See:<http://www.uo.cont

1% See:<http://www.dfcint.com#

1 See alsoxhttp://www.ispreview.co.uk/cgi-bin/ispnews/printnewgi?newsid1023457528,85446,
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vision of ‘broadband Britairi?, in which MP Patricia Hewitf has pledged that by
2005, the UK will harbour ‘the most extensive anthpetitive* broadband market

of the G7 countries, ensuring availability of dagibroadband access to all parts of the
nation. Whether they manage to reach such an mubitarget is subject to debate;
but primarily, a key consideration is that the goweent and British industries - and
finally, consumers - stand to benefit from the eohtion of high-speed digital
services. The broadband ‘boom’ fuels the growttla@melopment of content and
services, which in turn fuels employment, whichl$umore services for consumers —
and so on.

Although several warnings have already beenregstrding Britain’s digital future:
initially, questions were prompted regarding thie d five 3G licences in 2000,
raising the government £22.5 billiGnwhilst confirming the spiralling future for
high-bandwidth services for consumers. The collaydTV digital in May 2002,
which left 1.2 million viewers with nothing moreaih a blank screen and a useless
box, with no intervention from the governm€rand the clear and present monopoly
owned by BT over all ‘telephone based’ broadbantbap for consumers within the
UK all suggest that the path towards attaining thisipn will not be an easy one.
Although £30 million has been provided by the goweent in order to help ‘wire up’
areas with limited acceSsand a £3 million marketing campaign launched in
December 2007 was launched to state the government’s intentitiese is possibly
a feeling that a key motive of getting Britain ‘@@’ surely will rest on their hope of
being able to sell off all the analogue bandwidthé veritable ‘bomB™.

As home networking technologies become more pofiidnd newer operating
systems optimised for faster motion graphics, askWindows XP (Microsoft) and
OSX (Apple) series enter the market - coupled aifiroliferation of new gaming
consoles which allow for networked gaming usingraernet connection - it would

2 The government’s plans and publications can afbbed from <ttp://www.e-envoy.gov.ulk/

13 See:<http://www.patriciahewitt.labour.co.uk/

14 Cited in: <http://news.independent.co.uk/digital/featuresistep?story=282266 An excellent
article explaining the government’s current thirkian approach dubbed the ‘Heineken Strategy’ by
Patricia Hewitt, can be found ah&p://news.zdnet.co.uk/story/0,,52084406,00.k1tml

15 See<http://www.electronicstimes.com/story/OEG20020503&8 and
<http://www.vnunet.com/News/11032%1

16 See:<http://media.qguardian.co.uk/itvdigital/story/0,18236943,00.htrm
<http://www.guardian.co.uk/uk_news/story/0,3604,788.90.htm}

17 See:<http://media.guardian.co.uk/city/story/0,7497,68890D.htmb

18 See:<http://www.theregister.co.uk/content/22/25358.htmhd
<http://www.quardian.co.uk/internetnews/story/0,7349364,00.htnH

19 <http://news.bbc.co.uk/hi/english/sci/tech/newsidd 100/1791927 .stmfor examples of how this
is being realisedsee:<http://news.bbc.co.uk/hi/english/sci/tech/newsid31800/1931217.stmand
<http://news.bbc.co.uk/hi/english/sci/tech/newsid7 A000/1777972.stm

20 <http://news.bbc.co.uk/hi/english/business/newsi®9DH0/1689929.stm

2! Their analogue television bandwidth — 48 frequesan all — is currently used for the hosting af th
five terrestrial TV channels within the UK. Wheigital reception is standard, these become ‘spare’
and the government could stand to make betweea £8a billion from selling both the apparatus and
the wavespaceSee:<http://news.bbc.co.uk/hi/english/uk/newsid_4490@98K49.strr and
<http://news.bbc.co.uk/hi/english/sci/tech/newsid)@@/450313.stm

22 <http://news.bbc.co.uk/hi/english/sci/tech/newsidc AB0/1869151.stm




seem that the time for gamers has indeed comanAsademic discipline however,
thestudyof leisure software — or, as | prefer: formsraéractive gaming- remains a
reasonably fresh area in comparison to other @llfarms such as TV or film. The
academic field — and the current thinking on gaarebinteractivity — are aspects
which | shall examine more closely later in thisaaluctory chapter and explore
further in chapter two.

Over the past twenty years, the UK has frequdrgbn renowned for its innovation
and originality within the sphere of game developtfte At the beginning of 2002,
The Timeslaimed there were more than 300 games developtoempanies in
practice Culture 6/1/02:49), developing for all the major contergdplatforms such
as Sony'PlayStation Zonsolé* Microsoft's X-BoxX>; Nintendo’sGame Cub® and
the Macintosh, Linux and Windows based platformgiie Personal Computer (PC)
market.

It has been suggested that almost three quaft@eople under thirty (within the
UK) have played a computer game and of these ptejfgames on a regular b&éis
It is becoming commonplace for games to have dewvedmt costs exceeding £1
million; financially placing them on par with matgw-budget European film
releases. The BAFTA award winnffi@@lack and Whit¢Lionhead Studios, 2001)
cost £4 million to make and as gamers’ expectations rise, hardware inesdaoth
speed and capacity in unison with gw®peof the complexity and functionality
encoded into the games by the software houses, thatdevelopment costs seem
likely to increase. Increased game developmerntsawd have significant effects:
firstly, games themselves are set to increaseisteadt! predictably in price;
consequently users (or players) will want to tadsslIrisks with one-off game
purchases and — in the majority of cases — willtrhksly only buy within a select
range of games, being those owned by their friemid)ose which either ‘score’
highly in reviews, or exist as part of a ‘succebsferies of gam®. As such,
successful formulae or ‘game genres’ have beenlale»@ and re-hashed, either in
their own right, or as conversions of successfmidior storie¥.

%3 See Collins, B. and Garratt, P. (2002:49). This vieas also reinforced by Tony Blair, back in July
1997, when he published an articleTime Guardiarcalled ‘Britain Can Remake it which listed
Bullfrog, a leading UK game developer, as exemptdrgemonstrating the ‘breadth of British product
design’;see:<http://www.bullfrog.co.uk/uk/html/Frameset_filesftnhtm/> and
<http://lwww.wired.com/news/print/0,1294,39359,00.lk#m

24 geex<http://www.ps2home.co.uk/ps2 _games_developer tiisth

2 gee<http://www.gamespot.co.uk/stories/news/0,2160,2831®.htmb and
<http://www.xbox.com/uk/Games/catalog.lx#m

26 gee:<http://www.nintendo.com/games/master _list_respl®gystem_id=$,
<http://www.gamecubeuk.netand <http://www.gamesdomain.com/news/7502.lml

27 See<http://www.cric.ac.uk/cric/gamerz/

%8 For Music and Interface Desigsee <http://www.bafta.org/5_ie/5 WINNERS.htm#artBlack

and Whitealso won 3 EMMA awards:http://www.emma-foundation.org/2001winners/winnens/>

29 See<http://www.gamasutra.com/features/20010613/molyngfixhtn

% For example: Cyan Softwareidyst, Riven andMyst I1I: Exile; or DMA’s Grand Theft Autdrilogy.

31 A recent look at the Electronic Arts itinerarkitep://www.ea.con¥ reveals licences falames Bond
007: Nightfire American McGee'&\lice andHarry Potter and the Sorcerers Stone
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This could mean that publishers will ultimatedkelessrisk over what they agree to
licence, sticking to fixed game blueprints and hass models in order to maximise
profit and minimise losses. Also, in the eventoifporate giants such as Sony and
Microsoft all vying for competition within the cooke landscape, a demonstrable shift
has occurred ihowthe gaming market has been viewed: an area edrimhbaeavy
investment and budgets getting ever closer to thb#ee film industries within the
US and worldwide. Indeed, working from statisgeslished by the Interactive
Digital Software Association in 1948 Stephen Poole confirms what Sony had also
realised when they launched their highly succe¥stonsole: that the ‘average age of
videogame players is now estimated to be twentyfane63 per cent (...) are over
eighteen (...) 29 per cent (...) are thirty six yedrage or older (2000:20). So
games increase in price and cost more to devetogaime players (like Poole
himself) grow older, the market for gamers chartgagflect these changes. Sony
was quite specific about how they should markeit tensolé* and they got it right.
The outcome of years of research into hardwaresaftdvare development has led to
the creation of increasingly more intricate anchdetl games. This, linked to an
ageing demographic for gamers — has led to theofipeoduction of games with more
‘mature’ or ‘adult’ content. More graphic and ‘ddgontent has lead to the
formation of organisations like the Entertainmeoft®are Ratings Board (ESRB)
whose purpose is to monitor and classify game com@tecording to target audiences;
essentially they are a consumer watchdog for thestny, working much like the
British Board of Film Classification (BBF&)within the UK. In sum, over the past
twenty years, game development has moved fronetred bf a number of small
‘cottage’ companies to a chain of big entertainntampanies owning a range of
smaller production houses, a similar model to wiwtake for granted within the film
and music industries.

Interestingly, the increase in the prices of gaumes been met by rigorous ‘price
slashing’ on consoles by the ‘big three’: Ninten8ony and Microsoft. As all are
competing globally for the lion’s share of the colesmarket, all viciously work to
outbid the other in terms of price: Nintend@ame Cubeseems to be the current
cheapest console availaffleselling at £129.005purce:Dixons.co.uk 17/06/02);
Sony'sPlayStation 2£193.468 (Ibid.); Microsoft's X-Box® £194.95 Ipid.), meaning
— certainly in the case of Microsoft — that theg aelling units at a distinct loss
around the world. Although the games for thesesol@s currently range from

%2 Full - and detailed — statistics and analysichefrthighly extensive consumer research can bedfoun
online at: <ttp://www.idsa.com/releases/consumer.btml

3 As Poole (2000) explains, an estimated ‘1 in 5setwlds in the UK hasRlayStation worldwide
sales of its console have topped 70 million’ (20B8ck Cover). For an indication of sales of the
PlayStation 2see fttp://www.scei.co.jp/corporate/release/pdf/020108&

% For an idea of where Sony ‘filled a niche’, lisieébrmation reflects the demographic groups
different consoles are aimed ahttp://computers.sympatico.ca/viewz/guides/consaiepitm>

% See:<http://www.esrb.org#

% The British Board of Film Classificatiorhttp:/www.bbfc.co.uk

37 See:<http://www.afterdawn.com/news/archive/2846.efm

% See:<http://www.idg.net/idgns/2001/06/29/SonyCutsPric@@ryStation2.shtrr

%9 Microsoft’s console has effectively seen a 50%ungidn in price since its first European release:
<http://www.afterdawn.com/news/archive/2831.efmMicrosoft is now losing money on sales of its
console worldwidesee:<http://www.gamitopia.com/news/stories/2002/04/2184637501.php
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between £30 to £30 the average price across all three platforms foew’ release,
then, seems to settle at £45.

My suspicions are that our ‘average’ twenty-oeanold gamer is likely to buy
somewhere between three and six titles per yedraarthe costs of these games
increases, so to does the ‘average age’ of theehtrky are aimed at. In other
words, both Microsoft and Sony are right to aim rtinegority of their advertising at
the ‘average’ twenty-one year 6fdas these are the group who are most likely now to
be willing to spend £45 on a long-awaited new tiffenally, there has always been a
price range within which games have sold from gati@n (of machine) to generation.
In the 1980s, the average game for an &biachine would cost between £5*10
(where ‘budget’ games cost £2 and§3the introduction of the 16-bit machines
towards the 1990s, such as the Atarf3ihd Commodore Amid&saw prices rise to
£20-£30 (again, ‘budget’ ranges were between £5£40). Finally, one of the other
noteworthy attributes to the growth in game prictogld also be placed on
mainstream advertising and promotion; while it @dolly comes as no surprise that
higher budget games will be promoted using a laageertising budget, there are
many aspects of gaming which aren’t using advediso its full potential; the spaces
within 3D games often cover huge areas; if a gamsh asThe SimgElectronic Arts,
2000) selling three million copi&s could gently begin to introduce advertising
through the products the user dary within the game, development costs could be
curtailed, ultimately meaning a cheaper end prd8udthis, | think, will happen;
particularly as Microsoft and Sony market their soles so aggressively, and while
intertextual tie-ins between games and other (didwey based) media forms exist.

The Nature of the Film/Game: Digital Remediation ai Convergence

Between May and September 2002, London’s Bartseatre will pay tribute to the
rise and rise of home interactive gaming in an leitbin called ‘Game Orf° which
houses a museum: a curated collection of old gathesnning on old, refurbished
hardware. The collection will then go on an in&gional tour: the next stop being
The Museum of Scotland, Edinburgh

0 Xbox games range from £29.99 to £49.99, new titlesaging at £44.99; PlayStation 2 - the console
which has been out for the longest period of thegh games range from £19.94 to £44.99; Game
Cube games range from £39.99 to £4438ufce:Dixons.co.uk 17/6/02)

41 See:<http://www.businessweek.com/bwdaily/dnflash/apr2@€?001043 175.htm

“2 For definitions on calculating bit-ratesge: <http://www.webopedia.com/TERM/B/bit.htel

“3 For an overall view on pricingee:<http://www.retrogames.co.uk/RGonline/html/page_rhlht

4 See:<http://www.lysator.liu.se/adventure/Mastertronicl® and <http://www.old-
arcade.com/mastertroric/

4> See:<http://www.atari.stt

46 See:<http://www.cucug.org/amiga.htealand <http://www.amiga.con¥

47 See:<http://www.gamanetwork.com/press_032101.ktml

“8 Although this has been my theory for a long tiregarding games and advertising, | am pleased to
report that people are beginning to mention it nGke salon.com article, published in 1999, also
gestures towards games as ‘ad-spackgpd/www.salon.com/21st/feature/1999/03/22featuiral>

9 See:<http://www.gameonweb.co.uk/

% Source:<http://www.noblepr.co.uk/Press_Releases/barbicanégan.htrr




Countless hundreds of websites pay homage t@ra@t terms of the computers
themselve¥, the game¥, remakes of old gam&sand the increasing popularity of
‘emulation®* technologies, a means by which old computer hamelaad software
can be simulated for nostalgia purposes. Thesiemgans by which we can begin to
realise that the classic games of the past renrdorgotten. Not only unforgotten,
but re-visited through hardware emulation and ré-ba newer platforms.
Additionally, really memorable games spawn sites — or fan pages — asmeois to
their ingenuity®. In the end, the thirst for preservation of abnputer technologies —
and their subsequent distribution online — candas sn the same way as the care to
which the British Film Industry painstakingly resge and re-digitises old filmsin
order to ensure — we would hope — their permanesigovation.

Interactive gaming - as a cultural form - hasted since the mid 1970s (Haddon,
1999:305); throughout the past thirty years, ganhiag moved from users playing a
series of simple electronic games on early consoidssmall devices such as the
many Atari consoles to large scale corporate malgr subscription games such as
Sony'sEverquesta game | shall discuss later. Indeed, gamindobeasme more
pervasive: big budget games are now advertiseghanmdoted in the same way as
films and music and the culture of gaming has libersubject of numerous films,
e.org/pd/interact.pdf 1>
computer hardware develops, doubling in capacigneeighteen montf§ it would

*1 For two quallity online examples of thige:<http://www.old-computers.com/news/default.asmd
<http://www.obsoletecomputermuseum.oergin a physical implementation of this, a musearBan
Diego actually houses the relics for public exdit <http://www.computer-
museum.org/groups/about.html

%2 A site containing a mass of information regardilagnes of numerous formats can be found at:
<http://www.retro-games.co.uk <http://www.mame.dk# concentrates on ‘roms’ that have been
salvaged from old arcade machines; aftg:#ftp.nvg.unit.no/pub/spectrumhas almost everything
ever produced for the ZX Spectrum available frora@xtremely comprehensit¥@ P site.

%3 See:<http://www.worldofspectrum.org/remakes.egind <http:/retro-remakes.emuunlim.corm/

The growth of usage of Macromedia Flash on manysite has seen the (re)development of many old
games using Flash itseffee: <http://www.newgrounds.com/collections/remakes.html|

>4 <http://www.emuhqg.con¥ offers links to an emulator apparently capatbleroulating Sony’s
PlayStation Zhardwareglso: <http://www.keepitretro.cors/ and <http://www.emulationzone.org/

% For example, | will use the popular gaflite (Acornsoft, 1984). lan Bell — one of the prograenm
— made his own resource site for a game which ppsaxed in versions for over 30 different
platforms: <ttp://www.iancgbell.clara.net/elite/ See alsoxhttp://home.clara.net/planetlarednd
<http://www.bbc.co.uk/dna/h2g2/alabaster/A711¥&d a busy IRC channel #alt.fan.elite

% See:<http://www.bfi.org.uk/collections/

*|In addition to the widely acknowledged rule setloyiMoore’s Law, which adopted the notion that
every eighteen months, computer processing spaduafalongside capacity; a statistic thjgpears

to have held true for three decades and is arguiliiyhe case nowsgeCairncross 1997:10)Seealso
Gates (1995:88); Anderson (1996:99); Castells (®6Mackensie and Wajcman (1999:3), the
exponential rate of development found within thgpslthemselves can also be gauged alongside other
developments in processing technologies (with aedit processors amdore‘efficient’ information
handling techniques such as parallel processibggsurprisingly, similar advances in speed, capacity
and efficiency have been mirrored in the realmrapyics and audio hardware: from accelerated
rendering and improved polygon ‘shifting’ rates pecond, to sound handling with support for 5.1
(Dolby Digital) surround and audio processing téghas such as A3D and EAX, which serve to
represent, or ‘model’ the acoustic parametersgif’an space (from a concert hall to a covered metal
tank). Such techniques have become set as progranstandards, which can be subsequently
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seem that audience reach seems to spread evesrfurthoth public (online) and
private (in the home) spheres.

Games place heavy demands on computer procesgiagitga This, in turn, fuels a
need to produce new hardware so that the softwaneately matches the gamers’
expectations. Where the changes in technologagaaty may have slipped by
unnoticed, however, we are seeing an increasingesior a market where
programmers’ and software houses promise new anisive game-spac&s
featuring bigger worlds and adventures than eviareewith graphics, whiclook
andfeelmore real than what have previously been seendefdpaces where
characters act, react and behave in a rifetéke way than we could have possibly
experienced: it is a realm where to seepl&y - is to believe; and it is the ‘[c]onstant
amazement at the predictable improvement of hamlaad software [which] keeps
players engaged’ (Stallabrass, 1996:105).

It's already beginning to sound like an advérhis, of course, is intentional. In the
2002 Game Developer Confereritéeld in San Jose, California, programmer David
Braben of Frontier developmefftfias suggested that the kind of rhetoric currently
being used to describe (and sell) gaming in 20@éhafeems to parallel that of the
growth of cinema in the 1928shis argument being thaeforethis time,
technological ability residedverfilmic content itself. He suggests that only nang
games beginning to ‘sell’ on content. Henry Jeskprofessor of Literature and
Comparative Media Studies at MIT, expressed a amiiew when he spoke in the
2001 Game Cultures conference, held by UWE, Brist&f? claiming that the
‘state’ of games now can similarly be likened te tinema of 1920s; gaming looking
set to become the dominant form of popular culturev Manovitch — who | will
discuss further in the next section — has arguaditbth the 1920s and the 1990s
became caught up in the premise of ‘new’ technefgiNew’ became a buzzword,
prefixing almost everything. Both decades, throtighdevelopment of ‘mass
communication’ technologies, possessed an entms@msnew’ inventions and
hence everything was somehow packaged as a tegjicallquantum led}.

Of course, the idea that cinema any time afterl®20s was sold purely on content —
and not technology — could be heavily argued agjdiese Angela Ndalainis would
argue that the differenadterthe 1920s lay in the notion of remediation, a tsha
borrows from Bolter and Grusin (1999) which claithat the ‘new’ media forms rely
upon historicity and repetiti6fi old mediaremediatenew forms through a process of

mapped into new games as they are produced; tdeaae@es existing as portable code which can be
imported by the games manufacturers at the devedopsatage.

%8 Poole (2000:136) cites the first real ‘immersigaimes as those employing a 3D engine, of which,
Wolfenstein(id, 1993) and latefpoom(id, 1994) were the first and most successfulsubsequent
chapters, | will discuss this term in greater dehait will do so with the inclusion of other gesrsuch
asMyst(Cyan, 1994), which, Poole has suggested ‘sweepaway with its beauty1i§id.)

% See:<http://www.gdconf.con¥

%0 See:<http://www.frontier.co.uk

®1 See slide #14¢http://www.frontier.co.uk/press/articles/gdc2002fsomnow.ppt

62 See:<http://humanities.uwe.ac.uk/

63 See:<http://www.manovich.net/docs/avantgarde_as_softwae

%4 Cited in<http://www.sensesofcinema.com/contents/00/5/barddu>




‘folding’: a term she borrows from Deleuze (19983Jow this patterms occurring
within game development, but only to an extent. atMihope much of my research
will ultimately demonstrate is that these new fomhgaming do work in tandem with
older forms of gaming and existing media forms.m@&a remediate probably more
than any other form by pulling all other media fermto them; the process of
production has even shifted this way. As gamirmystries grow and games come to
demand greater complexity still, so too will thgertise of other media fields — even
physical fields, such as architecture.

As Leslie Haddon charts the development of thiefactive game’, he partially links
the history of the development of games with theebiof computer science as an
academic discipline (1999:306). Many of the eatlgames, as he points out, were
exploratory projects, hacked together by prograngneimthusiasts, some of which
later served to function as demonstration piecesdmpanies to show what their
systems were capable of doing. Games quickly becpart of the package’ for large
corporate computer network solutions, to be foumdmongst the range of diagnostic
tools and utilities offered for system maintena(feee alsoHerz, 1995). In time,
academics, hobbyists and programming enthusiasihvib@gin to meet up: to learn,
to exchange ideas, creating ‘home brew’ games pacia effects (Haddon,
1999:322), many attempting to show what had ‘nenbgeen before’ with their
programming skills. Over a period of years, thisleed into the industry it is now;
with programmers and enthusiasts meeting at videegeade shows such as E3,
hosted annually in California Now — it can be argued — games, theme park,rides
television-effects and cinema all seem to have tecoeound into a cyclical space of
remediation, one whose origins all acknowledgeld ttesteps taken in computer
programming: a space Andrew Darley refers tovasual digital culturé (2000:1).

And gaming draws its own origins froafl of the above mediums in many respects:
for stylistic guidance, game programmers have featjy turned to cinema. In the
early 1990s, a software house designing for the@odore Amiga, Cinemawafe
worked towards the production of a series of gataswould look and work like
‘interactive movies’: a term that ex-director Patok claimed the software company
had then coinéd. Cinemaware’s work serves as a good point faou=gin to
analyse the notion of what makes an ‘interactivegjgas a cross-pollination of
cinematic codes and ‘interactive’ game materiaylp for the reason that
stylistically these games functioned to mimic tbatent of 1950s Hollywood
cinem&?® but equally serve as a way to begin thinking &lbow games begin to
function around being adapted from ‘movie’ to ‘irstetive movie®®, where filmic

%5 See:<http://www.e3expo.cor and Poole (2000:103).

% See:<http://www.cinemaware.com

®7 Source:<http://www.justadventure.com/Interviews/Cinemaw@iaémaware_Interview.shtm

%t Came From the Dese(€inemaware, 1988)http://www.cinemaware.com/clsgame_itcamesasp
shares an almost identical plot wikhem!(Warner Bros. 1954) kitp://us.imdb.com/Title?00475%3

In a similar vein — only much more advanced — waslater PC-based series of adventure games
featuring detective Tex Murphy. These were somefiirst CD-ROM based games to really cross-
pollinate video clips with 3D adventure and explmmain a 1950s cinema style. The most notorious
wasUnder a Killing Moon(Access, 1994) kttp://www.cdaccess.com/html/pc/underkm.htm

%9 have placed a collection of adverts for Cinemawaoducts online — all are taken from computer
magazines — and can be found dittg://www.sussex.ac.uk/Users/faph3/cinemawarezhtm
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elements are taken, digitised, adapted and re-wliptken fashioned into a story
where ‘playability’ is programmed into the struawf the game.

Cinemaware, taking a lesson from the formuldigssic Hollywood’ narrative
film’°, prized highly the idea of ‘formulae’: games avgit based systems — and
essentially ‘formal’ systems — as | will discusgneater detail in the next chapter. In
an interview, ex-company director Bob Jacob exgldjrtheir games were all
structured using maps and storyboards, all theregafeatured narrative cut-scenes to
distinguish between ‘back-story’ and ‘gameplayinte | will be examining again
later. In terms of marketing, their games werekpged taking lessons from
HoIIyon?d, all featuring, in Jacob’s own terms: faast one very buxom woman on
the box™".

Cinemaware’s intention to manufacture ‘interaetmovies’ seemed deliberate;
Jacob himself was clear: he wanted to make mois.company was founded to
produce content of this nature —where emphasisiegdaced on plot, rather than
action. At this time, Jacob saw the creation ehpater games as his ‘backdoor’ way
into the film industry Ipbid.). At the time when they were creating games -dtes
1980s to the early ‘90s — the 16-bit machines baegalemonstrate the potential for
more cinematic games to exist: ability to work witamera angles’, 3D objects,
lighting, the interleaving of video and sound, séngpand digitisation: all these
techniques, with the addition of more memory, faptecessing and software disk-
based storage, led Cinemaware to discover sometatgvould quickly become
commonplace from that time onwards: the convergéret@een computer technology
and cinema was a two-way process

In this sense, then, the linkage between then@n@nd the development of computer
graphics and digital rendering techniqifesan be seen through the increasing
evidence of computer special effects and digitatypooduction for film. As Lev
Manovitch rightly suggested, element by elememt€ema is being poured into a
computer’®. We have seen this in rendered films such ag’Biksonster’s Inc.
(Docter, 2001% and earlier traces of evidence in Disney’s eddgsic,Tron
(Lisberger, 1982). Indeed, on a purely historeeak, Disney’'s success throughout
the ages can be attributed to a surmounting knayeled technological capacity, and
their subsequent exploitation of it. As John Hagkplains, one of the key reasons to
account for the success $feamboat Willi¢Disney, 1928), an early Disney film, can
be attributed to Walt Disney’s quick appropriatmfmew developments in

0 See:Bordwell and Thompson (1997:108-9)

" See:<http://www.justadventure.com/Interviews/Cinemaw@&isémaware_Interview.asp
"?See:<http://www.gamespot.com/features/bladerurmertere | am working from two pitches placed
by two software houses for the computer adaptatid@diade Runne(Scott, 1982)
<http://www.darkslayers.com/bladerunner/game/BRG-8MBRG-Makel.htn# was Westwood
Studio’s pitch — which won the rights for conversio
<http://www.darkslayers.com/bladerunner/game/BRG-8BRG-Make?2.htr#

" The term ‘CG’ is now used by almost all directdrem the ‘animatronic’ creations rendered for
Jurassic Park(Spielberg, 1993) to the light-based renderingirér <http://www.pixar.core even
toward rendered films meant to look ‘realittp://www.finalfantasy.con.

" See:<http://www-apparitions.ucsd.edu/~manovich/text/avaecultural. htrr

> See:<http://www.pixar.com/featurefilms/inc/index.html
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technology; in this case the introduction of irgarting sound and vision in film.
Disney used his own voice for the boat (Pavlik, 2:9574Y° and their production was
extremely successful — perhaps unsurprisingly —aasnal result, set the tone for
something Disney would come to be renowned for gtgimoneering new ways of
creating the film ‘experience’ — to show the watthét anything is achievable within
the parameters of the Disney fantasy.

George Lucas, a director who has claimed his pgveonal stake in the forging of
‘digital cinema’, through his demands upon techgglto deliver ‘better’ motion
pictures’, self-confessed creator/leader in the designeflibatre-sound standard,
THX 8, approached the gaming market from the opposietitbn from dedicated
software companies, such as Cinemaware. Realisesngrowing importance of
technology and more specifically, the growing intpace of the gaming industry as a
market to be tapped, he created LucasAris 1982, to ‘provide an interactive
element to his vision of a state-of-the-art, mfdteted entertainment compaffy’
Having already found a niche in the fast-develoagtor of videogames, Lucas
brought with him a group of experienced film desigdproducers/crew members, and
the idea of creating games that work in tandem WittasFilm'$* own products; a
process of ‘multiple integration’ where elementdiloh are merged with games and
graphics. Their games unite elements of film —kivay within the parameters of an
existing plot — with a view to plot expansion, ctagwith the introduction of new
characters and situations into a recognised sa@emadst notably, as extensions of the
Star Warsor Indiana Joneseries.

Starting with the release bfaniac MansionLucasArts, 1988), the company
developed an interactive story engine with the mygmo SCUMM (Script Creation
Utility for Maniac Mansion? essentially this was an interpreter for their ayames
and the basis upon whiemy graphical adventure game could be built. In other
words, before they buiManiac Mansiorthey built a game operating system (or
engine) which could handle and ‘run’ the game thhoa ‘point and click’ user
interface. By doing so, they also created a newd kif game, as much as Cinemaware
had done. The SCUMM system formed the basis obsirall games released by
LucasArts for a period of ten years, often beinglified and tweaked with every new

% See alsoxhttp://www.disney.go.com/disneyatoz/archives/malsiemmboat/steamboat. html

" See:<http://www.starwars.com/bio/georgelucas.t#ml

"8 See:<http://www.thx.com/history/index.html- THX is a set of standards for the implementatid
sound within cinema spaces; Lucas — recognisinfitisdly, quality of sound was paramount in its’
contribution to cinema wanted to research wayshitkwsound could be engineered and tested
accurately before the film is mastered for genexiglase. His technique, the Theatre Alignment
Program (TAP) demands that a series of hardwanelatds are met yyarticipating cinemas in order
to reach THX approval, and that sound post-prodacitudios offer correct testing facilities (thrbug
live ‘dubbing theatres’) and have a surmountingvdeage of the techniques involved — in addition to
hardware - for mastering to THX standard. THX sbimsupported by a multitude of cinemas
worldwide and many high profile dubbing facilitiéscluding London’s Videosonics, facilitate this
production standardSee:<http://www.videosonics.com/links.htm

" See:<http://www.lucasarts.com/

8 See:<http://www.lucasarts.com/abouit/

81 See:<http://www.lucasfilm.corm

82 See:<http://scumm.mixnmojo.com/scumm.php?style=original
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releas&®. What was really revolutionary about SCUMM istthaderalded a new way
of thinking about how games are constructed; oheeshgine was built, everything
else could be ‘scripted’ into it using a basic pesgming language; this had the
advantage of being extremely easy to port fromammeputer platform to another
(providing the interpreter had been transldtediut also allowed for games to be
‘directed’; SCUMM was able to work by executingimsltaneous number of
‘threads’ at once, so a flock of birds might berftyin the background and a character
might be following you. As soon as the player n®ot@emake their character interact
with another object, a script could allow a chanfjangle to take place. Alongside
their proprietary scripting interface, SCUMM, Lugéats later developed a system
called iMuse (Interactive Music Streaming Engfigjhich worked through the
cueing of sounds and musical motifs to fit any gim@oment within a game: so if the
player were being chased, tense music would be euseh they were safe from
danger again, the soundtrack would be calmer.sderece, what LucasArts had
created was software based apparatus capable diffgamisual editing (and event
handling) with an interactive story, along with aans of constructing a foley
soundtrack according to the player’s situation.

Perhaps unsurprisingly, then, LucasArts is nowingtowards capitalising on
multiplayer games: in tandem with Sony Entertainintirey have developed a system
called MMORPG (Massively Multiplayer Online Rolealging Game) and are using
this as a basis for their gan®&tar Wars Galaxie€2001f°. Pitched, it would appear,
to coincide with the mass of oth8tar Warsepiphenomena that finds its way into
shops following the release of a new instalmeriheffilm, it seems clear that Lucas’s
intention is to keep the game side of 8tar Warsstories running long after the
release of the third (or sixth) instalment of thenf as his site has claimed: ‘we expect
the Star Warsuniverse of original games to continue to thrieerhany years after the
completion ofStar Wars Episode 111%’,

So it seems clear to me that the industry devwadpground commercial gaming is
indeed vast in terms of potential; leading develsagree that they have not yet
scratched the surface with the limits of softward hardware, and David Braben
(2002) has suggested that the pattern followed bgr&ls Law will continue to hold
true — or be exceeded — within the next ten Y8atthough this doesn’t necessarily
mean that games will become ‘better’ or more imatiyue.

As an academic discipline, however, the studgashing is a new area and over the
next section, it is my hope to build a platformhrough a critique of the current
academic thinking — from which we can begin toritliabout games as cultural
objects.

8 See:<http://scumm.mixnmojo.com/games.php?style=original

8 See<http://www.cowlark.com/scumm/introduction.html

8 See:<http://www.lucasarts.com/about/milestones.htm

8 See:<http://starwarsgalaxies.station.sony.com/featuaesép

87 See:<http://www.lucasarts.com/askteam/archive/askcospium=3

8 See: Fn. #59 and Slide #5<dfttp://www.frontier.co.uk/press/articles/gdc2002<fyomnow.ppt
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I. Mapping the Field: Approaches to Gaming
Introduction: Gaming as an Object of Study

In this section, it is my intention to lay theufalations for a set of theories which
serve to provide an overview of the current acadeémnking on gaming as an object
of study, whilst also drawing a trajectory for waeny own thinking is aligned.
Primarily, | will consider gaming from the axis aiiltural studies; this is significant,
as until recently, theories on gaming have existdg in the realm of mathematics;
the majority of books with ‘Game theory’ in thdditoincide with this branch of
thinking and — for what it does — it works wellg@gplain at a level of logihowgames
are processed by a machinehow probabilities can be calculated within a specific
situation. The birth of Game theory has been teddvith John von Neumann and
Oskar Morgenstern'$she Theory of Games and Economic Behavf@844), which,
for the first time, sets out a rule for the ‘logaf an interactive process within a game:

They defined a game as any interaction betweentsgjeat is governed kg set of
rulesspecifying the possible moves for each particient a set of outcomes for
each possible set of moves.

(Hargreaves Heap and Varoufakis, 1995My;emphasis

In a sense, ‘Game theory’ is rooted in the swidyelogistical desigrof games; it
offers rules and specifications for a structuringi¢ which could provide the basis of
a system for ‘simulating’ or enabling the creatadra computer based opponent for,
say, a chess game. For readers of cultural stad@ds related fields, there is a
move towards acknowledging gaming as a prominesiakand cultural form and by
doing so, considering what this ‘form’ means inhinta wider social context. In
other words, study within this area constitutesgg a better understanding of what
games mean and how they are used and discussed sathal (and private) spaces.
As such, there is a need for a language and graiupses to be developed within this
area. The good news is that this ‘language’ imlsi@merging; over the next two
chapters | will begin to break this area of studwd into its constituent elements,
starting with its origins.

I will begin by mapping this field of researchtian by suggesting that there dinee
significant areas currently being explored. Ofthareas, analysis is aligned with the
study of ‘players’ or ‘users’ and this can be l@oldown into ethnographic research,
reception theory and studies of what | will cadl,qquote Sarah Thornton (1995),
‘subcultural capital’. For textual analysis, thotkey areas lie in narratological and

! We can certainly consider theories on gaming asrgimg from a plethora of writing which already
exists to comment upon new media forms: visualcal{Darley, 2000), technological culture
(Manovitch, 2001), gaming as social phenomenon R @000), through the ‘manufacture of mass
culture’ (Stallabrass, 1996), theories on VirtuabRty (Morse, 1998; Wooley, 1992), reception tlyeor
(Barker, 1998; 2000), network theory (Castells,&)98tudies of MUDs (Bassett, 1997), CyboRpdy
studies (Hakken, 1999; Balsamo, 1996), spatialbpetdince (Murray, 1998), theatre (Laurel, 1991)
Cinema and Postmodernity (Friedberg, 1994), Postnmist theory (Harvey, 1990; Baudrillard, 1984;
Jameson, 1991), Remediation (Bolter and Grusin9)1l88d cyberspace (Gibson, 1986) to name a few
broad examples.

14



ludological analysis. Of course, many of thesasu@n intersect at any time, so my
terms function in an attempt to subjectively iselttis research intgroups

User Analysis: Ethnographic Research

Fascinatingly, this area of research is looked ugenly within the industry.
Computer processor manufacturer Iftare embracing this research area and by
2000, their research development budget was $46riil They employ a team of
psychologists, anthropologists and social scientspromote what they call ‘people
centred research’. Much of their research cemnethe study of ‘natural
environments’, some typical settings could inclsdkools, medical clinics and
shopping centres and the research aims to disoawi people use and relate to
technology. For corporate research, this areas#arch is partially in honour of a
process of ‘making sense’ but ultimately the inmestt is made expecting — in return
— a better product for users. Particular develagmgained from ethnographic
research methods have lead toward greater undeisgaof Human Computer
Interaction, culminating in the development of the Xerox Altm 1972 (which led to
the development of the ‘Star’ in 1981), what becaheeApple OS in 1984and the
evolution of Microsoft Interface Manager, which safjuently became known as
Windows (1981-2008) The other significant result of ethnographicsesh has led
to the evolution of ‘web usability’ More specific case studies surrounding gaming
would include research undertaken by the Britishdational Communications and
Technology Agency (BECTAY on games and their contribution to learning within
the classroort.

Perhaps the most extensive ethnographic resbamg undertaken in the academic
sphere can be attributed to David Buckingham atidni&efton-Green. Their wide-
scale ethnographic resealthwhich spans seven countries - centres on theaglo
phenomenon dPokémolr’. Based in the Centre for the Study of Childreayuth and
Media, the UK contribution examines the marketihthe ‘global games culture’ in
consideration of the ‘unique significance’ of Jags® game culture worldwide.
Speaking at the Game Cultures conference in Br{@1), Buckingham and Green
linked the success of the ‘poké-verse’ to thretofac

2 Intel see this area of research as the ‘branemibiropology that deals with the scientific desivip
of specific human cultures’htp://www.intel.com/labs/about/reallives.#m

% Seex<http://www.intel.com#

4 Source:<http://zdnet.com.com/2100-11-502616.html?legacynzdn

® Human-computer interaction is a discipline conedrwith the design, evaluation and implementation
of interactive computing systems for human usewaitidl the study of major phenomena surrounding
them.See:<http://sigchi.org/cdg/cdg2.html#2>1

® See:<http://members.fortunecity.com/pcmuseum/alto.btml

" See:<http://www.macdirectory.com/culture/appleevolutievdlution.htmp

8 Seex<http://members.fortunecity.com/pcmuseum/windowszhtm

° Jakob Nielsen’sxtensivavebsite explores usability in intricate detailtt:/www.useit.corm

10 See:<http://www.becta.org.uk/technology/software/curtisu/computergames/index.html

11 See<http://news.bbc.co.uk/hi/english/education/news&7 9000/1879019.stm

12 See:<http://www.ccsonline.org.uk/mediacentre/ResearchjeRts/pokemon. htrrl

13 See:<http://www.pokemon.corp/
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As Nintendo had already realised witktris*, all they needed a ‘killer app’ to drive
sales of their Gameb&yhandheld consoles and accessories. In 1998, they
concentrated the majority of their research budgetPokémon As thePokémon
game$® could also handle ‘head-to-head’ playing via a @hay ‘link lead’ —
requiring two cartridges of the same game — andan'sfer Pak’ which allows
linkage between the N64 console and the Gaméblayinched with th€okémon
Stadiunt® (2000) game, they drove sales ‘across consokgally, they knew that
they had a text which was perfect for its core ande: a family with young children.
They generated £5 billion within one year. Ovén@usand differerPokémon
products were available in Japan at its peak, mgahe securing of a 360° marketing
synergy and what Marsha Kinder (1991) would catba ‘multimedia
intertextuality’. Their research is still underway

Reception Theory

Essentially born out of film studies, although thisa of research covers wide
ground. As an ideology, it asserts that audieaceactivein their consumption of a
media text, make decisions about it and bring tem previous experience and their
‘cultural baggage’ to the text as they interpretReception theory began to accelerate
within the 1990s; its doctrine, in a sense, wdsriing earlier 1970s ‘screéf’and
apparatus theories up to date, arguing that tleesapproach had now been
outmoded. In an age of multimedia, cross markesatgllite television and video
recorders, it argued that within an array of catyroduction, the situation of film
theory could no longer be held to function exclegnin the domain of textual and
meta-psychological research. Moreover, screerysisaklied specifically on the
positioning of the viewer within the darkened cireeauditorium in order for
processes of identity recognition, or mis-recognitito gain full effect. As Annette
Kuhn has suggested, the classical configuratiasin&ma theory must now be
regarded as ‘historically and culturally specifit999:7), although this mode of
analysis can take credit for a heightened undedstgnn the ‘politics of the image’:
the growth of analysis of the ‘image effect’ or theading effect’.

Reception theory positioned itself by asserthg tinalysis should not be bound
purely to a semiotic realm. As such approacheggsyunded in Marxist and
psychoanalytic theory they too had an historica emltural specificity and — as such
— often failed to take into account that film waslanger a medium unto itself; as
viewing patterns changed and the cinema was neetahg primary domain of film
reception, so theory began to evolve. Receptiearthaddressed how audiences

14 A detailed history of the history d@ftris— and the ensuing court case — can be found at:
<http://www.atarihg.com/tsr/special/tetrishist. htmand <http://www.wikipedia.com/wiki/Tetris
<http://archive.ncsa.uiuc.edu/Classes/MATH198/mmaeygtetris.htmb and Sheff, D. (1993)

15 See:<http://www.gameboyadvance.co.uk/english/skipintiolk

'8 There are now around 13 differéfukemorgamesSee:<http://pgz.pgamers.com/main.shtml

17 See<http://www.google.com/search?q=gameboy+link+lead&mni&Ir=>

18 See:<http://www.gameszone.co.uk/Features/gameboytravestrhtne

19 See:<http://www.pokemonstadium.com/

29 The current journal — which reached its peak é@1870s — is available online, archived from 1996
onwards, at: kttp://www3.oup.co.uk/screen/contepts/
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make sense of — or relate to — films (and othés)ar relation to their knowledge as
‘users’ of popular culture; in other words, it isheory which understands that films
are not read in isolation, rather they are enjaymd understood — and positioned -
within a landscape surrounded by hundreds of o#ated texts. It considered the
position of the text in relation to the environmantvhich it might be received (for
example: the home), acknowledging tesitionof the film within the audiences
appreciation of certain aspects of popular culttather than the psychological
positionof the viewer within the film and the cinematic apgtus. As Collingt al.
have suggested - reception theory involved ‘recgsiggithe power of audiences to
decode texts according to local structures of gglCollinset al, 1993:3). The new
approach recognises a terrain where, in the wdrdismmy Bennett (1993): ‘an
intertextually organised reader meets an intersktorganised text™.

The reception theory approach is, | think, actabile for the development of the
‘effects’ debate within the field of cultural stedi Current examples of cross-media
examinations of media effects (including games)hasen covered by Ang (1991),
Morley (1992), Greenfield (1984); Provenso (19®83rker (1998, 2000). A
significant quantity of research is also underweyarding the effects of 3D shooting
game$? both within Europe and North America in particul&eception theory
within the realm of gaming is also covered by Tarikl996) J.C. Herz (1995) and
Haddon (1999). A more specific use of recepti@otlt and gaming has been
undertaken by Kate O’Riorden, who offers a caseystf Tomb Raideias ‘played in
a domestic environment’ (2001:224). At outset, ©iRen links the space of
television and computer games by examining conisased versions dfomb Raider
and by doing so explores the game as played wiitleirtontext of a social space. She
concludes that the game raises significant quesfamidentity formation through the
unease of a dynamically changing ‘imagined nareitihe game’s physicality
‘provides a prosthesis for embodying the imagimatiad is an extension of the body,
(...) putting ‘you’ or ‘I' into the game’lpid.236).

Subcultural ‘fan’ research

In Club Cultures Sarah Thornton (1995) discusses the growth aswkdiination of
dance ‘sub-cultures’ through an examination ofvtlags in which they use ‘micro
media’ (such as flyers and listings) to createtéasiltures’. By examining these
cultures through the ways in which they connechwinsumerism, she uses the term
‘subcultural capital’ to explain how taste formasoand hierarchies take place in
niche cultures. The early part of the 1990s sagnwiicant amounts of writing appear
surrounding the use of the internet which follovgadilar lines, for example: Herz
(1997); Chernyet al.(1996); Rheingold (1994) and Dery (1996).

With the advent of networked gaming, however,uimmore focused set of
writings began to appear, which served to exploeevtays in which groups interact

21 Cited by Henry Jenkins, se€http://web.mit.edu/21fms/wwwi/faculty/henry3/vampkistmb

22 For example, seeshttp://www.mediawatch.com/dukenukem.htnaind
<http://culturalpolicy.uchicago.edu/conf2001/linksit>. Grand Theft Auto lI(Rockstar, 2001) has
been banned in Australidhttp://www.zdnet.com.au/printfriendly? AT=2000025620262366
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over networks, through newsgroups and MUDs andteadly, this area of research
will begin to channel towards how multiplayer garbesome orchestrated; to avoid
unnecessary repetition, | will consider this aréeesearch in more substantial detail
in the final section, when | consider multiplayerrhations.

Textual Analysis: Narratology

Over the next chapter, | will be examining thelation of narratological analysis
from early Russian formalism, through to structisraland post-structuralism.
Narratology, simply put, implies a reading of tb&ttat a ‘textual’ level; this means
undertaking a ‘reading’ of a text using any seawélytical tools which would allow
its deconstruction and understanding. Narratolagya discipline, can be called in to
account effectively for a reading off of ‘layersmakaning’ for almost anything with a
story attached to it; hence, as | define it inrib&t chapter, | will follow Roland
Barthes’ (1977) proposition that narrative is aquitious form, mappable onto
anything humans have an emotional relationship.wiithill be discussing Barthes in
more detail shortly.

To an extent, then, many computer games coudattafely be treated as texts to be
‘read’, especially where there is an element adreixtuality taking place. Indeed, at
the 2001 ‘Game Cultures’ conference held at theséhsity of the West of England,
Geoff King undertook an analysis of tbe Hardtrilogy, performing a reading of the
games through the film itself, in examination o #inds of ‘pleasures’ both forms
offer’® (See alsoKing and Krzywinska, 2001). At the same conferei@eg Smith
used foundations of film theory as a basis forahalysis ofFinal Fantasy 7(Square,
1997¥* and essentially examined it as a piece of ‘intéracinema’ but in many
respects served as a narratological ‘walk-thou@ith® game; hosted by Smith’s own
intimate (and detailed) knowledge of the gamehask-story, characters and
sequences.

