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Computer Games

4

The term computer-gasme COVELs a fange of forms, including violenr action
gamnes, STrategy -games, role-pleying and parracive games, erotic and
frankly pornographic applications; card games;-puzzies and skill-
cesting . exercises, and educational sofrware. Some of these forms are
clear. repusposings of early games. Some COmMPULEr games restage fa-
rnous board games, from Monopoly to Trivial Pursuit; ochers enace war
games (inclnding reenactments of World War II, the Civil War, and so
on), which were first incroduced and are scill played as inericare board

- games. Theze are digiral versions of evary popuiar American spost from

~golf ro football, which remediate on at least two fevels. Because sports
themseives are staged events and ac the same time televised perfor-
rmances, the computerized versions can refashion our experience of both.

Cormpurer games are detivered on a variety of placforms, which
are themselves-muleiply remediating artifacts: .arcade machines, video
+rrics char connect to a relevision sec, CD-ROM {or VD applications
for-deskrop cornputers, games sites and servers oo the Incernet o be

—received by_desktop compurers -or televisions with ser-top boxes, and
portable-games units. In_all their forms znd -with 2ll cheir modes of
delivery, digital games illuscrate the commodification of the compurer.

ARCADE AND VIDEO GAMES
~Cames were introduced first in arcades and chemrashome video units in
the-early 1970s {Flerz 1957, 14), a time when only organizatioes and
businesses could afford fully programmabie mainframes:and minicom-
purers. {The first do-it-yourself compurer kits, suchras che Alrair 8800,
also date from this time, but they were of interest only ro skilied hobby-

ises:) Theongoing developmens of arcade.and home games paraieled o
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anticipared the development of the desktop computer and its interface.
These games in fact repucposed che mainframe and.the mini as well as
the desktop computes, with amimplicic suggestion that gaming, or at
teast animmediazely responsive, graphical interface; is-whar computing
should really-be-abour.

‘As games became more graphically sophisticaced, the desktop
compurer did roo, so chac.the, semediations were ar times murual.

Sometimes the deskrop compures would run-shead of the games (the -

Macinrosh incerface in 1984 was more graphically sophisticated chan
Many CONtempoary -games); somerimes the visual presence and -intes-
active stzategies of the games would suggest new paths for the deskrop
inrerface. Finally, the portable units, such as the Nintendo Game Boy
introduced in 1989 (Herz 1997, 21), repurposed the pocket calcalaror
and the portable computes, with 2 clzim 1o immediacy of experience
through the intense, almost hypnotictavolvement of the user,

The earliest games in-arcades were not at all phorotealistic; in-
deed, they juse managed ro break out of one dimension into the second.
Although the famous game Pong consisted of nothing more than lines
and circles on an empty field, it nevercheless liberated the user from the
convencions of coRtemporary compucers, which were still programmed
wich punched cards er at best ¢hrough a dumb rerminal with a
command-line-inzerface. In Pong, it was as if the circles and lines had
flown off the command line and could ricoches aroand the screen (fig.
4.1). Alrthough the graphics were primizive, Pong and other Jirst-
genesarion games were hyperrediated in that they calied arrention o
an interface chat seemed ar-the time to be moving at.a frenetic pace. No
one confused Pong witlra game of teanis 61 Ping-Pong in the physical
world, Nevertheless, it was 2 Wnnium‘mﬁvlmm to warch 2 dot.on the
sereen behave like a ball, bouncing off each striking paddie or ricochets
ing off che side-of the screen and terurning on an appropriate erajectory.
There was a vast difference berween chis graphic behavios and the oper-
ations of a rraditional computer, which manipulated symbolsand pre-
sented its resuits only in rows of alphanumeric chasacters on the screen
or on perforated printer paper. The game suggested new formal:and
cultusal-purposes for digital technology.