All of the above approaches, to an extent, detnateshow narratological analysis
can be mapped onto a game. However, within cegemes of game — particularly
earlier games — obvious narrative structures amgendo spot. Such analysis, while
narratologicalin nature, can function to sit ‘outside’ the tertlacannot be strictly
called to resemble a ‘close reading’ of the textroare of a personal analysis of the
game. InHamlet on the Holodeqld 997), Janet Murray describes the ‘constant
bombardment’ ofretris (Pazhitnov, 1985) as a ‘perfect enactment of trextasked
lives of Americans in the 19933’ Its significance as a cultural form, then, can b
examined in the wider context of clearing an ewereasing in-tray ‘in order to make
room for the next onslaughtlfd.). Similarly, Stephen Poole has describBed
Mar?® (Namco, 1980) ‘as a neo-Marxist parable of latgitedism (...) the pure
consumer’ (2000:189). In essence, what both Muairad/Poole are doing here, are
assimilating two different games into a culturajister, in both cases, both games

2 See<http://www.humanities.mcmaster.ca/~mactavis/mla_esking.htn
24 See:<http://www.squaresoft.com/web/games/#7/

5 Cited in: <http://www.jacaranda.org/frasca/thesis/represesmattmb

%6 See:<http://www.salon.com/ent/masterpiece/2002/06/17/pzn®
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wereextremely popular and have amassed cult followagy®lassic games’; both
games have been ‘remade’ — using different prograignhanguages, on different
machines, using a range of different iconographtt stylistic techniques to
repackage and reinterpret the game. Narratologrtalysis has — and will always —
provide sets of tools for describing what games’‘tom a visual, cultural,
iconographic and genre-based context, however thests another mode of thinking
which argues that games offer more than purelyat@ogical approaches can offer:
this is where ludology begins to fit into the map.

Analysis of Play: Ludology

As its name suggests, ludology has slightly dgifie intentions. Gaining its name
from the Latin, ‘I play®’, ludology focuses on the game as an object ofstuils
own right and would argue that it deserves its ewalytical tools. In a sense, then,
we could consider ludology being to games what $&teen theory was to film
studies, an exclusive language, borne out of seraaalytical forms, which
maintains that the object at the centre of analgssnilar to other existing cultural
forms, yet at the same time, different.

Andrew Darley in essence reinforces this link wherconsiders players of games as
‘interactive spectatorsSeeDarley, 2000:170). Similarly, in her ess&yenzy of the
Visible, Angela Ndalainis works from the point of nardatgical analysis, whilst
shifting analytical emphasis by suggesting that feaws of cinema and
entertainment are emerging, which focus more onrgiple of immersion; the trend
she is identifying here, lies in:

the collapse and dispersal of ‘meaning’ as a resutie movement beyond
narrative concerns towards a form that prioritidesvisuals and spectacle (...)
[which] manifests itself especially in tileove awayrom mainstream cinema’s
supposed ties with the nineteenth century liteteaglition and its concerns with
story tellingandnarrativity, towards an aesthetic centered around action,
movement, speed, special effects (visual and awat) engagement on the level
of the sensatidf (2000: my emphasis).

Now Ndalainis is addressing films and theme pat&sj but what I think is useful
here lies in her acknowledgement that a shift @ioing away from purely
narratological analysis, towards thinking of a fasmich centres arounidhmersion
she articulates an opening for new analytic foronske place to complement other
existing analytical tools, thinking about ‘engageitnen the level of sensation’.

In the third section, | will pay considerably reattention to forms of ludological
analysis, however in the meantime, | want to byidiscuss some of the theorists
currently engaged in such analysis.Clybertext: Perspectives on Ergodic
Literatureé”®, Espen Aarseth (1997) sets out his premise throxplaiaing that a
logical point of analysis arises in the study afnga by attributing terms to them to
enforce a mode of textuality: so we would couldstdar a 3D game ‘world’ or a

27 See<http://www.tradgames.org.uk/games/Pachisitm
28 See<http://www.sensesofcinema.com/contents/00/3/miéatirixi>
29 gee:<http://www.hf.uib.no/cybertext/Ergodic.html
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‘labyrinth’ to compensate for the underlying massaiculations being computed as
this space is generated. Such analysis is, oEepunavoidable: human beings use
metaphors and terms to make sense of abstractgsexcésuch as chains of zeroes and
ones moving between registers and processors) kdht the thinking here,
however, is moving towards thinking about the ‘gaasean interactive object, rather
than an ever-changing narrative form. Aphoria and Epiphany in Doom and the
Speaking Clockhe states that ‘a computer game is textual, fastnot narrated (...)
as there is no such thing as a predetermined stb®$9:35). Jesper Juul, who | will
return to again later, stakes his claim by considegames as ‘fairly formal structures
that in complex ways spawn and feed player expeegr(20013% that the non-
determined state of the story within a game hag mglications for how we

perceive games.

There has, | think, been a mode of thought thatfbund comfort in using existing
structural analytical forms and applying them diseto games and multimedia.
Undoubtedly this approach finds its roots in nogioh convergence: the amalgam of
analogue forms that are flowing into digital hylsiiduch as ‘digital movie¥,
hypertext ‘narrative’: where old mediums are, toguBolter and Grusin (1999)
‘remediated’, both at the level of design and elguati the level of analysis. Now
that is not to say that a narratological approaamsuitable, merely to state that
games can be thought of objects in their own ragiat this may warrant the
development of a new ‘language’: new paradigmsHeranalysis of objects which
are similar, yet at the same time, different.

It is my intention to sketch out a theoreticalnfrework for how | intend to think
about games as | analyse them. Much still neefe guantified and clarified before
we can place games into an overarching historio@dladjective context. Before | do
this, I would like to say a little about my apprbathe remainder of this section will
trace an evolving path of academic theory to prieday, which — | hope — will enable
us to illuminate games as objects for study. Befdyegin to move into an analysis of
games themselves, | have chosen to set out a watdéext which, | hope will serve to
justify some of the ways in which we can begin licp a possible evolution of forms
of gaming before we can begin to think about thengimenon of gaming.

% Source:<http://www.gamestudies.org/0101/juul-gts/

®! Interestingly, this mode of synergy — which | vii# discussing further — can be seen in the groth
machinima: literally computer driven puppetry, wiéhne tools being used to make games are being
used to make ‘moviesee:<http://www.machinima.con/
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1. Reading Narrative: Structuralism, Formalism and Beyond

‘Narrative is present in myth, legend, fable, taleyella, epic, history, tragedy, drama, comedynejipainting,
stained glass windows, cinema, comics, news iteors/ersation’ (BartheShe Structural Analysis of Narratiye

We begin with narrative.

Roland Barthes tells us that it is ubiquitouss finternational, transhistorical,
transcultural; it is simply there, like life itse(fL977:79). How, then, can we
understand something so universal, something bthBgirown definition so abundant
and so culturally transparent? We need a systeon Barthes, the system was
structuralisni’.

Structuralism finds its basis in the study oflirstics. Its proposition: to create a
scientific form for criticism. So if narrative gesent in everything, the argument
runs, then what we need is a framework — or a meddtich can be grafted onto
wherever that narrative takes place: a grand thimoopgh which we can understand
— andreadthrough — anything: includingtained glass windows.

The idea that structuralism would be useful mstudy of cultural phenomena is
based on two fundamental insights: ‘first, thatiglband cultural phenomena are not
simply material objects or events but objects arehts with meaning, and hence
signs; and second, that they do not have essentesebdefined by a network of
relations, both internal and external’ (Culler, 89%3). Therefore, structural analysis
can be deployed whenever we intend to report upamd-hence, analyse — a cultural
phenomenon involving understanding a leveinefaningcreated by human actions or
productions.

To consider a cultural form through a lens ofistural analysis is to accept that
meaning is always made through an underlying né&¢wbcontexts; an understanding
that we are reading objects in relation to onefarodet within a wider cultural
framework of meanings which are already in placeuleural form is always based
within a culture which carries a specific set ofles and conventiofs As Claude
Levi-Strauss suggests: ‘particular actions (...)raeer symbolic in themselves; they
are the elements out of which is constructed a sjimbystem, which must be

%2 Bathes considers structuralism as a kind of usaliy, a technique to master a text and uncover
different layers of meaning: ‘is not structuralisnconstant aim to master the infinity of utterances
[paroleg by describing the ‘language’lingue] of which they are the products and from whichythe
can be generated’ (1977:80). Conversely, VladiPnopp’s study of fairy tales the rubric of
structuralism to offer a tighter, more honed anialyisy focusing on a series of classic texts, leatas
a system for mapping similarities between theniryftales possess a quite particular structure whic
is immediately felt and which determines their gaty, even though we may not be aware of it’
(1968:6).

% For example, Culler suggests observing a gameatbéll from the perspective of a culture who has
no knowledge of the game: here one could offerajettive description of the actions which took
place’ (1998:73), effectively separating the gansenfthe culture and the sets of traditions and
meanings which surround it; in other words: remgvimotball from its network of social and cultural
codes and conventions and offering instead an sisab§ what one ‘sees’ without knowing or
appreciating the ramifications of what they see.
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collective’ (Culler,Cit. Ibid.). A system of meaning will be derived — from the
reader’s perspective — through a surmounting kndgéeofthat textwithin an overall
cultural context. On one level, then, a reading otiltural object through structural
analysis requires an understanding of the contékirvwvhich the object is held in
place, a structural reading will deal with a textontext

However, as de Saussure (1983) has suggestdtgs@an often be corrupted
through what he terms as the ‘arbitrary naturdnefdign’. In other words: structural
analysis works on the premise that signpostingltar@ah object will work, because all
other objects surrounding it will be anchored in@@te meanings. As structuralism
originated from the study of linguistics, so sturelism has a ‘grammar’ formed in
part by the culture and part by the language irctitiis situated. However: the
reading of meaning is flexible and open to intetgtren and hence, the signifier and
the signified* might not reference each other in a concrete Wée point de
Saussure is making, then, is that linguistic sey@sndeedarbitrary and this is the
first shortfall of any form of analysis which worksthis level. It often tends to focus
on the logical structure of the text rather thamletwork of feelings, thoughts and
emotions that humans attach to the process of mgamaking; it neglects ‘the role of
signs as part of social lifelqid.15). All too often, human beings aret precise,
systematic or predictable and so scope for subgtiiman response to a text — or
what was termed by the ‘new critics’ of literargthy as ‘the affective fallacy’
(Wimsatt and Beardsley, 1954:21) was not alwaysrtaikto account within this body
of theory.

Of course, structural analysis progressed andldpgd. However, although
structuralism is still useful for the ways in whiitlprovides basic ‘ground rules’ for
the analysis of a cultural form — such as an adwettte packaging on produtts-
and provides a solid and complete system for teaking down of an object into its
constitutive components, it has an historical dpztyi, much like the 1970s screen
film theory and is useful for the modes of analyset acknowledge a debt to it. As
structuralism has been deployed in the analysmaoftive and myth — two aspects,
which, | believe, can contribute to our understagdf interactive games — then, at
the very least, a critique of such approaches cprdde to be a useful point from
which to open the analysis. By doing so, | am hgpater to be able to sketch a
proposal of what we can think of as ‘interactivedmgorms’, and subsequently, how
we can begin to think about their function as aaltphenomena.

Transitions: Russian formalism

Before we can progress any further, it would msdwese to begin with an attempt to
briefly consider the historical context of struetism as a movemefit In order to do

% Literally: Signifier — an object (a ball); sigrefi: the relative word in a given language (B-A-L-L)

% See, for exampleFolson, (1996); Barthes (1977)

% Although it must be acknowledged that my intentieme is not to compose a comprehensive
historical roadmap of structuralism. In realitysit | suspect, impossible to assign a fixed ‘date’ as
any detailed foray into the historical roots ofistural enquiry will uncover evidence of its’ indiem

(in one form or another) across a range of disogdlj not in the least connected. Rather, | ussi&us
Formalism as my own historical axis within whichlaoinch my enquiry (until further notice) because
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this, I am going to briefly step back to introdu®ther branch of theory: formalism.
Terry Eagleton has suggested that ‘if one wantgalit@ date on the beginnings of
the transformation which has overtaken literarytiyen this century, one could do
worse than settle on 1917, the year in which thengoviktor Shklovsky published
his pioneering essay “Art as Device” (19&%. Rice and Waugh, 1989:18). The
transformation undergoing consideration here, d@léned by Shklovsky, a member of
the formalist movement in the USSR in the 1920s @faan approach towards
literature through the processasdtraneniethe defamiliarisation of habituated
perception of both language and text. By shiftimg process afeadingaway from
what Shklovsky considered as ‘habituated (automegimeption’, a viewpoint was
articulated from where the literary tradition coulol longer be considered as a
seamless continuity, but as a discontinuity wheealks and reformations in form and
formal devices continually renewed the system:ithrepwords, the formalists
approach acknowledged that to study literaturealssto study its language
components: opening a view of literature as aimiat system, one where the
defamiliarised elements change in time and newcgswvieplace the older, now
familiar element¥. As Shklovsky has suggested, their process dfsisavas one
where making forms ‘difficult’ by processes sucHalgebrization’ (the
overautomation of an object) permitted the greateshomy of perceptive effort; he
claimed that: Art is a way of experiencing the artfulness of aject; the object is not
important (1998:12).

Much of the formalists’ writing remained unheafduntil much later on in the
century. Due to the harsh political climate witkihich it was created, formalism
was largely excluded from academic discussion itntibs adopted and translated in
the 1960%, some forty years later. Structuralism — accaydinRice and Waugh —
has been ‘generally recognised as ‘arriving’ innéein the mid-1960s’, although the
impetus for its development can quite clearly endge have stretched back to the
earlier ‘formalisms’ (such as Russian formalisnmgl #he kind of structural linguistics
that Ferdinand de Saussure set into enquiry coreditjeearlier in the centu?y,
Structuralism — much like the formalism that presstd — had postulated the notion
of approaching literature as a science; an appragaich was much more concerned
with form rather than content. In this sense,téx would become more like
something to be mastered through the creation ef-exhaustive structural mapping
(e.g.breaking-up the text into groups of interlinkednaéats or components and
analysing the interactions between them). Thistanots the discourse of

of the conditions of its’ development — as a movetijiesuspect] effectively silenced in a time of
extreme political censorship.

370r, in Rivkin and Ryan’s words: ‘literary evolutidgs the result of the constant attempt to disrupt
existing literary conventions and to generate neesq...) for literature to be literature, it must
constantly defamiliarise the familiar, constantiyplye new procedures for story-telling or poetry-
making. And, such change is entirely autonomous®®ocial and historical world from which the
materials of literature are taken’ (1998:5)

% Although this date is subject to debate; VictdidBts book was written in the mid-50S¢e:
Jackson and Rudy, 1985)

%9 Although hisCourse in General Linguistiosas published in 1959, the book — according t@Bus
Wittig (1975:2) - was assembled from notes takemfhis lectures by two students, Charles Bally and
Charles Schehaye, given at the University of Geffimra 1906 to 1911, where he formulated his
theories of languageésée:Witting [ed] 1975; Saussure, 1983).
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structuralism as a kind ofeta-languag®eperating within the parameters of language
itself. It is the topographical — the mapping +una of both disciplines (formalism
and structuralism) that makes both worthy of angjyan the one hand, the process of
‘algebrization’ offered by formalist approachesgadhne structuralist ‘systematisation’
of elements on the other. Saussure’s approadnuctsralism has been explained
through the logic of che&s a game based on a system of rules that has endles
possibilities: it is often said that no two gaméslress are ever the same.

Through reaching an understanding of some of thadeer analytical forms —and |
will be examining formalism in more detail latemy intention is to lay out a
potential roadmap for the study of ‘interactive garusing twasystematic
approaches as my starting point. Games - as | pr@véously suggested - are
complex formal systems; often structured using@ume of bespoke and commercial
development tools, these are used to generate neastmdable code to house the
game structure (its ‘engine’) and all the elemaevithin the game. Due to the size
and complexity of these systems (all of which mtlee’game-worlds’), elements
within the game are built layer upon layer as ‘ctgg often starting with the smallest
game elements firfSt The game engine will then render the game bgrising and
placing all the coded objects into the game-sptmEn{ise-en-scregraccording to a
pre-prescribed ‘map’ of the space, a map which tstdeds the relationships between
all the objects by applying physical laws and ridedo how they might interact with
each other. As both structural and formal appreadtave been employed for the
study of fixed (‘static’) media narrative forms,céuas film, advertising and C19
literature, their investigation seems appropriatettie analysis of dynamic
(‘interactive’) media forms, such as games. Ireotd carry out my investigation,
then, | am going to address two fundamental questiprimarily, where do the
primary weaknesses lie in both modes of analysid;second: how can we
differentiate between static and dynamic media &Fnwhat makes interactive
games ‘new’ and different and how can those vabeaseflected through the
developmenodf existing analytical techniques and tools?

Formalist-structualist analysis at work

In Analysis and Interpretation of the Realist T&avid Lodge sets out to
demonstrate how formalist-structuralist technigaiesbest put to use in literary
analysis. His question, at outset, is ‘whethegpess in theory and methodology
means progresis the critical reading of texts’ (1996:28) Covering a vast array of

“0 John Lyons uses the example of a chess gameeittieéfly summarise Saussure’s analogy: ‘In the
course of a game of chess the state of the boahigantly changing, but at any one time the sthte
the game can be fully described in terms of theatipos occupied by several pieces. It does notenat
by what route (the number, the nature, the ordéne@imoves) the players have arrived at the pdaticu
state of the game: this state is describaptechronicallywithout reference to the previous moves. So
it is with language, said de Saussure. All langsagye constantly changing; and just as the state o
chess-board at some particular time can be descvifibout reference to the particular combinatién o
moves that has brought the game to that pointasdte successive, or socially and geographically
delimited, states of a language be described imdbgrely of one anotherQjt. Wittig, 1975:2-3)

“! This approach to programming is often referredgéobject oriented’ for precisely this reason.

“2 |talics: my emphasisin a footnote [directly after this quote], Lodgentinues: ‘| do not mean to
imply that theory can only be justified on suchwgrds. (...) [I] wish to consider whether exponents
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analytical techniques, he divides these into tigreeip4>. My intention is to briefly
concentrate on his first two groups. The firgiugr sets into action the methods and
techniques used to discover thagueof narrativé?, accepting thaangueis

governed through a system of rules. This groupgeadentifies as being particularly
concerned with the examination of function andsfarmatiorf®> exchanges within a
narrative structure. This, | will argue later, betes a useful methodology to adopt
when we take an analysis of dynamic — or interactinarrative into account, where
the exchange of values moving between objects etadhits may be dependent upon
the state of other objects in relation to it at given time within a narrativé

Although Lodge considers such an approach morerdémga‘'when applied to
narratives of a traditional, formulaic, orally temitted type, rather than sophisticated
literary narratives’ (1996:26) which could perhagsve as a warning when taking the
sophistication of dynamic narrative into account.

However, what Lodge’s approach does lend itsatiqularly effectively to lies in its
allowing the ‘uncovering of the system that allavesrative texts to be generated and
competent readers to make sense of théwd.§; such uncovering will serve as a
strong starting point from which to begin thinkialgout the overarching structures of
dynamic narrative. Conversely, liHfypertext and the Art of Memqryanine Wong
and Peter Storkerson (1997) investigate the mnesmaditions which they credit as
finding their origins within ancient Greece. Thésalitions — processes of rote
learning and verbatim recital — they parallel vitie hypertext-based model of
narrative (super-narrativ¥) suggesting that the emergent new media formsticates

of ‘practical’, or descriptive and interpretativa@iticism have anything useful to learn from recent
developments in the theory of narrative and poetidiction’ (1996:37)

*3Which are: (1Narratology and Narrative Gramma(2) Poetics of Fiction(3) Rhetorical Analysis.
“Here Lodge refers to the distinctions first plabgdSaussure on notion of languageystem
Essentially his work considered meaning as beindenfiom the juxtaposition of differences between
diametrically opposed states, for example: Hot/CGldod/Bad, leading to the mapping of a simplistic
binary system of difference between words; thataméd be defined in relation to its opposite.
Following from this, he suggested that languagdérown into two terms; on the one hdadgue

the system of language, the system of forms (tles reodes, conventions); on the other haadole
this refers to speech itself, the acts made pasbijgangue

“>‘n the theory of Greimas, for instance, all néi@ consists essentially of the transfer of areobpr
value from one actant to another. An actant perfoa certain function in the story which may be
classified as Subject or Object, Sender or Receivelper or Opponent, and is involved in doing
things which may be classified as performativet§testruggles etc.), contractual (establishment and
breaking of contracts) and disjunctional (deparaumé returns). These functions are not simply
identifiable from the structure of a narrative tefr instance, several characters may perform the
function of one actant, or one character may comtie functions of two actants. All concepts are
semantically defined by a binary relationship wihir opposites (e.g., Life / Death) or negatives.(
Life: Death::Non-Life::Non-Death), so that all nafive can be seen as the transformation into actant
and actions of a thematic four-term homology’ (Gras, 1966, 1970, 197Git. Lodge, 1989:25-6)

“8 For example, within a given interactive narrativbjects may pass from statesmifingibility —
where, say a door may be locked — once a key hleslbeated, the intangible object will invariably
shift state intdangibility, where possession of a key may constitute theclaimg of the next narrative
layer. This will have an effect on any of the latfeat is ‘locked out’ of the narrative at any dime.

47 Cf. ‘Our experience with hypermedia seems to indidaa¢ without a pre-defined conception of the
work, e.g., the plot line of a story, we may haittéel hope of making sense outlyfper-recombinance
This is a particular problem when we attempt to lugmertext to build a new form’; my emphasisg:
<http://www.id.iit.edu/visiblelanguage/Feature%208lis/ArtofMemory/ArtofMemoryPt3. htr
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a new orality by paralleling the system of inforroatretrieval and a notion of
‘textual dispersaf®, only providing an automation of this processheathan
depending upon a human network of knowledge; thaaty to recite sections of
texts verbatim. | will return to their argumenrdsdr when | begin to analyse specific
games. Wong and Storkerson have also suggestetdng of the mental models
and analogues we deploy when discussing or desgribe processes of computers,
tend to mirror older, pre-existing systems and ipleoes:

‘Our understandings of computers, for example sagped by myriad metaphors,
or models defined elsewhere that we apply in oraé@nterpret. Similarly, words
grow by developing new figurative uses by whichumelerstand new situations
througggcomparisons with older ones: “I droppedttbard.” “| dropped the
class.”

Their comments seem to parallel a process obddryw®olter and Grusin (1999),
remediation a suggestion that a medium within our culture mwawer operate in
isolation, because it must enter into relationsbip®spect and rivalry with other
media. Literally, we understand new media throtingdir comparisons with older
forms of media. It is certainly the case that moderstanding of computers follows a
schematic logic: flow charts, diagrams, maps amdraens are all employed to
explain — and help us to understanidow computers work. In terms of computer
programming, then, mnemonic systems were introdasezlmeans to help
programmers to remember functions they would negxktform repetitively; it
seemed easier to remember a three letter acromymn@monic) to act in place of a
binary command than it was to remember the codetsite as zeroes and ones; this
process demonstrates a logical means of ‘uncovaisgstem at base level to make
it more coherent to usernsg programmers) precisely by employing a system of
signposting; the mnemonics are of no benefit, e tesa computer as it has to
translate these anyway. They merely function set @f universal rules, which enable
programmers to write code more efficiently.

In Analysis and Interpretation of the Realist Téavid Lodge (1996) identifies a
further group of theories that concentrate on tle¢ghdescription and classification of
techniques of fictional representation. Perhapsetirliest distinction within this area
lies in the Formalists distinction betwektula andsjuzet which deserves some
attention as this distinction exemplifies — perhaqmse than any other distinction —
the difference betweemhatthe story is, antiowit is presentet: fabula on the one
hand is the story in its most objective form: tteryg as it would occupy real-time and
spacesjuzetconcerns itself with the rendering of the stortpia text, the editing, the
montage, emphasis and ellipsis added as the stoejarmatted. As Lodge indicates,
this lead Gérard Genette to consider ways in whjehetremodeldabulain terms of

“8 Here they cite Delaney and Landow’s theories ba tispersal of the text’ through the computer's
ability to disperse and recombine texts throughtsgies of referencing, caching and linkiftgd.)

49 <http://www.id.iit.edu/visiblelanguage/Feature%20als/ArtofMemory/ArtofMemoryPt4. htr

%0 | owe much to the post-structuralist writing ofoShana Felman. In particular, her es§ayning

the Screw of Interpretationvhere she uses deconstruction to decentre thebieroing so,
demonstrating how easy it is to get wound up in®own analysis. She asserts a distinction between
‘whatthe story means artwit means’ (1982:x). Lubbock and Booth assert dlamdistinction:
between the ‘story’ and ‘way of telling’ (Lodge, 94®27)
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point-of-view: ‘perspective’ (who sees the actiang ‘voice’ (who speaks the
narration of it)’. In terms of the distorting f#bulathroughsjuzet this could occur

by means of ‘order, duration and frequency’ (199%18 terms of the representational
timeline occupied bgjuzet

Narrative, according to Peter Brooks, is oneheflargest categories, or systems, of
understanding that we use within our everyday riatjons with reality™.
Specifically, narrative carries with it a problerfntemporality ‘man’s time-
boundedness, his consciousness of existéncelot, then, is the principal ordering
force of those meanings that we try to wrest fremgorality’ (1984: xi). Events,
either real or fictional are known as ‘storfaljuld) and form the basic material for
the creator of a work. Events are then formed ‘pitt’ (sjuzej. As a basic
organising principle, divisions betwetabulaandsjuzetare still employed in
structural analysis, although ambiguities ariseeims of separating one from the
other. If we think again about plajgzej}, we could confuse this distinction simply
by arguing that to consider the ptmiuld be to consider both the elements of the story
and their orderingy. It is for this reason that Paul Ricoeur’s distions may prove
useful: plot, he suggests, is ‘the intelligible Whthat governs a succession of events
in any story’ Cit. Brooks 1984:13). Having established that, he athy# terms
‘events’ fabula) and ‘story’ §juzej: this definition ‘immediately shows the plots
connecting function between an event or eventdlamdtory. A story isnade oubf
events to the extent that ploakeseventsnto a story. The plot, therefore places us
at the crossing point of temporality and narragivit (Ibid.14). This is where we
begin to stray away from structuralism; such an legsfs suggests that plot is
progressive, active and constructive. This distomcdemonstrates a shift away from
earlier, more constrainddrmal distinctions in the sense that narrative, whenesb
to interpretation, becomes to some extent, a dynémiT>; one where the reader

*l See:Brooks (1984:3-4) ‘Narrative may be a special abiir competence that we learn, a certain
subset of the general language code which, wheteneas allows us to summarise and retransmit
narratives in other words and other languagesatester them into other media, whilst still remaani
recognisably faithful to the original narrativewstture and message’.
*2 Interestingly, more recently critics, such as B@a@nd ‘neo-formalist’ writers such as David
Bordwell and Kristen Thompson, offer the term ‘radirre’ seemingly in replacement to the formalist
fabula the term ‘story’, although they admit that theytitiguish betweemnarrative andstory.
%3 |n this context, this could be seen as the roletefpretation of plot; the interaction between
drawing out the plot (or reading) through bédbulaandsjuzet
> Although Ricoeur’s thinking, in some respects, e®beyond structuralism. His early works
demonstrate an approach to analysis which worltseaintersection of structuralism and hermeneutic
theory: he uses phenomenology and psychoanalytitesito question structuralism’s position towards
elements of ‘human agency’ (such as identificateayg, viewing positionstc) within critical
response. Hermeneutics has already been put fdragaa potential tool for the analysis of Al system
See:<http://www.ai.mit.edu/people/jcma/papers/1986-airme371/section3_7.html
%5 Working from Freud’s 1937 pap@onstructions in Analysi8rooks uses the analyst / analysand
dyad to crystallise an ongoing [interpretive] redaship betweeffabulaandsjuzet— between events
(real or imagined) and their significant orderii@84:321). This distinction, he argues, becomes ev
more critical in narratives where the reader isechlipon to participate in the telling and the
completion of the narrative in order to make ityfllermeneutic. This distinction becomes perhaps
more relevant when we consider an attempt to res@aning from passing time; a process of reading,
working through and reconstructing — elements whitéracterise the literary text, defining the ‘text
as-read’ but can also be applied, | think, to aeractive situation - when a section of a gamedad)
is worked through systematically: as an alternalietween interpretation and the production of fresh
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undertakes an active role in tiederstandingthe creation omeaning alters the way
we may think about it, through the displacemertheforiginal text into a new
discourse. The text, of course, does not chaRieoeur suggests that ‘to bring into
language is not to change it into something elsg,ib articulating and developing it,
to make it become itself®

In consideration of cinema, Bordwell and Thompg&P97) suggest that
ambiguities between what they defindasula (story)andsjuzet(plot) arise due to
an overlap between both elements, suggesting tleatannot easily be distilled from
the other, as both root into each other: ‘the sgugs beyond the plot in suggesting
some diegetic events we never witness. The ples geyond the story world by
presenting non-diegetic images and sounds whichaffagt our understanding of the
story’ (1997:93). Bordwell and Thompson dabulaandsjuzetto demonstrate a way
in which an existing literary model can be trangabsnto a slightly newer form:
cinema. In effect, they demonstrate that cinex@andsotions of story and plot by
its own recoding of narrative space, the spacehichvthe film takes place - hence,
they equate plot and story with diegetic and namgelic eventsy. So cinema’s own
narrative space differs from earlier forms becaasnts can be implied or suggested
through the use of non-diegetic events, such aadb&ion of sound which is clearly
external to the mise-en-scene of the film.

So tools used for formal analysis can be appbeédarratives’ such as those found
in cinema, if they are defined carefully enotigh InFilm Art (1997:95), Bordwell
and Thompson employ a style of hierarchical topplagtabulate a blueprint for the
component elements of the detective movie; a liyeganre also analysed by Barthes,
chosen precisely because of its obvious structuglgoaactical formulaic
configuration®.

material. The main difference here between naeahd interactive media, is that within, say a
detective story, thejuzetshould be so tight that only ofebulacan easily be extrapolated from the
interplay; within the digital realm, this becomesmg@amount; in consideration of 3D style puzzle games
such asDooni style variants, actions must be taken in ordettie game narrative to progress —
literally, subsequent narrative elements need tdiggally ‘unlocked’ within the space of the game,
either through acquisition of keys or completiorpatzles.

%6 Cited: <http://www.brocku.ca/english/courses/4F70/ph.html

*" Diegesis:‘The denotative material of film narrative, it inces, according to Metz, not only the
narration itself, but also the fictional space &nte dimensions implied by narrative’ (Monaco,
1984:428).

%8 Bordwell and Thompson are concentrating upon tigeréorm: ‘a type of filmic organisation in
which the parts relate to each other through &serfi causally related events taking place in aiipe
time and space’ (1997:480). As with much analydigch lays strong emphasis upon narrative form in
film (c.f. Mulvey, 1975), this can be mapped onto specifizgsoof films (or, in Mulvey’s case, a
specific group of films), although it begins to &kedown when considered outside the structureast w
intended to be read alongside. Bordwell and Thamigswork mobilises a similar framework to that
which Vladimir Propp laid out in hislorphology of the Folktalé1968), which | will discuss shortly.

% Their intentions here are clear, a detective stothis sense seems unambiguous; the narrative
begins with an event, which calls for investigatitive detective systematically investigates thenege
within the story to piece together a conclusiomthis context, the board-gar@uedoworks in

exactly this way; here the sum of the games’ coreptsare configured by a mix of cards (and the
assignation of blame lies within the parameterglwdt exists on those cards; what remains herbeis t
process of discovery, the uncovering of the casehnfike the detective story Barthes’ and Bordwetll
al. are considering.
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It is perhaps unsurprising that Bordwell and Tiheon’s model of film analysis
owes so much to earlier formal/structural systeamsgexamination of Viadimir
Propp’s analytical methodolotfcan demonstrate this; he deals — quite explisitly
with the reading of ‘myth as model’ (1968:xiii):rsshronic structural analysis which
gains its emphasis by virtue of an analysis ofiesanithout concrete origih In this
sense, the tales he analyses are timeless (laickhigtorical or even cultural
specificity) and also, | think, immediately trartsliale (from the perspective of
language and the point of view of culture). Pegidye term ‘translation’ is
unsuitable; we could perhaps rightly argue thatdittranslation of myths into
language and cultural contexts did not take plati much late?>. Much of what is
thought of as ‘mythical narrative’ came into bealmost unconsciously; myths may
have begun life as trivial storigekeseven. In terms of the unconscious, then,
mythology either has a cultural or historical sfieity sodeeply rooted that it is
accepted as a natural structure of narrative,iersiv culturally and historically
universal that its ‘concrete origins’ are seldonesjioned or always indefinite: merely
accepted as fact. Myth, in this sense, operatés awn language: myth, as Barthes
suggestsis language (1957:11); part of a ‘common culturatency, a cultural
heritage, into which we are all (formally and infally) socialised’ (Tolson, 1996:5).

Interactive games are structured at the levirjuagé® narrative is encoded into
them at many stages of their production and ussussly part of our response to
them operates similarly to our decodingaofyother narrative form? In this context,
we could consider ourselves as approaching a feattyoformat with a stock of

% Here | am particularly referring to the rigorousalysis provided bilaude Levi StraussSge
Liberman [ed.] 1984:167-188).
®1 Indeed, Propp considers folk tales: stories whet®ns of [the origin of] authorship are not clear
In this sense, these stories have no fixed idefitiy which to begin reading from; the point | thin
Levi Strauss is making when he accuses Propp ofiigm the fact that myths and tales ‘are
‘hyperstructural’ and form a metalanguage in whititacture operates at all levels. It is owinghtis t
property that they are recognised as folktalesmayiths and not as historical or romantic narratives’
They employ grammatical rules (syntax). To thid,aghe term ‘King’, as Levi Strauss points outpals
carries with it connotations of hierarchy and genaeaddition to other permutations — but unlike
historical narratives these tales have no cultural anchdrage far as they are precisely operating as
the basis for the identity of a culturgge:Cameron: ‘a people without stories seems as alzsuidea
as a people without language (a people with langlag no stories even stranger, for what is languag
for if not to tell stories?)’ kittp://mfj-online.org/journalPages/MFJ28/Dissimigat.htmb and also
Barthes: ‘Isn't storytelling always a way of seanthfor one’s origins’ (1975:47); Freud: ‘the case
histories | write ... read like short stories’ (189374:231)
®2 Translation suggests a process whereby somethimgved from one place to another. In terms of
language (or culture), such a translation sugdhstseconfiguration of one cultural myth into the
culture (and hence, the language) of another. &\this procesandoubtedlytook place, | feel that
certain — not all - myths perhaps found originseweral locations independently. See my reading of
the origins of the vampire myth for more detailgww.sussex.ac.uk/Users/faph3/Vampire.biml
% They consist of a series of languages and integzrall working in tandem. At the machine level,
they consist of raw machine code to enable the madb represent them as best it can, through its
own hardware. They are also compiled into coderatieg to the demands of the machine operating
system. They are likely to have been developetgugsual tools which have developed in a language
to suit the operating system; tools which allowdainified method for compiling additions to the
game at a visual level. Finally, they're represdrtb beanteracted with such a process requires a
surmounting knowledge of the structure of the gatime ability to respond, tplay; to read the text.
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mythical structures upon which we map narrativewasee thefit; it is in this sense
thatto an extent(the extent of selective omission/exclusion astgVladimir Propp’s
set-upwill allow us to configure films such &ar Wars, The X-FileasndThe Matrix
(among others) along the axis of his 31 funcigrathough such an analysis sits
outside the scope of this chapter. This is noadance; all the above listed films
have plots which, to a degree, find their rootmythology. In this context, it is
possible to allow these functions to partially govthe narrative flow of a garffe

Put quite simply, it is unsurprising that the safte applications game houses use to
structure interactive games function along linescvibear striking resemblance to
Propp’s lists of functions; such software is mdgly to take the form of a ‘Graphical
User Interface’ based application where somethkegd sentence is structured in
code, as visual objects with characteristics setefrom a range of functions, are
placed into thenise-en-screeror space of the garffe All objects in a given game
are encoded with certain behaviours, or parametarfact, the overlap in
terminology even feels similar; agents become abjechich can be hierarchically
mapped according to their properties, or functwrikin the narrative (and hence
their properties within the space of the gatfie)n this sense, we might be forgiven if
we would expect to be able to generate quite e¥ielgt a topological plan to describe
the function of elements withicertainselected games. Indeed, a very precise
hierarchy can be effectively mapped in terms o$¢heroperties, with little logical
ambiguity; interactive media in the form of games ‘aead’ at the computer side
through a chain of commands that obey logic, winiahy are ‘encoded’ through
GUI-based software which organises objects andifume through a process of
selectiofi’. Both these processes contribute suicessfuk in an interactive
scenario, or structure, which is governed by rales laws which function according
to principles of logi€®.

% Literally, this could be signified by the descrigiof a given text through narratological
identification and classification: ‘it's a love syg, or ‘part detective and part horror story’.
% See: Propp (1968:26-63).
% This demonstrates the flexibility and power of lgpyg Propp’s typological analysis &mygiven
text. Its strength lies in its existence as a$general rules; as Levi Strauss remarks, hisyarsabf
folktales constitutes a reading at a ‘moleculavele Hence, a sentence which reads ‘a dragon &bduc
the King’s daughter’, can be decomposed into a rrmbinterchangeable elements — divided into
variables and constants, actions and functionghisrsense, an algorithm can be set into place to
transfer all of the elements into a formula. Pr&gg the foundations largely on the basis of restea
undertaken by other classificatory papers on falkd, especially those of Aarne. His approach
remains valid, because it functions at such a least. Indeed, ‘In any field of knowledge,
classification is the basis for and prerequisitehadepth study’ (Liberman 1984:39).
®7|n this sense, game production takes the formafrative as methodology’.
% Here | am considering the factors that make tlagatiers what they are: firepower, strength, abilit
to cast spells etc... All this depends ondleareof the game. Even in terms of what they are worth
when interacted with for the player — they may nieele killed in order to get something (I'm thingj
of Doom), or may have a bounty (in terms of internal gameency for progressiocf: Elite-style /
C&C), or may simply be worth points (space invadatiens and UFOSs)
% Here | use the series Bbomgames to set an example: we accept the fact thaityg will hold us to
the floor. InDoom ‘gravity’ exists through an analysis of differenicetween presence and absence; if
the floor exists under your feet, you can starfdca floor doesn’t exist, then you will fall untioyr feet
touch the floor. All games embody their own notafrphysical laws, which govern wheanand
cannotbe done at any given time: these can be divideidtopvariables and constants.
" However, | will address what happens if the ‘plafflgames is considered parole, notlangueat a
later stage, when | begin my analysis of gamesgdtian I11.
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In 1960, Claude Levi-Strauss set out to critiGuepp’s work, 32 years after it was
first written. His aim was to distinguish betweenmalist and structural modes of
analysis. Propp’s approach has been describeghtegsatic analysis, whereas
Levis Strauss had suggested his approach workg #terlines of paradigmatic
analysi¢’. Both analytical frameworks are generally unterg to have found their
origins in differing schools of thought, althoughuch of the difference between their
styles can be accounted for through the differentéme between them and perhaps,
the differing political, cultural and social contexvithin which they were written.
Propp responds to this critique by announcing ltleat Strauss has a comparative
advantage; he is a philosopher, Propp an empifigiserman 1984.68). Although it
is arguably the case that both critics reserveests in Marxist ideology, it is
apparent that their circumstances are differempprby nature was required to
subscribe fully to these principles; to use Margisbtations without question, to
ensure they were always rendered in a satisfagtoositive light. Levi Strauss, on
the other hand, had more flexibility; to use Marxigticism was to use another set of
academic tools. Perhaps this best explains tiierelifce between the ‘philosopher’
on the one hand, and the ‘empiricist’ on the other.

However, Levi-Strauss’s criticism of Propp doéferosome useful analytical
indicators; as he explains: of Propp’s 31 functi@everal can be further reduced to
the same function reappearing at different momeftise narrative but after
undergoing a number of transformations. His gatitdemonstrates this by inverting
the functions of certain characters, whilst allogvfar his own rules; in this sense,
these inversions are what make his own structeealing; perhaps best indicative of
the shift from the syntagmatic to the paradigmétims of analysis. His resolution
was to construct a matrix scheme with two or tltiesensions (to allow for such
inversions of characterd) In this sense, Levi Strauss is thinking alorglthes of
Boolean algebra — the lines upon which computdclfgctions.

To ‘read’ a game at such a level could implyadieg of the code at machine level
and discussing it; something which ‘game theoryg addressed for many ye&rs
Whether justice could be rendered to such an doalyhodel — whilst avoiding the

™ According to Levi Strauss’s (1960/1984) logic, gan understand the difference between formal and
structural analysis through two ternsgntagmatic- which concerns itself with the analysis of synta
and structures; hence Propp’s style of delinedtiegstructure or organisation of a folklore tekt.this
sensesyntagmatianalysis is a sequential mode of representatimieh like syntax of language.
Paradigmaticanalysis, on the other hand, concerns itself vhighrhediation of polar oppositions (life /
death, male / female); which are mapped inpadigmaticmatrix. In this sense, elements are
extracted from a linear text and subsequently rgged. The crux lies precisely in this differenites
goal of syntagmatic analysis is to expose the uyidgrsequential structure of a text (from A to Z);
whereas Levi Strauss suggests a process of lobkingath theyntagmicrather to build the
paradigmaticstructure from its content.

2|n Image, MusicText, Barthes (1977:86) alludes to Todorov's notibthe story, to be read as
storeys of construction (as a building or a compjdtatabase] array) — offering the view of narratas
containing the dimension of a ‘hierarchy of instesiaather than a spreadsheet model, with boxes to
tick when characters behave in a structurally conist way.

3 See, for exampléd:evy [Ed.] (1988). The book is essentially a mdrfarcomputer programmers,
numerologists or mathematicians.
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same criticisms that Levi Strauss has caught Piropps another issue; if we
understand the fact that interactive forms, suatoasputer games, already have a
solid structure in place (in terms of their consistensyirges of code), then to reduce
this into a model for analysis means to re-comibiéecode into some kind of short-
hand. Although this does risk the alienation &f ¢higinal code: at it's base level it is
meant for reading by computers, as a string otlgiommands; whereas at lower
levels it becomes rendered more easy for humansderstand. In this sense, | am
suggesting that it may be ineffective to look & tlode as ‘sets of rules’ for humans
to understandjnlesswe are considering the ‘user’ and how they usérthes’ within
the game to benefit, or change, the way they iotevih the piece. This, of course,
IS moving towards a question which | intend to addrlater: how relevant are the
tools used twuild games to the games themselves? In this sensej@syian will

not literally address ‘code’, but will shift towarén examination of the modifications
(mods) that users create to adapt and change the.ga

Propp’s analysis, theis problematic; by restricting itself to the rulesttigavern the
arrangement of elements it loses sight of thetfaitno language exists where
vocabulary can be deduced from its syntax. Lemauss suggests that: ‘The study of
any linguistic system requires the cooperatiorhefgrammarian and the philologist’.
Which begins to indicate a need for a shift towamdsles of thinking which
incorporate ethnographic observations into thei¢atdrtheir analyses.

Barthes’ emphasis can be best understood in tefmbat we, as readers, may take
to a text before wbeginto examine it. It is in this manner that he représ a step
forward from Propp. As his work functions undeg thibric of structuralism, his
claims function to analyse objects with a similaalgn mind. However, Barthes
approach seems somehow more wholesome; the nédtang given element in a
story has no significance unless it is read alateall the other signifying elements.
In this sense, his work seems to shift towardgptbeosition of a layered matrix
approach to structuralism, implying that the idéaconcrete’ foundations upon
which a structural analysis takes place cannobiselate; there are considerably
more variables to consider at outset even befon&itig about the text in any light.
These variables perhaps at the most basic levdiwake into account some of the
possible pre-conceptions that could be taken togargn text, and these may initially
depend — and differ — through cultural conditioning a given analysis, then, Barthes
will typically present his case using certain obgeand terms, offering when he does,
sets of rules for analysistating that these could be substituted eastly athers to
achieve slightly different effects, although alwaytempting tacknowledgevhat the
process of interpretation is striving to achieWe this sense, if Russian formalism can
be viewed as eeactionagainst the deeply rooted notion thahtentis superior to
form, the latter being viewed merely as a recipier@ntBarthes’ proposes the notion
that at any given time in analysis, content ma falecedence over form (and vice
versa), but neither can be strictly marginalizexhé if one is, then it is of preferential
analytical discredit to that which it is suppresgsin

However his analysis, for me at least, serves\warning: when you describe
something (in this case a photograph), you inadwdlst change it's meaning through
your own emphasis (1977:26). Can such analysa/beled? Perhaps not: to
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comment upon something is to load that object wetv meaning — therefore, when
Barthes considers the photographic image, he erédit being the possessor of two
signs: one without a coffeand one with. Furthermore, what he terms as m4gitic
relationship’ exists between words and imfagas the image loads the text with
meaning (and vice versa). In this sense, as Wéldifferences between interpreting
fabulaandsjuzet a preferred reading should be emphasised bytbglay between
the signs (as one signifies the other) and solalised reading (rendition) in this
light, is provided, stable enough not to be warpg@ny subsequent decoding. If an
image does ‘load’ new meaning onto a piece of téet) a second set of signifieds
develop as a result of the combination of imagetartd In this sense, textual
‘meaning’ is generated iteratively: as more elemané added to a composition,
different sets of signifieds will develop as a fiesu

What needs to be decided here, is whether whitgamed a ‘work of art’ can be
reduced to a system of significations (a shortfathis type of analysis lies in a
guestion ottontextof the analysis taking placeshois making the analysis, and for
whometc.). Here we see two similar systems for angjyshere the contents which
make the ‘text’ are constituted either by a unisésymbolic orderd.f. Propp) or by a
period rhetoric (based on the assumption that storcal axis exists; in Barthes work
this is generally the case), or in short, by alstafcstereotypes: an inevitable
syndrome at both sides of production and consumptiand perhaps for this reason,
completely unavoidable. As Propp’s response ta B&nauss’s critique suggests, a
reading which occurs across two widely disparateiges can result in both parties
seeming confused — or disappointed at least —wkiat the other had to say.

Barthes is moving towards the articulation of\asibn between ‘textual effects’;
there exists, for example, a difference betwaesthetieeffects andasignifyingeffects
within a narrative. In this context, meaning consted from a photograph is thus
always historical; it depends on the reader’s pneviknowledge and experience
(1977:28), therefore intelligible only if one learthe signs. Such learning, then,
requires a structural process of categorisatj@arthes argues that there can indeed

" This coding takes place in two sens#Enotation a literal interpretation of the signifier; and
connotation wider cultural associations made against theifsggrwhich ‘change’ the reading.

> However, we must bear in mind that Barthes hgseaific form of (or representation of) a
photograph in mind — the press photograph. Heestgdhat the object's meaning is constructed in
conjunction with text, as a caption: ‘the totalitithe information is thus carried by two different
structures (...) [which are] co-operative but, sittegir units are heterogeneous, necessarily remain
separate from one another’ (1977:26). Both ofdhiesmges are indeed autonomous - and need not be
related, although both contain meaninmgeaning itselfnetamorphosises, or is focused, by a kind of
oscillation between the two structures — both vyfimmgmeaning, but perhaps more closely crystallised
in unison: ‘Moreover, the two structures of the sage each occupy their own defined spaces’
(Ibid.27) So the relationship between the two structliessn the decoding of one in relation to the
other, for the correct reading to be forged: ‘af thvo structures, one is already familiar, that of
language [but not newspaper-language], while almosiing is known about the other, that of the
photograph’ [bid.). Yet later on he explains that a photograplelisble because it conducts
mechanical capture of a scene, producing an effdtaving been therefor in any photograph there is
always the stupefying evidencethfs is how it wasgiving us, by a precious miracle, a reality from
which we are shelterediid,73).

"8 Primarily we could consider Levi Strauss’s (1968®4) idea of structuring analysis through the
casting of opposites. We could also consider Mel#itein’s early studies of child psychology. Kiei
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beno perception without categorisation. He later adsitb the notion of (or rather,
his perceptionof) ‘Arabness’ encapsulated in a photograph of Agadruins. All

this really justifies, however, is that signs arbitrary in nature; signifiers float and,
although signification can — to an extent — be aneth, there is little control over a
solid reading and hence, the occurrence of misingadecomes an inevitability. So
Barthes issues us with a warning: ‘In order to deiee the initial narrative, it is
therefore vital never to lose sight of the functibnature of the segments under
consideration’ Ipid.36)

This could bring us back to square one; if thelof analysis that Barthes applies to
cultural objects is to be mapped onto interactiamngs, then we can take his ideas on
board, without necessarily producing anything sattsl. In any case, what Barthes
does allow for — which Propp denies — is perhagise@ussion of the context in which
the object isised and a charting of the phenomenon of the objeeattagt in its own
right, but more importantly, as an artefact withiagraphical’ history’ and as a
cultural symbol.

The notion ofwvhatan object symbolises, then, is far closer to mg bhenquiry; |
am interested not so much in what the code of #meegloes(literally in terms of
‘machine code’) but more in what that code — ormamiled and used — expresses
about the culture that consumes it; what formsteraction or identification are
taking place within a single player game? And hoghnthese differ from other
games in different genres? What does it meanaty @lgame against other ‘human’
players? Do such notions change when you arengefdanteracting with a machine,
ratherusingthe machine to challenge others in terms of skil@eed:usingthe
machine to outwit one’s opponent).

The point at which Barthes and Propp’s thinkingrtaps — and hence a distinction
requiring engagement — lies in the notion of mytie; mythologies embedded within
objects of study. Barthes suggests that: ‘Myth (nupt be included in a general
theory of language (...) [and] is present everywlsergences are turndd.) from
newspaper article to political sermon, from noviedhere still are any) to advertising
image — all utterances which could be brought togretinder the Lacanian concept of
theimaginary (1977:168-9). To what extent, then, is our ustemding of ‘myth’
adapted by games? And how do such myths changewrithitiplayer games? A
brief examination of the differences between phaplhy and cinema may provide a
starting note: ‘film can no longer be seen as atechghotographs: theaving-been-

had believed that the child aligned its own idgrtfirough the articulation of a division betwegood
andbad objects in order to express desires. Such a medeémingly popular with structural analysis
- can be related to interactive games in termgodgnition of ‘good’ and ‘bad’ objects within the
space of a game. Hence, an understanding of tietidning of an interactive game is informed
through a surmounting knowledge of such rules.ti¢aare built by dealing with both ‘good’ and
‘bad’ objects effectively.
"We must be cautious over how we embrace this siison; firstly, ‘biography’ in my context is the
background within which the object is set (politigaculturally etc) — which may explain how the
objectcame into beingffering us a clue as to why this is so. Butiilkes me also that objects
themselves have biographies to be read — i.e. ddwand cars. We must also consider what happens
when the object igteracted withand then, whether the object’s own history is @lBnportant if the
user has no knowledge of it. Then, there is tle'si®wn history, as Barthes acknowledges.
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theregives way before being-thereof the thing; which omission would explain how
there can be a history of the cinema (...) whereaghotograph can in some senses
elude history (...) and represent a flat anthropaalgiact’ (bid.45). If we are to
consider the notion of ‘multiplayer’, ‘player’ oparticipant’ in relation to cinema,
how do these notions affect the tense of ‘beingbined, and how does that history
becomeenmeshedr appropriated? If photograpbanelude history, do aspects of
gamingalsohave this effect? All of the above questions wikd to be addressed
again in sections Il and Ill, when | consider ‘spgiand ‘game forms'.
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2. New Convergences: Digital Narratives and Cinem@heory

‘The computerization of culture not only leadshe emergence of new cultural forms such as
computer games and virtual worlds; it redefinesting ones such as photography and cinema’
Lev Manovitch: The Language of New Medif&’

Did the computer eat Hollywood?

Lev Manovitch, alongside a number of other ‘needia’ theorist&, increasingly
argue for the identification of a trend in whicim&ma — among other existing media
forms — has become redefined in the wake of conpuésgliated-communication;
much of his emphasis is on timerplay between cinema — and indeed, other existing
forms such as photography — and digital technofygieludinginteractive games.

My intention now is to consider just how far wandake Manovitch’s insightful
comment by launching an exploratory study intodbeelopment of film theory from
its highly structural and controversitreerphase in the 1970s, to the development
of more recent branches of cinema theory — in @aer those which consider the
technical growthof cinema and its related technologies — to candite current state
of the now highly converged hybrids that are inrafien today. Before | navigate
back to abrief acknowledgement of the historic basis of film asayl would like to
open with the rather obvious premise that film #&schnological and apparatus-based
form, has not remained static; we can still consadely films likeMan With a Movie
Camera(Vertov: 1929¥° andMetropolis(Lang: 1927)* today because throughout
their lives as artefacts on magnetic tape, theg lteeen salvaged and recopied time
and time again by people insistent on their pregem. Indeed, both are now
archived — and available commercially — in the papdigital MPEG-3? based
format: the consumer Digital Versatile Disk, or DVDDhis transition - from a reel of
magnetic film to a stream of digital informatiofies at the heart of what | want to
consider in this chapter: how technological chamainfluenced the ways in which
media can be thought about or consumed. Both kadgvertov’s films have been
considered as pioneering works and both have bssshto demonstrate the case for
film theory — and this is arguably (if not cyniggliprobably the major reason their
work has survived: both encouraged academic delatdoth directors have been
held as seminal avant-garde artists by academda§ilanenthusiasts. Although both
have died, their work has been prevented from ae&tion through consistent

"8 See:Manovitch (2001)and <http://www-apparitions.ucsd.edu/~manovich/LNM/Maigvpdf>.

See alsoThe Computer that ate Hollywo¢BBC: Horizon1997) — a television programme which also
explores this premise hitp://www.bbc.co.uk/science/horizon/specialfx.shim

"9 See:Andy Cameron (1995), Anne Friedberg (1994), AndBavley (2000), Angela Ndalianis

(2000), Stephen Poole (2000), to cite a few acackeniluch of this work has been published this year
(Ndalanis, Poole, Darley) although work stretchaskiio as early as 1995, when Cameron’s paper first
appearedSee:<http://mfj-online.org/journalPages/MFJ28/Dissimigat. htmp

8 See:<http://www.nottingham.ac.uk/film/journal/filmrev/mawith-a-movie-camera.htmand
<http://www.bfi.org.uk/bookvid/videos/dvd/moviecaragnitmb

81 An excellenbverview of the film can be found athgp://www.uow.edu.au/~morgan/Metroa.html
this site carries the debate much further throhehcollation ofall known information regarding
different versions, edits and releases of the fithitp://www.persocom.com.br/brasilia/metropo.htm

82 See<http://www.erg.abdn.ac.uk/public_html/research/fatnet/digital-video/mpeg2.hteal

36



techniques of preservation; and preservation thkes expertise, money and
exceptional patience.

The point is that at key stages, information wasinitially captured by Vertov and
Lang - has been re-compiled, re-edited and corvénte formats, which exceed and
differ from the shadowy analogue forms of the 19208e best technology available
at any given time from the 1920s onwards has gdahteir preservation; allowing re-
duplication, clip restoration, mastering and retiadi  Finally, both were captured,
cleaned-up and compressed when they were releagbd’ host ohewfeatures’ on
DVD in 19982, In other words: monumental changes have occimredw film is
transferred, transmitted, received and understooléed, their films are now sold as
consumer items in shops: something that in the 4,926th Vertov and Lang would
have had difficulty imagining.

Alongside such technological changes, acadenicthieory has shifted, by doing
so, addressing emergent new forms of distributi@wy patterns of consumption and a
new film ‘language’; key terminologies identifiablethe converged media. | am
concentrating on changes in film theory for sevezakons: firstly, it is my suggestion
that such understanding will lead to a clearer eption of what interactive games are
like; secondly, that the interactive game industriew function increasingly similarly
in the ways in which they approach game designpaoduction; thirdly, that there is
an undeniable synergy between film on the one laamddyames on the otfér
finally, academic study has developed a languagerfioquing film. This language is
constantly changing and as it does, its motivesiéang so are justified by arguing
that through shifts and changes, previous methadarfalysis appeared inadequate;
unable to synthesise a coherent logic in an arénanverged media. Itis my
intention now to consider briefly some of the chesgh academic film studies,
starting from the 1970Screen theorythrough opposing perspectives in film analysis
and into current theories on the digitcahvergednedia forms.

Screen theory: a brief history

Throughout the 1970s, much film analysis centeavhat became known as
‘Screen theory’ a semiotic-inspired, psychoanalgpproach geared around how
people view films in the cinema. Its approach fvagquently concerned with an
understanding of the cinematic apparatus as ceotthe viewing experience; the
darkened cinema and the projections onto a spdcennof the spectator for them to
gaze at, by doing so, forming chains of identif@athrough one of a series of
viewing positions articulated by both the film’sntent and the cinematic apparatus.

For Screen theory, then, an understanding ohtatie space has been codified in
terms ofdiegeticspace — thepacewithin which the film takes plaéeand the space
responsible for structuring tlemsembl®f screen, the spectator and cinematic

8 This is certainly the year for initial releasegtie US;Metropoliswas released in the UK in 1999 —
subsequently deleted in 2001 — dandn With a Movie Cameraas released in 2000.

8 Some of the most known synergies could comprigegbts for: Tomb RaiderResident EvjlDune
Star WarsHarry Potter, Street FighterFinal Fantasy

8 Another term used to describe this spatial arrarege is the Frenchise-en-scene
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apparatu®. Although both spaces are separate: diegeticespacerns the films
text, whereas spectatorial space concerns the syetagogy of cinemaseeHeath,
1976; Bordwell, 1985) screen theory works at thersection between diegetic and
spectatorial space; where narrative form, thetyeaffect and architecture of the
cinema all work togetheséeMetz, 1980; Manovitch, 1999:184).

It is only when such a distinctive viewing sitoatis made open to the spectator that
the cinema camost effectivelyelay its meanings and subjectivities; these are
produced by specific cinematic apparatus:

‘The extreme contrast between the darkness iadkig¢orium(which also isolates
the spectators from one to another) and the brdkesof the shifting patterns of
light and shade on the screen helps to promotiéltilsen of voyeristic separation.
Although the film is really being shown, is thecelteseen conditions of
screeningand narrative conventions give the spectataiasion of looking inon

a private world’ (Mulvey, 1975:114ny emphasj)s

Screen theory remains a contested area of sasdyaura Mulvey’s quote suggests,
it examines the spectator/screen relationship skaly within the domain of the
cinema; the experience of viewing a film is intraaly linked to theeffectcreated by
the apparatus. It also shares a highly specifition to the approaches of
structuralism which | mentioned in the previousptkg the 1970s screen theory
largely remained thstructuralistperiod of film studies: influenced as it was, by de
Saussure’s linguistic approach to language whitlemtioned in the previous chapter;
Lacan’s analogous account of the mirror pAasechildhood; and Antonio Gramsci's
Marxist concept of hegemony, or dominance. It wasode of analysis, which
suggested that the reader wassive and locked into the text through wider
culturally-mediated and hegemonic ‘meaning’.

Another argument raised against Screen thedhatst was ‘historically and
culturally specific’ (Kuhn, 1999:7); a set of sttues which made certain
assumptions abotiow people watched films. Time has seen many alteratio the
cinematic apparatus; now redefined in an age of WD pro-logic home cinema,
digital delivery of pay-per-view services, wide-aen technologies, THX mastering,
computer rendering and IMAX films. In other wordse cinematic apparatus
remained the dominant mode of cinema delivery agsdption within the 1970s, in an
age before the proliferation consumer home vide® subsequent changes in viewing
patterns and the growth of reception theory. Qirse, film theory stretches back to
before this time; although the 1970s is when wearadit a unified and collective
language as being developed, one which was codtastédeveloped and, perhaps

% The cinematic apparatus can be thought of ad #leoelements within the cinema (including the
building itself) which allow for the experiencefiifn viewing.

87 See: Stamet al. (1992:128-9). The infantile subject comes intnbdego formatioi through
identification with an image of its own body. Tlisage is internalised as ago idea) which

provides the basis of all subsequent identificatjavhich are imaginary in principle and which
‘situates the agency of the ego, before its satgédrmination, in a fictional direction’. The Iniagry
‘one of three psychic registers regulating humareernce’ involves ‘a narcissistic structure in @i
images of otherness are transformed into reflestainthe self’; Lacan argued this phase was orkeof
key stages for ‘identification’ in the cinema (19820).
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more importantly, one whicbeganto address the relationship between the viewer
and the screen.

So changes in technology began to prompt new whtysnking about that
particular technology in the context of a relatioipsbetween théextand the
spectator As new markets opened up, new theories weredated; the most
significant opposition to Screen theory was receptheory, which rejected the
premise that meanings were fixed and that viewerg\passive; instead it argued that
viewers took more to films than previous theoriad bared to admit. An easy way to
consider this change is through a convergenceratioer: synergy — between markets;
something which was not happening in the 1970kerstale we see it on now. When
we think of films now, wemightthink of a viewing of the film in relation to a
cinematic apparatus; but we might equally thinklbbf the markets which
simultaneously feed into creating a wealth of epimmena%ee:Klinger, 1989)
around a product; so, to coin an obvious (and@tithaps the best) example: to think
of Star Warscould also be to think of children’s toys, boossters, CDs, games,
clothes, stationery, fan websites, publicationspmtions by large chain stores. In
other words: a wealth of information is situateduard the film itself, the film
becomes just one element within a wider-culture;film becomes its own
microcosm or meta-narrative, with a plethora okottultural objects orbiting around
it. In other words: texts could no longer be cdesed in isolation; this was the
fundamental breaking point of screen theory: ‘we gaderstand filmic signification
only as it is imbricated in diverse ways with otheedia, past and present, its
circulation within thearray of cultural production mediating the semiotic and
ideological resonance of any text’ (Colliesal, 1993:4). Multiplicity and
contingency seem to be the watchwords for a newoagp to such signification: for
film theory to work in an honest and accurate viagn the suggestion here is that it
must consider the audiencastivenegotiation between integrated media markets and
viewing positions within the text itself.

Digital Convergences

Synergies demonstrate the interaction betweeReatsrseveral markets channel into
one delta surrounding a cultural product. In teahtechnology, another delta is also
created through digital convergence. This is tiea &will be discussing for the
remainder of this section. Digital convergence lsardescribed as a point where
multitudinous forms of data are all channelled iot@ carrier device; in this case a
digital computer. The carrier device — through tise of ‘protocols’ and coded
instructions — is then able to identify the datpetythe form) of that information and
process it in a meaningful way.

We see this process taking place within netwagsable operating systems such as
Microsoft’'s Windows 2000ine of products. The software deals with a stredam
binary information, pushed relentlessly througheawork connection. This
information could be images, text, music, video #rey could come from machines
running on different network ‘protocols’; in thedt instance, the operating system
needs to be able to identiyhat protocol the sending machine uses to communicate
e.g.Microsoft (NetBEUI); Unix (TCP/IP); Novell (IPX#/X); Mac OS (Appletalk).
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The software has tkcnowwhat these protocols are, in order for it to bedbllisten to
specific instructions sent to it. Once it is aldeommunicate with the sending
machine, it then needs to be able to identifytyipe of information sent to it: before
the information is processed, the data is bundiigd Wweaders’ explaining what that
information does and how it is supposed to be dedad handled. All of this
‘handling’ requires code for being able to identiyd process data as it enters a
machine from a network connection.

The Transfer Control Protocol / Internet ProtadaCP/IP) is the common language
which most machines use for Internet connectiatye of the new advances in this
technology has lead to a replacement of the cu(i€m0s) protocol (version 4) with
one which is capable of handling more machinesqeare metre of earth (version
6)%®. There has been talk in the past of the possilaifia depletion of IP addresses
using the current versidh The new schema will allow for (650> or
655,570,793,348,866,943,898,599 addresses for sgepre metref the Earth’s
surface, meaning that any consumer device couldltweed to have one or more
addresses: including light-fittings. Digital comgence could ultimately allow a
computer or device to communicate with every single within the house: from
switching on lights in certain rooms to checking tflidge cam’ to see its contents.
Much has been written on the politics and changa®snding convergence
already®. | am now going to focus on some of the chankissconverging of digital
technologies might have on our understanding adraim theory.

The ‘new’ cinema: what's new?

In Avant-garde as Softwarene of Lev Manovitch’s earlier essays, he operesal
his trajectories of discussion by examining emergemw media forms in relation to
the avant-garde of the 1920s. He observes thahmedia, much like the avant-garde,
spawned among other things the desire to expleréndwnessof a new style of
thought. Among the many publications he citeshatkthe writings on cinema of this
decade expressed within their titles, notions ef‘ttew® surprisingly, despite the
fact that cinema was undergoing perhaps its bigbestetical shake-up since recent
times?. All the manifests written during this decadefisgnch, German and Russian
filmmakers in their entirety, called for a boundiaedited collection, entitled
something like: New Cinema hailing a call for the new language of film: “ether it
was to be montage, “Cinéma pur” (also known asdhlte film”), or “photogénie”

8 See:<http://www.microsoft.com/windows2000/docs/ipv6.goc

8 See:<http://news.bbc.co.uk/hi/english/business/newsi®2000/1262927.stm

% For example, Manuel Castells has devoted a thoaeme work to documenting some of the wider
ramifications involving this process in explicittd#. See:Castells, M. (2000The Information Age:
Economy, Society, and Cultuthree volumes), Oxford: Blackwell.

%1 See:<http://www.manovich.net/docs/avantgarde_as_softwlare

2 Two parallel arguments could run here: firstlygtthntil recently, the apparatus of the cinema has
largely remained the same: cameras, film, projectiod optics have largely remained stable. The
counter argument would suggest that cinemaahagysbeen experimental: consistently re-defining
itself to make itself appear ‘new’ — every new fittaims to offer audience something ‘never
experienced before’ from original 3D cinema to iMaient films to digital movies. In this sendeet
‘new’ becomes something which is just there to Xgeeted; or there is nothing ‘new’ about the
apparatus, just new content.
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Similarly, although not declared in a book, a triseial revolution also took place in
graphic design thus “making it new” as well (Alekdar Rodchenko, El Lissitzky,
Moholy-Nagy, etc.)*®; for some reason, such a book was never published.

His premise laid out, he then moves towards tbevth of work in the 1990s
purporting to comment upon the ‘newness’ in evangltoncerning media
general This term ‘new’, as Manovitch suggests, senga ahort cut for all
emergent cultural forms that depend upon digitahgaters for their distributiorfdr
example:CD-ROMs and DVDs, web sites, computer games, tgpemultimedia
and hypermedia applications). Beyond its inifddndly descriptive meaning (the
media of all thing:mew), the term also carries with it a similar promisehat which
animated the above mentioned books and manifeststiie 1920s: that of the
‘radical cultural innovation now taking plad&’ Manovitch continues his rather
deterministic endeavour by justifying his own phlaiadirawn between the 1920s and
newin the 1990s onwards; he is clear in stating tiat20s harboured a ‘revolution
in art’ in relation to the ‘90s sudden technologicavolution’®. This axis is useful
insofar as it highlights the fact that significé@thnological change has been
underway; not least where digital mediation offilseems to have really taken hold.
Manovitch is quick to identify this change as adletionary period of history where
the changes seemed so significant that suddentyleydy wanted to talk about
changes: hence the fetishistic prefixing of thedvoew’ onto the emergent digital
forms.

It seems that to subscribe to Manovitch’s thecakframework is to accept that a
unified change has indeed occurred witknerysector of the medi This is clearly

% Manovitch’s argument places emphasis upon Russi@rtage (Eisenstein) and the radical avant-
garde cinema of Germany in the 1920s. When | hiidlly considered ‘avant-garde’ (in the context
of cinema, | was tempted to consider a shift which occuskghtly later, towards the 1950s and 60s
within France (thdNewwavecinema of Goddard, Bresson, Truffait) and academic writings on
changes in British Cinema toward the 50s and 6@gBarr, 1977). However, Manovitch is
identifying an earlier wave of shifts: French Imgg®mnism and Surrealism (1918-1930), German
Expressionism (1919-1926), and Soviet Montage (1P23D).

% From the point of view of mass communication, Matuh identifies the 1920s as the key decade.
Between the second half of the 1910s and througheu®0s, alkeymodern visual communication
techniques were developed: photo and film montegiage, classical film language, surrealism, the
use of sex appeal in advertising, graphic desightgmography.

% As Moore’s law has shown, this ‘technological rexion’ can perhaps be seen more effectively as
an evolutionary phase; Moore’s law states thatrteldgical capacity doubles every 18 months;
something which Intel have assured us will ‘holaetrfor the next ten yearsee:
<http://www.frontier.co.uk/press/articles/qdc2002gyomnow.ppt. Manovitch, we can be sure, is
fully aware of this. What | think Manovitch is tBatalking about is the cultural dawning of a slow
process as more uses become found for it; if wecai@low the statistics, we find (as Manovitch
himself also enthuses) that the rapid growtbhsgwithin the area of new mediaqpeciallygrowth of
Internet use), can partly (or only) justify thehaological rhetoric. If we look deeper, we could
perhaps be forgiven for thinking that this ‘revaduf in media is one concerning not necessarily
content(for the moment at least, let us consider this),goimarily storageandretrieval.

% This statement poses undeniable questions. Carapg which addresses thianketingof change
over all media is to consider radio broadcast: @fitbe most established, far reaching, and heavily
used forms of media. If we consider the changekelivery (especially in the case of short-waventh
we find that little has changed since its inceptitie transmitters remain largely the same, because
they have always functioned adequately for increpdemand. In terms of content, consideration of
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not so; and in all fairness, Manovitch is not stgkinis claim along these lines.
Instead he argues that the ‘computer revolutioehseunaccompanied by any
significant innovations on the level of communioattechniques: ‘while we now rely
on computers to create, store, distribute and acadture, we are still using the same
techniques developed in the 1920bid.). Which sets up a significant question: if
communication techniques have remained largelgdnee, then, how has the
intervention of new technologies into cinema chaipe way we can think about the
form? Where can weeechange? What functions has cinema successfullynesta
And what functions show symptoms of change towasdg models of
representation?

At the centre of this change lies a shift towalrdscreationof computer tools for
undertaking the technical tasks within film-makiageas such as architecture, design,
photography and filmmaking: all areas that Mandvitad credited the 1920s with
developing ‘new styles’ and techniques for. Irstbénse, we are not examining
cinema in order to uncover the emergencedically new forms, at least not on any
scale comparable to the formal revolutions of t20k. Rather than acting as a
catalyst of new forms, the function of the compwseems to have strengthened — or
reinforced — the already existing forms. Thdefiningshift, then, occurs not with
cinematic contenper sebut with the seamlessness — the incorporationte€lanology
— into the process of flmmaking. In this sensg, @mergent new techniques that
have been opened work in tandem with older methioiést and tested film
technigues — much like those of the 1920s — rem@jpular in use.

This is not without good reason; creation of oiagéic techniques for ‘effects’ has a
history as long as that of cinema itself: any ppdfilm history has demonstrated or
embodied new or emergent techniques for visuateffindeed, Louis and Auguste
Lumiere’sL'arrivée d'un train en gar€l895) is arguably the first ever example of the
visual ‘power’ of cinema: a 40-second shot of atraoving towards the camera.
Audiences were said to have been shocked by theeseg; unable to tell whether
what they were seeing was ‘real’. Georges MéliesVoyage Dans La Lur(@902)
represented a famous first attempt at cinematicespravel: this time demonstrating
the power of studio based illusionism.

Indeed, what computer graphic (CG) technologysumsessfully demonstrated
regards what can be ‘seen’ on screen at any timelrew Darley explains CG’s
pursuit as ultimately working to create a so-caltedlism’ (2000:7); rendered
computer-illusionism that ‘looks’ real. In thisrse, the CG rendering becomes a
virtual-studio space: imposing a ‘layer’ — or layerover the film itself, adding to the
film’s mise-en-scenthat which can’t be emulated so cheaply or easiby physical
studio space.

Radio 4'sShipping Forecasimplies, to me at least, a timelessness whiclmisroded by the
technological frenzied change. Additionally, Dajifudio Broadcasting (DAB) seems relatively
unheard of, and althoughostradio content is now streamed over the Internatdiédth still cannot
ensure the clarity of a sustained (even when bedfiestream of audio data. Consequently, the gualit
is still at a poorer stage than its analogue preskar.
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In terms of content, digital ‘cinematograplmdscreated new methods for
innovative storytelling; sd@itanic (1997) The Matrix(1999)andThe Crow(1993) all
tell stories, aided by CG rendering; the techniased inTitanic’’ allowed the ship to
be decked with hundreds of virtual extras withiocsels for some scenes, whilst also
allowing for an infinite pulling backfrom a fixedbmt, allowing the spectator to see a
seamless movement over the equivalent of two etheal’ miles; a shot that would
be impossible to create in one take using physigaipment. Equally, CG allows for
precise frame-by-frame editing, allowing a diredtocontrol ‘the physics of
decimation’; the technique employed witfihe Matrix® blends physical studio
capabilities with mathematics and digital editiagstudio sequence is shot
simultaneously on a circular arrangement of 120eras) the resulting sequence can
then be played frame-by-frame (from one camerhémext); reversed, sped-up or
slowed down. ImThe Crow®, Brandon Lee’s death meant that he had to be redder
digitally into scenes from earlier footage in ortlecomplete the film. The same
technique was later used@ladiator (2000) to replace Oliver Reed’s character.

Cinematic techniques developed for films havéiatorical bearing for this reason:
the combination of crane movement, flyaway sceaeyoptical printer effects used
in Citizen Kang1941}°° the combination of simultaneously tracking out and
zooming in (‘dolly out/zoom in’) to create Hitchdds visual motif forVertigo
(1958)°% all innovated the function of storytelling (thgiupresentatioh through
new possibilities offered by technology at any givene throughout cinema history.

All of these modes of special effect {arcage add to an ever-increasing repertoire
of illusionistic tricks, which complement — rathtean replace — the older techniques
used by earlier directors. What the new moddsuchgedo is raise spectatorial
expectations: shifting emphasis, as Angela Ndadas suggested, toward new
forms of visual spectacle: ‘a new kind of technadigl experiencé® This ‘new’
kind of experience — as Darley has suggested — gsagpof a visual archaeology
which ranks ‘the prevalence of technique and in@ags content and meaning’
(2000:102).

All of this seems to be suggesting that storarrative — is gradually being
surpassed; the narrative cinema of pre-1960s Holbgwvhich, as Ndalainis has
suggested, believed that audiences or spectatoespassive, has been replaced by a
CG super-charged, fast moving rollercoaster nagahat knows only too well that
the audiencare active: mobilising spectators ‘less as readersnaoe (...) as
‘sensualists’ (Darley, 2000:173). Films are justdking off into yet more factions:
films with narrative storylines are still made am&lv stories — like visual techniques —
echo older narrative forms; at the centrd bé Matrixlies a narrative story akin to
Alice in Wonderlandonly it's realised through technology along time$ of Japanese
anime. Narrative plays an important, binding rialéhe film, anchoring all of the

%7 See:<http://www.bbc.co.uk/science/horizon/specialfxtsimmb

% See:<http://whatisthematrix.warnerbros.com/cmp/sfx-bultext.htmb

% See:<http://news.bbc.co.uk/hi/english/entertainment/fitewsid_1658000/1658394.stm
100 See:<http://www.bbc.co.uk/science/horizon/specialfxtemmb>

101 See:<http://www.enl.umassd.edu/InteractiveCourse/EThampeertigo. htn

102 See:<http://www.sensesofcinema.com/contents/00/5/bardyund>

43



special effects into a coherent space; even ifagef@ that narrative is sidelined at the
expense of the techno-spatial ‘sensuality’. Theyparity of the IMAX 3D cinema
format perhaps best promotes the growth of ‘sersufillms: the narratives
underpinning most of the stories are sidelinednayisual ‘effect’ of the mise-en-
scene; due to its 3D nature, audiences are plas&tkthe mise-en-scene and are free
to look around and explore. By addressing 3D efgsmé am now going to suggest
that it is in 3D interactive games that we seecarfment interleaving of these two
modes of spectatorship: many 3D games now havatnerelements (back story),
where the player, or user,passiveand the ‘sensualist’ elements, where the player is
activelyengaging with the text. | will be expanding thesguments further over the
next two sections.

Analogue / Digital Interleave

I'd like to try and uncover an area where sigmifit change has occurred. dmema
by NumbersManovitch considers cinema at a moment when #®h becomes
‘poured into computers®® We can consider digital re-mastering of previpus
released films onto Digital Versatile Discs (DVDB)jyX compressioff* the
technology based upon Microsoft’s ‘Windows Mediahgoression, potentially used
for piracy, computer remediation of films for C&sencestotal mediation of film as
in Toy Story(1995), the potential for computer mediated adseg of film (and
forms of viral marketing) as ifhe Blair Witch Projec{1999), the preservation of old
and degrading cinema reels as Ibfihas been responsible for over the last sixty
years® and finally, the expansion of home cinema techgielsuch as 5.1 surround
amplifiers, plasma screens and Dolby Pro Logic @semg. There is a logic to his
argument: literally, if all cinema to date becomeshived in this way, we can easily
forsee a time when it is all stored, preservedratrieved by arrays of fast computer
servers.

Other less noticed changes could involve niditional forms of film presentation
and language: CG rendering, digital compositingppirag, paint retouching: in
commercial cinema, such techniques are used t@sstdchnicalproblems, while the
old cinematic language remains less changed. Lavavitch has suggested that CG
techniques are employed but at the same time, gidiyded: with the intention of
creating a form of ‘realism’ — using Darley’s terawith the ultimate aim of creating
a seamless intersection, or interleaving, betwdwat v8 captured on camera on the
one hand, and what is digitally rendered on theroth

‘Frames are hand-painted to remove the wires thgtarted an actor during a
shoot; a flock of birds is added to a landscapmtyastreet is filled with crowds of

103 See:<http://www.manovich.net/docs/cinema_by numbers=doc

194 See:<http://www.divx.comp. DivX has been described as ‘the MP3 of the widkerld’ and
essentially is now raising many of the same debatitn the film industry that the growth of the P
codec caused. The DivX technologies shadtlbe confused with the consumer failure of Divx — a
rival to DVD which functioned on a ‘pay-per-view'adel rather than outright ownership of the film.
See:<http://www.techtv.com/screensavers/answerstips/fd4330,3368584,00.html although the
naming of a codec which enables DVD piracy aft&iled rival format could be seen as an ironic joke
on the part of its hacker creators.

105 See:<http://www.bfi.org.uk/collections/preservation/indatmt>
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simulated extras. Although most Hollywood releasaw involve digitally
manipulated scenes, the use of computers is aleargsully hidden. Commercial
narrative cinema still continues to hold on to ¢hessical realist style in which
images function as unretouched photographic reaufrdsme events that took
place in front of the cameraAyant-garde as softway&®

Of course, thdlusion of ‘realism’ only works so far: in a film lik&he Matrixwe
see effects which we recognise as computationéhisnsense, what we see, we know
is rendered and hence the classical narrative stglenbes annexed to a variety of
newer techniques for storytelling; the events thek place in front of the camera
mayhave been digitally remediated to suit the tecHmeanands of the film. So is
this the end of the story? Are we making new fiessa result of new technical
forms? Or is technology just a means to createrimpressive visual spectacé?

Here Andrew Darley offers a means to further eatttnese argumenté. In his
1995 thesis, Darley proposed that a new meansagjemproduction within
contemporary culture is offered through computeaging. Framing his discussion
through Baudrillardian postmodernism, he arguesgh@gression is made towards
the ‘simulational’ aspect of image production; @nporary culture, he argues,
relates to a new mode of imaging, which ‘simula®tography’®. Baudrillard
suggests that the key feature of this shift invelaeew preoccupation witbrm and
argues that cinema is essentially a much more @mgagd involving form of media
than television, as cinema ‘was still a medium Wwhi@s identifiable as such and
could be distinguished from the messages and mgsitiocontained’ (1997:24%;t.
Darley, 1995:63). He then suggests a processtofisg takes place between TV and
life and back agaf®. Where cinematic apparatus are taken into accthe, the
difference is understandable; cinema will not fimrcto achieve the suturing effect
that TV allows for because of its dependence orttbation of spectacle: an image
which is too big for such a process to really dffety take place. We can, however,
address thkindsof pleasures and empowerment such forms offer deeaaes; | shall
be concentrating on these notions in subsequetibsec

It can be argued, albeit cautiously, that Balahdls postmodernism describes a new
visual cultural space which fermalisticin regard to its aesthetic character, and
where reference to ‘the real’ is replaced by thetation and cannibalisation of

196 5ource:<http://www.manovich.net/docs/avantgarde_as_software

197 Arthur C Clarke has claimed that ‘any sufficiergigvanced technology is indistinguishable from
magic’ (Cit. Pavlik, 1996:191); and hence the notion of compuotediated spectacle and
unsurprisingly, the films that it led to, for exal@plurassic Parl(1993). The ‘magic’ the technology
allows for is in the creation of historical precatie most people could identify a velociraptor frtma
CG dinosaur they saw in the film;liasset the precedent for what dinosaurs should ‘Idikk’

198 Here | am working from two pieces of work withiry8ars of each other: Firstly, a 1995 Dphil
thesis: The Computer and Contemporary Visual Culture: RealiPost-Realism and Postmodern
Aestheticsand ‘Visual Digital Culture: Surface Play and SpectaicidNew Media Genre$2000)

199 This mode of address can be seen effectively iadaert used by Wacom Technologies for their
graphics tablet: the artist uses their productadsie something abstract look so real that it ‘sthdna a
real object’ Gource:PC Pro MagazingJanuary 2000)

10 This is a trajectory that Baudrillard (1995) lafelfows with The Gulf War did not Take Placéy
enquiry will concern whether this process occutsvben multimedia and cinema.
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forms, styles and images from already existingst€Xt where ‘uncoupled domains of
representation now exist which appear to float beythe real world, their meaning
dependent upon self-reference and internal diftegon’ (Cit. Ibid.)**2 If we were

to fully subscribe to this logic, we could suggebstt in essence, cinema would be
unable to offer us little more than a collage afrdhalised sections of old forms. We
could, however credit such ‘new domains of repregem’ with finding their way

into the cinema through a blend of human imagimagiod developments in both pre,
and post-production techniques.

Nevertheless, Baudrillard’s comments align maosealy with TV than cinema, yet
his remarks demonstrate that a ‘hybrid cinematrogje- which to an extent has
always existed- is emerging; its purpose: to give life to thergpresentable’ in film.
The hybrid genre exists at the intersection of imsmo& and spectacle, where
narrative is not so mucubordinatedbut certainly compromised, as ‘spectacle’ takes
prominence: re-telling a familiar story in a moraghical context than has been seen
before, an example of which could be the recerdroatic adaptation of Tolkein’s
Lord of the Ringsrilogy (Jackson, 2001, 2002, 2003)

We perhaps understand the forms of pleasureeaffeere by considering them as
evolving from human expectations, social reflecsicanxieties, knowledge of
cinematic codeandtechnological possibilities. It seems to me thathsforms of
pleasure — offered by films dependent on competehriology for the creation of
immersive effects - ultimately function to createeav kind cinematic experience for
the spectatdf® by using technology specifically to borrow fronettoot principle of
gaming: the principle of ‘immersion’: creating aespatorial experience which fuses
something like the adrenaline based theme parkwittenarrative cinema. | will
argue that the blend of techniques cinema embdali¢ke creation of textual
pleasure functions on the premise that pleaswi@sly linked to historical
expectations”.

It is from this trajectory that we can begin taad an understanding of the
‘immersive’ experience. If such forms of cinema ao technologically-laden, then it
would make sense to consider technology — apparatissthe root at which cinema
and gaming theories begin to intersect; with inteva games, however, there

11 Frederic Jameson describes the postmodern asitalizing concept whose function is to correlate
the emergence of new formal features in culturé wie emergence of a new type of social life and a
new economic order’ (1989:113)

112 Here Baudrillard’s concept compares closely wisual atomism'’: a structural approach to Virtual
Reality (among other forms of computer media) ppiles of modelling and programming; its premise
is that: ‘if the effect of every simple elemenkizown beforehand, so the logic went, it may be ibess
to reliably predict viewer's response to complexsages put together from such elemefsé:
<http://www.manovich.net/docs/avantgarde as_softwarc

113 Although cinema has always striven to createutirepresentableif we think about the early
‘picture palaces’, it seems that there is a cotigebetween interior décor and attempt to createsh
cinematic content; both often over-elaborate terdffieoptimumviewing experience.

4 This is not to say that early cinema fails to eyegwith principles of pleasure, but in terms of
spectacle (as a narrative drive), development esalowards the utilisation of technology to create
effects previously unseen; part of the pleasutkesefore in seeing, with the hopeuwfderstanding
how it was done (as with the technicalities of magften closely regarded as secret).
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remains another strand to the equation: ‘[t]he @ldnas the power to intervene ... is
compelled to do so ... Technique and skilténtral to producing such affect

Whilst we marvel at the spectacle we are also ntlargeat the technique of the
producer (or the production) of the effect as vaslthe apparatus which is able to
deliver it’ (2000:56).

Upon taking interactive games into considerattban, we see the process of
interactionbecoming a literal process (of taking control ofodfect). Where the
aspects differ, of course, lie in an expositiom imbwthat interaction workshpw a
story means, rather than what?lt would seem that the constructionspictacle
within narrative cinema finds a parallel with matQV‘ Century art forms: the circus,
magicians, acrobatics, penny arcades and thems,@rkhings purporting to the
creation of ‘spectacle’. 21Century spectacle, it seems, is bound with movéiném
technological domains: IMAX cinema and theme-padlkes, interactive games, digital
films as ‘spectacular’ events; even the Millennidame. In this sense, digital
traverses the axis of spectacle and by doing sbrik&etween gamesginteractive
forms of spectacle) moves closer to cinematic fata point when cinemabeing
poured into computers.

Throughout the next section, | will explore reggstations of space from the
development of perspective through to 3D geomeéitwyill re-consider many of the
questions | have raised in this section to distus®xtent to which our understanding
is honed through appreciation of space: does th&gtoation of a space affect the
way we choose to interact with, or understand, it?
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[I. Physical, Virtual and Game Spaces

3. Physical Space: Perspective, Navigation and SgatConfiguration

‘Modern mastery of the physical world is exhibitealvhere more strongly than in our scientific
understanding of physical space’ (Wertheim, 1999:30

Through an examination of the Arena Chapel inudatMargaret Wertheim
examines the layers of narrative painted ontoaecbs, which occupy every inch of
wall-space within the building. Wertheim descrilties chapel as embodying a
narrative hypertext, where:

‘one is engulfed from floor to ceiling in the wordd Christ, his entire life story
played out in startlingly naturalistic, three-dins@mal, Technicolor splendor (...)
[one where] the viewer is not compelled to stathatbeginning: He or she may
dip in anywhere and follow one part of the stonydawhile before branching off
to another’ (1999:81).

Wertheim sets the agenda for thinking about miaysipaces asmbodyingharrative
conventions. In this sense, she considers theantef the Chapel as a container for —
or a representation of — an unfolding narrativéisagithin the overarching frescoed
walls sequentially frame the narrative of ‘the ameiation, that seminal encounter
when God, through his herald the archangel Gabmakes Mary the mother of His
son’ (bid:74). The Arena Chapel is encoded from an extexxiat it stands to
signify a monument built for both reverence andyreus practice. Now, the Chapel
serves as an historical artefact: a documentarydwibg both religious narrative and
artistic technique. Meticulous preservation hgst keth the frescoes and the
structure in shape. So the Chapel embodies sepaalel histories, rendering it as
museum-space, its collection hugging every sunf@ti@n the interior. The Arena
Chapel stands in relation to its surrounding baoiddias a referent: it serves social,
historical and political functions, while the insidf the building embodies a virtual
tour, which, like a curator’s selection within gglleries, frames fragments of
narrative (narratemes), all of which can be cogelyi remapped into narrative order,
depending on the viewer's selective navigation inithe space.

Encased within the physical structure of the ehagre ‘the first flickers of a new
way of thinking (...) a radical departure from thatfstyle of earlier mediaeval art
(...) [to one which strived] to simulate corporeatli@s occupying actual physical
space’ (1999:78). Underlying the shift towardditséooking images’, Wertheim
suggests, was a ‘newfound interest in nature amghiysical world’. It is from the
pioneering work by Giotto that Wertheim traces ¢laeiest configurations of
perspective: an ideology that would gradually erttdemedieval vision of an ethereal
spiritual realm, replacing it instead with increagy moreconcretesystems based on
calculations set in accordance with ‘laws’; whatheato be called perspective,
Wertheim suggests, ‘was driven as much by “sciehids by aesthetic
considerations’lpid.82). InPerspective as Symbolic Forirwin Panofsky (1927)
suggested that:
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‘perspectival construction is a systematic abstadrom the structure of this
psychophysiological space. For it is not only tffea of perspectival
construction, but indeed its intended purposee#dise in the representation of
space precisely that homogeneity and boundlessoresgn to the direct
experience of that space. In a sense, persperaivsforms psychophysiological
space into mathematical space’

A key term here, is ‘psychophysiological’ spaeanofsky, like Wertheim, identifies
perspective as more than a new means for visusdseptation or optical system, but
as a result of a social and cultural shift in thaygowards atructural or mechanised
approach to representing — and hence thinking abepaice. Panovsky initiates his
argument by establishing a division between ‘agaiegand ‘systematic’ space.
Aggregate spaces, he suggests, are non-homogembussasuch, do not adhere to
perspectival rules of representation; in other wotde sizes of objects in relation to
one another are arbitrary. Systematic spacesan@denous: mathematical
expressions of visual space. The principle ofteystic space’ can be thought of as
a means of mathematically mapping and transformirigyou like, a vector-mapping
of — ‘psychophysiological space’ all visible spa&@absorbed into a quantum
continuum, where: ‘the material surface (...) is iedaand instead reinterpreted as a
mere picture plan&’ Systematic space rationalises and oritdirsity through the use
of a vanishing point. Theoretically, the visualdi would continue infinitely outside
the ‘planar®.

‘Systematic space’ opened out a new way of tihigldbout psychophysiological
space: the mathematical framework — in some respeshifted towards structural
approachto understanding the parameters and dynamics cespgduch of what |
will be considering within this section regards sioiering how we can begin to think
about — and ultimately interact with — spaces thhoour mappings of them, either
cognitivelyor systematically Sociologist David Harvey has suggested that, in
essence, thinking follows structural or systemptinciples; as we: ‘learn our ways of
thinking and conceptualising from active grapphmith the spatialisations of the
written word, the study and production of mapspgea diagrams, photographs,
models, paintings, mathematical symbols, and #e (Harvey, 1989:206). Frederic
Jameson identifies a similar trend when he consider notions o€ognitive
mapping he suggests that such spatial practices havedbeoame so commonplace,
that they are to be considered as the social taithswhich we map our own sense of
place or space in any situation. Indeed, cognitiag@ping process have led to: ‘a
pedagogical political culture which seeks to endlsvindividual subject with some
new heightened sense of its place in the globaésygJameson, 1991:54).

! Cited in: <http://www.dgp.toronto.edu/people/stam/suomi/stamfgsky. htrb

% N.B for ref (temp)<http://www.newschool.edu/mediastudies/tv/channe@é2.htr

% By planar, | mean the ‘window’ @urfacespacewithin which the vanishing point is positioned;cen
a vanishing point is set into place, objects cadtdagvn in infinitely, as long as they obey the lafis
the perspectival vanishing point. In this senséy@th Wertheim and Panofsky have implied,
perspective was a first step towards a ‘virtualisator ‘systematisation’ of space: it maps a ‘vidas
if through a window) and represents it within tleggmeters of a ‘more or less correct geometrical
construction. Cit. <http://www.newschool.edu/mediastudies/tv/channiiig/textl.htrmb
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In this section, my intention is to begin by ddesing ourunderstandingf physical
space in relation to our meansnalvigating or finding our way around the space.
Just as Wertheim understands and analyses whaeshka the chapel through her
narratological mapping of the space, | will argo@ttour relationship with physical
spaceand our understanding of whainstituteghat space, has evolved and changed
as greatly as the changes in ‘built space itsdf; analysis will begin with the
evolution of perspective and then | will considbeifts in represented spaces within art
and also, built spaces and architecture.