Soon the arcade games became fully rwo-dimensional, with
figures cruising, ranning, or hopping around as inhabirants. of an elec-
rronic Flatiand, chus anticipating and chen later refashioning che desk-
top intecface as it evolved in the 1980s. Tn the popular PACMAN, for
exampie, the amoeba-like figures can be seen as weird deskrep icons,
repurposed from the sedace cask of representing dara files and directo-

ries and set in motion to gobble up ot be gobbled (fig. 4.2). Like all chie
other acrion games from this era, PACMAN is completely opaque;
chere is noching behind or beyond the iarerface, as there appeats o be
with & perspective paiating of phorograph. The game is an interface,
and so forthe player the immediacy of the expesience can come only
through-ackaowledging the medium. B p. 31

Action games in arcades, on video units, and en computars have
continuedto require-the nser’s intirmate involvement with the interface.

. Some developers have created more visually complicated games-wichous

showing any parcicular concern o pursue transparency. Orhers-have
wosked roward a: three-dimensional transparency, roward producing.in”
che user afeeling of immersion through linear perspective and-a-first-
person poiar of view. In sddition to remediating the computer segelf,
these games also remediate relevision and film. Ia fact, the distinetion
hersween the more Bypermediated and the more transparent games-often
rurns on whetherche primaryremediation is relevisionror film.

Video games are played on & repurposed television set, one in
which an zereched concrok unic eransforms the screen into a different
medivn. Such vides game SySEerns CONSTHULE 2 commodiry different
from breadcast relevision-shows-——one inrended for a parriculas group
{boys in theirpre- and-early. ceens) and packagedand paid forina differ-

Figure 4.1 Pong, an early video
game. © 1998, Sher Locker/FOX
Wews. Used by permission.
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Figure 4.2 PACMAN, an eacly
video game.

ent way, The game unics co-opt broadcast television to-offer « kind.of

encertainment whose characteristics inciude simple bur violent narra-
rives and tighriy coupled interaction berween the player and the screen.
At least for its audience of young users, the interactivity is an improve-
ment over conventional tetevision. Although the remare control for 2
convencional set allows che viewer anly to change channels, redace the
sound, and make other relatively minor alteracions in the video stream,
the joysticks, keyboards, and rrackballs of che games refashion and
magnify the player’s sense of conerol. Video games, as well as che action-
style arcade and compurer games, nevertheless continue to show the
influence of conventional relevision.

Television operaces more sfien-under the logic of hypermediacy
than does finy. For a variety of Teasens, television readily acknowledges
iuself as a medinm, znd action-style games are tike television in this
willingness o acknowledge their own mediarion. Like television, these
games function in real rime: either the player tries explicitly o “beat
the clock” or faces some ocher limitation, such as che amounr of ammu-
nition, which defines the rushed pace of the game. Finally, like televi-
sion, these games are abovt MoBitoring the world. Television and video

cameras -monitor continucusty the visusl scene at which they are

pointed. -p.-187 In che same way, playess of action-sryle-games azt
-called on o conductan ongoing surveillance. They are assigned explic-

icly or implicicly the role of securicy guards, whose-simple task is o

shoot anything rhat appears threatening. Because che ultimare threat is

thar the enemy will destzoy the eguilibrium of the system and.eventu-
ally halt the game by destroying the player himself, the player must
constantly scan the visual field and direct his fire appropriately. Ideolog-
icaily, the-player is-asked to defend or reestablish the-status gro, so

_rhat even though the viclence of the:games appears £ be antisocial, the
ultimare message is-not. It is a.message that has prevailed frooy the
early gares such as Space Inpaders in the 1970s to such games as Doom
—snd Quabe in the 1990s (fg. 4.3). For deeades, action games have played
out the-most aggressive-form of relevisnal moritoring.

Figure 4.3 Quake . Texrure
graphics end artwork © 1997, 1998
1d Sofrware, Inc. All-righrsreserved.
sed with-perrmission.