The Vanishing Point: Origins of Perspective

Wertheim traces changes in Western understardipgrspective; these she
gualifies as shifting representation away from sghalforms embodied within
Gothic and Byzantine art, towards an impetus fergpread of a new realist style.
Images were no longer to represent the unreprdsdergpirits within the ethereal
realm, but to concentrate on portrayal of whateye could see. This marked a shift
towards principles of linear perspective, whereim{pof origin set within the frame
of the image, could be deployed to aid the strectidiperspective and ‘solid-looking
imagery’ (1999:90). Through application of georjetrimage, bodies ‘become
sensible to our eyesil(d. 91)

Bacon’s doctrine on perspective, as Wertheim asigg had political ramifications;
it was primed in essence as a manifesto fowitteal creation of scenes which would
appear so lifelike, that there could be no doubthich the validity of what the
spectators would see cowdderremain in question: thatéalisnmi of imagery would
be the touchstone for a successful ‘virtual redlityrhe mastery of painted scenes
endorsing such geometrical accuracy, Bacon sugyesiald carry enough to infuse
‘spiritual images with enough literal verisimilited(Cit. Ibid. 90). In essence, then,
Bacon’s manifesto holds the key to the origin afual reality;simulationsof biblical
events could serve to ‘bring the Christian stortelife’ (1bid. 91). The so-called
geometric figuring formed the basis of an immerg&xperience, at a point where the
principles of mathematics and physics convergeantdo create a virtual story.
Human imagination would now be invited, over thenamy centuries, to pay
reverence to images of anatomical perfection, wheéeas or moments were (...)
represented in aftlusionistic space mediated by the conventions of one-point
perspective’ Cit. Vargish and Mook, 1999:27)

The laws for the rendering of three-dimensiorigécts on a two-dimensional
surface — to achieve ‘optical similitude’ — wereubated within the fifteenth century

* Indeed, ‘virtual reality’ is encoded with a doubheaning. Most definitions of ‘virtual reality’
consider it as a system apparatuswhich allow for an ‘immersive’ experience into iatwval world;

this system usually comprises a computer capahieabtime animation and calculation, a set of dire
gloves for interaction, a means for tracking therissposition and a head-mounted stereoscopicalispl
for visual output $ee:Krueger, 1991:xiii). However, in terms of humamperence, we might want to
think of this virtual reality in the context pfesencea sense of being immersed in an environment; it
encapsulates therception or the cognitive mappingf those surroundings: in this sense, images
would be endowed with @alismwhich had never before existed. | will examine gihenomena of
realism and immersion in relation to 3D space latehis section.
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(a century and a hatffter the frescoes in the Arena Chapel). Painters ssitlean
Battista Alberti, Masaccio and Leonardo Da Vinciddhe architect Brunelleschi
refined and developed the perspectival sy3tehich became known to some art
historians as ‘classical space’; a system whichrass a neutral, homogenous space
in which all objects exist independently and argredd within the image through the
use of a single vanishing point. Vargish and Meoggest that ‘classical space’
employs the same geometric principles as Newtospaige (1999:25) and was refined
through the culmination of two realisations: figstihat light travels in straight lines
and, as such, could be represented ‘in a manneticdéto the light reflected by an
actual three-dimensional subjedbifl.) and secondly, through the premise of
Euclidian geometry, which formulated the rulestfog geometric construction of a
perspective rendering of a scene as if observedighra window. The artist ‘draws
lines representing light rays going from represvegooints on the subject through
the hypothetical window pane (the picture plane) tanthe pupil of the viewer’s eye’
(1999:25-6). Linear perspective was ‘linear’ faotreasons: because lines were
drawn from a single vanishing point, all objectatttvere within the scene would be
modelled using straight lines from the point ofgorj light would also be traced using
this principle. Secondly, as Vargish and Mook habserved, ‘linear’ implied the use
of ‘linear functions’. These would determine digtas between dabs of paint on the
canvas:

‘[S]uppose the subject to be rendered on canvasarg rectangular supper
prepared for thirteen diners. The front and relges of the table will be
represented by two parallel lines on the canvas tlam ratio of the lengths of
those two painted lines will be the same as the ddtthe distances between the
canvas and the front and back edges of the actiola.t A mathematician would
say that there is a “linear” relationship betwelea distance of a portion of a
subject from the canvas plane and the length opé#ireted line on the canvas
representing that portion. In this context, thedvtinear” means a direct
proportionality’ (Ibid. 26).

There is reason to believe that the realisatfdimear perspective was not solely
achieved without technological innovation. Da Vihad described the principle of
the camera obscutand, according to James Monaco, the first pubdisteeount of
its invention dates back to 1558, the year in wi@obvanni Battista published his
bookNatural Magic(Monaco, 1981:54). The camera obscura, itselfagiyping all
the elements of a basic contemporary photograg@meca, only without
photosensitive film functioned in much the same aa¥a light-box does; light
through a lens hits a plate, creating a projeabioio a screen from which an image
can be traced in such a way that the distance leetary two points on a subject
would be proportional to the distance of the pofrisn the surface.

Other technologies, such as the camera lucittayed for perspective to be
achieved through simulation of the illusion of lawkthrough ‘an open window’.
The perspective painter constructs an image &eii as originating from a particular
point, the ‘centre of projection’. On seeing aethdimensional image on a two-

> SeeWertheim (1999:105):; Vargish and Mook (1999:25)
® See:Sussman, A. (1973) on Da Vinci’'s commentsttg:/brightbytes.com/cosite/what.hteréind
<http://www.newcastle.edu.au/discipline/fine-artfihganalysis/an-orig2.htm
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dimensional canvas, the viewer takes the plackeéttist; a single point dictates to
all the lines where they should fall or rest witkine frame. All perspective images
operate from the principal of a point of perspextvigin: no matter where the centre
of projection — the vanishing point — lies. Instsense, the vanishing point could
exist within the frame, or outside.

By virtue of this point of origin, perspectiemcodes the position of the viewdt
places — or better, alignghe viewer to the point from which they stand tewithe
image. Because perspectival images are all cantsttdrom a single point of view —
the vanishing point, the image can be said to tlitecviewer to the central point;
whether it is contained within the frame or outsiddéneauthority of perspective is to
some extent borne out of its own ability to fix $ectator within the image; there is
an approximation because all the lines feed intootiigin, encoding the spectator
with a fixed referential point from which to trattee lines to the central point. Of
course, linear perspective would always be false, literal verisimilitude’ Bacon
spoke of within the creation ofvértual reality was little more than calculated
illusionism — trompe-l'oeil. We have two eyes damhen we look, our brain receives
two images and calculates depth through distasoenow can linear perspective
purport to create something ‘real’ looking? Linparspective offers ‘at best, an
approximation and a convention accepted by meaas@iftensive tacit cultural
consensugVargish and Mook, 1999:2fy emphas)s

What Vargish and Mook are suggesting here, bynseé‘tacit cultural consensus’,
is that perspectival viewing depends solelyon the physiological function of the
eyes, but on how the mind processes the informasioaived. Don lhde supports this
view when he considers the phenomenon of macraepgon; his suggestion is that
perpectival deformation was a process which tookuaaware’ viewing culture time
to adjust t&. Understanding of perspective, in this sensechhsral-hermeneutic
dimensions: ‘there is an informing of perceptiondojture which enables us to say
that culture is perceived’ (Ihde, 1995:76). Bdidd and Monaco explain the process
of perceiving — experiencing — three-dimensionaspective through the use of the
Necker cube. The viewing position of the three-@hsional cube can be taken at
three points: the first two involve perspectivahihing’, where either the top of the
parallelogram is privileged — and thus taken astbgest surface to the viewer — or
the bottom is privileged and in the foreground.wdwer, the third reading could be to
take the parallelogram as a central point withaithage and to see the lines as
stretching out to the hexagonal frame. This wadeddl to the subject viewing a two-
dimensional pattern.

Monaco uses a similar example to demonstrate &ifesnderstanding of three-
dimensional space. When asked to construct a sisapg nine sticks, subjects from

" A recent example of this: the early 1990s markptiase where computer technology led to the
automation of Single Image Random-Dot Stereogr&tRIS), orautostereogramsThese ‘flat’
images comprising of visual noise comparable vision ‘static’, found their basis in researcloint
stereopsis: our ability to see 3D images. SIRDO&cfely demonstrate how brains perceive distance
between objects; we see the 3D objects embeddadhwlite visual noise through deconverging our
natural focus — gazinigeyonda point. SIRDS eliminate depth cues by reconfiguour ‘natural’

focus: literally training ourselves to lodkrougha flat image to see the objects embedded inside.
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African cultures laid all the sticks flat on théla, in essence capturing the ‘shape’,
but neglecting to engage with the dimension of perBve as portrayed along the
oblique 45° line; leading Monaco to conclude thia@iages must be “read™
(1981:122). Ihde elaborates on this by usingdeea of ‘praxis’ to explain a position
of reading; he suggests that in any image therenatple praxis leading into ways
of ‘seeing’ (1995:86). Monaco suggests that thisonoof seeing is binary in nature:
‘the word “image” has two conjoined meanings: aag® is an optical pattern; it is
also a mental experience’ (Monaco, 1981:123). Whataco is shifting towards,
here, is an exposition drowwe are trained — culturally and socially +éad

images. In any case: what we see is affected imvmthink about and ‘cognitively
map’ what we are seeing. When we play a game af pe are, | believe, thinking
and calculating depth along three-dimensions (clirates, angle, speetc). We
generallytend to line-up and judge a shot using informafiom both eye% which is
the reason why players tend to favour centring thiee underneath the chin. In this
sense, Monaco’s division between an image (obsgthi@ shot) and the mental
‘reading’ (making judgements about howpiay) implies that our understanding of
the process of ‘reading’ is not only culturally aswtially honed, but that visual skills
are also acquired and adapted over time.

Cézanne: “The View Contains the Viewer”

‘Expressing whaexistsis an endless task’ (Merleau-Ponty, 1948:122)

The emergence of polymorphic seeing is consideydtide as an emergent
characteristic of what he terms ‘postmodern sulygygt ‘a proliferation of ways of
“reading” now become metaphorical in the image nebdbgies of the present. (...)
Our perspectives are multiple, refracted and comgo{1995:87). Before | continue,
I would briefly like to discuss the ramificationstbe term ‘postmodernism’. Few
writers have attempted to reduce such an overagehand possibly overused — term
to an objective definitioh In any sense, the term is problematic unleissanchored,
or defined, in relation to preceedingnodernist period. Our understanding of a
preceding modernism would form the political, ctdfuand social context within
which ‘postmodernism’ could be read and understood.

In any case, Don Ihde’subjectivity concerns a literal observation: postmodernism
regards both images and concepts as polyvalemtstes; permitting 8uid
reconfiguration of one’s experience of the worklttae proliferation of ways of
‘reading’ continually shift the boundaries of meamias such a polyvalent approach
to reading fundamentally destabilises specific nm@anin other words:
postmodernism functions as a reactgainstany idea of ‘fixed’ meaning within

8 Although, as with ‘reading’ SIRDS, in binoculasion, most people havedaminant eyevhich
works to correct the angle of judgement over thetless accurate eye. The majority of sports
require a high degree of optical convergence aadtdy naturally responds to the dominant eye for
sighting and visual cues but both eyes are negeksaaccurate depth perception and a wider fidld o
view. This is why it would impossible to see SIR@Bh only one eye, as depth is not discernable.
° There is, | think, a real fear that should sucke@inition exist, then it would ironically becorteet
immediate target for a postmodern critique.
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analysis. Whatever postmodernism could or coutdigbtly proclaim to be doing, it
saw an end to grand overarching and universal iggor

In any case, | will discuss certain ‘conditioasid criteria set out by the advent of
postmodernism in more detail later in this sectadthough | want to begin by
stepping back from it. Initially, my intention wé&sidentify the French impressionist
Paul Cézanne as instrumental in the orchestrafiarshift in the way we think about
perception and argue that he foresaw postmodernisseems to me that Cézanne’s
attitude towards his work and his outlook, singla but as a pioneer of what we
would now understand as ‘multiple perspectivesiay of seeing, or in Cézanne’s
case, thinking, that Idhe attributes to ‘postmodsgrbjectivity’.

Yet Cézanne’s work cannot easily be classed po#nm, however his work does
seem to conveniently hedge itself into an earligesknown as formalesque. This
was a style in which ‘form was strongly privilegeder meaning’. The creative phase
of this style took place in the late nineteenthtagnthat is, broadly speaking,
between 1890 and 19'¥4as Cézanne’s life spanned from 1839 to 1906pitld/be
easy to incorporate the corpus of his work inte fferiod. IrModernism’s History
Bernard Smith (1998) coins the term ‘formalesqoealéscribe what he sees as a
suppression of — or evolution away from — realist aaturalist art, which he sees as
‘modernist’. | will examine this evolution in cat shortly, but adopt Smith’s
observation of ‘dialectical interactions in theuasarts of architecture, sculpture and
painting’ (1998:5). Formalesque, as a style, éntdied by Smith as embodying ‘the
reduction of the concept of style to that of fovid.28). This notion, I think, is best
considered in relation to the systematic procegafe adopted towards his work:
arranging and manipulating the objects within hetyse-space, creating an essence,
rather than a verbatim capturing of a scene. D8wdet’s criticism of Cézanne’s
work illustrates his approach effectively in hisygmarison of apples drawn by
Chardin and Cézanne:

‘Cezanne’s [apples] are there not as subject mitteas devices which
demonstrate that his painting system is “live” aperative. They are like the TV
test card, designed to check the performance ahédium, but arbitrary in most
respects. In the Cezanne the viewer must attetigeteystem and not the apples,
to orientate viewing and to sensitise it to therahteristics of the system, not to
orientate towards the meanings the system contiins’

My interests in Cézanne lie in his approach tokihg about what | will call picture-
space; it's not that Cézanne ignored realist pagintbut his ‘system’ — as Sweet’s
criticism has demonstrated — wanted to accourrianncertainty of perception, a
process of interaction between the object and gegiallowing for variable
viewpoints and possibilities of doubt. In otherrd& when looking at an object, if
one’s gaze changes slightly, the object may wek Idifferent. There is a suggestion
that Cézanne’s work has shifted representation dreay linear perspective and art
historians have suggested Cézanne has being irasttahin bringing an end to
scientific perspectivesee:Novotny, 1975:98), this he did, not by drawing in a

10 See:<http://wwwistp.murdoch.edu.au/publications/e publichope/smith.htrp
11 Source:<http://www.finearts.mmu.ac.uk/painting/davidswegth
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perspectival system, but composing using placedmegs of geometric solids within
his work; to ‘treat everything in nature by meahshe sphere, the cylinder and the
cone’ Cit. Verdi, 1990:51), a revelation which | will arguapves art much closer to
thinking about the ‘object oriented’ nature of ratetive game design, which | will
discuss later. There is a sense that what Cézaasérying to do was create an
engine, or a framework, within which he could syséise nature.

What could have provided Cézanne — among othistsar with the impetus to
switch to what was considered as a new style aEsgmtation? One suggestion
could lie in the invention of chemical photographplthough the concept of the
camera obscura had existed for centuries, therenwagy to ‘fix’ light onto
photosensitive film until several developments oredi within the 18003, As
Cézanne was born in 1839, the same year the imveotithe Daguerrerotype was
credited, so it would seem that he was born aha where the function of the artist
would begin to evolve from capturing ‘reality’ tar@ore conceptual way of looking at
the world. If photography rendered the role o&&dical perspective’ null and void,
can this be the only reason for a revolution ihirdting the role of the artist? Zola
suggests that the imprint of the artist’s persapaithin their work is a necessity,
that: ‘there can be no man-made equivalent of atingtically “perfect” photograph,
a depersonalised representation of natd. Shiff, 1984:89). Photography’s
function is to capture light mechanically; the rofehe photographer is to use the
camera to expose the correct amount of light tgtieosensitive film and to develop
the negative into a positive image. The role efdltist, in essence is to represent
what the photograph can’'t show’; Zola sees whatwveld now call ‘photorealism’
as a mechanical construct in art. Yet it is theows use of term ‘depersonalised’
which, perhaps indicates that artists were enc@at &g re-evaluate their own roles.

In The Work of Art in the Age of Mechanical ReprodugtiValter Benjamin traces
the history of techniques used to reproduce melthoipies of images. His main focus
however, is on the state of technology by 190@e¢bnically reproduce all
‘transmitted’ works of art. He considers in dethi repercussions both cinema and
photography have had on art in its traditional forifis suggestion is that
photography - and hence, cinema — threatened thedagenent of both traditional and
avant-garde art. Original works, he argued havauthority or an autonomy which
derives from their aura amiquepieces. The presence of the original ‘is the
prerequisite to the concept of authenticity’ (1222) and that when multiple
reproductions substitute a plurality of copiesdarnique existence, the reproduction
permeates a shattering of tradition: ‘the liquidatof the value of the cultural
heritage’ (bid. 223). The authenticity - or aura — of an origilned in the essence of
its biography; all that is transmissible throughibsiexistence. In other words, its
history: ‘[s]ince the historical testimony reststbe authenticity, the former, too, is
jeopardised by reproduction when substantive dumateases to matter. And what is

12 Monaco (1981:54) suggests that Daguerre (18385islly credited with the first practical
development’ - the Daguerrerotype — as the firaihgxe of a working means of ‘fixing the image of
nature’, but also credits Joseph Niépce (1833yagiqing much of the research to allow a
breakthrough. He also cites Beaumont Newhall’solaion that the first ‘successful’ photographic
experiment occurred some years earlier, in 182&nvwhenry Fox Talbot developed a system for
negative recording and positive reproduction.

55



really jeopardised when the historical testimongffected is the authority of the
object’ (bid.). Although Benjamin’s prophecy hasn't strictlynae true; masters of
(reproduced) paintingacrease notdecreasen value, there is a sense that the long-
standing belief of art as a ‘reproducer of real(tife doctrine of realism) shifted with
the advent of photography. Art had moved outdidesphere of realism and into a
new territory, where it would be called upon toresent what the camera could not
capture.

Cézanne had suggested that representation heddalled to account for an effect,
which we may well now call ‘interaction’, betwesaeingand theobjectseen. In
other words: the variation of viewpoints and poiisigs of doubt in what one sees.
Thelived perspective, that which we actually perceive, isangeometric or
photographic one; the majority of humans see thidug eyes, so to suggest that
perspective offers an approximation, is to sugtiestphotography too, must follow
suit; although the camera captures light onto fitrdpes so using only one lens.
Merleau-Ponty suggests that in reality ‘we seermfahich oscillates around the
ellipse without being an ellipse’ (1948:121). Withtural vision, he suggests,
perspectival distortions occur; in nature theneaglirect vanishing point from which
to view the world, this leads to the principle af@merging order through focus —
when our eyes scan a large area, the images ivescare from multiple viewpoints
and hence the surface is warped; we see: ‘an adbjéae act of appearing, organising
itself before our eyesllfid.). How does Cézanne attempt to encapsulate this
perspectival distortion? What he does in muchi®ftork is bind multiple
viewpoints — or perspectives — together. Altho@gizanne claims to capture reality,
it would seem that by doing so he denies himselftieans to produce it, so: ‘[clups
and saucers on a table seen from the side showtlifitécal, but Cézanne paints the
two ends of the ellipse swollen and expanded. W table in his portrait of
Gustave Geoffrey stretches, contray to the lawseo$pective (...) [Cézanne freezes]
these distortions in repainting them on the canfta3.This is why Cézanne’s people
are strange, as if viewed by a creature of anapecies’ [pbid.121-3). Perhaps this
perspectival layering contributes to the reasora@ge always claimed his pieces
remained unfinishedsée:Verdi, 1990:19). Photographs are not quite tmeesdahey
can never be incomplete: aperture, framing, tinaind development can denote what
makes a ‘successful’ image, but with a photogragiit becomes fixed in a moment
of the shutter opening and closing.

Cézanne wanted to take a ‘new approach to reéBtay, 1967:47). Reality, for
him was bound up with a search for form. The naies a role in the mental
appreciation and understanding of form; as suargetls a necessity for ‘logic’ as
well as ‘vision’ within this search. Cézanne mé#ue bold assertion that ‘a work of
art is an organism in its own right, not an imiatof nature’ [pid::48). As such,
Cézanne was at odds with many academic theoriast @t the time, although despite
this, he did not reject tradition: many of his sasdhave focused closely on past
works'®, What had changed was the focus on the ‘ceritre’image character of his
painting shifted from ammplied stage space, a microcosm of subject and strudture,
the constructive small units of composition, thetqmial micro-structure: hence

13 Seeverdi (1990); Gray (1967:49)
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Cézanne’s advice to Bernard in 1904 to ‘treat evémyg in nature by means of the
sphere, the cylinder and the con@it( Verdi, 1990:51).

This was a prescription — a formal or structa@dtrine — for reducing the imperfect
forms of the living world to essential shapes. iiar motive is also echoed in
Charles Blanc’ssrammaire des arts du desigmhere ‘horizontal lines give the
feeling of the expanse of spac€it; Gray, 1967:49). However, Cézanne, it seems,
was shifting away from linear perspective: inityalthe idea of essential shapes and
components within an image, coupled with the ideth® horizon line within an
image, seem to transport us back into a three-diforalwireframeframework*,
Although three-dimensional geometry works in amnstric sense (that is: with
angles of 60° and 3@fom the vanishing point[s]), it is perhaps thead# an aligning
horizon line that orients the points and allowscep@epth) to be created; this was the
prescribed structure of renaissance space, perhascommonly understood as
three-dimensional space. Cézanne’s spatial camtiguns were slightly different.

The 1850 and onwards marked a shift in how tmeaswas used in painting. No
longer purely seen as a ‘window’ offering a perspetview — as in Renaissance
space — the canvas became its own world, withwis laws. Artists like Cézanne
thought of the canvas-space not only in termsraftgierspective, but more as a flat
surface. Rather than model and shade three dimmensito painted objects, thinking
of light and shadowshiaroscurg, he chose to paint in objects in fragments, not
always blending all the objects together in pergpalcharmony. Cézanne effectively
combined the Renaissance notion of deep spaceawittion of the flat surface,
causing his paintings to have both flatness arektdimensional space; so objects in
one frame could have volume (shading) and — dathdss. This combination causes
a certain tension in his work, a way of depictingpvement’ within the scene;
perhaps it is precisely this encapsulation of mamenthat denotes a sense of the
unfinished work.

Judith Wechsler suggests that what is uniqubdavork of Cézanne is ‘that it marks
a shift in mid-twentieth century criticism from sgdominately formal trend to a
humanistic one’ (1975:2). Through the manifoldeiesyof academic criticism levelled
at Cézanne, there is a clear sense that strudtagss to be broken down in
acknowledgement of individuality / human [mis]coptien. As such, criticism and
interpretations served to answer to earlier in&tgiions of Cézanne’s work, in
addition to serving up critical analysis of the wdself. In this sense, his criticism
has been built in a similar style to the layeriaghniques he used in his own work;
that criticism has a similar trajectory, the thetagd analysis) advancing with the
quantum leap painting seemed to be making. Whathdler, among numerous other
critics, does identify is the path Cézanne artimaddor the Cubist movement. Gray
reports that ‘Cézanne (...) felt that the mind of éinéést played an essential part in the
process of making something real in the picturthefimpressions of the senses’
(1967:40). Perhaps the largest leap, howevercaridinly the aspect that
presupposed the development of Cubism, lay in GezZamwn maxim that ‘one must

“Wireframe is a term commonly used in 3D modelling: all 3@ysés (meshes) are constructed from
a shell of lines and rendered with an outside ‘sikfterwards.
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not reproduce nature but interpret it by meanslastic*> equivalents(Wechsler,
1975:5;my emphas)s | will evaluate this notion of ‘plasticity’ lat in this section
and in the next section, when | consider interactiontent as adaptable —aataptive
— content. Before | do that, however, | want tecdiss several other phases, which |
consider as key moments in challenging the waythimé about space and spatial
configuration.

The Science of Cubism

‘The evolution of painting, and of cubism in pauii@r, shared with science the common characteristic
of drawing upon late nineteenth-century achievesydnit in so doing, of intensifying and
transforming them’ — Edward Fr{t. Vargish and Mook, 1999:28)

‘The Modern period has variously been identifiecasrything following the medieval period, or
initiated by the Renaissance, or as enabled bifitiech Revolution, or as imposed by industrialism
(...) Our Modernism is thus a period with clearly Bistorical limits, and one that has come to an end
(...) It marks widely the acknowledged scientificstetic and intellectual revolutions and it locates
the threshold of that dramatic revision of valued enodes of perception we are now experiencing’
Vargish and Mook (1999:2)

Gray (1967:54) identifies two initial phasesie developmental register of Cubism.
First, indications of a sharp distinction betwelea problems of form and those of
space: ‘[o]bjects are approached with certain ‘gxistent ideas” of form, but the
object itself still plays a major role in the tnegent of the picture’. There is logic, but
also an object to which logic is applied: ‘the abjs analysed and interpreted, but it
still retains its objective reality’. The seconlgge concerned itself widynthesisan
acute awareness began to build concerning thegrobf reality and the reality of
form: ‘the core of the problem is found in the fewtform belongs to the realm of
ideas®, not to direct perceptionlifid; my emphas)s Cubism, then, concerned itself
with representation of form. It was an art, whiak,Gray suggests ‘placed great
stress on ideas, the formulation of a consistestesy of thought’lpid.).

Stress was impressed updrangeand the dynamic nature of reality, two
fundamental building blocks to secure the foundhtiof Cubist theory. Its statement:
the role of the artist was — is — to create a reslity. Art would move away from the
underlying, indeed restrictive, idea of ‘systemis@dtomy’ and into a realm where it
relies upon mathematics. As such, it dealt witkliactual concepts of things and not
ephemeral sensatiopsr se Reality and hence ‘realism’, then become chavgéu
dynamism: something which the artist could creatagiconcepts. The role of the
‘artist’ became redefined: now seen as l®tperimenteand creator; now striving
towards development of art along new lines andutfinanew paths. As a style in its
earlier stages, Cubistsuggested a transformation — an abstraction emspective,
through an incorporation of multiple viewpointsargne picture-space; for Cubism,

15 plastic: ‘Pertaining to or (of an organism) exhibiting angtdaility to environmental changes’
(Brown, 1993:2239).
'® The notion that ‘form belongs to the realm of isleaill be something, which I will examine in
relation to useresponseso — or appropriation of — software forms in sectihree. In part of this
section, | will examine the dynamic nature in whigdmes are created to be played and also, expanded,
edited, changed, patched and re-moulded into ‘meetactive forms.
7 A stage often known afacet Cubisrh
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subject matter is broken up, analysed, and readsdnmban abstracted form; a literal
layering of multiple planes of perspective, whiobk Cezanne’s treatment of nature
as ‘sphere, cylinder and cone’ and created earfyigaf perspectival collage. As the
style pervaded, ‘represented’ space changes iecgspjecting the previous and long
held rules of the academy.

There are dimensions of touch and surface tottherwise flat spaces of facet
Cubism: as with Cezanne, the key representati@radept underpinning the Cubist
system is that the essence of objects can onlgpieied through showing multiple
points of view simultaneously: the multiplicity s@irface elevations from 3D surfaces
all intersect into one picture-space. As Cubisnvetiged, texture would become
more central to it: later modes — which | will examshortly — would incorporate
both surface and texture, literally through a laygof thick and thin textures onto
one canvas: areas of image would be accentuatedgthiusing thicker paints,
whereas other layers would be deliberately thirtoesit further backon the canvas.

This notion of thinking seems to me to echo gsgecifically what the majority of
3D games do: the code within — or #mggineof — the game ceaselessly renders the
game from a multitude of different angles at anyegitime, often allowing the player
to freely switch between them, sometimes switctanghem. | will of course,
explore the multiple subjectivities within gameteltaon, but to say that many 3D
games also offer multiple perspectives on one s¢itbe classi&lite (Acornsoft,
1982), which I will discuss later, is one of marly §ames that combines
subjectivities; just below the ‘field of view’ ohé screen, or thmise-en-screerthe
game incorporates a ‘scanner’ mapping the playel&ive position to both the
nearest planet and an orbiting landing statione dlassidark Forces(LucasArts,
1994) similarly offers a wireframe schematic maphaf game-world (or area), which
can be overlaid over the mise-en-screen of the gdtieee, we see the 3D perspective
alone is in need of being complemented by compl¢angiperspective modes.

Facet Cubism, at outset, created an omnipoter¢d-like) view of perspectival
reality: striving to show every aspect of its sabj@ll simultaneously rendered onto
one canvas. Such an anarchic approach sometimssctariticism: speaking of the
Cubists, Andre Salmon prompts the question: ‘issoggnce the only guide for these
seekers, impatient to have us submit ourselvelt toeaangles of a prisnconfusing
touch and sightvhich are the cause of such diversified pleasu@®’ Grey,1967:57;
my emphas)s Central to Salmon’s question was a mode okihaopcalled Analytical
Cubism.

Analytical Cubism

In place of earlier perspective systems thatrdeteed the precise location of
discrete objects in illusory depth, Cubism offeaedunstable structure of
dismembered planes indeterminatespatial positions: ‘[ijnstead of assuming that the
work of art was an illusion of reality that lay lwayd it, Cubism proposed that the
work of art was itself a reality that representee tery process by which nature is
transformed into art. (...) In the world of Cubisno, fiact of vision remained absolute’
(Rosenblum, 1976:13). Leger translated BraquedsRinasso’s movement of the
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mind into a movement of the body, their geometry imntellectinto the geometry of
the machindlbid.134): ‘If analytic Cubism takes us to the mystesi@ore of a
dialectic between art and reality, solid and véite and plane, Leger'stairwaytakes
us rather to the centre of a very corporeal uneverisose shapes and movements are
ultimately as intelligible as the inner workingsaofachine’lpid.135). Cubism,
then, seemed to be offering a sense of escapkppdge from natural reality: a
reflection of the interleaving of natural elemewith machinery. The canvas
becomes a virtual space containing fragmented stNijees and elevations, human
and mechanical interleaving and repetition of eletsieepicting the kind of iteration
and recursion often found in fractal imatfesvhilst also alluding to an
‘interconnection’ — as with machines — where one paates to the other, and all
parts join to perform an action.

Nicholas Wadley described the long-term unsulitgitof the term cubism, stating
that ‘the 1809-9 paintings are the only importanbiSt works which one can only
describe in terms of ‘cubes” (1970:13) and ideasifsome of the problems with
Cubism, stating that ‘there were no clear-cut s&pars between objects and little
distinction between objects and spaces’ (1970:®4inting became a matter of
colour, shading and illusion; a bricolage of eletsearranged in a haphazard, cube-
like sense; submission to all the angles of thenpithrough a collage of
fragmentation. To the surface of these paintidgsuptive textures were deployed:
‘the effect of adding sand, and so on to their ppams to increase the quality of the
matter on the surfacefltd.63), separating as it did, texture from colouubi@m,
Kahnweiler suggested in the 1920s embodied ‘the@malr to capture the three-
dimensional diversity of the outer world within theity of painting’ Cit. Ibid.).

Later stages of Cubism began to frame objects mithe image: typography and
collage were employed; deploying ready-made ret@®to objects within the
outside world into the space of the painting, whalso causing a disruption to the
unity of perfection that earlier artists had soughéchieve.

Cubism began to embody a notiorbotolage a convergence of styles, textures
and techniques into one picture-space. It alssidened depth, angles and objects;
motifs we see in Cubism resemble the myriad okestyhat we see incorporated into
3D interactive games: fragmented and multilayemgdgectives, graphical and
textural styles layered over each other; many gasaks motifs of the ‘real world’,
motifs of cultures past and motifs of space trarel science fiction. These motifs, as
| shall examine later, can often vary from corritlorcorridor. If the essence of
Cubism embodies experimentation, then similar foomsxperimentation can be

18 See (for example) Malevitch’s (The Knife GrinderYale Univ. Art Gallery, 1912)
<http://www.courses.psu.edu/arth/arth497c_pjm194oi/gm04.jpg. Malevich’s painting
demonstrates a fragmentation of the planes of petisg, as offered by Cubism, along with a serfes o
repeating shapes running off at different anglagkiwithe frame; an effect common to the movement of
Futurism, where motifs are frequently repeatedughmut the composition. Such chaotic repetition
ultimately creates a uniformity across the pietselcdoping motifs bear a close resemblance to the
repetitions found in fractal imagery.
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found in the evolution of game spaces Nkeus: The GaméSirtech, 1997 andRez
(Sega, 200%J: although I will deal with interactive forms of 3§ames later.

Escher and Layered Perspective: Labyrinthine Space

This leads us to a discussion of spaces as naeigalol labyrinthine structures. On a
final note on perspective, however, | would likedtaw upon the work of M.C.
Escher. Perhaps what Escher is most famous @weaing systems for warping
perspective to create complex mathematical illusiadis work can be said to have
effectively mastered the creation of ‘impossibtEking images, all of which
employed rare geometric configurations. At a lexin Amsterdam on ‘the
impossible’, Escher claimed that: ‘[i]f you wantegpress something impossible, you
must keep to certain rules’ (Locher,1982:147).

Many of his works involve multiple intersectingipts of perspectives, whereas
some involve seeing images ‘inside out’. Like Gemds work — and like much of the
following Cubist studies — they employed a degreglasticity. His work follows
deliberate inconsistencies, through a culminatioshading techniques, stacked
geometrics and mathematics: ‘{m]y objects (...) peacas independent plastic
creatures, and they may finally return to the plané disappear into their plane of
origin. This cycle then forms a complete subj¢ktid.168). Repetition and
multiplication are employed to create seamlesspdnydically ‘impossible’ looking
images.

Escher felt the restrictions of linear perspexllowed for the creation of images
which were ‘too ordinary, too boring, too commolig.147). In one image in
particular, hidtHouse of Stair§1951), he used three vanishing points, all irtenect
through networks of curved lines stretching from denith to the nadir for each
point; all vanishing points interconnect throughg® curves. The result is a seamless
labyrinthine image that maintains spatial integfitym the top of the image to the
bottom; as such, the image can be tiled in a l@rgoal strip. The imagappears
labryrinthine as it creates the impression of earitig and curving through every
point of exit; all passages create the illusiotirdding to other spaces within the
house. The pattermgp. Ibid145) repeats through three points of origin, frovea dne
vanishing point to the next, zenith and nadir isget, the result: potential for a
seemingly infinite number of intersections. Hisrlw often thought of in terms of
navigation; it is labyrinthine because it functimrsa level that confuses its
spectators. In this sense, much of his work ha®tfect of ‘drawing’ the viewer in

9 Once installed, the mise-en-screeVofis: The Gamenodels itself on the directory structure of the
user’s hard drive. Coloured doors correspond tagasion methods for folders or files (up a level,
down a level, forward, backwards), so the direcsirycture (and sub-directories) becomes a tangible
space mapped for use within the game-space. Texiad images stored in the user’s folders become
rendered into the game-space.
29 |n Rez as the player moves through the game, theirmstécodethe soundtrack; essentially a
stock of linkable motifs, these are layered togethierently in response to a user’s actions, s@aet
of crashing, picking up an object, or shooting aject within themise-en-screetrigger a unique
chain of musical events, each time creating a mehdifferent soundtrack for the game.
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and making escape difficult, as they too often mioem point to point within the
visual looping structures he creates.

Architecture and Space: Jameson’s Bonaventure Hotel

Relativity is a theory of the measurement of spawtime; Cubism revolutionised the treatment of
space in visual representation; modernist fictiopl@res the possibilities of a new temporality in
narrative (Vargish and Mook, 1999:6)

My intention now is to briefly consider some bétcultural and social codes of
physical navigation; for this, my intention is teeutwo analyses of postmodern
architecture — and postmodernism in general — atrdig the parameters for a
discussion | will also evoke within later sectioris. The Language of Post-Modern
Architecture Charles Jencks draws upon yet another visualdliu the ‘duck-rabbit
figure’. Depending on whether the image is scarfrad left-to-right or the reverse,
either a duck or a rabbit can be seen. He sugtiesdtsie have ‘well learned visual
codes foboth animals, and even probably now a code for theitiyhonster with
two heads, we can see it three ways’ (1991:40)ck¥eargues that we can think of
architecture in the same way, suggesting thatadesapplied to it are ‘radically
schizophrenic. Yet architecturés public and as such, has visual codes mapped to it
which differ across both cultural and subculturalibdarie&’. In this sense, all
architecture has a narrative element imposed updPdopldalk about buildings in a
language with short-lived codes; a building that stwod for several hundred years
and the way people regard it can differ from dedaddecade. What Jencks is
moving towards here, is the notion of eclectismiclwimuch like Cubism, constitutes
a ‘hybridisation’ of form through the juxtapositiaf contrary elements: ‘there is
nothing to keep an age from inverting the semasgaxce of its predecessors’
(Ibid:60).

In Postmodernism: or the Cultural Logic of Late Cap#an, Frederic Jameson has
suggested that we are ‘here in the presence ofteorgdike a mutation in built space
itself’ (1991: 38). Furthermore, he suggests -teatmously — that human beings have
not kept apace of such changes; that the mutafitrembject has not been met with
an equivalent mutation in the subject. In otherdso‘we do not yet possess the
perceptual equipment to match this new hyperspagebecause our perceptual
habits were formed in (...) the space (...) of high erotsm’ (bid:38-9). Jameson
goes further to think of newer architecture asditamfor ‘something like an

L For Jameson, postmodern culture is located withianalysis of the development of capitalism;
postmodernism is a new phase of this evolutiorn: hiio, postmodern culture hybridises high culture
and mass culture in a way which creates a ‘depthéess’ which resists interpretation. Pastiche is a
central element, which reduces a concept of histoty visual mirages, stereotypes or texts’
(1991:26); this, he argues ruptures narrative aijests in a "schizophrenic" dispersal of fragments
Similarly, Lyotard suggests the idea of a bricolafiquotations from previous styles or periods: a
‘rubble of distinct and unrelated signifier€i. 1bid.)

22 Michael Dear has suggested that ‘[a]ll architeeiur.) politicises space’ (2000:180). For an
example of this, we could consider architect Dahiebskind’s controversial plans for the ‘spiral’
extention to London’s Victoria and Albert Museuihe debate seems ongoing, although one of the
primary concerns lies in whether the anarchic stimecof the twisted building will become a ‘blofi i
comparison to the sober and regimented architecfuttee rest of the surrounding buildings.
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imperative to grow new organisms, to expand ous@enm and our body to some
new, yet unimaginable, perhaps ultimately impossiBimensions’lpid.). Both
Jameson and Jencks are moving towards a consateddtspatial configuration
through their analyses. Jencks identifies modeshi@cture — and in these terms,
‘postmodern’ architecture — as taking space as&m subject (1991:96). Some of
the developments he mentions draw upon ideas y#rilag’ and motifs that involve
the skewing and distortion of space, where ‘shages (...) exaggerate perspective
(Ibid.). He chooses the interior and exterior of the §ieéBonaventure hotel as
spaces which he believes, precisely epitomiserniisation’.

Jameson’s evocation of a ‘postmodgic’ can be seen as a blanket term,
pervading or traversing the spheres of politicstdny and culture at once and
simultaneously. One of the key problems with Ipigraach is that he lays himself
open to criticist’, although he has attempted to suture all areeslfre together;
arguing that the divide between moderniemhigh modernism) and postmodernism
lies in the conceptualisation of a society too dispd and varied to be able to
perceive any form along a single axis.

A ‘modernist’ or classical narrative form coulceate an encapsulated sense of a
society, or histor§f in a tidy, symmetrical way: armed with its own ilm¢much like
Propp’s fairy tales, or the renaissance systemédespective), a modernist narrative
text could be seen as having a sense of closursafidontainment and thus have a
style or ‘label’ prescribed to it. In such strugs, an overarching form or framework
encapsulates an impression of the ‘reality’ itragés to capture. Art in the realm of
the postmodern, Jameson argues, functions in thesite direction: realitalways
remains larger than any prescriptive form that véfiresent it. As such, a ‘new’ art-
form emerges built upon quotation, self-referemepetition and a multitude of
intermeshing languages and forms.

This, he goes on to demonstrate, creates a gonfushuman relation to built space.
At the centre of his argument he places the Wé&stimaventure hotel, itself aspiring
to create a total space, ‘a complete world, a kinchiniature city’ (bid: 40). Inside
the building, he sees the space working in a wayréplaces the ‘narrative stroll’
with a ‘transportation machine’ that transcendsddugacities of the individual human
body to cognitively ‘map its position in a mappabld¢ernal world’ (bid: 44):

‘We know in any case that recent architectural théas begun to borrow from
narrative analysis in other fields and to atteropgde our physical trajectories
through such buildings as virtual narratives orie&) as dynamic paths and
narrative paradigms which we as visitors are astddlfil and to complete with
our own bodies and movements. In the Bonavenhawever, we find a
dialectical heightening of this process: it seeose that the escalators and

23 See:Hutcheon (1988). One of the issues at stake fetieat Jameson'’s system is in a sense, a grand
schema; while this makes it accessible, it is &lsguently criticised for being ‘too totalising’.
%4 For a specific historical axis, we can considerekample, a Shakespeare play, or Chaucerian
narrative. These can also be thought of as thatioreof a personal style. Jameson argues that
postmodernism takes in the form of pastiche adiaidg principle, in opposition to the [High]
Modernist parody. As a result, art becomes aejfan endless recycling of past moments, as:
‘Modernist styles thereby become postmodernist sodameson 1991:17).

63



elevators here henceforth replace movement but afgbabove all, designate
themselves as new reflexive signs and emblems gément proper’lpid: 42).

It seems a confusing space: such confusion isrstwbd to re-enact, at the level of
architecture, the geopolitical confusion of lifenmarsed in advanced (late)
capitalisn®®. In fact, the logic of the Bonaventure seemshime in closely with the
configuration of the casinos in the space of downthas Vegasgee:Broadbent,
1990:245-252), a point which he may be alludingyb@n he mentions the
emblematic ‘learned from Las Vega#bi@: 39). Such a technique is also used in
large department stores, shopping nMi&le millennium dome and supermarkets:
the guiding principle of disorientation: the creatiof an impulse to buy (perhaps
through disoriented frustration). Perhaps it is thechanism — working at a more
metaphorical level — which underpins his ‘cultuagic’ of late capitalism.

Jameson’s analysis of the Bonaventure Hotel stasdan overarching example for
his own reading of a culture immersed in the pcastiof late capitalism; this leads
him to suggest that a notion of disorientation essas a result of this logic. Anne
Friedberg suggests something similar: ‘Jamesontaiasithat the twin symptoms of
modernity — anxiety and alienation — have given teag new cultural pathology of
fragmentation’ (1993:171). Two clinical terms hdeen raised throughout this
debate, Friedberg’s ‘pathology’; and Jameson aratdrg’s notion of a postmodern
‘schizophrenia’. Both terms call into questiorael of order, or atability in what is
seen and understood. Walter Benjamin has suggestedrchitecture ‘has always
represented the prototype of a work of art theptoe of which is consummated by a
collectivity in a state of distraction. The lawfsits perception are the most
instructive’ (1973:241). So what does Benjamin miew ‘state of distraction’?
Indeed, is this the same as Jameson’s disorien®atio a sense, the challenge is a
two-fold one: Benjamin has stated that buildingsavpropriated in a two-fold
manner — through both use and perception — orcbgtt and sight’ (1973:242). The
change in built-space, then, concerns the creafispaces that by doing so, change
behavioural patterns within people. In other wotle disorientation leads from an
experience of being offered a space which, ondhkaee, is different to that which
preceded it. This in turn affects the way we ifsiee with the space, or appropriate it.
The objective underpinning my discussion here ithenway in which we
reconfigure, or re-train ourselves, to deal wittfiedent forms of space; this is a notion
| will shortly begin to examine in relation to spadound within interactive games
and virtual spaces also. With games, a key termuld like to introduce is
‘interface’. a means by which we navigate a ganaesp It seems to me that a
premium is placed upon the process of learning two\wlay’ an interactive game as
we acquaint ourselves with the interface whichvedlais to master such games. This
premium — as Jameson has indicated — is no diffeviéhin the realm of new built

% A comparison has been famously drawn with Lond@aebican Centre, a ‘modernist’ building with
a labyrinthine interior and exterior, which createimilar sense of non-navigability. His descdpti
also reminds me of problems | have experiencedsivtriting to get from one point to another in the
Canary Wharf area of London’s Docklands. The fat&in was borne out of the fact that | cosék
wherel needed to be, although this was difficult to aeki due to a labyrinth of roads and buildings.
%6 The Mall of America (Minnesota, USA) distorts thetion of time precisely by disallowing
representation of ‘real light’ within and complentieg this with a lack of visible clocks.
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spaces: ‘the tasks which face the human apparé&perception at the turning points
of history cannot be solved by optical means, ihaly contemplation, alonélhey
are mastered gradually by hapitnder the guidance of tactile appropriation’
(1991:242my emphas)s Tactile appropriation: familiarity and understiing gained
through physical contact and exposure to a space.

The City as Labyrinthine Space

‘Cities, like dreams, are made of desires and featwlo Calvino

Before | move on to considering the developméntidual spaces’, | would like to
briefly consider the configuration of the ‘city’ asnavigable space. | will be brief
here, as my intention is to cover this notion agaisection Il when | begin to
theorise how we can think about user appropriatimhuse of game spaces.

David Harvey, citing Raban, argued that the giig like a theatre; a series of
stages upon which individuals could work their agigtinctive magic whilst
performing a multiplicity of roles. The idea oktlity as labyrinth: ‘honeycombed
with such diverse networks of social interactid®89:5) as too complicated to ever
be disciplined, as a place where people were ivelgt free to act as, and become
what they pleased. As such: ‘[p]ersonal identad bbeen rendered soft, fluid,
endlessly open’ to the exercise of the will andgmation’ (Ibid.). This leads Harvey
to the idea of a city which ‘invites you to remakeo consolidate it into a shape you
can live in. (...) Decide who you ammd the city will again assume a fixed form
around yot?’ (Ibid.; my emphas)s Cities are plastic by nature; we mould them in
our images, they, in turn, shape us by the resisttirey offer when we try to impose
our own personal form on them. Such plasticitg]dithe ‘continual creative play of
urban living’. James Donald also recognises thison of plasticity and adaptability,
arguing that cities are not spaces with fixed magsi

‘ways of seeing and understanding the city ineltaiform ways of acting on
the space of the city, with consequences whichrim produce a modified city
which is again seen, understood and acted ora. economy of symbolic
constructs which have material consequences thahanifested in an enduring
reality’ (1999:27).

For the most part, it seems that there is a siggethat such moulding, or
resistance, only takes place within the spaceetity — perhaps through some form
of urbandeterminism? In section IlI, | will argue thatg¢motion of ‘plasticity’ can
be highly effective in setting out an understandhfow people use spaces in
interactive games, suggesting that the parallakteas perhaps more effectively when
applied to computer ‘coded’ and user ‘adapted’ 3ing spaces. The next chapter
will develop an understanding of virtual spacesanmattempt to isolate the criteria
characterising such a form of space and how itbeatihought about or
conceptualised.

2T Cf: Charles Jencks: ‘I like to think of the city aswarcanny organism, a slime mould that becomes a
free-market individualist in good times and thenbad, partly dies back and suddenly coagulates
together’. dttp://www.findarticles.com/cf_0/mOFQP/n4290 v128824261/print.jhtn
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4. Spaces II: Virtual Spaces — Cinema, CAD, VR anbhternet Spaces

‘Everything in nature is modelled on the sphere,dbne and the cylinder. One must learn to paint
from these forms; it will then be possible to doatéver one wishes’ — Paul Cézanne

The Origins of Virtual Space

This chapter will begin by setting out a framekvior a logical analysis of ‘virtual
space’. As | do this, | will try to ‘bridge’ conogons between the physical spaces |
mentioned in the previous chapter, and the spasgkrhention in this chapter. In a
sense, we could argue that many of the spacessdsglast chapter embody
virtualising principles; how can perspective cremtgthing other than a virtual
system of reference? Perspective is after aligechl system for representing
something on a 2D surface and by doing so, creatitusion of depth through the
scaling of objects in relation to other objectgedusuch representations of depth
account for a virtualising principle? The illusgoareated by Escher must surely take
place in a virtual realm, as they strive to creéh&eimpossible within the physical
parameters of a drawing?

We need to build a distinction between the regamesd spaces of ‘art’ in the physical
realm and what we consider to be ‘virtual’ spaceshe other hand. First, I'll
consider several questions: Wha virtual spaces? Or rather, whainstitutessuch
spaces? What characteristics begin to define quates as ‘virtual'? Finally: why has
it become important for us to draw distinctionswestn physical and virtual spaces?
Indeed,canwe draw adequate distinctions between the two?

All of the following are broad questions andsash,do need to be addressed in a
way that cogently articulates a separation betvieerphysical’ and the ‘virtual’. In
the previous chapter, | examined a sequence ofgroations which | have
suggested, take place in a physical space. Tipases are tangible; they can indeed
be touched. As such, they are appropriated byt,digich and texture. As |
mentioned painting in the previous chapter, itselistituting a ‘virtual space’ and
often abstracted from the realm of the real, itsdoenetheless exist as a tangible
artefact: paintingsustexist within physical space and are created thrahgtuse of
layers of physical materf&l If a distinction can therefore be forged betwphysical
and virtual space, then we need to be clear aswowe articulate the divide. As
Nigel Thrift as observed, within contemporary cudtua ‘virtual’ connection — and
indeed, the term ‘virtual’ has become synonymotb wocial experiences which are
enabled through the mediations of information tedbay’ (See:Thrift 1996:1464).

Yet it seems to me that virtual space — by ity vature — must exist within the
confines of physical space. If not, such spacasddvioe completely intangible from a
point of accessibility; how else could these spdeebcated if they were not
mediatedhrough the physical spaces we inhabit? One amnsvedvious: by

%8 And by making this distinction, we can also coesiphotography as part of this arena.
29 Computer theorists also use the tecyberspacein reference to the notional social arena weéent
when using computers to communiceé®e¢:Hakken, 1999:1).
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becoming ‘virtual’ ourselves. This is an argumpeut forward by popular science
fiction; but for the purposes of the discussiorhwitthis chapter, | will examine
notions of virtual space through a discussion efagpparatusesnvolved in allowing
virtual space to be created. | am working wittaaaumption that all exchanges
which take place within virtual spaces, do so tgiooarriage by hardware — and
often, software — apparatuses which act as intaaried between the sender and the
receiver. Virtual spaces are therefore places avhsers interact with ‘texts’, or use
systems with — or without — other users, whilsyaeimaining in physical proximity
to the apparatus that enables the appropriatitineo§pace, such as a¥C

I will work from the premise that virtual space® accessed from nodal points — or
gateways — within physical space and as suchhatesone common characteristic:
exchanges are all conducted through mechanicakleotronic — technologies;
Margaret Wertheim has suggested that we ‘are watngsere the birth of a new
domain, a new space that simply did not exist [@fd999:221). From the
projection of light onto a screen within a darkemaeditorium, to the vast stores of
digital information that constitute layers of dathen we navigate our way around a
database, use the Internet for reference, or @®guter Aided Design (CAD)
application, an action is taking place within awal space. Virtual space: ‘is what
happens when you leave the landscape and movehentnap®’; the process of
appropriating virtual space concerns the notioatodnsactionmade between a
human and a mechanical (or electronic) device.

In this sense, | am arguing that my distinctian be drawn by comparing viewing a
page on the internet within a ‘virtual space’ oa time hand; and looking at a fixed
print-out of a web page on the otfferEssentially both hold the same content, but
one requires mechanical mediation — the mediati@naomputer system (in the
‘online’, or ‘live’ sense of the word), whereas thier is fixed onto paper using
patterns of inks or toner to create an image. Hewehe transaction process of
printing — and the transaction of storage and mavrernaf information — takes place in
physical spaces: chips and registers temporarily information and shift it through
connecting cables from one device to another: tinepuiter sends the digital page
information to an interpreter for printing, whicreates postscript information and
feeds it to a printer in a language the printer waderstand, in order to enable a
matrix of dots to be placed on a page to consandmage. Virtual space, then,
concerns a process of transaction where we arendepeupon a device — or series of
devices — to create a condition within which we eagage in an experience.

%t is often common for PC applications, such abaiing tools, to be called ‘studios’ as they poevi
the user with an organised ‘virtual’ studio spand #ols within which to work. For example,
Macromedia’Director andFlash products both extend this analogy by calling tleeknarea a ‘stage’;
Adobe’slllustrator calls the work-area an ‘art-board’ — both of agés compare their devices to
physical equivalents.

%! Cited: <http://www.spaceless.com/papers/1.htm

%2 This process could otherwise be seen as artinglatphysicaldivision between online and offline
viewing; only here the process of reading takesekither ‘on screen’ (on line) or reading from a
device independent hardcopy.
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We could possibly trace virtual space back to'leevhere somewhere’ — as William
Gibson describes it — that we enter when we paitakeelephone conversation: the
telephone enables the seemingly instantaneousrgyiafrtwo remote spaces via a
network of cables, satellites and routers, creaifegling of (oran) instantaneous
conversational relay where two disparate spacesnetemporally aligned within a
third, virtual space. We could also trace virtual spaces batdctmologies of
transmission and reception of radio waves; or élevision, which ‘has developed a
mode of presentation that envelops the viewer aegemter in a virtual space of an
imaginary conversation. This “fiction of discourse of presence is furthered by the
habitual and distracted way in which we receiveuwsion’ (Morse, 1998:163).

If we are to embrace Margaret Morse’s idea diciion of presence’, then we can
understand virtual spaces as ones which operaeincreation oarenaswithin a
physical environment where communication is enathieaugh an elimination, or
erosion, of a conceptual understanding of physisthnce My first point of
analysis, then, will cover early cinema theorynéna, it seems, opened up many
commentaries on the notion of ‘travel’; where spsats could be transferred by film
and apparatus into a third spatevhere spectacle was presented as an ordering of
light onto a screen, which itself had been editéd narrative order.

Cinema and Virtual space: Film Architecture and Morntage

‘Our taverns and our metropolitan streets, ourceffiand furnished rooms, our railroad stationscamd
factories have appeared to have us locked up hegdgleThen came the film and burst this prison-
world asunder by the dynamite of the tenth of asdgcso that now, in the midst of its far-flungnsii
and debris, we calmly and adventurously go travgll{Benjamin, 1973:238)

Walter Benjamin linked cinematic effects of magegand spatial configuration to the
psychological experience of life in the city. Ts$teock of traffic, the intensity of large
crowds, fragmentation of space through plantiingd to a fascination with the
‘mobility of the visible’ — as Lev Manovitch desbss if®> — or what Anne Friedberg
(1994) has called the ‘mobilised virtual gaze’. ngenin hints towards a dynamic
potential for a ‘remapping’ — through imagined joelys — of the built space audiences
inhabited. This ‘mobilising’ of the gaze which dlugh new technologies, enabled its
audiences to ‘calmly and adventurously’ go tranglliled to an immobilising in
another other sense; the ‘virtual space’ createdisma, effectively created a prison
— a darkened auditorium — for spectators, who wbeltcbme disembodied as they
watched a spectacle of interactions take placéemsdreen from their seats. Guy
Debord (1967) has suggested that: ‘[t]he entirgterce of societies where modern
production relations prevail presents itself as longe accretion of spectacles.
Everything directly experienced has been consigoeddepictiort®. Everywhere,

| am defining ‘third space’ in relation to the spator’s position within the apparatus and the spac
created by both apparatus and spectator.

% Ben Singer has listed the abovelagermining factorsf the first two decades of film cultur&ée:
Singer, 1995)also<http://www.nottingham.ac.uk/film/journal/articlegiallax-historiography.htm

% See:<http://www-apparitions.ucsd.edu/~manovich/text/thfjinature. htr

% Also translated as{i]n societies where modern conditions of prodantprevail, all of life presents
itself as an immense accumulatiorspectaclesEverything that was directly lived has moved away
into a representatiorBee:<http://library.nothingness.org/articles/Sl/en/dapll 6>
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reality is consistently being replaced by imagdsese images, in time, become
reality. Cinema became a perfect virtualising éoi@r the spectacle of images
replacing reality; indeed, Giuliana Bruno has diésct cinema as a ‘mobile map’
(1997:10); I wish to discuss the notion of realisaginematic virtualisation in relation
to other theatrical forms which came before it.e Aiext question, then, is how we can
distinguish between theatrical (stage) space owiieehand; and cinematic (screen)
space on the other.

Walter Benjamin offers a comparative analysistafje space and cinema space,
suggesting that the processvotualisationtakes place between the two steps. The
artistic performance of a stage actor, as he stgjgepresented to the public ‘in
person’: the performance — in a linear sense +dsqmted to its audience as ‘an
integral whole’ (1973:230). This is not so withnfi Montage, optical tricks, camera
lowering and lifting and rear projection all creatsense that if any process of
identification is taking place, then it ‘is realiy identification with the camera’
(Ibid.). At the heart of Benjamin’s argument is a distion between ‘live’ and
‘contrived’ production; he suggests that the ddfeze between a production for a
theatre audience — experiencing events in a lieeesp and the ‘mechanical
contrivance’ from the projection of a pre-recorded edited performance, lies in a
split between ‘live’ and ‘virtualised’: the mechaal replay of an already edited and
‘fixed’ composition will remain unchanged over seleviewings, whereas live
theatre space allows for a performance which flatetsidue to a margin of ‘human
error’ at any given time.

This contrivance affects actors too: the filmoacthen, is exiled from the stage, as
s/he plays for the camera, housed within a stusliopposed to the lit set of the
theatre. It is this contrivance — and the subseijpessibilities the mechanical
mediation of narrative allow for — that mark thespibility of virtualisation The
space of the film studio — much like the theatre a space for performance; but the
primary recipients of this performance are the raeatal devices capturing it.

This duly affects the meaning of the term ‘pemfance’; the key to the production of
film lies in the non-linear way in which it can beranged. A theatre performance
moves from the first to the final scene, irrespextf the way in which the story is
told. Of course, the same is true for film: a fivas a beginning and an end also. Yet
it is produced in a fragmented way by virtue of tthehnologies used to capture,
assemble and project the final — ‘stored’ — perfamoe. In a sense, the theatre space
is as much of a ‘virtual’ space as the film studiboth are spaces within which a
performance is contrived. The process of virtaaios, then, has to do with the
degree of mechanical mediation which involves talyyss of film production: from
initial preparatory planning to finalising post-prection. This also provokes a further
question: does such mediation actually move usn@nspace? In order to consider
this, 1 will examine some of the earlier theoriesainematic space — starting with
Sergei Eisenstein.

%" Human errocan occur within film, although it is fixed into the@duction at ‘edit time’ and will
become part of the performance whenever it is ptege
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Eisenstein’s Film Form

In 1934 Eisenstein reflects upon the ‘new’ vilised space of 1920s cinema: ‘[w]e
came upon no ready-built city; there were no scgjare streets laid out; not even
little crooked lanes and blind alleys, such as veg find in the cinematropolis of our
[present] day. We came like bedouins or gold sesetcea place witlhinimaginably
great possibilitiesonly a small section of which has even now bemretbped’
(1954:3my emphas)s By today’s standards, Eisenstein was righteciahas
changed since the time in which he crafted hisdjlaithough much film theory
functions on the basis of many of his argumentsfiarcturing — or architecting —
film>8, Fundamentally, however, our understanding ofcstiring film (the
architectureof film), owes much to the corpus of Eisensteintykv The ‘cut and
paste film editing techniques’ that John Freemamiifies™ with Eisenstein, seem to
still remain central to any understanding of filonstructiofi®. For the purpose of
this analysis, however, wae still looking for a way to uncover what it means to
class film as a ‘virtual system’; and before | diss Eisenstein’s techniques, | believe
that Gilles Deleuze’s synthesis of cinematic spaaeorth mentioning to further
clarify this"™. Deleuze (1983:2) has argued that cinema createsl space through
the precise interleaving of what he classes as obila sections’ (sequences of stills),
which are projected at twenty-four frames per sdaongside a foley, or
soundtrack. He suggests that ‘cinema does notug\an image to which movement
is added, it immediately gives us a movement-im@gal.). He refers to the term
‘illusion’ when he describes cinema and suggestsoie as to ‘take snapshots (...) of
the passing reality’lpid.) and re-structure the captured reality into nareat
sequences. The temmise-en-scenis specific where space is concerned: it literally
refers to the arrangement of space within the shtite frame.

We can, | hope, already begin to see that cirisraapatial art, and, as such, opens
up ways of thinking about how scenes formed frammiobile sections’ can be said to
contribute to the creation of a ‘virtual space’.h&V | would like to concentrate on
now, are the fundamental elements of film-makifrghis discussion of film form,
Eisenstein mentions a two-fold process of fragntemtaand development — later still,
he talks about how other art forms work in this wayt what is key here, I think, is
his remark about film specifics which ‘lie not imet process itself but in the degree to
which these features are intensifielii.4). For Eisenstein, the key to his process of
intensification lies in the way films are producet structured. He evokes the terms

% Eisenstein was initially trained as an architadtich, for me, is one of the reasons why he is so
useful for the study of the structural compositiadriilm. Many film theorists, most notably, David
Bordwell, have engaged in film analysis throughiquing Eisenstein’s workSee:Bordwell, 1993)

%9 See:<http://www.uml.edu/Dept/Art/Freeman/imaging_planediing_place.htrr

“%1n the event of ‘digital editing’, Eisenstein’setbry of a ‘montage of attractions’ is still reletan
digital apparatuses now allow faster editing andemefined cutting and visual mixing, but our natio
of a creation of illusionist ‘spectacle’ througletadvent of computer graphicSee:Ndalainis, 2000
andDarley, 2001) still follow Eisenstein’s initial ideof creating a montage from the meshing
disparate elements into a cogent narrative order.

“1 And Deleuze’s arguments have been adapted to coveputer-mediated virtual spacesg:
<http://www.mars-patent.org/projects/marina/maridé=p | discuss elements of this piece in the next
chapter.
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‘frame’*? and ‘montage’ to clarify his point; | consider histion of framing to be

concerned with locating the camera within thise-en-scenand all the elements the
term encompass&swhereas the process of virtualisation grows ftbenconcept of
montage — literally the sequence in which the frasreassembled Because film
concerns itself with composition, a story montagadsembled block by block;
encoded with layers of sound to create an illusernse of reality. Monaco
(2000:216) backs this concept up: for him the teuggests a building action,
working up from raw materiaf®. In essence, montage is simple enough to understa
— although Monaco describes three ways in whichtagmis used: primarily to create
‘basic meaning’ through a suturing of adjacent skoin essence, the process of
editing”. More specifically, he suggests that montagediakectical process that
creates a third meaning out of the original two negs of the adjacent shots; and a
process in which a number of short shots are woygether to communicate much
information in a short time. Finally, he suggedkist in any montage sequence, a
dialectical process is taking place, consciousoo(lbid.).

But montage can also be created from a seleetpaesce of stills with added
narrative. InLa Jette(Marker, 1962, for example, montage is created through what
could essentially be created using a projectorsidds; the story is told while still
images are displayed one after another. This psptken, functions more like the
early pre-productive process of building a stopnira story-board - where still
images are drawn and the action (or story) is éexgthin a ‘cell-by-cell’ account.

For Eisenstein, film montage opened up new spaleesjgh this weaving and
suturing of disparate shots, film creatdgctional space. It iwirtualisedby the fact
that it is created, assembled and projected througthanical means: film depends
upon its apparatuses and without them it couldoedilm. With film, then
Eisenstein states ‘this process [of virtualisatignjaised to such a degree that it
seems to acquire a new quality (...) [it can theeefoe seen as]aeative remoulding
of nature (1977:5;ltalics added. With cinema came something new: Benjamin
suggested — as | have previously argued — thaeiearly nineteenth century, the
focus of art began to change and began to absgsalftirom the realm of so-called
‘real’ representations, at the same time photogrédggyan to develop as an art-form.
The evolution of cinema was what added the virtli@lension; a photograph can be
developed and - through this process — beginsish iexa tangible space. Filmis

2 Deleuze usefully suggests that ‘if the frame haamalogue, it is to be found in an information
system rather than a linguistic one’ (1983:13)isH®pproach, | think, moves us towards an
understanding of a virtual system: an analogy caatga to thinking of frames as ‘data’ items.

43 Such elements include lighting (what is lit andaivis not), set design, camera position in relation
subject, depth of field, everythingthin the scene Unsurprisingly, it finds its origins in theatre
design, where we would consider what is on theestamgl what will need to be illuminated.

“In terms of ‘montage’, there has been little agrert on the technicalities of the term — as many
practitioners found different ways to use it; Puklowbelieved that shots were like bricks, to be¢al
together to build a sequence. Eisenstein, ontther ihand, favoured a more disparate method: he
believed that maximum effect could be achieveduptoan interleaving of shots which did not fit
perfectly together, endorsing a montage sequenahwierved to ‘jolt’ its spectatorsde:Bordwell
and Thompson, 1997:458)

> Eisenstein, however, sees montage as charactarisextess of synthesis: that filmcisnstructed
rather than editedsgeeMonaco, 2000:216)

6 See<http://us.imdb.com/Title?005612%nd Bordwell and Thompson (1997:328-9)
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projected and, like the photograph, its image dexed through presence or absence
of light. Although for film, the reel is fed thrgh focused light and projected. The
reel contains collections — sequences — of séthies: only on projection is animation
created. For Eisenstein ‘cinema is able, more #mynother art, to disclose the
process that goes on microscopically in all othes’ §1977:5). The projection of
light creates a narrative sequence within a virgpaice — one which a projector
mediates.

History is replete with examples demonstratirgydralectic of the ‘virtualisation’ of
space. In the 1823 it was the diordman the 1950s, 3D cinema was realised, to
seemingly little effe¢f. In the 1980s, Disney created the virtual ganaespn which
Tron*® (Lisberger, 1982) is set. More recently, cineraa moved into new territories:
the creation of imax cinema brought to bear ‘thil@aensional’ cinema, where depth
is added through the filtering of elements withie tise-en-scene into planes,
creating a perception of action taking place neanar away. Imax has also moved
into entertainment park The introduction of multimedia and interactivanges
opens this dialectic further still: this is an avdaich | will discuss more explicitly in
the next chapter.

Architecture and Film
‘People do not live in places, but descriptionplatces’ - Wallace Stevens

Architectural and filmic practices are bothtsgaarts; both have their own
conventions for manipulating space. However, @nse that architecture has a
privileged, yet difficult relationship to film; ggoapher Michael Dear has observed
that ‘although architects frequently appeal toftimeic in both theory and practice,
the converse is not always true of film makers enitics’ (2000:178). So would a
discussion of architectural principles within filme useful? In order for us to
conceive of the creation of a studio film set, badding of exteriorspaces within an
interior studio shell was a prerequisite for cleasHollywood cinema. However, are
true exchanges between both disciplines commonfirsglance, it would seem
unlikely that a successful architect would move ifiimmaking, or vice versa,
however, Eisenstein’s architectural and enginedsanckground could perhaps have
justified his own interest in building his systetime ‘montage of attractions’ where
cinematic space is aided through swift cutting;reate a surface intensity that
propels narrative, whilst closely following the nabohanges of the soundtrack.
Although Eisenstein went further; he is famousdituding to Augusté&hoisy’s
analysis of the Acropolis, with its references tortan movement and the revolving
angle of vision in architectural and urban space

4" See Friedberg, (1994:20; 25-9)

8 See:<http://www.ddd.com/aboutus/articles/usatoday ma2di®r> and
<http://www.keyframe.org/pdf/interact. pelf

9 A wealth of Tron games were developed across numerous platforims.ofiginal arcade game was
manufactured in 1982 by Bally/Midwaysee <http://www.gameroommagazine.com/tronxx01 1 tm
A clone of the original,GLtron, has been built as an open source Windows/Linugf&game.See:
<http://www.gltron.org/download.html Twenty yeas on, Disney Interactive have annedra
sequel,Tron 2.Q which they demoed at E3 2003ee <http://pc.ign.com/articles/358/358445p1.h#ml
%0 See:<http://www.sensesofcinema.com/contents/00/5/bar iyt
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‘The Greeks have left us the most perfect examphot design, change of shot
and shot length. (...) It is hard to imagine a ragetsequence for an architectural
ensemble more subtly composed, shot by shot, tieaarie that our legs create by
walking among the buildings of the Acropotis’

In Privacy and PublicityBeatriz Colomina (1994) refers to the path Le Ceréu
(1927) takes imowards a New ArchitectureMuch of his work from the 1920s
onwards arose from his own subjective positionielgibd a movie cameraa notion
he called ‘promenade architecturale’ — where thizbaotal strip windows
incorporated into his architecture from this peramd individually as frames capturing
the scendeyondor through. In this sense, Le Corbusier's housels $pectacles;
they became mechanisms for seeing:

‘The organizing geometry of architecture slips frtma perspectival cone of
vision, from the humanist eye, to the camera angie.precisely in this slippage
that modern architecture becomes modern by engagthghe mediz®.

Le Corbusier was said to have designed ‘withctmaera’, perhaps this is a concept
which links closely with what Eisenstein called tb@mera eye’; where the
spectator’s eye follows an imagined (or pre-detagd) route through a number of
objects placed within the mise-en-scene. The imiaapectator becomes subject to
diverse positions (compositions of framed shotsamrgles) yet in his/her physical
immobility, they move ‘through a series of carefudisposed phenomena (...)
[observed with their] visual sensd&’ Architecture is used as an agent for
communication in film; it acts to anchor a storyateeal location — as iNotting Hill
(Mitchell, 1999), but by doing so, it also recresatieat place through editing; a
process which also createlfipseswithin time>*. | will return shortly to this notion of
cinematic structuring, although | will briefly meéor a symbiosis, or synergy between
architecture and cinema: The Philips Pavilion in®8el8® was Le Corbusier's
mathematical and architectural answer to the eeging of a building specifically
designed to create the optimum conditions to hansarchestra. Obviously, thsd
been done before, but Le Corbusier created a atruetif you like, a studio-space —
which provided scaffolding which would house lightsusic, and projection of
warped images around the interior. Riséme Electronigvas acontainerfor its
objects; designed in this respect, it became aaligpace for the performance it
would house. Similarly, this prompts the questiwat surely architectural
knowledgemust becalled for in the interior organisation of a laggadio set space?
In an interior scene iBack to the FuturéZemeckis, 1985), Doc Emitt Brown
exemplifies his lightning experiment through the v$ a scaled architectural model
of the entire film set — perhaps even the modéhify used to necessitate the creation
of the real set in the first place.

*1 Cited: <http://www.nbm.org/blueprints/90s/summer90/pagedéiehtn»; See also:
<http://www.doxiadis.org/documents/ekistics/doc_@a®> for a technical analysis of this.

%2 Cited: <http://www.altx.com/ebr/reviews/rev7/r7buc.ltm

%3 Cited: <http://www.lukez.com/teaching/fall1999studio/falB®studio_description.htm

* Ellipsis is literally where time is compressed floe sake of narrative progression; so one hour —
or a series of days — could be compressed intquesee lasting five minutes.

% See:<http://www.nexusjournal.com/N2000-Capanna.ktml
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Furthermore, cinema screens hoeisedwithin architecturally engineered spates
from the extravagant dream palaces of the 1920s3@sdn the US, to the Art Deco
establishments of the 1930s to the ‘50s in the BHrt of the experience of cinema, it
could be said, lies not purely in the cinematicaappus itself, but the imaginative
ways in which it is housed in its setting. Thelthnig creates a mise-en-scene for the
mise-en-scene within the film. As | have alreadgfly indicated, films themselves
almost always arrange spaces; and these are di=s1 Richard Ingersoll has
suggested that ‘[a]rchitecture is the latent subpéalmost every movie'Git. Dear,
2000:181). Yet film demands that architecture nedg serve the plot, and thus
there are no constraints on structure or spac¢hidrsense, there is no way in which a
film setcan be construed as ‘real’ architecture as theggsoof editing allows for
spatial ellipses. The labour of travel within filsitherefore eroded as one sequence
in one location can be as geographically separate the next as the narrative
demands. Yet cinema’s history is replete withneiees to architecture: from
Eisenstein’s ‘spatial eye’, we consider depth efdfiand axis when we are presented
with shots and sequences. So if real space ofteconstraints within cinema, then
cinema conveniently creates its own geography:iwits own selective space. So
when the creation of ‘cinematic geographies’ is\a#td for by ellipses in cinematic
editing, this in turn allows for the envelopingdynamics of space and time.

The term ‘pastiche’ suggests an effacement ohbtaries and separations, a process
of gradual erosion of distinctions. Pastiche, tienctions as an aesthetic; one of
quotations pushed to the limit. It incorporatedtitudinous forms, serving up an
imitation of older known and recognised stylese'sgh in a dead language (...)
amputated of the satiric impulse (...) blank paragtatue with blind eyeballs’
(Jameson1991:17). Jameson’s definition of pastiche illatts a viable working
reference — a guideline — for analysis of the dsspace and time within cinema (and
other new media), as it leads — as he suggesisards Plato’s conception of the
‘simulacrum®’. The notion of the simulacrum has been populén miany critics
since Plato; Gilles Deleuze (1983) cites pop ad esntending model, arguing that in
the process of copying, the object becomes songethiferent; an object in its own
right, which takes on its own life. Jean Baudrdlaees the postmodern consumer
society ‘with its endless networks of media andeatising images that (...) precede
any reality to which they might be said to refér984:104) as his model.

Sparachinet al.(2000Y¥® cite Paul Virilio's description of a loss of origtion
found within cyberspace; he argues that the woeltbines split between the real and
the virtual, which he argues, causes shock, a&imdental concussion. Sparachino
et al.employ his argument in their attempt to formuldwe terrain of ‘cyberspace’
into a ‘navigable’ city-scape. By doing so, theavha created a virtual city called the
‘city of news’. The screen-grabs they show ofrtfmulation — a web browser
which organises information in a city-like struaur shows large three-dimensional

% Consider the Warner Brothers studios in CalifarSiee:Monaco (199x: 206).

>’ In its simplest terms, simulacrum can be see @spy of a copy’; Jameson refers to photorealist
paintings as his choice example of this procest)esare copies of photographs, which in themselve
denote ‘copies’ of reality.

%8 See:<http://vismod.www.media.mit.edu/~flavia/Papers/CifilewsKOS.pd#
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building-like towers on a virtual landscapetheir structures made up of text and
images. Mapped on information fed into it and emed in a logical structure to
resemble built cities, it is a truly virtualisedsse; a perfect simulacrum. In the
virtual space — one whose structure seems to éehcoinfusing ‘logic’ of the
Bonaventure, there is a feeling that we are nodopgesented with a real
geographical configuration: the Bonaventure isacepvhich finds Jameson deeply
confused. The space inhabited by the Bonavenlameeson suggests, then becomes
an imaginary one: a synthesis of mental architestuwftopoi. Quoting from

different real cities, postcards, advertising, fillme ‘text’ of the Bonaventure
becomes a product consisting for the most pageofyraphical displacements and
condensations. Through this ‘architecture’ forf@dn multitudinous forms, a
simulacrum-space begins to emerge, one which atgthfrom a reflection of a
reality yet became something so fragmented itdagtrelation to the ‘reality’ it once
reflected. Appignanesi illustrates this ‘statevohd’ by suggesting that we ‘are living
what has already been lived and reproduced witteality anymore but that of the
cannibalized image’ (1995: 49).

The notions of textual pastiche — and simulacaae-both strong candidates for the
depiction of city-space often represented in filfi$ie ‘city of news’ reminds me of
the simulated cityscape of 2Century Los Angeles:; it is a simulacrum: a filmed
representation of a city comprising batierior andexteriorshots edited into a
virtual narrative order, a ‘masked’ city with nelaghts, perpetual rain and darkness,
steam and smoke and giant screens endlessly robinmprate advertising. This
depiction is found irBlade Runne(Scott, 1982).

In relation toBlade Runne(1982), Giuliana Bruno suggests that textual —
postmodern — pastiche generates a text that ‘et about the city of
postindustrialism (...) [it is a] polyvalent, interhgeable structure’ (1987).
Jameson’s analysis of the film considers Kevin ltysmotion of the ‘alienated city’
and a process of convergence:

‘between the empirical problems studied by Lynckeims of city space
and the great Althusserian (and Lacanian) redafmitf ideology as “the
representation of the subjectiraginaryrelationship to his or her Real

conditions of existence™ (1991:51).

It is this Tmaginary relationship that introduces a further elemené notion of the
‘imagined city’ (Donald, 1999). A city is a spase ‘know’ from film, art
photography and literature and cities are as mhgiipal places as constructs of
media and mind. There is interplay between ‘raall ‘imagined’ when we consider
cities because cities are re-created in so mamySi@lade Runnepffers such a
transformation: a projection of theriaginary city of the future.

Blade Runnehas been often described as reflecting ‘manyettdsential features
of the condition of postmodernity’ (Harvey, 1989332 Harvey also cites the
photographidistory of characters as signifiers of origin; @dwers (and replicants)
negotiate their past lives and memories througlecdns of holographic

% See:<http://www-white.media.mit.edu/~flavia/CityOfNewsitimages. htnH
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photograph®. Scott Bukatman (1997) has suggested that ‘hafiigc’ photographs
— explorable spaces by virtue of the 3D image se@ are virtual worlds which he
sees as ‘cyberspatial’: navigable ‘texts’ withie film which are used as vehicles to
move the story forward.

As a city-space, theBlade Runneoffers a hybrid: Los Angeles in 2019 is an
imaginary space made up of ‘bits’ of location shgfrom New York, San
Francisco and Los AngelesSge:Sammon, 1996). These aspects all, | think, share
the notion of simulacrum: theproductionof spaces which quote from several
sources, the streamed adverts and obscure lightindh ‘mask’ the mise-en-scene;
the overriding darkness and rain which could hide<as to what is truleal (if the
‘real’ exists anymore®). Part ofBlade Runner'strength, then, lies in the sense of
confusion created for the spectator: they are aftdled upon to make their own
decisions abouvhoto trust in relation to evidence presented to atiars at different
stages in the film. Can we trust what we sed8 tliis ‘alienation’, the spatial bustle
of the LA streets, the rationing of ‘light’, perpel rain and fake advertising that all
add to this confusion, which seem to confirm a Einsense of confusion as that
which Virillio finds in cyberspace.

It is with this sense of alienation, the feelofghe unreal (or overwhelming) that to
me, seem to blend the ‘confusingal space of the Bonaventure, to the virtual
(alienated) mise-en-scene®iaide Runner If we adopt Jameson’s vision of
postmodern pastiche, we see evidence of this witbih ‘texts®® the design oBlade
Runneremphasises the coexistence of multiple histoidhlences and styles —
particularly of architecture — and the stylisticspehe of elements which in unison,
constitute the ‘change in built space’ that Jamexduserves within the Bonaventure.
Perhaps another answer lies in the fact that hmbes are divided along an axis of
physical and virtual? With the Bonaventure, tBisnuch more difficult to examine,
but a clue to the process of virtualisation liedameson’s thoughts on cognitive
mapping. The space, he arguesnscendshe capacities of the human body to map
itself within; and ‘machines’ working deep in thednt of the space serve to remap the
narrative of walking. Thus humans relate to thit space through devices which
virtualise, or mechanically mediate, the processio¥ing around it. On the other
hand, film, through montage, virtualises spaceughoa culmination of multiple
perspectives: we know that cinematic editing, asexaDonald has suggested, had the
advantage of allowing viewers to be ‘simultaneodsdye and there’ (1999:74)
through knitting together different elements atetént tempos.

® This is an idea which is put to useNtementaNolan, 2001), where the lead character, Leonard
Shelby, suffers from anterograde amnesia and &pelale of making ‘new’ memories; events in his
life and key relations to objects need to be phatplged and annotated, then placed on a large map he
makes himself, showing links between people, objant activities. His ‘unknown’ past, then is
conversely not one which is programmed into hing-wéh the replicants iBlade Runnes but which
is built on the basis of trust; what characterssaltim tobelieveas the truth.

®1 A central theme t8lade Runnecentres around the notion of sight: Deckard’sstést the replicants
are optical examinations of both retina and puwilfhovement. Similarly, in a closing scene, Batty
claims possibly the most famous speech made witigirilm: ‘if only youcould see whathave seen’
%2 | am suggesting that Jameson uses both the sp#ue Bonaventure anllade Runneas textual
examples of what he describes as ‘postmodern’.
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Another, perhaps more plausible answer to thestion might be provided not
through thinking of the divide between physical amtual, but through an
acceptance that film has led us to perceive — ineggiven — the city (a physical
space) in a different way. Donald has suggestaitk see the concept of the city as
both physical andbstractedspace; this, for him, is what all cities have imgoon.
Donald argues that there is a dimensiomidtialisationthat all cities begin to
appropriate; this isn’t to say that cities an¢ual spaces, but more to return to the
notion | suggested in the previous chapter ofiéig ‘plastic’ spaces which fuel a
notion of creative play: something which | will exane in following chapters in
relation to games. People appropriate asebuilt space and ultimately the space
itself guides (as in the Bonaventure) how we can eannot — find our way around
(and whether we have to allow machines to mediatermvement from level to
level). Both the Bonaventure and 2019 Los Angdiaonstrate this mutation in
built space and the notion of abstraction at thellef the simulacrum; they are
spaces that we don’t possess human perceptualttolbésable to process
successfully. Obviously, the Bonaventure ghasicalspace — and therefonet
virtual — but yet, through pastiche, abstractiohangles and restrictions of movement
which all create cognitive confusion, there is asgeof labyrinth-like confusion
which makes it a space offering a feeling of ‘ufitgaas with Blade Runner

What Donald does suggest, which to me offersharaxplanation as to how
Jameson can link the Bonaventure spad&ade Runnerruns in the interleaving of
the city as a physical space on the one hand,thatltity as imagined environment.
Donald does this by linking the city and its repr@stions together; above all, he
suggests, there are productive transactions bettheagwo: the ‘traffic between
urban fabric, representation and imagination fuzmie the epistemological and
ontological distinctions and, in doing so, produttescity between the imagined city
and where we actually live’ (1999:10). Manuel @#sthas suggested that the space
of places was being superseded by a ‘space of fi@s Ibid..175), suggesting that
physical space is somehow being overtaken. lticcpathaps be suggested that these
‘flows’ exist by virtue of the intermeshing of phgal and virtualised space; if space
of places has become eroded by the ‘dynamite’radroia, in addition to a host of
other mediums which also virtualise space — thehgpes we can explain Jameson’s
confusion and disorientation. Donald reminds s fim has changed the ways in
which we imagine the city, just as the city is stimreg that continually morphs,
adapts and changes in its mould:

‘One thing Cinema - or at least film - has contithtie do since the nineteen
twenties has been to teach its audiences acroggaibe ways of seeing and so
imagining the modern city, whether or not they line®ne. The imagined
landscape of the city has become, inescapablyearzitic landscape. But the city
in cinema does not operate just as a backdrop.isNbe representation of the city
really issue. To use Lefebvre’s term, film presamban space as itself
representational, as simultaneously sensory anth@jch(1999:68)

In a sense, what seems to be at large heresltbs macknowledgement of a process
of spatial stacking. Representations of spacerbhesiacked, or mapped, onto the
real space itself and this, | think, is what Donaldans when he suggests that city
landscapes become cinematic landscapes. Spaaad&nown and remembered for
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real historical events; for example, the memoralimns in Northern France which
duly signpost the location of historical battlesl @mommemorate lost lives, to areas of
East London which were famously renowned for gaergsttivity. But this also
happens with films, as Donald is suggesting, toeatgr degreee; in 1999, the British
Tourist Authority — capitalising on a wave of ‘filtourism’ — released a map of the
UK featuring 120 locations where famous films haeen located for shootifiy

Here a cognitive map of a space — whether visitatbb— will inevitably be built on a
familiarity of its representations; and spaces gaitios from this exposure as
imagined maps of a representation of real space.

In another wayBlade Runneillustrates a stacking by interleaving physicad an
virtual zones: located in physical space (Los Aagkglin a virtualisetime (2019),
the film is dependent on technologies which arautabed for the sake of cinematic —
and narrative - effect; the city has its physiegirs and physical geographical
configuration, but transactions take place maihtptigh virtualised processes:
communications and transactions within the filmamdertaken in a way we would
understand as ‘digital’, Deckard’s apartment isigped with networked
technologies. Giant screens relay information fragmented sections of the mise-
en-scene, offering light in an otherwise dark (eandy) space. The film suggests that
LA moves closer to modes of human existence whiaresactions are dually made
physically and virtually. IBlade Runnerthis is through ‘video phones’ and as these
transactions increase in popularity, so cities légimould themselves around the
technologies the public appropriate;Bade Runner’'snise-en-scene is equipped
with booths where video-calls can be made and acims are credited to an
account. In our current climate, we can see sdigegse spatial changes when we
consider the proliferation of cellular technologéesl their use in public sp&éehere,
a notion of spatial stacking will come into beirgyreew spaces of technological
consumption overlap and become located within pudpaces; this, it has been
argued, changes the dynamics of spatial relatiehsden people.

This process of spatial stacking is perhaps alystd by Paul Virillio’s remarks that
the ‘city’ has shifted state: ‘the topical city waisce constructed around the ‘gate’
and the ‘port’, the teletopicahetacityis now reconstructed around the ‘window’ and
the teleport, that is to say, around the screertlatime slot’ (2000:26). Although
the difference is honed through a divide betweleysicalports andvirtual teleports,
there is, it seems, a notion of a circuit runnimgptigh imagination, representation, the
body, the social, and the spatial; this circuit égisted for a long time, and it affects
language now and has done so in the past. Initle¢eenth century, there was a
divide between emergent organic and mechanicalpheta to describe use of spaces:
Freud’s early research, for example, attempteddate a logical mechanism for
understanding the workings of the organic humambr@he industrialisation of
Europe throughout this period saw growth of netwarktrain tracks, mechanisms
which allowed spaces to be traversed more effigiehéin before in terms of time

%3 See:<http://news.bbc.co.uk/hi/english/entertainment/riew869000/369373.stm
% Here | am drawing on an analysis undertaken oms$keof mobile phones in public spaces, and the
cultural spaces created by users of these techieglagpublic areasSee:(Munt [Ed.] 2001:205-222)
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taken. Cities would become thought of as mechagismerconnected by modes of
transport and nodal points within which goods weaded.

The areas | have identified so far within thists include pastiche, simulacrum,
the breaking of perspectival rules (abstractiot@glang, editing and montage. For
the remainder of this section, | wish to brieflynealer the role of the camera in
relation to virtual space as | examine the develamrof three-dimensional rendering
systems. In subsequent chapters, | discuss #ikedechniques | have outlined within
these chapters in relation to our understandirgpofputer space (or game-space); all
of the above systems, it seems, fit into the apeadf interactive game-worlds. As |
explore and examine the fantasy spaces of intgeagames, it is my intention not to
show them as something completely new, but to attgatethese new spaces ‘borrow’
from existing studies. It is in the postmodern Maf computer games where we see
pastiche evoked most effectively. Spatial stacking sets arranged for cinema
compare with the stacking of objects (sprites) @mxdures within the frame of a three-
dimensional game. Indeed, all games borrow he&wyn cinematic concepts, as |
hope to demonstrate by employing the term ‘miss@een’ to examine the
arrangement of game elements within the visiblé giathe game space. Before | do
that, | would like to consider the virtualisingtble camera in three-dimensional
space.

CAD: The Three-Dimensional Virtual Camera

‘Post-Modern space is more an elaboration of theeS@n grid than an organic ordering’ (Jencks,
1991:96).

In chapter 2, | considered the technique whiehwrachowski brothers perfected
within the film The Matrix which became known as ‘bullet-time’, where a
customised set, a software-based three-dimensioo@tlling application and wires
were used to create an effect of holding an olfjedhis case, Neo) suspended, while
fast cutting between cameras simultaneously filntinegobject allowed for movement
around the object to create dramatic tension asdddged bullets as they were fired.
I will argue that Computer Aided Design (CAD) ajgpliions perfectly allow for this
subjectivity. They do this by allowing a ‘virtuehmera’ — or cameras — to be placed
anywhere within a three-dimensional space. Folgwhe application of correct
techniques, any CAD package can be made to rendberassequence more cheaply
than the specially prepared studio technique us#dnahe Matrix The effect of
bullet-time appears in the garvax PayngGathering of Developers, 2061)which
we can be in no doubt, citdse Matrixas a prime influence: the use of phone boxes
as agents to further the game’s back-story (naggtshoot-outs in dilapidated
subways; and finally, a ‘bullet-time’ engine. Pafthe code of the game allows for
the player to activate this mode within the game laence, the super-human
technique employed by Neo which allows him to doligkets becomes an integral
part of the interactive game: if you are being shotivate bullet-time and you can
dodge bullets.

% See:<http://www.maxpayne.com
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Computer Aided Design (CAD) has existed for aventy-five years (Richens,
1997: 174), really becoming commonplace throughioeifast seven years. Most
game development houses will use CAD applicationshfe design of characters and
objects within the gameAll three-dimensional games use an ‘engine’ (a coded
application) to allow the elements (objects andatizrs) within the game to be
assembled together into the creation of an inteaspace; the engine then
determineowthe user can move through the space and, simplypvides the
experience of play for them. | will cover gamesniore detail in subsequent chapters,
but | want to briefly describe some of the applmwas of CAD, what it offers, and
how it is used as a virtual testing space to redhs creation of built space. All
‘classically trained’ architects who still practiaechitectural drawing have either
learned to use a CAD system, or hire CAD desigttersalise their two dimensional
concepts on paper within a three dimensional CA&xsep The main advantage for
architects is that CAD applications — when givdritad information needed — can
translate architectural plans from drawings intactional three-dimensional models
which can be moved around. Everything in CAD +inasature, as Cézanne has
suggested — is modelled on basic shapes: blockerespand cylindershid. 175).
From these stock shapes, described by Richensiastipe’°® it is possible to create
far more complex shapes through the rotation, sidrtl’ and scaling of groups of
objects.

Initially, CAD applications were created with tliteral intention of speeding up the
drawing process for architects; once the modelik Wwithin a 3D environment, the
software can generate plans from any elevatiomattigitect should require. Although
CAD allows for more than this: within a CAD virtusludio-space, it is possible to
‘see’ the object being built from any imaginableglen it offers a fluid form of
visualisation. Yet CAD — as a system for buildommplex 3D shapes — allows for a
degree of interaction and it is through its udeelieve, that we can understand the
articulation of another form of virtualised spacel @he principles of navigation
encoded into that space. Once information is edtarto the system using an array of
input devices (mouse, keyboard, tablet) the shdpesn within the space can be
rendered and subsequently viewed from any angleudh the placement and
movement of virtual cameras and lighting. Thiguatised form of space greatly
differs from earlier examples | have mentioned hsas cinematic space,
communicative spaces (such as telephones), ongtterhat rooms’ because the
entire 3D space exispirelyas coded logic; the space is virtual precisely beedt is
a mathematical array of code held inside the pragtself. 3D shapes do not exist as
tangible objects as they are composed of vettarsich all have a mathematical
relation to the other vectors within the object.

% Primative: ‘Original, not derivative; not developed or desil/from any other thing; from which
another thing develops or derives (...) unsophigtitatindeveloped or crude’ (Brown [Ed.],
1993:2354)

®7 Extrusion is the process of creating three-dinmraligeometry out of flat, two-dimensional shapes
by drawing the 2-D shape along a path in 3-D spabs. path, for example, could be a curve.

% Vector graphics are composed from mathematicatinétion instead of coloured pixels (or bitmap
images) as we might see with scanned picturesraadds from digital cameras. This allows for the
fluid modification of images without any loss obrdution. When a vector graphic is resized, the
mathematical information is added to or subtraetegty point simultaneously within the object; in
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So because the application knows the size and stall objects held within the
space, constant calculations are made so it caleréne space from any angle whilst
maintaining exact proportions between one objedtaarother. All objects within a
CAD application are represented by vector (numé@rinformation. As such a cube,
as an object, takes its form as a series of pl@ib@cts within a space. In this case,
the cube within the application is created by draytines between eight points. In a
virtual sense, then, the application ‘knows’ hog thie cube appears to the spectator
when they stand 4 feet away; because the cubeds fmam connecting points on a
3D grid, calculations become easy to make, soube ¢ proportionally bigger when
the spectator stands 2 feet away. If it ‘knowg' $ize of the cube, it can apply the
same rule to any other objects within the spaceabling a space where objects are
‘fixed’ in relation to other objects within the see

In terms of design, then, CAD (unlike physicalhatectural practice) means a
building can be realised from the outside inwardther than built up through a
systematic stacking of objects onto and into otiigects. To exemplify this,
imagine that a cube is drawn within a CAD appligatia user is able to move to a
point inside the cube and draw shapes within. ofsg las they can tell the application
how big the cube is, all other relative shapeshmaredrawn and rendered in scale or
proportion to that particular shape. In essetieeprinciple of CAD illustrates —
perhaps better than any other example | can tHirktlee notion of a truly virtual
space; the application acts as a container fobgtt or objects of any size. It offers
true spatial elasticity, as all shapes can be agadiin accordance with where the
virtual camera is positioned. More importantly, ©Aids the process of physical
planning for this reason: before anything is bmilphysical space, an architect will
know the proportions of the space within which sileeks. In this sense, CAD
represents more than just a technical drawing kiis. a fluid workspace: a studio of
a virtually-defined size.