£

sawnhy s ndwed




k6

GIP2W Y

In the 1980s, first arcade.games and then video-and compurer
games began to exploic-three-dimensional graphics znd so 1o defie &
space that could be continugus with the user. Designer -could chen
-roake the games remedizre not only the monitoring funceion of 2l
video, buc-diso-the:narrative funcrions of television and film. An early
example was Dregon’s Las;, which conitained short segments—of linear
video (Herz 1997, 147). Arcade games and video games have-not ex-
ploited the possibilities of -interactive marrative.as have compurer
games, however, probably because che arcade and the living-room are
roo public and noisy. Interactive natrative games_favor -2 single nser
with the time and the solizude ro solve puzzlesand make choices. These
more thoughtfl games remediate film sather than video.

INTERACTIVE Fiim
Graphic, tole-playing compucer;games derive their nerrasive seructire
from eachier tesrual games {Zork and similar adventure games), which

~ghemselves come from fantasy literature, such-as Tolkien's The Lond of

the Rings, Thelr visual eradicion is that of three-dimensicnal graphics
and ulcimately, therefore, the tradition of reatistic, perspective paint-
ing. Such games seek-the real, sometimes chrough-transparency and
sometimes rhrongh hypermediacy-—somerimes by encouraging the
player to look through the susface of the screen and sometimes by
dwelling on the surface with its mulriplicity of mediated objeces: This
combinasion s what makes Tolkien's vrilogy such an accraccive-model
forgame desigaers and players. Although the books describe a world of
fantastic evenrs and characeers wich 2 photorealistic arrention ro derail,
the rexe calls attention to itself wich irs-anciquated-prose and poetry.
The elements of immediacy and hypermediacy combine to create-an
effect thar many computer game designers have consciously or unicon-
scicusly imitated. Fhis is the-case with the excraordinarily populerand
infuenrial Myst, which is compelling because-it simulzaneously reme-
diates several media on several levels {cf. Srmith-forthcoming). Myss
cormbines three-dirnensional, stacic graphics with rext, digital video,
and sound to refashion illusionistic painting, &lm, and, somewhar sur-
prisingly, che book as well. Almost certainly wichout the conscious
inrent of its aurhors, Mys# curns out to bean dliegory abowut the remedia-
tion of the'book in an age of digital graphics.

The logic of immediacy cequires chat che acts.of mediation be
conceated, and Myst is-aboue concealment, abour hidden puzzles whose

solutions open up_new graphic worlds and bring che player closer to

solving che mystery of the facher and his two sons. “Myst” is not only
the name of the game, but also the name of che book thar rambles iato
a crevice dusing the game’s cinemaric opening credirs. The book then
opens to reveal the island, as hooks in movies in the 1930s-aften opened
to reveal a picrure that then became the first scene of the film {fig. 4.4).
There is 2 whole library on Myst island, some of whose books describe
worlds.thar the facher has created. Two scrange volumes acrually con-
rain his evil sons—we can see them as.noisy video images inside the
pages of the books—while che facher, named Arzus, is tapped else-

~whete (fig. 4.5). The concealment in Mysr comes through congainment,

replivation, and changes of scale; Like z-series of nested Russian dolls,
the Myst book contains che island, which in tutn contains the library,
which conrains the books, which conrain che sons. Ar the same time,
the game makes nowitting allusions T0 the liceragure of generational
conflict from the Orestein to Finnegans Wake. The game and the allusions
begin wich the liceral fall of Atras into vhe crevice, where the falling
farher tnorphs inco the falling book. The father thus becomes the book
thar becomes the game. Eventually the player discovers that the two
volumes thar conmin the brochers are incomplete: their videos are
fauley because cheir pages have heen scarrered. So fhe playermust hunt
fos ‘these pages chroughont the Myo worlds. If ¢he player recrieves 2

Figure 4.4 Myst island contained
within the Myst baok. © 1993
Cyan Inc. Mysc® Cyar Inc. Re-

printed with permission.

56

spawnh sapndwed




96

i

ERE

Figuze .5 One of the sons of Areus
in Myst. © 1993 Cyan Inc. Mysc @
Cyan Inc, Reprinted with
permission.

certain page from another world, she can gainaccess to a-chamber where
the fachet hos been imprisoned by his sons. The facher then goes back
co the library and apperently destroys che two boolks chac hold his sons.
If ehe player makes che mistake of trusting eicher son and places all of
che blae or red pages in one son’s book, then that son escapss -and the
ployer muscorake his place, rrapped in rhe book.