CAD employs the logic of a virtual camera prelyideecause a camera can be
deployed and moved to anywhere within the workspait¢he application needs to
know is where the scene needs to be viewed fromrder to render the desired
viewing position at any time. For a CAD desigrikere lies a subjectivity which
partly owes itself to conventions of cinema direestichoosing where the camera is
going to start — and where it will move to — thrbagt the duration of the scene. As
such, scenes can be ‘lit’ with virtual lightingdgim any angle), which dynamically
changes as the camera moves. Although there deniable differences: when a
designer launches a CAD application - or any 3D elod) application — s/he will
start with an empty space articulated by a persg@drid. Through an interface,
they have access to a number of tools and optiothsheey can begin to place shapes,
objects and lights anywhere within the grid, whidstng able to move to any other
point within the space. Virtual cameras in CAD laggiions allow for navigation in a
way that can make us think of a cinematic camedatla@ language used to convey

other words: a square would consist of four pajatsners); the size of the graphic is denoted by th
placement of the other points in relation to thaihp and so, it can be easily and fluidly scaliedpsy
by changing numbers.
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camera movement is, perhaps unsurprisingly, sinpknning, tilting, rotating and
tracking can all be emulated by the rendering enwithin the application. In this
sense, the application ‘window’ and the view reedeincorporate notions of camera
(or third person) subjectivity.

Another significant advantage of a process ottdlising’ for CAD, is that aspects
of physics become dynamic; ‘natural laws’ can béheimatically modelled or
excluded at the user’s discretion; in other wotls,physics of three-dimensional
space can beonfiguredby the user. The notion of constructing ‘perfotinea
physics’ becomes far less useful when we consigeptocess of using CAD as a
three-dimensional drawing tool; but within the d¢rea of interactive games, the sense
of laws of physics ‘coded’ into the game engine aanabsolutely central to the
interactive experience the user has. With interagames, the coded physics of the
space determine what the user can (and can’t) ddance, ultimately govern more
than any other area of the game, how successfgahne will be with users. The
notion of coded physics (or laws) is somethingll @ansider in significantly more
detail within the next chapter.
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5. Spaces lll: 2D and 3D Game Spaces, Game Design, Blen-screen
Introduction: the Human Computer Interface

In order for humans to be able to cope with tiieiaus task of communicating with
digital devices, visual interfaces were built. @&snputers increased in capacity and
complexity, new means for layout and organisati@nenrealised. Research into
Human Computer Interaction (HCI) led to the develept of the Graphical User
Interface (GUI) a system which cloaks the fundarmaleinihctioning of the computer,
wrapping it in something which endows the computigh ‘amenable’, ‘trustworthy’
and ‘friendly’ qualitie§®. The Apple Macintosh initially boots up and gritshe
user, offering comforting reassurance that ‘evenglis okay’. On the other hand,
PCs tend to boot up and test hardware using a Blaelen with white text: exposing
at a slightly closer level the way in which thetsys can beéhoughtto be operating.
Interfaces work initially on the level of standangtaphorstbie desktopbut they
equally concern the calibration and optimisatiomptit andoutputcontrols, such as
keyboards, mice and monitors; such devices onlist éar the benefit of users; they
offer means of creatinigctile systems of interface and feedback with computAss.
such, they are not so much a part of the compuitewhhout them, the computer
would be far less useful as a tool, which necassitauman interaction.

Before | examine game interfaces and spacesd| buefly consider a well known
interface metaphor, one which has existed for atd@thyears: Xerox'Star GUI
environment was developed in 1981 and its devetoglarmed at the time that ‘an
important design goal was to make the “computeiiteaisible to users as possible
(...) [and] easy to learn and remember’ (Johnsioal. 1995:53). As th&tarwas
designed to be a tool for distributed office-basenhputing, the interface was initially
designed around an office configuration, as itresgnts a working environment,
where current projects and accessible resourcekeres.) Star users aencouraged
to thinkof the objects on the Desktop in physical ternmisd(55; my emphas)s Such
a line of encouragement functions to compel the tessapproach the GUI from a
context of ‘direct manipulation’. McCullough expia that ‘the best single
explanation of the graphical user interface is agnabolic context for pointing (...)
pointing combines well with language (...) reduceBdas typing (...) [plus]
graphical displays present options and suggesttpes’ (1998:117). Through a
notion of ‘direct manipulation’, then, we can urgtand the computer interface as a
spatial layer which masks the real functionalityled computer, instead allowing
iconographic representations of binary procedufiesthe end user, this furthers the
functionality of the machine; as each icon anddouttisplayed stands in — in a visual
sense — for executing a string of commands or lrega procedure.

% Many software applications are built with customhite features. As many applications written for
Windows really do little more than run a stringcoimnmands from a dos prompt (in text mode), the
GUIl interface is often built in as an afterthoughs such, these can often be customised to fit the
user’s (or client’s) requirements. Many applicatipsuch a8VinAMP (Nullsoft), have thousands of
downloadable ‘skins’ available for use with thefrhese skins literally change the outer surfacéef t
application: the program sits unchanged beneatbhdbmetic veneer. This trend for customisation is
reflected by the availability of interchangeablees for many mobile phones.
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McCullough suggests that impact of the ‘windostyle GUI changed computers
because suddenly they became ‘event driven’ syst@mapproach which ‘implies
that the computer immediately handles whateverdmuegardless of the device or
logical context of its sourcellfid.). The ‘windows’ GUI, then, provides a coherent
ordering of an array of computer mediated everstsinalating them into a spatial
metaphorical context which makes the process efation tactile by offering
elements, such as buttons, checkboxes, lists gnes@entational icons. Now, it seems
almost impossible to imagine a computer systemaowitla desktop GUI; twenty-one
years on, the GUI principle seems set to stay. fiLaens — by their own digital nature
and logic — represent the way in which they funttiorough avirtualising principle.

At base level, they perform strings of simple ckdtions at high speeds. Every
programming language ever developed has been aelsignmove the manipulation
of computer functionality away from its ‘low levelwhere programming works
closely at a hardware level), into ‘high level’ (@re a syntax is designed which more
closely aligns programming with a human languaddigh-level languages were
developed partially to save time, where ‘commardsistitute an array of low-level
commands and partially to make programming moressstble to humans. When we
think of programming, now, we manipulate high-lelagiguages through a GUI
interface. In other words: when designing an agapilon forWindows(Microsoft),

we often use an interface — suchvasual StudigqMicrosoft) — which allows us to
deploy GUI elements into a working space and tltehcade to them; this level of
programming is often called fifth-generation (5G&3,it works on a visual-
metaphorical level (as a studio-space within whectvork), where the programmer
can ‘switch’ between code and design view.

In this chapter and subsequent chapters, | vwgli@that games are essentially
interface mechanisms (which | will refer to as e®gi) which often function as
language (or command) interpreters at base léiglame development company
may start by generating a game engine, which hamdémnipulating graphics, sound
events, user movement (or navigation), objectsiwitie space and how the space
can be appropriated (physical elements, such sy gravity, what can and can’t
be done). The engine then draws together a midtitd elements: sound files,
images, 3D characters and sequences them all gama-space. | will later explore
some of the ways in which these game engines beticemsable commodities — like
Windowsdtself — and ways in which they are customisedhanged within different
games and finally, some of the ways in which thgiregs are ‘hacked’ or manipulated
by game enthusiasts.

Thinking through Interface

‘If the game isn't interesting and engaging infitet 10 seconds, then it's not going to be fun’
- Will Wright

Before | begin to examine the development of gapaes, | will briefly consider
the relationship between the user and the computenghWindows it seems
obvious enough that many desktop elements aregplgisual guides for users to

0 Seex<http://www.gamasutra.com/features/20010323/byrchtt>
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‘track’ progress with the machine: pie charts ageagated to demonstrate used disk
space, progress bars and percentages are disptaymlicate ETA (Estimated Time
Allocated). Windowsmakes the computer account ¥anatit is doing at any time: in
this sense, it is both a spatial system for crgadiminterface-layer between user and
machine and a reporting tool, offering feedbacth®user at all stages. Time
Aesthetics of Virtual Worldéev Manovitch suggests that this feedback mecharism
which to me seems similar to Althusser’s (1971)aroof interpellatiot — works in
the phatic sense to remind the user that two-waynaonicationis taking place. For
example, web browsers and software installers hairaations which function to
remind the user that they are functional. The ations exist for the users’ sake and
not for the computer; this is also in part reveabomething regarding the nature of
programming; code itself often has ‘human’ dialoguening through it to signpost
the particular actions of the code at specific iisich annotation is looked on as
favourable and professional practice. In a seahga, the visual indicators coded into
almost every aspect of computer interfaces, visadhe dialogue further; it is, |

think, necessary for programmers (more so tharsusebe able to ‘see’ what the
computer is doing at any stage (a system within @@8mands often called ‘verbose
mode’), in order for a reliable process of codeutggjing to take place. In this sense,
part of the role of the interface is to provide sigstent sign-posting to the user: ‘the
machine reveals itself, it reminds the user oéxistence - not only because the user
is forced to wait but also because she is forcestitioess how the message is being
constructed over timé&. Of course, techniques for indication of progrssalso
frequently found in text-based applicatiéhs

Throughout my research, | was lucky enough taaggtance to speak to Jon
Rimmer, a research fellow in the school of Cogeit8cience (COGS) at the
University of Sussex. Much of his research focuges recommending strong
usability practice and one of the significant psihe made me aware of concerns how
we might approach thinking about different kindsraérface. He specialises in web-
based technologies and a distinction he drew betwesigning a ‘useable’ interface
for an e-commerce site and designing an interfaca fjame lies in the amount of
participant concentration — patience, even — allaHis suggestion is that game
users will persevere with gaming interfaces in § Wisat no other sector will allow —
if a web-based user interface seems dauntingsatgliance, the user is likely to take
her custom elsewhere. With games, the premiutigistly different; experienced
users of games are used to the fact that with agaeme comes a period of learning

" Althusser’s notion of interpellation serves taidlirate a communicative loop within society. He
applies this theory to the various apparatuseke$tate, for example: the police. According is th
view, the subject (viewer, listener, reader) isstituted by the text, or the subject, undertakhmy t
summoning. This notion, referred to also as agesof ‘spontaneous identification’ (Donald and
Hall, 1986: xvii) is exemplified by Althusser ak@aock on the door which serves to ‘position’ the
subject, whilst acting as an ‘agent’ for respossewhen the door is opened after a knock (summoning
the subject) ‘we recognize that “it is him”, or e We open the door, and “it's true, it reallysashe
who was there” (1971:161). Interpellation has bieequently used in the analysis of media textsaas
pre-existing structure, the text interpellatesspectator, so constituting him or her as a subject’
(Lapsley & Westlake 1988:12).

2 Source:<http://www.heise.de/tp/english/special/sam/603mlh

3 For example, a simple animation using a sequehckavacters within the same space, such as ‘-,
', |"and /' cause a seamless process wherectt@puter ‘looks’ like it is processing.
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the system. They have purchased the game knowimgiset that they will need to
invest considerable time in learning the controld anderstanding the physics of the
game. This, | think, is what makes game interfdaad spaces) such a fascinating
area of study; they are often complex systems t&tenand many games have
‘tutorials’ built in to interactively walk the usénrough the game-space before
immersing them within the game. For the remaimdéhis section, | will begin to set
out a framework for thinking about game interfaaed spaces.

Game interfaces can be designed poorly at ou@etexamination of his recent
strategy gameBlack and Whit¢Lionhead, 2001), Peter Molyneux — lead
programmer and founder of Lionhead Entertainmeaddressed the issue of game
interface design at an E3 conference in 1§38 monstrating a beta releaseBtrick
and White he discussed the evolution of interfaces withengames throughout his
programming history frorPopulous(Bullfrog, 1989) toBlack and White-
suggesting that he felt that the latest game iaterfvas their finest contribution to
date. With comical embarrassment, he mocked ohégdrevious releaseBungeon
Keeper attributing the game’s poor design to the faat there were 180 different
icons within the game’s menu system that the useded to understand in order to
play the gam@. Taking lessons from past projects, Biack and Whiténterface
contains no icons; all interaction is undertakeoulgh using the mouse to guide a 3D
virtual hand around the game-space; guide the taagoint on the landscape and
hold the left mouse button to ‘pull’ towards it.t the 2001 Game Developers
Conference, Peter Molyneux described his appraathet 3D interface:

‘In Black & White traditional icons and menus aeplaced by an interface that
closely resembles our natural interactions in s world. We view the Black &
White hand as an extension of your own h&hd’

What would have been previously accessed thraggts is now accessed through a
system called ‘gesturing’ something which pera Sweb browser also takes
advantage of, commands are activated through dgps¥iapes on the screen with the
mousé’. InBlack and Whiteperforming ‘miracles’ within the game-space can b
undertaken through drawing one of a catalogue stuge shapes with the hand, or
through finding any of the ‘one-shot’ miracle bubblnd activating them by breaking
the bubble and spreading the miracle accordinghe tactile game interface within
Black and Whites addictive; in factPC Promagazine has demonstrated that the
interface is so usable — and becomes so familir wge — that other, familiar
interfaces are read against it:

‘if you think of it as a user interface into a Wwbof data, objects, methods and
properties, then there’s a strong case for applgorge of its Black and White's
incredibly intuitive features to a standard deskiifp, because quitting the game
and returning to the plain Windows/Linux shell iseal letdown’ (August
2001:254)

74 E3 1999 Webcasthttp://real.mfi.com/ramgen/gamasutra/molyneusrm

s See<http://bwvault.ign.com/features/Dailyfeature/BFTE&mb

8 Source:<http://www.immersion.com/downloads/blackwhitegdc2bandout.pdf
" See<http://www.opera.com/windows/mouse.html
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Throughout this section, | hope to illustratet tivaat we call the ‘interface’ is both
system and metaphor — and it is the interface nmesimawnhich sits at the heart of all
interactive games. Mastering — or understandiaggame (or a game genre) conveys
an understanding of the interface itself (a sysbemmetaphor); this is why successful
standards set are often emulated; Microsadftindows 95vas said to have taken
many of the Apple Macintosh’s most appealing dgskéatures from 1984 and
onwards and built them into their system; in otlverds: Apple’s interface proved to
have caught on and its successes in design weremjgted for Microsoft’s later
steps. So interfaces become popular through pgeopriation and familiarity. | will
be considering the evolution of game interfacesugh stylistic developments which
over time became popular; if a game developmenpemy can create a successful
interface, everything else often fits into pladéis, | will argue, is a key reason for
the popularity of certain interactive game forms #meir numerous ‘clones’ such as
Doom(id Software, 1993) anflomb Raide Eidos, 1996). In this chapter, | will
sketch an archaeology of interface forms, from fpgames, such a&mmings
(Psygnosis, 1991) arMyst(Cyan, 1994), to early 3D games, suclithie
(Acornsoft, 1984) to the popular genres of 3D gamerface seen in more recent
games.

Most interactive games now come with programnmégractive training routines
where a computer controlled ‘coach’ walks the ptaiieough an adapted space,
setting tests to allow the user to master the otmémd game interface step-by-step.
These sessions often give feedback and reporetplétlyer afterwards. In essence,
these game coaches form similar roles to the samstless successful ‘intelligent
agents’ incorporated into desktop applications, elgiriicrosoft’'s Office series.
Unfortunately, clippie, the eponymous paperclipfiter subject to severe criticigf-
is often seen as patronising and misplaced. Thelcm a game — by virtue of
placing the user within the game and training tlamutset, seems to have found a
more amicable route into providing help and suppdrth — it seems — is not so
scorned, yet provides a brief introduction to ‘hda/use the interface; something
whichis important considering the cost of games. | wilvmonsider the
development of interfaces by thinking about gansesraating spaces for interaction.

Game Spaces

So what does a game interface have to do witte§paAki Jarvinen has suggested
that interactive games are ‘spatial tdysind indeed the exploration of space is a
pleasure that seems to unite various kinds of gamésen we consider the use of
spatial metaphors, such as ‘doll’'s house’ to dbsdrhe SimgElectronic Arts,
2000¥°; ‘paintball’ to describéHalflife: Counter-StrikgValve, 2000§", we can see
spatial parallels being drawn with activities asatedl with forms of ‘play’ in the
physical realm. Other more obvious translatiors rmappings of physical space for

"84t looks like you're writing a letter. Do you ed help?’ (Clippy: Office XPBee:
<http://www.microsoft.com/office/clippy and also a selection of anti-Clippy Flash movies:
<http://www.microsoft.com/office/clippy/downloadspas

9 Seex<http://www.ruutukaappaus.com/aki/ceevee.html

80 sSee<http://www.wired.com/wired/archive/8.02/streetciechl?pg=14

81 See:<http://paintball.hicenter.com/and <http://www.digitalpaintball.net/
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‘play’ include Microsoft’sTrain Simulator(2000),Scalextric(Leisure Genius,
19862 which virtualised the popular Scalexric $&tsTheMicro Machines
(Codemasters, 199%3)game series has outlived the toys manufacture@aigob,
who went out of business in 1998 Finally, the Danish LEGO group produce a
plethora of interactive games and multimedia to gement their toy€. Indeed, the
name was formed from the combination of two woftd&g GOdt” or “play well”.

In Latin, the word means “I study” or “I put togeth.

Throughout this section, | will begin to considhew ‘spaces’ within interactive
games have evolved from the early 2D spaces of &biputers in the 1980s, into
the labyrinthine 3D worlds of recent games.

Understanding Games: The Question of Interactivity

Space Wa(1961) for DEC’s PDP-100 mainframe is often citedlze first
recognisablegame to be produc&dalthough Espen Aarseth has claimed that as far
back as 1947, a checkers-type game was designedheigbility to ‘learn’ as it
‘plays’®®. However Space Wats a good starting point and as such, is recoghisab
its development as a game because of its attribatel®nger modelling existing
game systems — such as a checkers gafpaee Wawas designed as an additional
‘toy’ or gimmick, which was bundled with the openrgt system software for the
mainframe. It perhaps also marks the beginning®fise of competitive — or
multiplayer — computer games because it is a twyegyl game with graphics. All the
game-play occurs within a ‘space’ confined withe tound screen of the PDP-1s
monitof®; the game placed a series of pixels on the s¢rempresent stars and
rendered a circular planet in the centre of theestr Two ships are drawn either side
of the planet and the game-play functions aroubdiong the gravitational pull of the
planet, whilst trying to destroy the opponent’pshSoSpace Wacame to represent
both the first successful attempt at using a coerotcreate a game — or genre —
which has not previously existed in another format.

Initially, Space Wawas designed for entertainment purposes — as gafteesare —
and Brenda Laurel (1993) suggests that the gamesepted what we can think of as
perhaps the earliest evidence of the computer hesad to facilitate interactive play;
it's potential, for Laurel, ‘lay not in its [the F1s] ability to perform calculations
but in itscapacity to represent action in which humans cqadicipate (1993:1;my

82 See:<http://www.ysrnry.co.uk/cgi-bin/infoseek.cgi?regespalextric

8 See:<http://www.scalextric.cony

8 See:<http://www.genesisproject.co.uk/Genesis/L-m/Micratimes.htmt and
<http://www.mobygames.com/game/sheet/gameld,3887/

% The series of games caught on and have beenedlstsadily — on different formats — since 1993.
Infogrames are releasing a new version of the gam®ony’s PlayStation 2 console and Microsoft's
X-box. Both are due out in November 20@&e <http://ps2.ign.com/articles/363/363361pl.#ml

% See:<http://www.lego.com/games/and <ttp:/mindstorms.lego.com

87 See:Levy (1984); Haddon (1999); Laurel (1993). Theralso an emulation of the game, which can
be found at &ttp://mevard.www.media.mit.edu/groups/el/projespiscewarp

8 See:<http://www.hf.uib.no/hi/espen/papers/space/

8 Spacewaran currently be seen on restored PDP-1 hardwahe &ame On exhibition in London’s
Barbican Centre until September 2082¢:<http://www.gameonweb.co.uk/
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emphasis Laurel’s notion of a space within which a peni@ance takes place is
primarily where my interest in the phenomenon ohomy lies; and within the next
section, | will focus closely on player-game anayglr-player interaction to try and
uncover some of the pleasures offered by interagaming. The gaming industry —
now already huge as | mentioned in Chapter 1 4tandultitudinous content, creates
software which serves up ‘spaces’ within which acess of interaction takes place.
At its most literal level, the phenomenon of ‘irgetion’ generates a state where a
user can become directly involved with the activeytsee. Ted Friedman has
suggested that any exchange between a readertmuk s always one-sided; no
matter what you do on your end, the text alwaysaiemthe same’ (1995:42). With
games, a notion of double coding is taking plalce;game itself is coded to allow the
user tointeract orplay with it. On the other hand, as the user interasts the

game, their responses affect the outcome of the.céa interactive game, then, is
one where the user changes the game’s state -enfiguration of the code moving
between registers within the computer at any stajgst byplaying (interacting) with
the game. In other words, the player codes theegathe game codes the player
with its interface and space. | will return tostimotion in more detail in the next
section when | consider the ways in which gamegastomised by the players
themselves.

However, any notion of interaction has its plfalAndy Cameron (1995) has
suggested that in many respects, encoding reataativity’ into a game is primarily
impossible to achieve — and thus he sees ‘inteigctas a con. With existing
narrative forms, he has suggested, satisfactigairgeed from a sense of completeness,
one of a story unfolding with a set outcome — &tlyr a beginning, a middle and an
end — his suggestion is that so-called interagtiyitecisely by offering the prize of
control to the user, removes the narrative shagdesttncture from the piece. For him
ultimately, an ‘interactive’ narrative is by no nmsaa complete construction:

‘every successful form of communication involvestpgonists, a set of conflicts
and experiences, and at the end some sort of tesoko the thing has a satisfying
shape. Interaction largely destroys all that. Byrgj the audience control over the
raw material you give them precisely what they darént. They don’'t want a

load of bricks, they want a finished constructiamuilt house®.

Cameron’s suggestianayhold some validity — we could see interactive picas
detracting from a sense of complete narrative shep®ory with a beginning, middle
and end — Although it is my belief that any notarinteractivity’ is coded into a
game in much the same way as ‘narrative’ is codexltext. The major difference
between narrative forms and interactive forms, then in the fact that one has a
linear progression, whereas the other offers @sef paths; all of which have
outcomes coded into the content.Bllack and WhitePeter Molyneux has taken
much pride in stating that the game has a stron@itnge engine running through it.
Black and Whités not a game with a set linear storyline in they WeatSpace
Invaders(Taito, 1979) — if it even hasrarrativeat alf* — can be explained, as the

% See:<http://mfj-online.org/journalPages/MFJ28/Dissimidat.htmb
I There is no real story as suchSpace Invadersut if there is, it would take the premise the t
player controls a graphical gun at the bottom efgbreen and has to shoot through lines of advgncin
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game, like many earlier games, works on the bdsismpleting stages where the
player moves from one level to the éin a linear fashion. IBlack and White- as
the title perhaps suggests — the player makesidesisn how to play the game: they
can decide to be good or evil or anywhere in betweks their actions are taken,
elements of the game begin to change in accordaitic¢heir decisions: if they are
evil, their hand will begin to morph into an ewélpresentation with a clawed, dark
looking hand. If they are good, the hand will depea white and holy aura. What
drives the story engine are missions set by thagéls themselves and the player’s
two advisers: daemons who represent both good\ahdwices who guide the player
through the game. | will discugack and Whitdurther in the next section.

Many early 2D games offered a strong linear sefgeogression on a level-to-level
basis where a player would start on level one, wiicrements each time, much in
the wayTetris (Pazhitnov, 1985)orks. In many early two-dimensional games this
was the case, although genres such as the texttadvgame, such dheHobbit
(Melbourne House, 1982), narrative functioned althheglines of forging paths
through a text depending on what the user chode.tdr his narrative model, which |
will examine later, follows a literary traditiondad in so called ‘role play’ books,
where the reader makes choices and turns to ditfeaeges depending on their
decision. The ‘role playing’ - or ‘dynamic’ - native model tends to be the most
used within 3D games, suchBlack and WhitéLionhead, 2001) an@rand Theft
Auto Il (Rockstar, 2001) and, | think, will offer us acstg framework from which to
begin analysing interactive games.

This distinction between ‘linear’ and ‘dynamto’ me, opens out Andy Cameron’s
argument somewhat and perhaps solidifies someeafvétys we can think about
interactivity. Indeed: interactivity, for me atl&, can be seen as something where
‘choice’ is encoded into a game. The minteractivea piece may be, is dependent
upon the degree of choice encoded into the pised.itin this sense, perhaps
Cameron’s notion of a ‘load of bricks’ can be masefully thought of in the context
of a game interface which allows for interactivipyecisely by offering the user
‘choice’, which effects the outcome of the gamaevill return to Cameron’s
arguments within the next chapter when | considengs and adaptability. | will
argue that Cameron’s ‘brickean effectively be applied to games which allow for
user-customisation and adaptation: a common trewmakdf within new games.

The Evolution of 2D and 3D Games: Spatial Mapping @d Navigation

On opening th&he Hobbit(Tolkein, 1937/1993), we see a map of the fantasydv
in which the story takes plate Both map and story were ordered into a strudture

aliens; once cleared, the player moves to the sklewel: itself largely a repeat of the first, omljth
faster moving aliens. AlthoudgBpace Invaderas a cultural product (and phenomenon) has a
fascinating historical story which has been docuertim King [Ed.] (2002) and:
<http://spaceinvaders.retrogames.com/htmi/histomyzht

°2 Another example of this form of story progressiam be found ifRainbow Island$Ocean, 1990) or
Bubble BobblgTaito, 1986); eveRPac Man(Namco, 1980) where the player moves in sequence f
one level to the next.

9 See:<http://www.multimania.com/lafee/mirkwood.html
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space; an adventure game released on many 8-bé& bomputers in the early 1980s.
As a gameThe Hobbit(Melbourne House, 1982) functions to ‘map’ thecgpthe
novel created — only within the game the user cdsmthe sequence of events by
deciding where to go next. Using a language systtad ‘Inglish®, the characters
are able to move around, to talk at specified watisrand — if certain conditions
within the game are met — can offer help. The ganpeogrammed to understand
simple instructions and was designed to respodsiries of commands formed into
a logical sentené® In a very literal sense, then, widte Hobbit(by no means the
first adventure game created) does is model -satatural level — a narrative story;
it created a scientific form — a language — forigatron and interaction. There is an
equal sense that using an adapted method of Prappi®ach, one could list and map
the exact outcome of interaction between any cherawithin the game and so place
them into a logical map of specific roles and fimes®. The Hobbitfollows events
within the novel but by doing so, creates a logarad structural system allowing the
user to traverse the text according to their owth,paticulated through an interactive
language systemlhe Hobbitgame was distributed with the novel — as were the
subsequent adventure games made from Tolkkord of The Rings Trilog{See:
Tolkein, 1954-55/1995) and (Melbourne House, 198@8; 1989). As such, there
was a sense that both were used in tandem; asprioepted by the novel would
inform the way the user plays the game. By reathegiovel, then, the user would
gain valuable clues as to what they do within ttiteractive game. It could be argued
that such a crossover lead to an early exampla@textuality— or a cross-
pollination of formats — within games; films rightad been licenced to game
developers before this tifffealthough these often bore little similarity beame
formats, only taking existing narrative structuagsl creating games which allude to
the film story. Although the Melbourne House sgié adventure games required a
user’s knowledge of the geography and context eddxdvithin the story and as
such, the novel wasighly useful in order to play the game; perhaps this evadence
of an early form of game licensing. Popular corepmtagazin€rashexplained the
symbiotic relationship in its review dhe Fellowship of the Ring/elbourne House,
1986):

‘[it] is more than just a sales ploy as it [the efj\contains important background
and clues to your quest. Furthermore, it contaiapsrof The Shire where you
begin the adventure, and the whole of the westeetich of Middle Earth by
which you can gauge the threat emanating from aise’®

% See:<http://www.sincuser.f9.co.uk/012/mindgms.m

% The disassembled source code — including the atmpét of ‘tokens’: words which can be used in
‘syntactical’ conjunction with others, complete i breakdown of how the game ‘understands’
grammatical sentences, can be found attps//www.icemark.com/downloads/index.html#Spertru

% For example, at the beginning of the game, thgepléBilbo) holds a map. In order to read the map,
they must give it to Elrond and ask him to helphe# the player is trapped in the Goblin’s dungeon,
they need Thorin to help them escape. The strectithe game — and the rules of Inglish —

are described in the FAQ for the garBeg <http://db.gamefags.com/computer/c64/file/hobbittxt

" For exampleKong (Ocean Software: 1983), where the player has tmrea woman from Kong’s
clutches and destroy Kong to complete the game.

% See:<http://www.mjwilson.demon.co.uk/crash/26/rings.htm
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So how does this game interface work and how gtasgng the game differ from
reading a novel? The user has to learn the tistgry and context of the trilogy; co-
locating knowledge gained from the novel to thezbez posed by the game. They
have to become aware of the characters and theh@ayame presents the story — as
text and images with a command prompt — and in nna@spyects, the user has to learn
a specificsyntaxof grammar — if you like, anetalanguage — to enable them to best
engage with the game. Visually, the mise-en-scigeplit into two sections: the
representational image of the space through theactea’s eyes and below, the
command line for input. Text within the commandaprompts the user to action:
‘You are in a comfortable tunnel like hall. To tBast there is the round green door.
You see: a wooden chest. Gandalf. Thorin. Gangl&krrying a curious map.
Gandalf gives the map to ydt' From the moment the game begins, then, theisiser
presented with an array of possible questions: Wésthrough the green door? Who
is Gandalf? Who is Thorin? What is in the woodeesth Can the chest be opened?
Why has Gandalf given ‘me’ a curious map? Thishere interactive choice calls
the player to action.

Of course, The Hobbis a finished construction: a complete story, much tike
novel only a mapped re-working. In as much asflmyadaptation represents a re-
working of a novel, it seems an object in its owght. It is not, | think, simply a load
of bricks, yet it is an interactive form. It ispace with an interface for control. Itis
a space because it is navigable;kmewat outset that we can move ‘East’, so
whatever constitutes ‘East’ must correspond witiompass within the game itself; if
we move ‘East’ and we find ourselves in an adjamoom, we will know that
moving ‘West’ will get us back into the tunnel likall again. In essence, what the
game does igirtualise the space created by the novel; rendering itsgsae that can
be appropriated — the compass coordinates areitailthe game to enable us — as
players — to ‘gain’ our own bearings within thetwal space.

Computers have been used to create navigabl@@aulgegames for a long time. In
essence, the populityst(Cyan, 1995) series follows on from this. As angaMlyst
has been referred to as an example of ‘virtualisoir(Herz, 1996); Stephen Poole
sees the game as a form of escapism; a beautiéljered space where the user is
free to explore (2000:99). Espen Aarseth sugdbkatdlystencapsulates an
experience which is closely linked to ‘hypertextnaligation'®® the game itself is a
graphical labyrinthine structure composed of imé#ed still images. The navigation
system, as Aarseth suggests, ‘presents a grapblickin’go” interface over the
classical adventure game structutbid.); all still images are linked with “hot spots”
which enable navigation from one image to anotheteractive adventure games,
like The HobbitandMystare ‘closed’ spaces — the usannotdo what the game
doesn’tallow — although these rudimentary spaces alseldped along a different
route: into Multi User Dungeons (MUDSs), which | idliscuss in the next section,

% This is at the beginning @he Hobbit an online Java implementation of the game cafoied at
<http://www.emuunlim.com/hob/hobbit.html
100 See:<http://www.hf.uib.no/hi/espen/papers/space/

92



and the popular Massively Multiplayer Online RolayPGames (MMORPG&},
where users can ‘subscribe’ to a giant interagiame space and play online.

Universes in Bytes: The Coding of Early Game Spaces

Before | consider the user appropriation of ca@rgame-spaces found within many
new game engines, | want to briefly consider homeearlier game spaces were
created. It seems to me that programmer creataytyat the forefront of space design
in earlier games, largely because they were wor&mgiachines with little memory
and basic hardware; so writing concise code waspyemium. | will select a few
‘key’ games to demonstrate some of the techniqoiesréating large spaces for play
where efficient coding was paramount. With earbcinines, such as the spectrum,
memory capacity was minintaf and games were ‘mapped’ out as they would be
assembled in the computer’s memory, with a limitossehow muchmemory specific
elements of the game would take up. Many earl\c®p@m games, includingtic
Attack(Ultimate, 1983) andlanic Miner (Software Projects, 1983) used the limited
memory available to create game spaces which wsmilgrecedents — to be seen in
countless subsequent games — which would demamgiahing hardware and
processing boundaries to previously unconceivaivligd.

What is fascinating about many early spectrumegais that they have now been
disassembled by inquisitive programmers, who noxsitethe games to see how the
programmers created them so concisely. Many pnogiers use software emulators
to recreate the architecture of the old computertheir existing machines. Using
tools and applications, they can unravel the cadérains within the virtual
framework of the emulator, and often the resulésparsted onto websit®s this has
led to PC-based remakes of many of the gamesyélagéian of a collection of online
resources which were previously unavailable angepte working to archive as much
of a computer’s history as possible while inforroatis still availabl&*. | will now
demonstrate the kind of research undertaken itodabherse engineering of early
games by drawing on Christopher Wild’s breakdowthefcode for storing all the
different graphical elements f&tarquaké®® (Bubble Bus, 1985)Starquakss vast
in terms of game-size. The ‘map’ of the game Hag 32 ‘rooms’ or screens (512
locations); each room consists of 8 x 6 tiles, &k 24 pixels:

191 For exampleUltima Online (Origin) <ttp://www.uo.con#, Asheron's Call (Microsoft)
<http://www.microsoft.com/games/zone/asheronsealfirerquest (Sony)
<http://everquest.station.sony.comAnarchy Online (Funcom)http://www.anarchy-online.com/
andLineage (NCSoft) kttp://www.lineage-us.corm/

192 Early models had only 16K; later models had 48kneinory. To give a rough approximation of
size, theaverageweb page - if you include images - contains comaioly more than 48K of
information.

103 gee:<http://retrospec.sgn.netand <http://www.icemark.com/spectrum/index.html

104 See:<http://www.worldofspectrum.org/

105 A graphical dump of all the sprite information fhe game can be found at
<http://www.anam.demon.co.uk/downloads/files/stakguaraphics.zip; a JAVA implementation of
the original spectrum game can be played onlirghtp://www.emuunlim.com/hob/starquake.html
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‘the platform gfx are stored in an odd way. Thetfs bytes are a bit mask to say
which 8x8 block is available in the data. The datstored in a 1x6 array so the
maximum size of a graphic is 8x6 blocks or 64*4gejs"%

The design of the game itself requires thinkibgw programming in terms of
spatial dynamics. The code of the game creatpa@dor the player to appropriate,
while the code used to create the space employsabvarrays within the computer’s
memory for the game to unpack and organise thengrapn screen. In other words,
the computer memory would not be able to holdralibformation if each screen had
to be drawn individually; and so with a stock ofjginical assets and a set of rules for
object placement, the game-space can be geneatedieng to a mathematical
principle, meaning that each screen (or room) withe mise-en-screen is drawn as
the player moves from one room to the next, follayits own logic until the space
reaches its boundaries within the 16 x 32 gridnifar formulae for game spaces
would reappear many times for the creation of ebaample, the 494 levels found in
Populous(Bullfrog, 1989) and the 999 levels Bbpulous ll(Bullfrog, 1991).

In some respects, the code works slightly lilee‘ieed’ for the mandlebrot fractal
set®”: once the code for the array has been set, itsuéira then creates the space
according to the coded logic and laws set out withe array. Once the space is
coded, it is rendered on-screen. Once renderedgpace, in its entirety is mapped
into the mise-en-scre&fl. What is important about these spaces, likedtact
mathematics, is that they canly exist by virtue of computer calculation and digpla
a computer can perform iterative calculations @peatedly performing the same
calculation) to create ‘self-similar’ models whemy given level of magnification
will produce shapes composed of the same basetolgeauilar fractal techniques are
used to create the surfaces of planets within 3Degs", snowflakes (Gleick,
1987:312-3), landscapes and tré&sBenoit Mandelbrot’s initial mathematical ideas
metamorphosised into relatively simple computeredasguations to build complex
recursive shapes which closely resemble what wevgbhan nature. In his own
words: ‘Clouds are not spheres, mountains arems; coastlines are not circles and
bark is not smooth, nor does lightning travel straight line’ €it. Briggs, 1992:157)

So to conclude: at an early stage of game deredop mathematical formulae could
be built into the game-engines of games, which #sivbeing extremely conservative

196 See:<http://www.icemark.com/dataformats/starquake/intixl>

71n The Fractal Geometry of Natu(@977), Benoit Mandelbrot argued that earlier getriméorms

of modelling could not accurately (or easily) explaws of repetition in nature. He set out to
demonstrate a mathematical formula which containftmation to enable drawing more ‘realistic’
looking objects found within nature, such as treé®mjds and mountains. Briefly, fractal geometry
takes a ‘seed’ (say: a random number governingréirgy point, or a shape such as a square). Arequa
is drawn within the first iteration (step of calatibn); for the second iteration, four more squanes
drawn from the sides of each square (making a «lape of five squares). For the second iteration,
the five squares are the same size as the origfiagle. For the third iteration, this processeated,
creating twenty-five squares and so on. The gegmairks on a principle of ‘self similarity’ meargn
that any part of an object contains the same irdtion as the original shape, only multiplied.

198 Drawn <tp://ftp.worldofspectrum.org/pub/sinclair/gamesgess/Starquake_2.jpgas screenshots
from another versionhttp://perso.club-internet.fr/west/Nostalgie/Stake/plancomplet. gif

109 See:<http://astronomy.swin.edu.au/~pbourke/terrain/pishe

110 See:<http://www.csc.uvic.ca/~ahowe/fractal/fractal. htth#20Introductior
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with the amount of code used — could create vastespfor user exploration.
Interestingly, there was a trend with many earljnga to have maps published in
popular computer magazines at the tinY@ur Sinclairmagazine frequently mapped
the spaces of computer games as A2-sized centtespimany of which have been
archived onlin€. It is my feeling that much of the pleasure derifredn games lies
in the fact that they largely concern ttreationof navigable spaces. Indeed the
‘type’ of space generated by a game indicatesd@iperienced player firstly, the
genre of the game and secondly gives them an ideavothe game is likely to
function. In the next section | will consider soofehe popular game-engines which
have been designed to create specific genres ajatade space.

Early Game Interfaces

Yet the game-space is only one part of the wh@ames — by virtue of the
dynamics of interaction — have interfaces builbititem. In the case of a ‘real-life’
simulation, such as a driving game, this interfeaald be a graphical representation
of the dashboard of a ¢&%. In Gargantua(1996:93), Julian Stallabrass analyses a
series of reviews for military flight simulation iges, taking into account the
language and terminology used to describe theraetiaountered within them.
Although Stallabrass’s analysis fundamentally exesithe notion of player
‘pleasure’ — something which | will consider in thext section — he usefully suggests
that games are primarily designed to be playabdefam, whilstmaintaininga sense
of realism. Indeed, simulation games are desigmedign the player as closely as
possible to the machine or situation they are satmg. Hence the interface, or Head
Up Display (HUD) found in a game like117A Stealth FightefMicroprose, 1993)3
is designed to replicate — as closely as possibie €ontrol panels found within the
craft itself. In other words: the simulation ganeeds tdook andfeelreal.

Microsoft's Flight Simulator 2002 purports to bring plane enthusiasts closer to
experiencing flight situations within a number dfetent crafts, yet also functions to
allow for a cheaper (and safer) alternative toaievlying lessons. The game also
has built in ‘reality’ levels; realising that thame could be used in a number of
different ways, the game has been designed talbesthto meet specific conditions;
weather conditions (and turbulence) can be seedcspf flight control can be
assigned to the simulator to deal with — makingsiheulator easier to manage — and
other conditions, such as gravity can be changeditdhe user’s criteria.

Many game interfaces have been developed whicé dreven by icons and menus.
Such interfaces, we could argue, have been araitahg as the desktop GUI |
mentioned at the beginning of the chapter; oné®ihtost important aspects of
interface, for me, depends on how well a situatinrscreen can be dealt with by the

11 See:<http://www.comp007.freeserve.co.uk/Spectrum%20MEgieMaps. htrr

1121n Test Drive(Accolade, 1987) the player is positioned withia thise-en-screen as if sitting in the
car seat; the car dashboard, dials and steeringlahe all presented in the foreground, while the
game-space itself is animated in the space whereittual windscreen exists. As an extra novelty,
crashing the car would cause the virtual glaskéntindscreen to shattegee:
<http://www.mobygames.com/game/adblurb/gameld 207/

113 See alsoxhttp://www.mobygames.com/gamel/trivia/gameld,512/

114 See:<http://www.microsoft.com/games/fs2062/
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player. lcon-based games allow for the playext&rtea form of ‘direct manipulation’
over the game and so many of the games that utiisgace routines often follow the
lines of strategy — management — or puzzle solviremminggPsygnosis, 1991) is
one such example. With its game-space scrolliogp fieft-to right, the game is a
direct puzzle solving exercise: a series of icamshe bottom of the screen allow the
player to issue commands to the lemming chard¢teisemmingscreated a basic
programming (or design) environment, where a plagéres a puzzle by instructing
individual ‘lemmings’ to perform tasks, in much tk@me way as one would use a
tool within a software package lilkgash or Director to issue commands to objects on
the ‘stage’. Through issuing commands to individelmmings, the flow of ‘lemming
traffic’ can be paused and diverted, until as metmgracters are able to exit the game-
space as possible. Graphically, the game is rathwgle; yet its appeal seems to lie
in demands made on creative problem solving ratieer reflex or skill — as with
simulations or shooting games, for example. Theegaorks on a ‘point and click’
principle, which is partially what makes it so actdie and easy to play: select a
function for the lemming to perform from one of kkens on the interface at the
bottom of the screen, then click on the lemminggply the command to it.

This menu-basedirect manipulatiormodel of game control is an apparent function
in many strategy games. For example, SmaCity(Maxis, 1989) series has a menu
system that looks and works in a similar way to ynammmercial design packages.
Adobe’sPhotoshogdor example, has a toolbar carrying multiple meptions, click
on the icon of choice and click in a selection @aaand the command is undertaken
within the selected spac&imCity— in many respects — is a design tool with a game
built into it. The purpose @imCityis to allow the user (who overlooks the whole of
the city from above) to plan and create a city Whiwey watch grow and develop.
The player is put in control of every aspect ohpliag from laying electricity cable to
setting tax levels. A city is built up by addifgetnecessary ingredients to the space
at any time: these could be roads, railways, hgusstates, airports, trees even. The
game gives constant feedback to the user to rethemd what their ‘sims’ need; it
may be more roads, more schools or increased poficence. Creating a successful
city-space, then, requires imaginative and logataihning of the layout; to make the
inhabitant ‘sims’ feel happy, one needs to take agnsideration providing enough
services, modes of transport to accommodate a ggoeity, being sensitive to
avoiding building residential areas near sitesxdtistrial pollution and instead
locating them near parks, lakes and fields, anoiso

One of the most important — and significant —eatpwe can attribute to the
popularity of this form of interface, is throughk #ccessibility and logical structuring;
when confronted with an interface system which fofamiliar, the user — in a sense —
is already able to get a feeling of how the gameharism works by relating it to
similar interface forms. FirsthsimCityconcerns management, so the icons and
menu system reference a similar mode of managefaedtproductivity); computer
(GUI) management on the one hand and image matigul@hotoshop) on the
other. Unsurprisingly, although tismCityinterface has existed for a significant
amount of time, the general format — despite irgirggin complexity — remains

115 Typically, such roles could include: blocker, loigit, burrower, digger, climber, bomber and jumper.
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largely the same. It is also regarded as a stdrfdagames concerning management,
for exampleAge of EmpiregMicrosoft, 1997) andCommand and Conquer
(Westwood, 1995). In the next section, | will cales the evolution of th&imCity
game, as author Will Wright moved from designinty onanagement to managing a
house full of people in an American suburb. Therflace changed fdrhe Sims
(Maxis, 2000) and Wright — much like Peter Molyneugpent a lot of time thinking
about how to move the interface away from the pnesly successfubimcCity

formula, into a new territory. In his keynote splegiven at the Game Developers
Conference 2001, he claimed he re-designed thdanteten times before the games’
final releas&™® As with any game, successful interface designeigher make or
break a game. It seems that both Molyneux and M/Adhaving both developed
successful game formats (and interfaces) — splemigatime concentrating on their
new systems.

Designing Immersion: The Development of 3D Spaces

Stephen Poole has suggested that true immersgemionly with the development
of 3D games, citingVolfenstein 3[as the first true immersive game (2000:45). In
this chapter, | will attempt to unpack what Pookeams by immersion, although | will
also consider part of my definition of ‘immersiamithin games in the subsequent
section, arguing that a sense of immersion is trtkeplayer pleasure and affect as
well as aesthetics.

In early 16-bit machines, such as Commodofasgain the late 1980s, users saw
the introduction of new presentation technique$ |sc’parallax scrolling’: the effect
one sees when looking at a scrolling series oftgcap‘layers’. In essence, parallax
scrolling functions similarly to the visual ‘layeg’ found in IMAX cinemas (which |
mentioned in chapter two) and such a techniqua shitft towards making landscapes
in computer games ‘appear’ like they had depthralRe scrolling — itself really a 2D
concept — works on the premise that each layeesepits a distance from the viewer
(a foreground layer, a background layer, intermtedeyers). Distance is represented
quite simply by speed of movement and the layergenad varying speeds dependent
on their proximity to the viewer; so farther awayers scroll more slowly than ones
in the foreground. This technique created anidlusf depth'’ within earlier games.

However, computers are now exceptional whereesgmting 3D space is concerned,;
Lev Manovitch has claimed that the Cartesian coatei system is in fact ‘hardwired
into computer graphics software and often intotthelware itself'®
Unsurprisingly, some of the early breakthrough Ziings have become ‘cult’ games
now. Ant Attack(Quicksilver, 1983}"° became the first game to use isometric

116 See:<http://www.gamasutra.com/features/20010323/byrchifit

117 See:<http://www.gamedev.net/dict/term.asp? TermID=32@\n example of an early game to use
parallax scrolling iShadow of the Bea@®sygnosis, 1990); where objects in the foregrauoged
faster than objects in the background as the playses across the game-space.