The atlegory is obvious: the book as a vext should be replaced
by the book as a-window oato a vismlly realized world. Books operate
best {or as best they can) under the logic of immediacy, bur.computer
graphics are more immediate and therefore berrer. 1fthe player wins by
helping the father destroy the brothess’ books, she transcends the book
25 o texture of symbols and is allowed to'remain in the world of com-
purer. graphics. If she fails, she is crapped forever in-the book itself—
the worst possible fase in the age of graphics, In the course of playing,
whao the Myst player is actually discovering ate the momensts asd.stiat-
egigs by which the computer game remediates the printed book

In denying the book, Ayg is also affirming the book’s great
rival in the rwencieth cenvary: flm. Mys#'s refashioning of lm is subtle.
Tle game offers very lictle digitized video {although the video it offers
is serategically imporrant) and instead presents che player wich a-series
of tableatx that change only wiien she clicks. Still, there isno quesriosn

that the game draws heavily on such derective films as Vertige and
Chinatoswn, which present the detective as voyeur. Mayst is an intesactive
detective Gl in which the playeris cast in the role of detective, It is
also 2 film “shoe” entizely in-the fist person, in itseif a remediation
of the Hollywood sryle; where first-person point of view is used oaty
spatingly——except in special cases, such as Swrange Days recently and
some film noir in the 1940s. {See Telorte, 1989} Like many of the other
role-playing games, Ayst is i effect claiming that it can succeed where
flm notr failed: that it can consticure the player as an active participant
in the visugl scene. As Lenny in Swange Diays mighe pue i, Myst Is ery-
ing to be “like fitm only-better
Myst tries to improve on film by redefining the standard by
which we judge film. In many instances of remediarion, the new me-
dium . must 1y to convinge the viewer 0 acCept 2 AEW standard, for the
alder medium is inevizably superior when juciged by fes own rradicions.
In Myst, for example, the mystery issingularly lacking in therhychmic
variations we find in the traditional film. If anyching, the game’s pacsa-
tive stitlness is like the arrested cime in such unusual (and by Holly-
wood standards unsuccessful) Gimeas Antonioni’s L Avventura, Blow-up,
and The Passenger. Myst sustains almost <0 the end the single moment
in which the detecrive is on the verge of making a discovery, alchongh
our viewing habics from film celt us chas thar moment casnot lase in-
definitely. We expect sorme revelation and probably some vialence, and
our expectation is the-sonrce of the game's quier suspense. When we
enter a dark passage o Myst island, we expect a creature to come out
of the darkness at ns——Dbuc-noching ever Comes.
1Inlike in-Anronioni’s flms, however, resolution i possible in
Myss, ehroaghithe-solution of 2 series of puzzles. These puzzies consti-
tute che player as a-derective only in the shatlow sense, for they do ot
move the player deeperzinto the mystery, into & mystery-of self. When
~the player dees-find aad. free the facher, she-does not tearn anyehivg
abour berself. And nnlike in Blow-p, the-player of Aysr uirimately se-
jects the logic of mediation in favor of the logic of the transparent,
which the fazher Atrus affirms by destoying the books.
m”w@.waﬁ,...ﬂomm.omlb@uw<§dmm.5aom of film is not principally ©
comment.on Blm; the creators of Mys? miay not evesr be aware of specific
affitiarions of their game zo films madea generarion ago. Howevet, che
game is undeniably-an exercise in cinematic point of view, and even the
vaguest acquaintance with the Hollywood style is enough for a.player
to appreciate Myir's appropriation and semediation of it. The feeling of
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immediacy in Mys, as in other.games of this genre, is generated in large
part by the player's expectations derived from the medium of film.-It is

niot really-as i the player were on Myse island, which after all Tooks like.

no island-orrearch; it is as if the player wereina film abouf Myst-island.
The game can-only aztemps to satisfy the viewes's desire-for immediacy
by seeming-to put her in a film. Her sense of immediacy comes only
through an awareness of mediation.