118 See:<http://www.manovich.net/text/mapping.html

119 5ee / Playx<http://www.emuunlim.com/hob/antattack.html
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rendering to create the game-space (accordingetgame’s author, Sandy Whité)

Ant Attackwas the first game to allow the user to rotateugh four isometric points,
perhaps offering the first evidence of commercsgge of virtual camera techniques
(something which is seen as ‘standard’ in gamesSiknCityandThe Sims Indeed,

a review at the time of release described thetgldiswitch views: ‘the effect is very
like a scene in a TV studio where you can lookataction from four differently
placed camera¥’. As the review suggest&nt Attackcaused much excitement when
it was first released: the so-called ‘softsolid’ BEhdering engine had a patent applied
for as it became apparent that such a techniqueéoNazscome standard in games to
come. However, other 3D games had been createdeliis, includingstar Raiders
(Atari, 1979), which much like the later releas@mmmel’s Reveng®esign Soft,
1984Y?*work in 3D but also feature 2D systems for mappitgre other objects

exist in relation to the user; working like spasabnners as part of the mise-en-screen
and game interface.

A year later, programmers lan Bell and David Braproduced one of the most
successful 3D games of all tintelite (Acornsoft, 1984). Initially appearing on the
BBC micro, the game has been ported over to numsestaiforms (22+F over the
past 18 years. The game has an almost unrivatied ®f fan websites and its main
newgroup ‘alt.fan.elite’, still sometimes receiasund 100 postings per day. It was
the first game to be accompanied by a printed f@¥et back-story and contéxt.
Perhaps more importantly, the game was the firstdorporate 3D wireframe
graphic$?®into the game-space. As suftife made way for a new genre of game,
but also employed several unrivalled programmircgnéeues. One of the major
developments witlklite — and hence, responsible for the game’s succkss ia the
fact that the game-space is a vast area to expheee are eight galaxies and over 500
planets in each galaxy. Each planet has its owmendocking facilities, trade prices
and a series of characteristics assigned to ibh asgovernment type, tech level,
followed by a brief description of the planet’s aftfitants. In spite of this mass of
information, in the original BBC version everythings coded into 32K of machine
memory. What | think caused the most initial sisgpwhen the game was first
released, could lie in hoso muchnformation could be so tightly packed into code.
David Braben, co-author of the game, explainsdlahe planets are generated:

‘pseudo-randomly. (...) imagine a number sequenaeltioks random - like
adding the last two numbers together, and only ikegihe last two digits. You
need to choose two numbers to start with, callecstéred. Choosing 12 and 34
would give a sequence 12 34 46 80 26 06 32 38 7Q (8.) Such a sequence can
then be used to give the planetary names, theidowates, sizes, type of economy

120 See:<http://www.sandywhite.fsnet.co.uk/ants/anthomehtrithe space of the game has been
mapped out and can be seen fatp://www.whimsy.demon.co.uk/antattack/index.f#ml

121 Source:<http://www.mjwilson.demon.co.uk/crash/01/antatafkuht

122 5ee / Play<http://www.spectrum.lovely.net/Rommel.html

123 See:<http://www.frontier.co.uk/games/elite/fag.html

1241f we exclude the adventure games which are basetbvels (e.gThe Hobbi} and take into
account the fact tha&ilite’s sci-fi novella The Dark Wheglwas written exclusively to accompany the
game.

125 \Wireframe: a computer representation of a threeedsional image, showing the outlines of all
edges in a transparent drawing, as if the objestasaposed of wires. This drawing technique is
often referred to as the ‘mesh’ in CAD applications
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etc. (...) the only storage is the “seed” - which Edite was six bytes for each
galaxy (...) each galaxy used the same seed rotgtedéd(this is like dividing by
two and copying the carry into the top binary gidff

Perhaps it is the vast openness of the gamgématrated such acclaim and
affection. lan Bell has suggested that if theimgddid anything, it invented the
“open” game'®’. The point he seems to be working towards herégtElite is a
game where the player can literally ‘exist’ (mokstyers of the game know of its
addictive naturéf® In a sense, then, perhaps parElite’s open qualities lie in the
numerous ways in which the game can be played;sBeljests that open games are
ones where the gamer can play many roles anddgbims reminiscent of Brenda
Laurel’'s account of ‘dramatic potential’ within arge-space, which: ‘refers to the set
of actions that might occur in the course of a pés/seen from the perspective of any
given point in time’ (1993:68). Indeed, withiilite there are always a range of
options to suit the playing style of the user;@mis of combat rating, the player starts
off with the ‘harmless’ rating. The more combat hlayer engages in will determine
their status. After fighting for a considerableamt of time, the rating begins to
progress through a series of ranks. The playealsantrade between planets (stock
costs vary from planet to planet). There is allsg#us involved, and the ship can be
upgraded throughout the game to suit playing style.

Seven years on froflite, in 1991, id software releasetbvertank 3B%° the first
3D game — they claimed — to be released for theti€ywas followed in 1992 by
Catacomb 3B, In that same year, id also relea¥édlfenstein 3Dthe precursor to
the first-person-shooter genre which | will discagsin in section lll.Wolfenstein
3D held many of the ingredients for id’s new ‘killepp’: Doont>?, released the
subsequent year, in 1993 with a vastly improvedya®e engine. Wheboomwas
first released, many college computer networkssactioe US collapsed under the
volume of traffic as scores of undergraduates stdrfite transfer (ftp) sites, all
clamouring to download the fully playable (freeastware release of a portion of the
game. LikéWolfeinstein 3DDoomwas released initially as a free product; the
shareware release contained the first of threséelgis’. Other than this, it was a
complete game in its own right. Joystick Nation].C. Herz explains that ‘it was an
idea whose time has come. Release a free, strigped version through shareware
channels, the Internet and online services. Follav a spruced-up, registered retail
version of the software’ (1997:90). By 1997, 15l copies of the original Doom
game had been downloaded around the wdioid.84).

However Doomwas released with one significant addition owalfenstein 3Dthe
ability to play the game over a netwdtk This, in a sense, opened out a new way of

126 gee:<http://www.frontier.co.uk/games/elite/fag.htenl

127 <http://lwww.gamesdomain.com/gdreview/archive/ivie®0@mb

128 A strong indicator of this can be found in newsgrpostings and any of the numbeiEdife fan
websites online. Due to the scale and open-endedifehe game, it has not been uncommon for
players to amass several ‘days’ of live playingeim

129 See:<http://www.idsoftware.com/games/vintage/hovertank/

130 See:<http://www.idsoftware.com/games/vintage/catacomb/

131 See:<http://www.idsoftware.com/games/doom/doom-firal/

132 Seex<http://www.3dactionplanet.com/features/editorialsHistoryl/index2.shtml
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thinking about gamef)oomcreated a space for players to fight against etwdr — it
offered an arena, or a technology for staging camtueals. However, id software
offered more than this: by releasing detailed dpsons ofDoom’sfile formats and
game level and character editing software, theperaged players texpandhe

game, to author their own levels and modificatiftmrst. As a result, hacking and
adding to the game became an essential part cfistsn; new homemade levels and
characters became widely available on the Intdorgilayers to download and play
with friends. Here was the birth of a new cultieabnomy — ultimately transcending
the usual parameters of relationship between perduand consumers: its producers
defined the basic structures of the game: the 3iBeeng engin€>— which | will
discuss again in section three — and createdlisgéia of objects (characters, weapons
etc.) and textures for walls, ceilings, floors awbrs. They packaged these together
with a few tips for making simple alterations te tlame, adding the necessary tools
to allow the players to build their own levels anatar$** The world of theDoom
game-spaces exploded; | will discuss this transiéibgreater length within the next
section.

3D games offer immersive spaces: by locatingudes within the mise-en-screen: by
demonstrating their presence within the spacehasd holding a gun, the first-person
subjectivity marked a shift away from many 2D gamwéere the player controlled a
‘sprite’**° on screen within a game, often moving from leftight, towards a mode
of play where the player sees the game-space frertptotagonist’s’ point of view
(hence, their own). In sprite based games, losirgetting ‘killed’ meant watching
the character on screen ‘die’. Witlidmom injury from being shot registers as a red
flash on the screen and the subsequent subtrasftibealth’ from the player.
‘Death’ within Doomfinds the player viewing the game-space as fromglyin the
floor in a prone position: dead but eerily stillabo see but unmoveable. Téarly
3D first-person games allow the player to walk aba pixellated cubist space.
Everything within the space — and this is much nmmtceable in the first few games
— is quite obviously comprised of pixels; theselggger the closer the player would
get to them. Stock shapes were rendered in blaskiat 2D images (textures such as
floor tiles, water, metal floors and ceilings) weteetched, repeated and drawn onto a
space resembling a 3D room, creating a bizarredyratt spatial system which did
not look real but provetdighly playable. InGargantuaJulian Stallabrass (1996:98) —
rather scathingly but accurately — discussed sdrtieayeneric traits of early games,
suggesting many contained glitches and continuityre as in early films. On
considering the 3D space bbomhe was quick to observe this abstract break from
‘reality’ when several of the labyrinth’s monstéiad been killed, their corpses lining
the floor of the game-space: ‘no matter how thdly & the corpses of a particular
monster always look exactly the same’ (1996:94).

133 See:<http://www.idsoftware.com/business/home/technolagy/

134 The term ‘avatar’ originates from Hinduism, (innS&rit meaning literally ‘descent’) and refers to a
‘manifestation of a deity or released soul in bpiiirm on earth’ (Pearsall, 1999:91). The name has
subsequently been translated into ‘Virtual Reality’relation to a movable 3D character, or a
pseudonym and identity a player gives to themsekitbén Multi User Dungeons.

135 A sprite is an animated graphic image drawn orstiteen, controlled by a user with a mouse,
joystick or a keyboard. Some famous sprites aréc3n Sonic the Hedgehda@ega, 1991) and Mario
in Super Mario Bros(Nintendo, 1985)
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Similarly, Espen Aarseth considers the game @plgcally crude’ (1999:37) yet
also playable. Irllegories of Spacé® he also mentions the fragmentations of
perspective caused by rendering errors with the@fine which, in essence, became
part of the charm of these early games. Later &Deas, such arand Theft Auto
3%’ (Rockstar, 2002) anslletal Gear Solid ZKonami, 2001) create a fragmentation
of perspective through dynamically switching subyecviewing positions to enable
the player to ‘see’ from a number of angles. is tapacity, the game engine
becomes its own visual director, making intelligdatisions as to where to ‘frame’
the action within the mise-en-screen, or by allgnime user to manually switch
between any of a number of virtual ‘camera angles’.

I'd like to try to briefly pull the content of éhlast three chapters together. | will do
this by proposing that a process of convergentakiag place, which blends
physical, virtual and computer-mediated spaces @eser. Computer technologies,
such as CAD simulations and applications, have rd@a the potential for
architectural realisation. Computer technologyingsacted upon cinema in a
dramatic way: digital post-processing has allowadtie creation of ‘illusions’ and
effects to a standard unmatched by traditionalistadparatussee:Darley, 2000
Manovitch, 2001). Throughout the next sectiomjll draw upon games to
demonstrate the emergence of new interactive ggaees. | will examine the role
of the Internet in creating ‘interest groups’ allogrusers to ‘author’ around games.
Indeed, many gamers become ‘co-authors’ of a ptdayumodifying and adapting
commercial games, in order to enrich their own g@n@xperiences.

| see games — and gaming — as opening up new kingpace for social interaction.
Although such spaces amew | will argue that they always resemble older spat
systems and — by doing so — are complementing 8ys$ems, rather than replacing
them outright. Interactive gaming is a growingtetdl phenomenon and there is a
mass of information assembled by devoted fanstwegavhich, | think, offer insights
into how interactivity within games can be lookecad thought about. In the next
section | will begin to examine how players thirdoat, talk about, use and adapt
single and multiplayer games.

136 gee:<http://www.hf.uib.no/hi/espen/papers/space/
137 See:<http://www.rockstargames.com/grandtheftauto3/
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lll. Players and Contemporary Gaming

Chapter 6: Making Sense of Gaming: Affect and Intesities within Games

‘popular culture (...) [is] one of the primary wayswhich people make sense of
themselves, their lives and the world’ (Grossb&g§2:69).

There is no doubt in my mind that gaming is varych an aspect of popular culture;
a walk down any high street in the UK will revediarts for new games as well as
adverts for contemporary consoles, such as MictesgiBoxand Sony'$layStation
2. Before | move any further, | want to begin bitisg out a framework within
which we can consider gaming as a social phenomelmotinis chapter, | am going to
focus upon how playersseand think about games as cultural products. Aigiothe
study of gaming is relatively new in academic termany analyses | have seen so far
seem to approach gaming either from the angledaflogy— analysing the mechanics
of game play, onarratology— reading the game as a ‘text’ with a distinct atwve
form. Upon taking games into consideration, we Icdmk, better understand this
analytical divide if we think of Darley’s use ofethierm ‘interactive spectatorship’.
Put crudely, we could group ‘interactive’ alongsiddologyand ‘spectatorship’ — as
always — alongsidearratology Is such a division useful? Darley has quitéathg
suggested that games ‘are kinds of audiovisuali@ithatsignificantly reconfigure
the role and character of aesthetic engagementas traditionally been understood’
(Darley, 2001:147-8ny emphas)s This is perhaps a strong signal for a decogplin
of gaming from ‘traditional’ forms ofarratologicalanalysis — and yet, games create
spectacle; within the limitative parameters of temlbgical capacity, they always
have. In hindsight, it seems difficult to say ttiegre was anything ‘spectacular’
about the visual aspects of early 8-bit games sadbr landmark films, such as
Citizen KangWells, 1941) — but by virtue of the fact that grammers still marvel at
the technical capacities of early games to thetpditaking the time to reverse-
engineer them, it seems that they too create sgeciad shared memories in a
similar way to many other objects within the sphefrpopular culturé

As | have discussathrratologyin earlier sections, | will begin to unpack thacept
of ludologyfrom the perspective of game analysis. Jesper-Jayrogrammer and
game researcher — considers games as formal sysfersich, he argues that a
system of analysis — a ludology — needs to be etdeat

‘Games exist in a formal/algorithmic domain, sterie a domain of interpretation,
and this means that games resist the evocativeethefrstories, because they
cannot be formalised’

Similarly, Markku Eskelinen is quick to articutad division between games and
stories: ‘[i]f | throw a ball at you | don't expepbu to drop it and wait until it starts

! Throughout researching this thesis, the skekmeof information | found regarding old ZX
Spectrum content (reviews, pages dedicated to gdrigtsries, archives) is truly staggering. A
significant number of hobbyists — many of whomukgs — remembered growing up around the
technology andaredenough to preserve the technology’s history, msrtbe kind ofelationship
many people have with music, cinema, novels, aadiki.

2 Source:<http://www.jesperjuul.dk/text/WCGCACD. htral
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telling stories®. Espen Aarseth suggests that a potential probléom a perspective
of narratological analysis — concerns what he eatiwdié works of art. The
problem with such forms lies in the fact that witfplay’ or interaction:

‘the experienced sequence of signs do not emergdixed, predetermined order
decided by the instigator of the work, but is iast®ne actualisation among many
potential routes within what we may call the evep&ce of semio-logical
possibility’ (1999:33).

So thisdoesprompt for a new (or different) way of thinking ali@ames against
other narrative texts (such as novels or filmsjnga areeventbased systems but they
do not adhere to a strict narrative order. ErAestms has suggested that
‘[interactivity is almost the opposite of narragivnarrative flows under the direction
of the author, while interactivity depends on theypr for motive power. Another
distinction that I think, we need to establish héies in the question of whether there
Is a relationship between games and narrativece ifake a game lik€olumns(Sega
1995),Mah-Jong§ or Tetris we see that framing the game within a strongatiae
structure would prove difficult Other games are easier to perform narratological
readings using the kinds of tools which have begilable within film studies since
the 1970s. Indeed, Greg Smith’s readingiofl Fantasy VII- which | mentioned at
the beginning of Section | in a discussion on rtatogical analysis — worked
effectively in its analysis of the cinematic badkrg and clearly demonstrated that
the vast body of film theorganbe put to use on cut-sequences or elements of back-
story as game events, but does raise a questiardieg the extent to which the two —
games and films — should be separated at an acad¢laral. Analysicanbe
undertaken which touches upon the use of ‘narratiMgames and the numerous
intertextual tie-ins between games and film. Hosveit is clear that this approach
leads so far and doesn’t completely address sugtstas user ‘action’ ‘interactivity’
and ‘immersion’, all terms which | will consider ielation to theories oaffectwhich
| will introduce shortly.

However, interactive gamese systems; which raises the question: why can’t we
rely on semiotic or formal modes of analysis tacdss them? Surely both formal and
structural approaches lend themselves well to diogisystematic frameworks for
the study of cultural objects? In essence, thevans for me at least — is although

% Source:<http://www.gamestudies.org/0101/eskeliren/

* He defines ‘ergodic’ as appropriated from physiod constituted through two termErgos: ‘work’
andHodos ‘path’, or ‘road’ (1999:32). He suggests thatls phenomena are produced by cybernetic
systems (machines) and are capable of generafiiegedit semiotic sequences each time they are run.
Naturally, then, he defines interactive games gedic works of art.

® Source:<http://www.gamasutra.com/features/designers_noteh6891229.htrn Cited:
<http://web.mit.edu/21fms/www/faculty/henry3/gamessrrative. htrb

® See:<http://www.gamingplace.com/download/preview/236 G&9l>

" Janet Murray — a narratologist — rather famoustjards Tetris as the ‘perfect enactment of the
overtasked lives of Americans in the 1990s - ofdtiestant bombardment of tasks that demand our
attention and that we must somehow fit into ourorevded schedules and clear off our desks in order
to make room for the next onslaught’. (Murray, 1994)
<http://www.jacaranda.org/frascal/thesis/represamaiimb. While her analogyayhold some truth,

it does little to explain the game, its pleasucgsyhy it works and why it is so popular and adefit

In other words, Murray’s analysis says little abth& mechanics of the game itself.
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games quite obviously function at a structural I¢thee level of code and machine
logic) and as such, seem suited to either of th@@bpproaches, by conducting such
analysis, we are not taking into account the furetatadl premise of games sgstems
which players gain certapleasuresrom. In other words, | will argue throughout
this chapter that rather than discussgtgames mean — quite literally an area amply
covered by game theory — we can instead conbiol@games create meanings. In
this sense, | will askowmeaning is made through a discussion of what theega
mean to the people who invest so much time plaghegr. My approach is therefore
to examine a series of games — drawing from bottatedogical and ludological
modes of study — although my analysis will be frdmathin the sphere aiffect
theory. | will argue that theories on affect vaplen out some of the ways in which
games are thought about and understood at playar le

Understanding Gaming: Affect and Intensity

‘This present of the world or material signifiemses before the subject with
heightened intensitypearing a mysterious charge of affeoere described in the
negative terms of anxiety and loss of reality, which one could just as well
imagine in the positive terms of euphoria, a hayhjntoxicatory or hallucinogenic
intensity’ (Jameson, 1991:27-8y emphas)s

Jameson’s argument frames postmodern societyaseawithout solid foundations.
He describes a new depthlessness within it — camgedntinually referencing
simulacra; each simulacrum shifting yet furtheniroecognisable historical periods
or structures: an erosion — or fragmentation —stbhy. He sees the present through
an explosion of referentiality, causing both negatinxiety and positive intensity.
This intensity of ‘surface’ has dripped down intbfarms of popular culture, where
television programmes question the origins of exise, as iThe X FilegFox
Entertainment), or within exploratory game-spaceeng decisions made by the user
effect the way the game runs, a8iack and WhitéLionhead, 2001). | will return to
Jameson’s comments shortly.

Conversely, what games, suchBdack and WhitendThe SimgElectronic Arts,
2000) both offer are in-built components for théoauatic creation of related
elements: artefacts which materialise outside #raes themselves: both games, for
example, contain code which outputs the game’satistate into representative web
pageS. Both games involve the user watching charaateluéon; inBlack and
White ‘you’ — the ‘god’ or player — are continually ited to make moral decisions to
better ‘your’ own position, to create villages winicave the adequate resources to
serve ‘you’ through prayer whilst also sustainimjafo-managing)themselves or
being micro-managed by the player. For the plagermuch micro-management can
be detrimental to the village; they can quickly e dependent on a player who

8 For The Sims, Seehttp://thesimsonline.ea.com/home.htnaind
<http://www.cdmag.com/Home/home.html?article=/ae®¢020/140/willw_interview.htrr, for Black
and White see:<http://main.bwgame.com//game.shtml?userid=64bc184388b55b43f109ec32fa2e9
® Micro-management literally means making decisionpart of the villagers; as a god, the player can
decide how to best manage their villagers. Withingame, to develop a village, its members can be
assigned ‘disciple’ roles, such as farmer, breeudanter / fisher, builder, wood collector etc. Ror
detailed discussion of micro managemeeg <http://www.wischik.com/lu/senses/bwhints.html
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consistently provides ‘miraculous’ food or suppliestheir village. A similar
mechanism functions withifihe Simsauthor Will Wright designed the game with an
option called ‘free will’; this is described in tlogtions portion of the game:

‘Free will refers to the Sims’ ability to live thdives by themselves without your
help. If they have free will they will usually ygsnd to your commands, but if you
leave them alone for a while they will start totmgs on their own. If you are a
control freak and would like them to wait patierfitly your every order, turn off
this feature’.

Both games invite the player to control the chemas and events within the game,
yet these characters are coded with the abilifgrid for themselves: to trigger events
without user intervention. Also, as both gamesfiom to automatically record and
log player progress, both articulate spaces foirtteznal creation of epiphenomena:
an ‘adjacent territory (...) a socially meaningfutwerk of relations that enter the
arena of reception around it’ (Klinger, 1989:5)s Klinger considers epiphenomena
— largely in relation to products which circulateand the discourse created by films
— we notice the difference where both games arearord, as by virtue of their own
interactive mechanisms (and the use of Interneddsechnologies), they create code
which maps the player’s specific journey through tiext. This aspect of the games |
will examine in relation to theories on affect laite this chapter. So both games ship
with in-built tools, which publish codeutsidethe game, which create artefacts which
dilate the scope of the text; Tihe Simshe software creates an online photo album,
comprising key moments of player development arBlack and Whitethe player
has to nurture and train a creature. As the createvelops and learns, it's
knowledge and personal development are generatd@Mi form. In essence, then,
both games align themselves with the Internet lryguis as a tool to encourage
players to build profiles and hence, form — to salegree — affective communities
around the game. | will return to this aspectathbgames when | discuss affect in
relation to gaming later.

In a sense, ownership of such games equals hetmémbership of an online
community and the ownership of a media creatiohwdere a software template lays
the foundations for community-based content, wiextends outside the parameters
of the game as a bought ‘product’. GamesTike SimandBlack and Whiteare
automatically empowered to author and publish corsgting external web resources,
which further publicises the game. In an intervgiwen by Will Wright, lead
programmer o he Simshe explains that he regards the game as a tonhfeative
storytelling with users sharing stories, annotgtledtograph albums and objects they
have created for the gaffie At the 2001 Game Developers Conference, hedstate
that:

‘[T]he online community is probably half the exparce ofThe Simg...) A lot of
people play the game, and for a while they readtyigto it, they enjoy it, but at
some point they flip over into this community masleere they start talking to
other people about strategies or they start crgatunff and putting it on the
website. Other people download that and create $wongeeven more out of it

10 See:<http://thesims.ea.com/us/exchange/index_familigsph
1 Source:<http://www.gamasutra.com/features/20010501/wrighth@r>
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Perhaps this represents a closer shift to Jargesotion ofdepthlessnessn
economy and ‘culture of the image or the simulacr{i®91:6), where game players
who own fast enough machiftésan dually become owners of characters and game
asset¥’ the faster the machine, the more games it can Pumchase of more games
entitles membership to more online communities.c@irse, the other key element in
this relationship lies in the player’s time: succasa game and contributions within
communities require investments in terms of timeilll discuss this aspect in the
following chapter when | examine the implicatiorigtee growth of online Massively
Multiplayer Online Role Play Games (MMORPGSs) sustegerquest and the
economic exchanges such games create within thdichapace the game creates.

So how do such games draw upon notionatehsity? Jameson has suggested that
intensities constitute ‘a whole new type of emadgioground tone’ (1991:6). Our
feelings, Jameson argues, ‘are now free-floatiryiampersonal and tend to be
dominated by a peculiar kind of euphoria, (...) oultwral languages, are today
dominated by categories of space rather than lBgosaes of time, as in the preceding
period of high modernismil§id.16). Intensity, literally, is a means of measurng
body’s vulnerability to power; Jameson registers ih technocratic terms: ‘dead
human labor stored up in our machineiid.35); yet he also considers this rise in
intensity — or euphoria - as concurrent with newsvaf thinking about the body ‘the
representation of space itself has come to ba$elhcompatible with the
representation of the bodyb{d.34). His suggestion is that the newer cultural
experience is found through closer contact withusaitra, in a state where ‘[t]he
world thereby momentarily loses its depth and tteesito become a glossy skin, a
stereoscopic illusion, a rush of filmic images with density’ (1991:34).

It is through this exploration of intensity ofrface - or skin - that Jameson begins to
analyse dilapidated parts of the city in relationite objects surrounding them: the
fabric of the city itself may be disintegrating tllie surface simulacrum seen
everywhere create a division: such ‘urban squadarlze a delight to the eyes when
expressed in commodification, and how an unpaglguantum leap in the
alienation of daily life in the city can now be exjignced in the form of a strange new
hallucinatory exhibition’ (Jameson, 1991:33). (Queg concept we can consider in
relation to his thinking can be expressed, | ththkpugh his remarks on packaging:
commercial culture, he argues, is now formed arquagkaging: from advertising to
products and into buildings — and, as | will suggpsrhaps also game spaces.

12A recent survey on the Electronic Arts Games wehrsitently conducted a straw poll asking users to
tell them the speed of their PCGee:<http://www.ea.com/eagames/main/ps2/sims/home.jsp

13 Kate O’Riorden (2001) discusses the ways in wifécis of the populafomb Raideseries, talk

about Lara: they embody the ‘I' tense when thely &éddout playing the game, taking on Lara’s persona.
4 For example, recent research has demonstrate8ohgtsEverqueshas generated a virtual

‘country’: Norrath which — it has been suggestesd the 77" richest economy in the world; trading
within virtual internal markets, coupled with exciges made through auctions and online trading
systems, has created a ‘country’ with a gross gpit& of $2,266 — more than China or India — it is
placed in between Russia and Bulg&@ée:<http://news.bbc.co.uk/1/hi/sci/tech/1899420:stm
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Computer games are packaged in a twofold mana@ommercial products they are
boxed and advertised through other forms of mduiathey also packagpaces

Let us take, for exampl&jidtown Madness @Mlicrosoft, 2000), olGrand Theft Auto
2 (DMA Design, 2000); both work on the level of adigng to celebrate a no-holds
barred exploration of city spaces and wreaking handghem. It's a space you know:
but there are suddenly no social rules: ‘[tjeapasiHyde Park (...) or dash your car
into the tube for a quick short ctitor even ‘London has hundreds of great attractions
and many famous sites (...) London is a happy plabeh has no time for criminals
or wastrels!!*®. Although not all spaces replicate space, othgmthesise fictional
cities: ‘Liberty City, USA (...) You'll have to rolsteal and kill just to stay out of
serious trouble. Anything can happen out Hére’

The populaGrand Theft Auteeries, of whiclGTA IIl (Rockstar, 2001¥ is the
most recent, is renowned for its packaging of urkjzarce for the sake of both
interactive story — where the game is structuredutph sets of missions — to chaotic
and lawless exploration: either engage in a stotyeat people up and cause mayhem:
the space o5TA 3is David Harvey’s labyrinthine city: the one whidhvites you to
remake it, to consolidate it into a shape you eanih’ (1990:5); it is the packaging
of a fictitious urban space — Liberty City, USA -ieh allows for creative play;
perhaps this is the game’s most appealing asp€be other aspect — found
predominately within many PC based games — invglainlifferent form of
‘packaging’, invites hackers to remake parts ofghme. | will be exploring other
examples of this form shortly, but fan-based welssare often set up in advance of
the games actual release: often from early stagesting. These fan sites initially
function to collate and disseminate as much infdionaas possible regarding news
on programming progress, discuss ‘bugs’ and flaWwgEkvmay be found within early
versions of code and — after commercial releageate tools and describe methods
for taking the game apart to customise gamepl@ych methods could be joint
ventures to code authoring tools to enable levalifitation; adding new graphics to
the game; changing the 3D models of charactergpovesaand objects, altering the
physical properties (the physical laws) of the game — as | shall discuss in more
detail in the next chapter — the development ofaused modifications (mods) for
multiplayer scenarios.

In terms of thepackagingof ‘urban squalor’, then, we can look towards tlogvfof
games, which emulate (to an extent) dilapidatedespaWhere the postmodern,
alienatedspace manifests itself in the physical sense,mgden describes: one
where ‘people are unable to map (in their own mjirdher their own positions or the
urban totality in which they find themselves’ (19%1), such spaces are dually
emulated in both cinema and games. Successful gdapations of films with
‘dark’ mise-en-scenes portraying New York subwalys,dark streets of Los Angeles
and the like, are common themes exploited by gariRes exampleBlade Runner
(Westwood, 1997§ was translated visually into a game with a seehpihigh degree

15 Source:<http://www.microsoft.com/games/midtown2/featureszas

16 Source:<http://www.gta-london.com/public/visit/visit. hteal

" Source:<http://www.mobygames.com/game/adblurb/gameld,5389/
18 See:<http://www.rockstargames.com/grandtheftauto3/

19 See:<http://westwood.ea.com/games/bladerunner/indexzhtml
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of succes?; Max PayngGod Gamest al.2001) depicts a linear narrative game
strictly resembling a classic Hollywood plot: aipeldetective has his wife and
children murdered and by resolution takes to treett and dark subways, the ‘gritty
bowels® of New York armed and ready to take vengeanceth®wther hand, the
game’s mise-en-screen closely resembles both icapbyg and mise-en-scene within
The Matrix(Wachowski Bros. 1999). This notion also worksha opposite

direction: from Hollywood adaptations béra Croft: Tomb Raide(Paramount,

2001) toResident Evi(Sony, 2002) to the use of the engines underlyoutar
gaming software — such as i®om3D engine — and just about anything else that is
available — to create ‘digital’ home moviés If a game engine can be used to create
3D narrative sequences, then it can be used ttatlygiender ‘movies’ without film.

In relation to games, | suggest that playersyetfje possibility of ‘play’ within a
range of different environments. On the one h&uwho Studio’sThe Getaway
(2002), closely maps the entiretyZdne Oneof London, including the same road
structure and much of its more important architectiOn the other hand, a game
environment (or space) could consist of a layeahdisparate symbols and game
elements into a spatial bricolage (Lyotard, 19¥8)ich has no regard for physical (or
historical) contingency. Such a space could cardaieclectic mix of visual
references and cues, taken from a range of cultioestions and periods in history.
Indeed, throughout thBomb Raideseries (Eidos, 1986), Lara moves through
different previously defined ‘zones’, which bearnesemblance to historical, or real
space and tinfé Although we recognise iconography in both aerior and exterior
sense: scenes move from Aztec to Egyptian throoighscene of a London Wharf
almost seamlessly. Such transitional breaks areram throughout the history of
games: Car racing games often function to rect@atarate representations of cities
or race tracks, which function to signify real spasrealistically as possible, to a
point where a player — without having ever visisedh a space — woutdeoretically
be able to navigate it in realffy The break between spaces is necessitated iiytarg
the same way that codes of cinema allow for: eglitiA game can construct
geographic zones without reinforcing reasons fanglso. As a rule, then, such
games essentially demonstrate the embodiment mfgagssion found within the
technology itself: early forms of computer storaggge linear, so a database set (for

20 Although in consideration of reviews, we realisattgames and films are different. The review here
seems comparable to comments made upon the paauteMyst(Cyan, 1993): ‘because of the
emphasis on narrative at the expense of playerrdeted action. “Blade Runner” isn't so much a
game, really, as it is an ingenious demonstratfidhepossibilities of hypertext multimedia fiction
Source:<http://www.salon.com/21st/reviews/1998/01/19revigwml|>

21 See:<http://www.rockstargames.com/maxpayne/main.htamd <http://www.3drealms.com/max/

for a detailed plot description.

22 See:<http://www.machinima.com/displayarticle2.php?asic302>

2 All quotes taken from Eidos’s website: ‘16 origifevels encompassing four continents’; ‘the plot
un-folds sending Lara to the far off locations @nite, Tibet and a sunken ship in search of clues’;
‘From the jungles of India to the icy wastes of &uatica, across the roof-tops of London and inéo th
depths of Nevada's mysterious Area 51’; ‘... takesfttan a Scottish castle’s subterranean laboratory
to the Paris Catacombshttp://www.eidosinteractive.co.uk/games/info.h#ml

%4 Here Stephen Poole (2000:227) offers an insighttime process that created the spaces found in
Sega software’Metropolis Street Racewhere the game synthesises ‘information fromestnaps

(...) photographs and (...) video’ allowing for a gatoesreate a faithful recreation of a ‘real’ space.
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example) would be stored as sequential recordapa tThese records, due to the
medium upon which they are stored, are accessedftereanother from a tape. Later
developments — such as disc access — allowed fog dymamic retrieval: all contents
are arranged on a disc with imdexrecord containing pointers relating to where the
file begins and ends. These records can be réad afly given sequenahie to the
nature of the storage medium. So gameslgnamicsystems; they part from
narratology when they play through stories: stoces move forwards and
backwards; the player is invited to ‘activate’ steequences at differing times
thoughout gameplay, rather than to watch narraients unfold within a uniform
sequence.

Affect Theory: Accounting for Player Involvement

‘[Alffect is central to an understanding of ouranfation and image-based
capitalist culture (...) our condition is defined &wpurfeit of it’ (Massumi,
1995:88).

Jameson’s (1991) work has implied a ‘waning &ctf taking place, although
curiously, he mentions intensities as bearing asteryous charge’ of affect. His
work has re-engaged with theories on affect, whigé in turn prompted a discussion
between several academics, notably Larry Grosqi®@p) and Brian Massumi
(1995). Massumi, at outset, acknowledges Jamesaris as raising affect as a core
theme within cultural studies, although he and Glvesg share the belief that ‘affect
has become more pervasive than having wankdl.{07fn1). In order to better
understand their argument, we need to considantamlay between affect
(emotional response) and intensity (strength @at)f If intensity can be called to
account for forms of immersion found within gamtgen affect can perhaps explain
how peoplalerivemeaning from games; the ways in which human emagion
expressed surrounding the analysis of games.

Affect is found within any experience involvingnges of human emotith
Psychologist Sylvan Tomkins considaféectsin relation to physical responses —
particularly facial expressions in response to glith The study of facial
expressions could provide a useful means for thgdysdtf gaming, as humans respond
to games in a physical way, often frowning or gigr depending on their progress
within the game. In spite of this, most games meqiittle physical exertion from the
gamer, although there is no doubt that there isgaee of hold, oommersion that the
player is likely to find themselves under; in mar@ges, movement and gestures
involve reacting towhat the gamedoesto them (or: how the game plays them), in a
physical way. For example, | have often obsenaapje leaning from one side to
another when controlling a car, or a motorbikehwita game. It is also not
uncommon for players dirst person shootersuch as id’®oom to react by trying
to dodge oncoming bullets within the game.

%5 See:<http://www.psybox.com/web_dictionary/affect.#m

%6 Tomkins breaks these down into three categoriesitipe, neutral and negative effects. Out of a
group of nine affects, two are positive; one istreduand three are negative. All emotions cary vwar
intensity. See:<http://www.affectivetherapy.co.uk/Tomkins_Affectfi;
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The notion of movement through immersreally comes into play when we
consider immersive hardware, such as Logitetffégl mouse, or Microsoft’s
Sidewinderoystick’; the hardware is designed to feedback at certiimtpwithin
certain games. However, such an exploration efcéffe (physical) response lies out
of the remit of this piece, as my intention is ¥xp&nd upon Grossberg and Massumi’s
theories and to consider haifectiverelationships are built between players and
games. As | have mentioned before, my analysisanalw upon how players expand
the gaming experience through their collation ddimation, advice, editing tools,
downloadable levels and scenarios. Before | latmléxemplary case studies,
however, | think it would be useful to examine degjin to unpack some of the ideas
surrounding this type of analytical study.

Popular culture, Larry Grossberg has suggesadid,‘at the intersection of the body
and emotions’ (1992:79): signification and affeaaily govern a given human
response to a cultural object. As Grossberg poiats'[i]t is not a question of
interpreting a body of texts or tracing out thetertextuality. Rather, the formation
has to be read as the articulation of a numbeisofete series of events, only some of
which are discursive’llfid.70). The nexus of his argument — formed through an
analysis on the phenomenon of rock music — ruresthis: popular culture is defined
not ‘by formal characteristics but by asticulation within particular formationgnd
to specific sensibilities’lbid.79; my emphas)s So in his terms, an analysis can be
undertaken along two key planes, structural sigaiion (what iis), and affectljow
it means).

Brian Massumi offers some significant suggesti@garding the study of affect. At
outset, his analysis covers a series of empirgsastwhere children were subjected to
three versions of a short film; one (the originaidhout sound and two with voice-
overs: one with a factual - or descriptive — comtagn and one with an ‘emotive’
response to the film content. His study is centneon the basis of this test and the
fact that it failed ‘to find much of what it wasuslying: cognition’ (1995:83). The
analysis of the tests (which in the reports owmwgrargued for thgtimacy of the
affectivein image reception’lbid.84) fuelled his analysis of its failure. He begdays
suggesting that such primacy is ‘marked by a gaydxncontentandeffect (1bid.).

In other words: the results of the test demonstrateillogical connection between
the ‘effect’ of the short film and its content: bencludes by stating that there is no
correspondence between quality (content) and iitjeesfect) (bid.85). This leads
him to state that image reception is multi-levellégt two autonomous systems: a
film and its human response break down any notfi@reading with correlating
results. He remarks upon the fact that presehdyetis an abundance of affect, yet
the current cultural vocabulary is inadequate t&cdbe it: ‘Language (...) would
seem to function differentially in relation to (tbid.86).

%" See:<http://www.tweak3d.net/reviews/logitech/ifeelfor the Logitech mouse; arsee:
<http://it.asial.com.sg/reviews/joysticks/joy002 90926.htm# for the Sidewinder joystick.
Interestingly, this technology has been put toassea teaching aid for Dynamic Engineering students.
See:<http://pegasus.me.jhu.edu/~allisono/publicatiorBasdee00-richard. pdf
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Affects, Fans and Gaming Culture: The Case dBlack and White

This moves Massumi to an examination ofelient Language, he observes,
‘doubles the flow of imagesll§id.87) and on the surface, here Massumi’s comments
seem to allude to Roland Barthes’ discussion ofgdraphy withinlmage Music
Text where he suggests that textual captions canguaichor the meaning of an
image (1977) However, Massumi’s event moves outsideealm of structuralism,
arguing instead that any ‘stable’ or anchored stinat reading is affected by
emotions in theventof reading; that event resides over structure:

‘For structure is the place where nothing ever leagpthat explanatory heaven in
which all eventual permutations are prefigured gek-consistent set of invariant
generative rules. Nothing is prefigured in the évins the collapse of structured
distinction into intensity, of rules of paradobid).

Massumi’s notion of ‘event’ can carry usefullyarone way of thinking about how
users traverse game-spaces; the event — or thee&sipnevent, as he describes it —
in essence is that which cannot be mapped thramgttsral analysis: the
‘expressionevent, then, concerns itself with emotional respongetekts. As this
case study is not an empirical test, | am goingx@amine such responses through
information posted on the Internet in relatiorBlack and White

Before | do that, | am going to propose thatghecess of thinking about playing
games functions better when thought of in termiswénts’ also: playing through a
game works as a kind of systematic-event; as &pkygages with a game, they
create a unique event as they map a path throeghaiime-space. This process of
navigation through bears some resemblance to M2ae&lerteau’$Wandersmanner
In The Practice of Everyday Li{@984) De Certeau describes the walkers in the city
(the Wandersmanner) as he watches them from abdwvéhe walkers move, each
writes a legend onto the city-space, all perpeguairativising the space. In this
sense, he argues that the city has a dual codiregakses from city planning, another
derives from appropriation of the city-space: ‘tre#works of these moving and
intersecting compose a manifold story that haseeiuthor nor spectatoib{d.94).
The key to his argument, then, hinges on the ida&'practices invent spaces’; the
city is consistently defined by its appropriatarsaan ever-unfolding ‘urban text’. So
theWandersmannedrives a narrative path through the city as thayerse it.

Although traversing game-space functions diffédyeto traversing a city-space; here
players — at specific given points — are driversblymotives and here, any narrative
traced has a solid ulterior motive: to progresthenextpart of the game. Indeed,
guide books have been written to help newcomedsthirir way around cities; the
same is true for many games. Authoritative texistéo enable a gamer to ‘get the
most’ out of a visit to a game-space. Online faswowned by enthusiasts of a
particular game will offer help and advice to nedopters of the game (often called
‘newbies’Y®. Games — and specifically single player gamesneern themselves

%8 The same process occurs for a multitude of o#@sans; gaming is by no means exclusive. Another
area where forums are widely used and appropr@iedern questions which surround programming
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with providing ‘events’ in the form of puzzles, whimay consist of a number of
stages the player has to progress through beferpuizle is completed. There are
many places online where players can go to distiesisevolution — their path —
through the game to ask questions, search for assaresimply talk about their
experience in the game: excitement, fear, happimessppointment and so on; all the
‘expressionevent aspects of gaming.

This is where affect articulates a space for meag player ‘experience’ within
games. | have chos@&back and Whitdor a specific reason: part of the game requires
the player to nurture — as with tamagotchii’s a creature from young, feeding it and
training it to help the player throughout the gamé¢.outset, the creature is dependent
on the player to teach it what is ‘right” and ‘wgpithrough reward or punishment.
There exists a strong parental aspect to the gangeywhich also exists withifihe
Simsbut perhaps with slightly more intensity witttack and White Indeed both
games enjoy avid online engagemeiithe Simdas been used as a storytelling tool
and thousands of objects (such as clothing, démaniture and the like) have been
created to allow users to customise their hou¥és. British company Avatar M&
create 3D avatars of users from a series of foatqgnaphs (front and back and both
side profiles); these avatars can be importedTihg Sim&and some of thBoom
games, for exampl&uake(id software, 1996) andalf Life (Sierra, 1998) which |
will discuss in more detail in the next chapter.

ForBlack and Whitethe impact of this aspect of the game manifésédfiin several
extensively researched documents put togetherrtsydathe game. | will discuss two
documents herd2roject CREED(Creature Research and Extended Entity
Documentatior' andBlack and White Creature Training, Or, Watch Whaish
Thinking®?. The game has won numerous aw#riteluding widespread
acknowledgement for its advances in game Artifimétlligence (Al) programming.
The area where attention to Al becomes most appdrewever, lies in the
interaction between the player and the creatuterims of ‘training’. At the
beginning of the game, the player is taken arotedccontrols of the user interface by
the two cartoon-style daemons (daimons), whichatdtarise the poles of conscience:
good and evil - black and white. The first missadrihe game requires a set of tasks:
to acquire three gate-stones and ‘unlock’ the giateés to the north of the village.

On opening the gate, the player is presented Wwélthoice of one of the three
creatures: Cow, Ape or Tiger. Other creaturesbsaacquired at later stages in the
game and all creatures differ fundamentally in ®eohspeed, reaction, strength,

techniques: ‘howdo I do ___ using ___ ?’ whersp&cific (and logical) syntactical solution is ofte
required.

%9 Tamagotchi’s are virtual pets — from the Japartaseago’ (egg) and ‘watchi’ (watch). Peter
Molyneux drew inspiration foBlack and Whitdrom early versions of these toys sold in the Bee:
<http://www2.bwgame.com/bw/diary2and <http://www.ea.com.sg/games/black_and_whiteThe
evolution and growth of the Tamagotchi culture alB® been extensively documentedvigiyed
magazine See:<http://www.wired.com/news/technology/0,1282,622%0& >

%0 See:<http://www.avatar-me.corn/

%1 See:<http://www.planetblackandwhite.com/features/arsfieader/0015.shtel

%2 See:<http://www.wischik.com/lu/senses/bwcreature. b#ml

% See:<http://www2.bwgame.com/bw/AWARDS
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intelligence, full adult size and the Iesome creatures learn quickly, whereas
others are naturally stronger. As the ‘god’ areldhardian within the game, it is up
to the player to decide which creature to chodsepemons offer advice about each
of them. At outset, all creatures need to be é@imurtured and raised by the player,
so an early part of the game involves learningdimaining techniques, such as the
use of ‘leashed’ to help mould and influence the creature’s behavidverything
within the creature’s mind functions on variablée creature, much like the
landscape of the game — called Eden — begins ddaieutral. As the game evolves,
everything begins to morph towards how the plagtaracts within the game. Peter
Molyneux exemplified this in an early lecture oe tlame, it went something like
this: as God, you are summoned to help; someonsisamd is in the forest and is too
ill to get back to the village. You have a seriéfogical options to choose from:
firstly, you can fetch the ailing villager from therest back to his village where he
can recuperate, or you can ‘carry’ his wife to l@nd she can help him walk back to
the village. On the other hand, if you didn’t wamfplay so nicely, you could find a
rock from somewhere and murder the villager's wi¥eau could then take her corpse
to the villager in the forest who will promptly doé shock. Each path taken changes
a number of events in the game; these events wiiyngudge’ what kind of person
the player is.

The game functions primarily upon two major ar@a€romanagement of the
villagers and the training of the creature. Manggdhe village could mean the
realisation that they need food; here the playatdccase their power to generate
‘miraculous food’ and to place this within the silje’s store. This wins the player
belief pointswithin the village and as belief grows, the plagains more ‘power’ and
the ability to cast more miracles. However, theypl soon realises that if they keep
producing food, two parameters within the gameeéfiected: primarily, belief points
given decrease if the same spell is cast sevenabti More importantly, such gestures
— although good — will invariably do little to helpe villagers as they begin to expect
being ‘fed’. The more they expect food, the mdreytwill eat and this subsequently
creates a heavy (and ultimately unrealistic) denfantbod®®. However, the villagers
within a village that the player has ‘won’ throuighpressing can be managed by
assigning roles to individual villagers; in ternfd@od production, then, it is more
effective to assign roles such as ‘fisherman’ rtfar’ and ‘shepherd’ to theth A
well micromanaged village will function to bendtite player (God) by serving them,
whilst also looking after themselves and each other

3 According tobwcenter.comthere are 26 different creatures within the gaffieeir research
compares 17 of these using a comparative tebée:
<http://www.bwcenter.com/blackandwhite/creaturesrght

% There are three leashes: one to focus the creatuearning tasks, speksc The second is the
leash of compassion, to train the creature to belh#fectionately towards an ‘object’. Thirdly,eabkh
of aggression can be used to train the creaturegiard other objects in a hostile manner.

% See:<http://www.salon.com/tech/feature/2002/05/06/garaesspeech/index2.html

%7 As with everything within the game, adding diseipl as with training the creature — becomes a
question of delicate balance; too many discipleskimg to produce food creates a glut of food aral to
little of everything else. Detailed hints saundmicromanagement practice can be found at:
<http://www.wischik.com/lu/senses/bwhints.html
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This notion of balance — perhaps unsurprisingly similar to the system for caring
for the creature. As the creature is constructedlp from Al code, the player learns
— or needs to learn — sound techniques for mandginghey ‘think’ and behave
within the game; as with micromanagement, traitihegcreature requires a degree of
healthy balance: this is managed through procedsesvard and punishment: if the
creature performs a ‘good’ deed, such as helpiadaimers by producing
‘miraculous water’ within a field, it is the task the player to decide whether to
reward the creature. Simply put, on first obtagniihe creature, it has no concept of
‘morality’ or how elements operate within the garte player needs to spend time
showingthe creature how things work and what it shouldhmuldn’tdo: this
functions by giving rewards and punishment. Thaseadministered in percentiles of
10 (from 10 to 100). If the player approves of theatures’ actions, they can reward
it by petting it; if the creature is seen as ‘nayght can be smacked. The player has
the right — or rather, is able — to beat the creadll the time although too much of
this will make the creature fearful and disresperto its ‘owner’. Consequently, too
much petting will have the opposite effect, rendgthe creature less useful within
the game, if you like: spoilt. As punishment aadards can be administered within
percentiles, the creature ‘learns’ and ‘behavesugh understanding rewards pitched
against him; if he receives 100% reward for twoomd, then most likely he will
repeat both actions regularly; if he receives 2@%sard for two actions and 40% for
one, there is a 50% chance he will perform thedd#sk and a 25% chance he will
perform the former tasks. Due to the staggeringuarhthe creature can learn — and
taking percentiles and other unique factors (ssctha tiered alignment between good
and evil, weight/height and scarring from fightingll factors make for what is, in
essence, a highly personalised ‘helper’ throughmeigame.

Two online articles, which, | think, tell us & Ebout player affect and — if you like —
the role of the creature/owner relationships weeationed previousfj. A game
which places such a strong emphasis on ‘nurturgidcanean a player literally invests
hours ‘rearing’ their creature, moulding the wapehaves and ‘thinks’ (in game
terms). Creatures grow and age; they gain scams fighting other creatures, they
put on weight if they eat too much and their chemacmorph depending on their
alignment with notions of good or e¥ll Within the logic of the game, creatures age,
although they never die; one list of Frequently @gkQuestions (FAQ) compiled by
fans of the game explains why; suggesting thdtegame development stage:

‘[Game] testers became very emotional when theiattrres died. It is very
possible to get highly attached to your creaturat(is because you only have
one), and they are very unique, so a dead creitimeplaceablé®.

Indeed, botfThe Sima&andBlack and Whitdeature systems for grievance: within a
Black and Whitevillage, the death of a villager causes othegriteve. Partially
game ‘grievance time’ can be reduced by buildiraygryards for the dead. Within a

% project CREED(Creature Research and Extended Entity DocumenjagindBlack and White
Creature Training, Or, Watch What he’s Thinkin@@ee page 111 (footnotes 31 & 32) for references.
%9 At the time of writing, three concept images ceelafor Black and White StudioBlack and White 2
can be found online athitp://www2.bwgame.com/bw2/IMAGES These images depict the ‘neutral’
(default) alignment and the extremes of good ariidaéignment.

0 Source:<http://www.planetblackandwhite.com/blackandwhitg/fa
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Simsfamily, Sims can die. When a Sim dies, friends famdilies will appear grief-
stricken; such systems, Henry Jenkins has suggdsted led to a new currency
within gaming: evidence, in his opinion, that tlergng industry is changing and — in
a sense, growing &b As Al in gaming improves, emotions will play mcreasingly
important role;The Simss perhaps the most successful selling game dihad;

Black and Whitdnas also enjoyed a huge degree of success. Butbsgaifer

systems essentially for management within the galtheugh both equally address
emotion directly as content within the game. Tb&l of such emotional content
manifests itself in the way players talk aboutghene itself. Much of the game’s Al
is based on concepts drawn from philosophers ssibkitigenstein and Dreyf(fs so
within the game, groups of villagers share a kihdadlective (or group) mind in the
way they all deal with situations: wonder (at aanie), grief (at a death), despair (at a
tragic event) or the ability to celebrate at otiires. On a discussion of the affectual
plane of the production of ‘pain’ within an Al emenment, Evans and Lamb cite
some basic philosophical tenets:

‘The concept of pain is characterised by its patéicfunction in our life. Pain has
this position in our life, has these connections) (The concept of pain is bound
up not just with characteristic pain-behaviouriirtemstances of injury or iliness,
but also with pity and commiseration, fear and atysicruelty and merc§?.

Here ‘pain’ is the locus for a complex set oenaictions; within Al, pain is
understood not as a physical force, but as thdtresa web of interrelated events and
is meted out according to the context upon whiak sent and received. The closer
programmers can get to understanding — or ratepresenting — pain in a way which
closely emulates the human emotion within a gameephe more the game appears
to become a site for affective attachment. Wilisck and Whiteunderstanding the
concept of ‘pain’ both to villagers and to the ¢uea is required to enable the player
to better ‘use’ (and relate to) their creatureis ln underlying logic of sensitivity,
then, which dictates the parameters of ‘good’ pcaatvithin the sphere of the game.
The documenteBroject CREEDexplains this implementation at the practical lefe
the player:

‘It's possible to turn a creature into a mental elrd it's exposed to enough
punishment and mistreatment. Sometimes trauma daluseng its early years can
have a lasting effect. If you severely beat a tiduo's eating too much when they
are young then it may end up never wanting to fesedf later™”.

Indeed, acknowledgement of the complex networkubdés’ within the game propels
the system of training within the game itself: whia creature first comes into being,
it seems largely regarded as an empty vessel, teduy given knowledge, guidance,

“l See:<http://www.usatoday.com/life/cyber/tech/review/gaf2©01-08-02-god-games.#m

although | am primarily drawing from comments Jaskinade at the 2001 Game Cultures conference
in Bristol, UK.

“2Richard Evans, the lead Al programmer bettatk and Whitéegan as a philosophy student; from
there he moved to Al.Sge:<http://www.gamasutra.com/features/20020424/evanbitidi)
<http://www.gamasutra.com/features/20020424/evanstit, Evans and Lamb argue for a branch of
Al which owes much to Wittgenstein and Dreyfus’srtkvon human behaviour within social situations.
“3 Cited in: <http://www.gamasutra.com/features/20020424/evanitidg

* Source:<http://www.planetblackandwhite.com/features/arfieader/0015.shtml#Chap1
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training, and so watches how its master interadts the game, attempting to emulate
that behaviour and thus gain approval:

‘What he decides to do depends on how ingrainedtiahé is, how early in life he
was punished or rewarded for that habit, how muelvatches you and cares
about pleasing you (...) [He] will learn by watchirde will watch what you're
doing, will try to figure out why you did it, andf fe likes you) will have a go at
doing the same thing.

Further advice from the same source reminds lyepof the importance of
autonomy; as with the ‘dependence’ held withinutiage regarding constantly
fulfilling ‘needs’, a clear and practical logic cae applied to good ‘parenting’
practice; the creature is capable of autonomouggtiitcand as such, the player is
reminded that good practice can be achieved byhwag@and encouraging the
creature to develop, sometimes by adopting theabotdserver, rather than the
master:

‘You must spend time with your creature. Try lagtinm choose what to do for a
day (of game time), only watching and punishingewarding. You'll see him
feed himself. With time and practice you'll get heating only when he is above
80% hunger. Do the same for his drinking and stegfii

Elements of taste are also encompassed whikigame: to many, a creature can
exist on a diet of meat, fish and grain; within game, however, the creature can
exist on one and still functiéh such aspects and decisions can be encouraged with
the process of training. The network of ‘taste2ts also translates to music: part of
the Al will allow the creature to learn to dance;dan learn dance techniques both
from watching the villages celebrate and from nmegtther creatures and dancing
with them. An early addition to the game providgd.ionhead software, allowed
integration of the game with the popul&inAMPsoftwaré®, a shareware audio
player; withWinAMPactive within the game, mp3 files can be playedtaed
creature — if not preoccupied with anything elseil-listen and dance in time to the
music. A logic of ‘taste’ in music can be presedithrough the system of rewards
and punishment in relation to the particular pieteusic being played at any given
time; the fan site ‘Planet Black and White’ expkathis process in their FAQ on the
game:

‘You can discipline them about music too. For exlEmpou can slap them about
if they dance to th&pice Girlsor praise your creature if he starts head banging t
Metallica. Eventually your creature will figure out what ylke, and behave
accordingly such as covering his ears wherBihek Street Boysome on, or
getting out his air guitar when itNSirvana *°.

This process (of aligning certain music with ‘deend bad’) is tantamount to
creating what Larry Grossberg calls ‘mattering mapstems where structures of

4 Source:<http://mww.wischik.com/lu/senses/bwcreature.html

6 Source:<http://www.wischik.com/lu/senses/bwcreature.btml

4" Naturally, different foodstuffs have different pesties: eating meat, for example, would be more
likely to make a creature put on weight than argaily diet.

48 See:<http://www.winamp.corm

49 Source:<http://www.planetblackandwhite.com/blackandwhitg/fa
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feeling are understood through the forging of ider#t (or subcultures) by grouping a
series of cultural objects, such as pieces of mtsjether. I've often noticed
students write the names of bands they are inegtéston their bags. Such a practice
creates a mattering map which is displayed whertnesr are; literally, elements of
their own cultural identity are 'displayed’ and tad. An excellent commercial
example of ‘mattering maps’ can be foundAmazon’svebsite, where products and
related items are linked together and a forum tampplace for people to talk about
the products. However, what is interesting witthiis development is that taste and
values from popular culture are ‘mapped’ into a gathe user can ‘train’ their
creature to behave accordingly when different sempf music are played. By
allowing the addition of what is an undeniably & set of laws (in this instance,
governing emulating how people relate to and ma&animg from music), player
identity and decisions and ‘mattering maps’ carobee mapped electronically. The
‘creature’, then is able to learn from sourcesidetthe game: objects from within the
sphere of popular culture. This remains the orbneple | can find of a game which
allows external (extra diegetic) factors, such asin) to affect how objects within a
game can be recoded; | will reconsider this pairthe next chapter.

Of course, it would be easy to dismiss what Jist said as nothing special: to
suggest that the Al is ‘not really clever’ becatls®creature doesn’t really have a
taste of its own — not at present, at least —utatbe rightly argued that formations
aren’t made as they are in the real world: thertdccbe a million reasons (memories,
emotions etc) as to why a piece of musattersto someone; all the creature can do is
respond in a coded and logical sense and, Grosslmerg agree, music and
matteringisn’t about that. However, | think that game Al shoutdcbnsidered not
solely on the level of how ‘clever’ the creature d¢se, but more on how the creature’s
‘intelligence’ gives life to a wider portion of aage;Black and Whitendicates a
strong starting point for this by opening the taotabi principle into a full-colour
immersive game and what is clear and obvious atiiv@ent is that todays games
demonstrate what would be considered as ‘basievifdin five years time: new
innovations set precedents to be outmoded. Wgaming, this seems to be
happening extremely quickly.
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Chapter 7. Team Play: Hyperplay, Mods and Customisizon

In the previous chapter | discussed two game, lacgely considered as ‘single
player’ games; | suggested that thinking about théang the lines of affect could be
a useful inroad into understandihngwpeople play games and by doing so, it became
apparent that the games themselves spawn theicokural values, which become
evident in the amount of resources created andupextionline as autonomous parts
of the game. With botfihe SimsandBlack and Whiteit became obvious from how
people spoke about the games that real pleasued emotionally engaging
relationships — occurred within the game-spaceasiseéses and within the online
communities which further mould and channel the gamh became clear that both
games mattered to people and — in some respecdth-games were potential
candidates for the recruitment of new players thtosphere of gaming, as both
quotes might suggest:

‘The Sims is not as much about human relationsdspis is about life
administration. While the game deals with pleasiogr friends or cheating on
your partner with your neighbour, the main actestremain managing money,
unclogging toilets and doing a lot of cleanitfy’

‘Whether you wanted a creature that babysat ydlagérs and jumped to their
every need, or a creature which took over villaayas struck fear into all who
opposed him, or even a creature which could kieKitling daylights out of all bar
none, all these possibilities were achievable. Adight of gaming artificial
intelligence creatures will always hold a speclatp in many people's hearts’

The Sima&ndBlack and Whitdoth offer coded systems for the creation of playe
pleasures. The mass of online resources for @ayfeeither of these games is
phenomenal; from new clothes, cars and househa@dsymThe Simsto creature
training programmes iBlack and White Yet both games are in some respects, tools
for creating stories; players gain pleasures fremgiand adapting these games to
create objects which say something about thenBldok and Whitgthis revolves
around making a creature ‘behave’ and ‘think’ treeyvihe player wants them to — or
at least, near to thaf'he Sim®ffers the pleasure of managing a house, a family,
relationships, domestic chores, friendships, chpdhs, status symbols and the like.
Unsurprisingly, what happened witline Simsvas that people started designing
objects which were more personal to them, from gt@fclothing to cars to furniture;
such customisation, and the facility for captiof@dual) photo-albums meant people
used the software to tell stories, much to thegtielof lead programmer, Will
Wright®®. Although these communities offer something tHatd fascinating — a
kind of cultural currency within which gaming cae biewed, there is also another
vastly popular area of gaming being explored —@msdomised — night and day by
thousands of people: online multiplayer games.

%0 Source:<http://www.gamestudies.org/0101/frasea/

*1 Source:<http://www.planetblackandwhite.com/features/arttseaff/blackandmagnetic.shtml

%2 At the 2001 Game Developers Conference, Will Wirigkalking about the online community
surroundingrhe Sims- staked his own satisfaction in: ‘that a playad lised this medium to tell their
story, and share it with othershitp://www.gamasutra.com/features/20010323/byrchtéit>

118



What | want to talk about now lies largely infaastorical trajectory that really began
about 9 years ago withoom(id Software, 1993). | have already mentioned thi
game briefly, but my intention now is to conside evolution of what is probably
(alongside the virtual cult of personality that.&ra Croft) the most epitomised
iconography to exist anywhere within the sphergashing. Thédboomgames, |
think, matter in a very different way to peopleargely by nature of their compelling
gameinterfacebut also by the fact that they demonstrated waatorked ‘team-
games’ could consist of: a factor which cannot éeied is the overarching popularity
of Doomstyle games played over the Internet at any giwvee.

The History of the Doom Space

As | suggested in Chapter 5, part of the eadyony of theDoomgame revolved
around its architecture and it's ability to creatmise-en-screen for literally any game
situation: as the engine for a versatile 3D navigapace, graphics could be mapped
onto walls and spaces could be created to reprasgtiting from alien spacesldlf
Life, Sierra, 1998) to space-shigdién vs. PredatqrActivision, 1993) to the
subways of Los Angeles$o6ldier of Fortunel.oki Games, 2000) and the spaces of the
recently expande8tar Wardrilogy (Jedi Knight LucasArts, 1995); it was a perfect
game engine for creating a specific scenario fgarae and hence, several elements of
classic film iconography — such as the examples@bovere whisked in and
packaged into full-price games which sold in droves

The success of ealyoomstyle games relied upon the fact that they sold both a
playable space and a hyper-playable space, wherputers could be linked together
through the creation of game servers allowing sdy#dayers to simultaneously work
within the parameters of a networked game; the ggmaee oDoomwould then
become one where competition could be encouragedeba people through the
creation of small Local Area Networks (LANS), Imet-based networks, or both.
Programmer John Carmack’s idea to incorporate n&tenabled play into the design
of the game engine looked at outset like it wowddgi the popularity of an already
successful formulaWolfenstein 3Did software, 1992), indeed, id Software’s John
Romero had claimed that on realising the capaoityétwork play thaDoom‘was
going to be the most badass game in the histotiyeoplanet Earth®. In a sense,
Romero’s insightful comment wasn’t that far frone tinuth: the original game sold
two and a half million copies, alongside the dovawliog of an estimated seventy
million shareware version% later versions would cumulatively sell tens oflimis
of copies over different platforms.

As Darley (2000) has suggested, the origD@mhas a minimal plot; in essence,
the plot revolves around shooting anything that @sp¥inding keys and getting out of
the level alive gee alsoAarseth, 1999). At outset, the game engine wast woved
extremely popular to players. Later games begadtbextra flavour to the game,
one of the biggest turning points for me emergdtiiwithe game-alf-Life (Sierra,
1999) where, in the end, while the process ofridlifor ‘fragging’) monsters

%3 Source:<http://doomworld.com/pageofdoom/thegame/doomhist:t
% <http://lwww.sfgate.com/hypertek/9708/4 quake.shtml
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remained paramount to the core functionality ofghee, coded Al began to seep in
to allow slightly more interaction and potentiat fuot than before. Of course, the
main objective was to cover the game-space widndllood and entrails using an
assortment of cartoon-style weapons, but this fdws always been one of the
propositions upon whicboomgames have been based. The game architecture
initially formulated forDoomnow seems to have taken on a life of its own — and
appears set to stay for the immediate future. SBpit GamesUnreal Tournament
2003° and id’'sDoom I1I°° will be released, both vying to offer the most
comprehensive gaming environments available fofi&Dperson-shooter (fps)
games.

Gaming Environments / Gaming Engines

What is fascinating about bofoom(id software, 1993) and latddnreal
Tournamen{Epic Megagames, 1999) (although both are remérisatmilar games),
lie in the technology that executes and rendergdnee: the game engines. Both
Epic Games and id Software create hoehsethe technology underpinning their
games. The technology used for the origbabmgame — now dramatically altered
from the original — has been the basis upon whiahyrother games have been built.
id Sofware currently sells licences for fQeake I1i(id software, 1999) engine to both
game developers and manufactures of graphic-cehthd¢dogies and some of their
revenue comes from licensing out their technolayyother commercial ventures,
such adHalf-Life (Sierra, 1999)Jedi Knight II: Jedi OutcadfiLucasArts, 2002) and
American McGee’s AlicéElectronic Arts, 2006). Epic Games, on the other hand,
have licensed their 3D game technology to Indudtrght & Magic (ILM) for their
creation of 3D walkthroughs of set desitjifsr Artificial Intelligence(Warner Bros,
2001) and the gamdé3eus Exlon Storm, 2000) an@live Barker's Undying
(Electronic Arts, 2001).

Recently, id software released on General Pulitiensé® all of the code for both
the Quake(id software, 1996) anQuake llengines (id software, 1997); the
technology underpinning both games has been madb/favailable for download on
agreement to the terms set out by the GPL licersgngement. Understandably, this
has led to a number of bizarre spin-offs, namedythachinima’ movemef, a
forum and support site / repository for ‘movies’drausing th&uaketechnologies,
AAQuakea purely text-rendered game based on the GRUake llengine andRed-
Blue Quakea version optimised for 3D glas&éksAdditionally, the release of the
GPL licence has further aided the development ahtless ‘mods’ created to alter the
way the game functions, for example, by employinglar forms of physics and
mise-en-scene found within the filithe MatrixX?.

% See<http://www.unrealtournament2003.com/

% See:<http://www.gamespy.com/e32002/pc/doom3/

°" See:<http://www.idsoftware.com/business/home/technolagy/

%8 See<http://www.filmandvideomagazine.com/2001/07_jultfgas/A.l/unrealcity.htm
%9 Seex<http://www.fsf.org/copyleft/gpl.htn

80 See:<http://www.machinima.com

®1 Seex<http://www.jfedor.org/aaquake2/and <http://www.jfedor.org/red-blue-quake®/
62 Seex<http://www.planetquake.com/kickme/matrix
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Communities of Doom: Making Gaming Mods

Ever sincdDoomwas first released and brought many servers in foaer
universities down$ee:Herz, 1997), the relationships fostered betweeméme and
its online enthusiasts has been staggering. tevacé harbours a proven track-record
for success within this area for two reasons:l§ilsy offering support to gamers by
giving them access to the tools they developedthicreation of levels, avatars
(characters or ‘skins’) and modifications and seltprby adhering to the principles
of shareware in the first place; essentially, bymg away one-third of the game for
free could constitute ‘giving the game away’, thait philosophy and approach has
worked: it is almost beyond doubt ti2domwould never have enjoyed the success
and exposure it has received without doing so é&swl &’'s GPL approach and the
free distribution of tools has led to a life whistnetches way outside the boundaries
of the boxed commercial release. The game’s &ydebecome a genre in its own
right spawning manglonegames, some of which | have already mentionedsdune
of the biggest — and probably most unexpectedulteesave stemmed from the
creation of a versatile 3D engine which has enattiectreation of an almost infinite
range of fantasy mise-en-scenes, in addition t@an® for making ‘home movies’
using the technology. Finally, the network elersertded into the game have
allowed for gaming to be undertaken either overcallarea (LAN) network or the
Internet.

This area of appeal explains why thousands asuserldwide meet in 3D game-
spaces online and was undoubtedly a deciding féatats adoption by the (post-cold
war) US Marines as a team-strategy training siroul&arine Doonf®. Back in
1995, two members of the US Marines, having playedy different games, decided
thatDoom Il- although a far more simplistic game than manylavi@ now — could,
with some careful adaptation, be used to simulaattons which would promote
team co-operation, quick thinking and practice md#hfor combat. They spent three
months editing the game to create a customiseckspat added the weapons they
used to create a scenario that shifted closeritmtable to envisage using the
technology as a training mechanism. Insanely ematings experiment caught on,
also catching the attention of the Secret Ser#8#, US Army (bid.). Also —and
perhaps unsurprisingly, it became suddenly appdnanthe game could also be used
as a marketing tool to provoke interest from po&mandidates:

‘Kids who join the marines today grew up with T\idgogames, and computers.
So we thought, how can we educate them, how caengage them and make
them want to learn? This is perféét’

Although this VR process isn’'t necessarily newinventing the Future at MIT
Stuart Brand mentions the use of 3D VR recreatarasmission which was used to
train soldiers for a mission (Brand, 1997), whateshaps new is that the initial
Marine Doomremake has recently led to a considerably molishaand expensive
set of gamesAmerica’s Army: SoldierandAmerica’s Army: Operation@JS Army,

%3 See:<http://www.wired.com/wired/archive/5.04/ff_doom_lmml> See alsoJordan (1999:189-90).
%4 Source:<http://www.wired.com/wired/archive/5.04/ff_doom ml>
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2002), which — as it happens — has been develapadb@am ‘recruitment and
marketing tool’ to educate and inform people ahwatthe US Army d&°. The

game is based on the Epic Games’ ldthseal engine and has been held up as the
most comprehensive and realistic US army game:paes can (and will) jam and
fail, with each weapon having a unique differerittfarcentage®. As a game, it
gained notoriety at the E3 2002 conference: ayréeWnloadabl® product of the
standard reached by many full-price commercialasgs, with 600,000 players
registering within the first 50 days of releaseddfional extras are being added, with
an ‘Airbourne Ranger’ patch and extra ‘teamplayilifze) games being made
available. Whether the game drives recruitment stidlybe open to debate, although
the game has already created heavy demands, bmmdahded both from within and
outside the USA.

Half-Life: Counter Strike and Unreal Tournament: Tactical Ops

Perhaps one of th@herdriving forces behindAmerica’s Armylie in a desire for
games that pursue a higher degree of realism fin@mn predecessors. Two examples
of such games at¢alf-Life: Counter Strike® andTactical Ops: Assault on Terr&t
One of the main doctrines of both games centredralthe creation of a game which
serves to make game-play ‘a little more realistitassically, early multiplayer FPS
games functioned around running and shooting, scang extra weapons as the
player goes. When the player ‘dies’, they ‘respai@nre-enter the game-space)
from another point: from there, they can contimueun and shoot until they get
bored. Throughout the game, the server is resplenfair calculating the game
statistics.

This was fun for a while, although through tinmelahe widely available
development tools, more complex and innovative gawere developed, some of
these ultimately becoming incorporated into the gguas ‘modes’ of play. One such
example is the popular ‘capture the flag’: an eptiyer modification which soon
became a standard feature within FPS games. Qmfay, the ‘capture the flag’
game functions like a rugby game: only there a@ftags. Each team must try to
‘capture’ the others flag and place it next totlosvn in order to score a capture
point. This style of ‘mod’ became developed furtimo a game calledieam
Fortres<® and is also a multiplayer mode found witinake 11l Arena(id software,
1999).

Another ‘mod’ which really had a dramatic impags the release éfalf Life:
Counter StrikgSierra, 2000). Initially a ‘mod’ created by gaemhusiasts, as the
game progressed through early stages and the caslesfined, the game quickly

% Source:<http://money.cnn.com/2002/05/31/commentary/gamer/ovimn gaming/index.htm
% Source:<http://www.gamespy.com/e32002/pc/armyops/indexeht

®7 Go to: <http://americasarmy.com/ops/downloads/downloadsg:htm

%8 See:<http://www.counter-strike.net/

89 Seex<http://www.tactical-ops.to/index.php?page=about

0 See:<http://www.planethalflife.com/tfc/ and <ttp:/tfc.sierra.cony
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caught on to become one of the most played gaméfinaiibns ever se€r; so much
that the unofficial mod — still free to download fmwners of the game — was taken
over by the programming house (Sierra), refinethierand given an official release.
The same is true for thEactical Opsmod’; initially hacked together by game
enthusiasts and then released commercially by iafogé. Both games (or ‘mods’)
achieved popularity and acclaim through an embodiroga more realistic style of
play; moving away from the dimensions of the sagefiction fantasy ofShostbuster
style guns and monsters to a realm of team stratbgye players control a member
of a German, American, French or English speciadmn one side, whereas the
other side comprises of terrorists. Those ongpecial forces’ have to rescue
hostages and kill the terrorists, whereas theristsocan kill both. Generally
speaking, the task is to secure a building (oftarmeehouse-space) and for once,
strategy and stealth supersede endless pointinglaading; the constant ‘respawns’
that allow a player to rejoin the arena after tieimise is removed from both
CounterstrikeandTactical Opsin their space, a player’s death banishes thetineto
realm of spectator, a position where they leave thatar and weapons where they
died, now only able to observe the rest of the ganti the next match. Since the
release of both games, this style of gaming haggprancreasingly popular, rendering
both ‘mods’ highly popular on game servers.

As with multiplayer games — far more so than lefgayer games — one of the
emergent problems has occurred around polif@iglay; indeed the main sites for
both ‘mods’ have rules and guidelines for playing james. However, human nature
is as such that players cheat, so — in the caseevh@ny people are playing —
systems need to be put in place to minimise unlepify. Cheating is a source of
irritation and many players are vocal about thiterousing the talk function within
the game to reprimand a plaferOne effective solution against ‘unfair playfis
monitoring to be undertaken by the server. €Gounterstrike a generaHalf-Life
adminstration tool has been created called ‘admitifiovhereas th&actical Ops
‘mod’ uses a system called TOST (Tactical Ops Sedenin Toolf>. Another route
around this has fallen into the hands of ‘clan&yprs who get to know each other
initially through playing, although later throughtérnet Relay Chat (IRC) softwafe
Generally these are players who ‘meet up’ and atagpecified times as a ‘team’; the
‘clan’ system has become an integral part of mialjier games and in a sense, they
represent a higher, more dedicated hierarchy gepta Clans will play against other
clans, further encouraging online competition, @ligih this comes at the cost of
‘commitment’ to the game to others. After all, gagwrequires an investment of
player time: as anathentime is available.

" Indeed, the home page of the official website gipboasts that ‘Counter-Strike is the #1 online
action game in the worldSee:<http://www.counter-strike.net/

2 See:<http://us.infogrames.com/games/tacops_pc_action/

3 There is also — in addition to ‘text-based’ chat facility which allows for voice-chat (voice over
IP). A popular example of this used on some serigethe Roger Wilco software, which — fast
connection providing — allows team members to &l play through headsetSee:
<http://rogerwilco.gamespy.com/

4 See:<http://www.adminmod.org/

> See:<http://tost.to-center.com/

"® For example<http://www.mirc.com?
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Conclusion: Online Entertainment

By playing the game, the playeodesthe game. As this happens, the game dually
codesthe player

In this final section, I'd like to reflect on senof the ways in which gaming has
developed over the past three decades to forrmthesiry we know today. A new
dimension has been opened through the co-locafigarnes with online resources:
networked technologies allow for team-based gamdsyperplay and every hour of
the day, thousands of people are playing acrosgltiiie. Both Sony'®laystation 2
and Microsoft'sXxBoxoffer products and packages which require a braadlb
connection to enhance gamihgAdditionally, a raft of games, addons and tke i
are available to ensure an online ‘experiencetleéd, The Sims OnlinéMaxis,

2003) is literally an expanded multiplayer versadrihe game. The game is only one
side of course; hundreds of fan sites also exisgtmg interest groups and
communities that swap information, ideas, tips &odk to expand the game to
maximise their own pleasures from the product.

Gradually, as increasing numbers of users swviitahgital services, a raft of new
services for online entertainment seems inevitableacent months, for example,
we’ve seen the launch online music services fromléfthrough iTunes) and a
merger between BT and Yahoo! offering consumerisesvand gaming. We've also
seen the launch of the slightly controver§lal/pe which offers peer-to-peer
telephony via an internet connection, bypassingdatephone completely. Several
interactive entertainment companies have moved tovigre creation of Massive
Multiplayer Online Role Play Games (MMORPGS). Tdase subscription based
games which players sign-up for and, once loggedranfree to roam around, play,
perform and interact from other players.

MMORPGs represent the commercialisation of Muker Dungeon (MUD) based
games first seen emerging from Universities somge20s agogee Bassett, 1997).
Facilitated by technology, a corporate ethos andtaork infrastructure, MMORPGs
offer an insight into the way games are potentiaéigding. As these spaces are
owned by companies such as SoBydrquest | envisage vast games where
advertising will surely begin to become part of fpatial furniture. It is also already
clear that such games are ‘within reach’ of Javsetdanobile phones and pocket
PC<® meaning the game can be played away from theafessie living room.

What is perhaps more bizarre here is that thesees have a currency and value
reflected in the world of finance: a glance at eBhg popular auction trading site,
makes clear that such games can sustain a readregasf their own. People are
trading tools, characters, tips and artefacts: simwuested in online play can translate
into real money. A recent article published by BBiEémonstrates the growth of such

" Microsoft's Xbox Liveworks in conjunction with a broadband connectimrch as BT's home ADSL
package.See:<http://www.xbox.com/en-gb/lived. Sony’s UK Playstation website also offers
information concerning online multiplayer gamingee:
<http://eu.playstation.com/networkgaming/story.ji2etbryld=300343_en_GB_GUIDBS

"8 See<http://eqpocket.station.sony.cordnd <http:/heroscall.station.sony.com/
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economies: in a survey held in March 2002, Norrtté virtual world ofEverquest,
had entered the world economy (at"7Between Russia and Bulgaria) primarily
through such an economic crossdvers to how far this research can really be
believed (since when is virtual monesal?), what is becoming clear is that
interactive entertainment will move ever furthestestaining player interest whilst
articulating spaces for new virtual economies.

Formal structures: progress made in understanding dsign and analysis

‘Before the appearance of the Formalists, acadessigarch (...) had so lost sight
of its proper subject thélls very existence as a science had become iju3tere
was almost no struggle between the Formalists emd\tademicians, not because
the Formalists had broken in the door (there werdaors), but because we found
an open passage-way instead of a fortress’ (BakiselBbaum, “The Theory of the
‘Formal Method™:105§% my emphasis

Now I'd like to run back to where | started frorRormalism and structuralism are
means for ‘mechanically’ (in the academic senspasing ‘form’ from ‘content’.
With them, we have analytical tools which allow as critics, to get beneath a
narrative text and begin to deconstruct it. Ineorib better contextualise its
importance, I'd like to briefly touch upomhyit came into existence amehatit
intended to do. Formalism emerged from within camist Russia in the early 1900s
and had several ‘branches’ (including academicriheot and literature), for
example: Futurism and Constructivism, which | sklascribe shortly. One of the
most remarkable aspects of these movements iadbady knew anything about
them (in Western terms) until decades later asvélss wealth of information was cut
from us for many years. Perhaps the most unifgsgect within this node of theory
Is it was abougbstraction creating what we would call a schema for undeditay
how to break something down and identify its pagsf it were a machineThe turn
of the 1900s had brought with it a collective drigeescape from history, by doing so,
to consider a work of art in isolation from the ettiorms which surround it.

Here structuralism differs because it consideescontext in which a text is
produced in relation to a network of signs and sp&arthes’ mode of analysi®es
consider the culture and the history of the texg relational sense, but then his work
shares one property with formalism in that it waswt deconstructing a text and its
meaning (or its sense of ‘artfulness’). Withirrialism, there were literary
academics (or writers) such as Shklovski and Jakoba the one hand; on the other,
there was Kandinsky, who was ‘into non-represeveatr non-figurative
abstractiorf, a precursor to cubism. Futurism, as its nameestg, intended to
ignore the past and involved linguistic experiméntd?. Here attempts were made
to create new forms of poetry and literature, eiiplg the sound texture of the
language. Again, here the key terms which overtaern themselves with this
notion of abstraction and a sense ofgh@wing importance of the machinar the

" Source:<http://news.bbc.co.uk/1/hi/sci/tech/1899420stm
8 Cited in: <http://www.shef.ac.uk/k-zbinden/history. #m
81 See:<http://www.ditl.info/art/definition.php?term=1883
8 Here I'm considering — or concentrating oRussianFuturism, which is undoubtedly connected
with Italian Futurism although their historical abnship lies outside the scope of this thesis.
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system. In this respect, a formalist approaclhitécature attempted not only to isolate
and define the ‘formal’ properties of poetic langedin literature) but also to study
the way in which certain ‘devices’ (for examlstraneni¢ determined the
‘literariness’ or rather, the ‘artfulness’ of anjedtt.

Games are formal systems: a pack of cards hadecpmathematical symmetry
from which hundreds of games have derived the warkt: a card game can be
broken down into finite mathematical systems anesiuthe building blocks for
games (for what is a game without rules?). Sityildormalism and structuralism
provide rules for deconstructing narrative texigl#ing us to ‘use’ language to take a
text apart. | have demonstrated, the kind ofyammaformalism and structuralism will
allow for can be used further our understandingay, a user interface. Here | am
thinking of operating systems: the desktop ‘metapisaised as a kind of abstract
bridge (or layer) between the user and the macleisgentially, to make the operating
system ‘useable’, the software creates chaingyoifgrs that are of benefit to the
user, a visual language which we are all familidhwIindeed, a ‘progress bar’ is a
formal structure, much like one of Propp’s ‘agentits narrative purpose in the ‘text’
of the operating system is to allow users to urtdacshow long a process (usually
loading) will take.

Usability ‘celebrity’ Jakob Nielson clearly regpe formal logical structures.
Nielson believes that good design ‘language’ caarimerstood by taking stock of a
series of rules. These rules are really formailcstires (much like the desktop
‘metaphor’) that show the user ‘how’ the systemkgorWe all know, for example,
how a ‘left hand nav’ (LHN) works. Given that alst@very big corporate website
across the world has adopted this, we could sayhikd HN has become a formal
element for an information system within a web paBy its very nature, it structures
the page by organising content and also servesresiaand testedneans of making
content online accessible. There are many ‘formlaiments that make information
easier to find on a web page, a computer eastes& and a game easier to ‘play’.
All of these elements, to an extent, adhere tocjplas we can find within formalism
and structuralism.

This leads us to a concept of an overarchindhitacture’ which denotes ‘good’
design, which | shall discuss shortly. | woulcklito briefly conclude by stating that
formalism and structuralism have been useful asirsgigpoints as they give us an
insight into the kind of academic tools we can fasémapping’ what a system is:
formalism offers a structuring logic for a literagystem through a series of
techniques - such astranenie- which allow analysis to take place through acpss
of abstraction. Structuralism, on the other ha®monstrates how meaning can be
made across a network of objects. In earlier gestil have mentioned physical
architecture and how it reconfigures the spacehichvwe live. | have also
mentioned that the architecture of a place can dgped through forms such as
cinema, photography and even games. Now | wokgdtd lead from ‘formal’
elements within design to thinking about a différeind of ‘architecture’ which can
allow us to think about how games are built and lttoey work.
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Architectures for Information and Design Patterns

Architecture is a system for structuring and ardgphysical space. Information
architecture is a robust system drawing from compsitience, architectural and
taxonomic theory to allow us to understand and rilgsevhat an information system
is. Like formalism and structuralism, it's a diglane for creating an ‘abstraction’ -
much like a blueprint - for how we can think abrtd manage) the daily ‘flow’ of
information. It's a discipline which aids in thegign of a computer network, a
website or a directory. Design patterns offer ptugs for game design or
programming - tried and tested rules for solvinglgems which have occurred in the
past. Where Architecture and Information Architeetdemonstrate mutual influence,
is through ‘design patterns’.

The architect Christopher Alexander is widelyuglbot of as the father of ‘object
oriented design’ patternSéeAlexander, 1978). A ‘pattern’ is a recurring sadatto
a standard problem. When related patterns are wiggther they form a ‘language’
that provides a process for the orderly resolutibarchitectural design and
development problems. Alexander’s ‘pattern languagscribes a structured
collection of patterns, intended as a practicatigdor architectural designers. His
‘language’ described contains 253 patterns sgfit inree broad categories: towns,
buildings and construction.

Patterns have proven useful in the short terhetp people reuse successful
practices. By demonstrating useful techniquegpfoblem solving, patterns help
people communicate more effectively because thaplerpeople to reason more
effectively aboutwhat’ they do andwhy: in this sense, a pattern sets the equivalent
of ‘legal precedent’. In software development,igegatterns are foundation rules
for any developer working on elements of a projant an ‘object oriented’ approach
means breaking a task down into the minutiae ahetds in order to ‘solve’ a
complex programming project. The logic behind finscess means a team of
developers can work on the same project, knowihipalpieces will fit. Such an
approach also makes a big project significantlyemammprehensible, in much the
same way a house is built from a series of drawiegsh drawing representing a
specific part of the building. For the developr,object oriented approach means
building elements which are dedicated to specdsks; this makes fixing bugs much
easier, as the ‘source’ of the problem can be dk&@®ne (or a series) of objects.

Patterns offer a step toward the creation of dbmoks’ for software engineers.
Pattern languages are not formal languages, hemratcollection of interrelated
patterns, though thejo provide a vocabulary for talking about a particydeoblem.

In other words, a developer can understanw a piece of software has been created
if they can see what pattern language was usect#becit. Both patterns and pattern
languages help developers communicate archited&noavledge, help people learn a
new design paradigm or architectural style and help developers ignore traps and
pitfalls that have traditionally been learned obyycostly experience. So how do
patterns relate to computer games? Throughouthegs, | have mentioned the
development of early games, often authored by onavo) people and I've tried to
chart the development of the industry from thetage’ to the ‘corporation’.
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Nowadays, it is impossible to think of games withmentioning patterns because of
the sheer complexity of them. Vast teams of deyesi® can work on games for
several years and techniques such as patterngppnabahes such as object oriented
programming have meant that games have moved frersinple 2D offerings we
remember from the 1980s to the huge 3D labyrintase&e for sale now. It would
have been impossible for a company like id Softwardeave created a game like
Doomwithout patterns, developers and an object orteapgroach.

Patterns emerged as systems for solving compidutactural projects. Computers
are employed throughout the life of any architeatproject from early CAD
drawings, to any number of simulated ‘tests’ andd&Bigns (or impressions) for the
project. Finally, when a building management tekie, London’s ‘Interior PLC®?
manage and coordinate a project, computers arethsmeyhout to track and
document the process. The kinds of games we nayask built using practices
taken from architecture and the software usedeéaterbuildings in physical space is
also used to create buildings within games. Allgdnes have ‘buildings’ modelled
on those we find in physical space. There is, ymnd, a total fusion between
computers and architecture; the two remain forewenpletely and utterly
inseparable.

Beyond ‘Structures’: gaming, play, art and ludology

Now so far, I've demonstrated that formalism atrdcturalism have their rules for
the analysis of literature. Architecture, famousiyes patterns for making designers
templates and rules for creating buildings. I'esnbnstrated that the same is true for
games: programmers now have libraries of triedtasted practices (patterns) for
creating them. So now I'd like to address thelfmqaestion: what makes games
different from other forms? What do games offeuscas academics?

What's the difference between playing a gameansuming’ a narrative text
such as a film, a novel or a television broadcast@drew Darley has suggested that
computer games comprise a ‘fundamental de-centefingrrative’, claiming that
playing a computer game is as much a physicaliasitnental activity (2000: 56).
Walking around a city and ‘walking’ around a game different: one is obviously a
physical practice and the other simply isn’'t. Biat exactly does Darley mean by
de-centering narrative? His justification is ttieg ‘spectator’ is almost too busy
undertaking th@erformanceof playing (controlling the game, or thgatarin the
game) that they’re not necessarily concentrating oarrative structure. Rather, the
narrative in the game at the time of playingiadeas the user moves through the
game, making narrative decisions as they moveiff@rent pattern of machine code
is generated and moves through the machine ifexelit way each time a game runs:
in a sense, gamers make the code to the game wsgbeir actions affetiow that
code rungach and every timeto me, this process seems strikingly reminisoént
De Certeau’sWandersmanneithat | mentioned previously.

8 See:<http://www.theoccupancybusiness.com/interor/
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Therefore, a game differs from a narrative taxhat a player (rather than a
spectator) is taking control in a decidedly physicay. They're deciding where to
move and what to do. Their reflexes as they cotiteogame denote how the game is
played out (or plays out). Of course, anyone megdinarrative text is making
decisions, but the text is decidedly fixed; it’praduct in stasis. Games are dynamic
in that theymouldthemselves around what the player does. Althaugider to play
the game, the gamer must first learn the rulesighgement: a ‘two way’ contract.

Espen Aarseth says games ‘are not just madegaésees of signs but, rather,
behave like machines or sign-generato@st.(Frasca, 2003:223). This is
fundamentally one of the best distinctions | hagerbable to find between the
‘narrative text’ on the one hand and the game erother. Structuralism has taught
us to think of narrative texts as sequences ofksigach part of the sequence working
in theprocess of meanintprough a chain of referents. However, gamesy@tess
which dynamically create these ‘chains’ as playeose through them.

Here, a path is drawn between understandingcthresumption’ of a narrative text
(be it reception, spectatorship or any other theanyl seeing what a game text is
doing. Gameflow according to a set of rules and they are resperisitheir users at
the moment of play; each and every experiencegainge is unique; and, of course,
this is true for the consumption of narrative textowever, with a game, the ‘chain
of signs’ is not pre-ordained: it is for this reagbat bugs in games are often difficult
to locate. So there are ‘objects’ within a ganed éxistto manufacture new instances
of objects (elements within thmise-en-screenf the game that the user can interact
with: doors, controls, other avatars and the likéhile a game is running, it is
dynamically building a space from a library of atifeand it presents them partially in
an order dictated by coded rules, and partiallegponse to a user’s ‘requests’.

So what about art and perspective? Where doahdyinto themise-en-screeaf
the game? The answer, of course, is everywheneeg&uote’ from everything
around us. SGrand Theft Auto 8Rockstar, 2001) has radio stations within the
game,Sim City4000(Maxis, 2003) generates newspaper reports. AlgdMes have
a logic we understand as ‘physics’, laws for negjotg a space taken from the real
world, so 3D games have ‘gravity’. It's this loghat means we can tell the
difference between stealing and driving a bus spats car: both ‘handle’ in
completely different ways. Games echo and re#éigetything around them: they
draw styles from absolutely everything. Much IBebism, or the Bonaventura hotel,
they quote from a range of styles. Every landsee@ean imagine exists somewhere
in a 3D world.

Within the game world, time and space are reptesein new and breathtaking
ways: a recent example can be found inRhace of Persia: The Sands of Time
(Ubisoft, 2004). Earlier, | mentioned tidbx PayngGathering of Developers,
2001) played lik&'he Matrix(1999), it had a bullet-time system to make combat
easier and visually, thmise-en-screelooked like the film: everything is dark, worn
and ‘grimy’ looking. Prince of Persiauses a technique a little like ‘bullet-time’,
although rather than slow the frame rate of theegdown,Prince of Persiaactually
allows for therewindingof game time for limited periods. In other wordéen a

129



mistake is made which could cause the prince taddlis death, a ‘rewind’ allows

the player to take the move again. My comment sounds charged with affect, |
must admit, but this function ‘feels’ remarkableemplaying: it's the ultimate
empowerment. Certainly, there are 3D games wHlolwahe user to ‘save’ at stages,
but to be able to take control of the flow of a gaamd reverse it fqust enough time
to save restarting? It makes for a feature whisispect will become a ‘standard’
which is copied and improved in later games. Iddéene will tell!

So what of perspective, then? I've talked agterabout perspective. My reason for
becoming so interested in the origins of perspeds\because of the notion of the
‘virtual camera’. It had come to my attention thamputers could indeed emulate
cameras: after all, this is the basis for CAD aBd3odelling. The popular 3D
modelling applicatior8D Studio(Discreet Software:2003) literally is exactly wiitat
claims to be: a 3D studio with as many ‘cameraghasuser desires. This is possible
because computers can ‘think’ in 3D; they can ustderd perspective and can
calculate it from any given angle. In 3D studiogpresentation of a 3D object will
indeed be shown from a multitude of perspectivesiganeously. This is a function
which makes some recent games so fascinating.s@Brince of Persiaagain as an
example: the game emulates the job of the cinemeatdr, the vision editor or the
vision mixer. While the user is playing, the gabeing calculated from a multitude
of perspectives. An object within the game engieeides where to have the virtual
camera ‘record’ (this is important because toaabe reversed!) or view from, in
relation to the player’s avatar. It then works batv to frame the shot, curving,
zooming, sliding from one position to the next watt easing that accelerates at the
start and then decelerates toward the end. The gaes cinematic rules for framing
shots and cuts between ‘cameras’ as the playersnoMeere are shots taken from
below, from above, by the side, long shots, clgse-urhe ‘camera’ tracks and pans
and then displays. To carry my earlier analogthiern. each gaming experience is the
equivalent of a new ‘cut’ of a film.
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