Myst is by no-means the only example of a compurer game that
remediates film, although it is unusually resonant.wich the history of
filme. Myst’s sequel, Riven,appears to reiterate the straregy of the first
game, employing the same interface of pointing and clicking chrough-
staric images (and iz some cases video). Bus the images are mor¢ photo-
reatistic znd the game in general is even more calculated in s puesuic
of immediacy.

We might also have-examined The Last Express, which is more
overly filmic than Myst or Riven. Alfhough the characters and back-

-grounds ate graphic stifls and animations {in some cases generated from:
filmed fgures by motion caprure), the mise-en-scine and the “camera
shots” are entirely consistent wich the Hollywood style (fg- 4.6). The
player cleatly feels herself-to-be in a film—as usual, afilm of mystery
or-detection. The plot recalls Hitchcack or Graham Greene: che player
is given the role-of an. American expatriate who musz assume the iden-
riry of his friend aboard the Orient Express on che eve of World Wari.

« the -beginning, the American character knows nothing about the
plot in which be is implicared with the discovery of hisfziends murder:
In cypical Hitchicock fashion, he muse fearn more white-avoiding arrest

- by the police and whatever danger-kiled his friend. He must iearn in..

real time as the train moves across Eusope—by walking upand down

-the -carridors, meeting people who seem .to know him, and eaves-
dropping on conversations chac may provide-usefil information. One of -

1

the most compeiling features of The Last Express is the way in which
a fiimic sense-of plot is integrated-wixh'the monitoring funceion thar
compurer games have in common with television.

_Inaddition zo such resomans examples as Mysz and The Last Ex-
press;-there are now hundreds of less innovative games,-many based ex-
plicicly on Hollywood originals. Some of these, such as Blade Ruzsrer;
use three-dimensional graphics to recreate the armosphere and cine-
rmazic style of he original film. Othess sering together segments of live-
action Aim, as does Star Trek Borg: The Interacvive Movie, whick Is shot

entirely from the first-person poine of view of the-player as a characrer.

Jast as photorealism has defined reality 25 being in a photograph, inres-
active Glms define it as being in a movie. In games such as Bog, the
player as character is addressed by fellow characters in the scenes, and
wer choices change the course of events. Typically, conventional filmed
scenes establish the-parrative line, while che playet’s action at various
decision points-will-determine which flmed scenes wiil be presented
next. Alrhough the interaction berween the player and the filmed scene
is clumsy, the goal of this genre is to-¢lose such gaps-and give the player
¢he-sense-chat she has “fallen into = movie” Role-playing computer
games Are-aLLEMpPTing (0 MAvE from hypermediacy to immediacy by

concealing the signs of their mediation.

~S5x, VIOLENCE, aND COMPUTER GaMms )
Eomputer games have become popular visual media, and 5o erotic am
yiotent computer games are open £o the same pressure for public censos-
ship thar affects film and relevision. The charge thar the games promote
violence in society has been repested since the easty 1980s, even by 2
susgeon general of the Unired Srates (Herz 1957, 184), wher action
games became graphicaily sophisticated. In addition, religicus conser-
varives and some ferminists are critical of eroric games. Compurer games
come underartack precisely because chey remediace the (wo genres
(Rl and relevision) thar American society has come toTegard as imeme-

Figure 4.6 Cinematicsequence in
The Last Express. Graphicsfimages.
coustesy of The Last Express &, 2
game by Jordan Mechner. © 1997
Broderbund Sofewace, Tac. All
Tights reserved. Used by permission.
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diate 2nd therefore potentially chreatening. Books are not cengored as
strictly as film-end television hecause for.ouc visual culeure the writren
word does not-have-the immediacy that a moving picrure has.

“In fact, mainstream-American culture-seems o have-established
a hisrarchy of media according to theirassumed immediacy, a hierarchy
revealed in pasticular by erotictepresentacion. Written or princed por-
nography withoue -illusrrations is regarded as-the-least immediate.
Graphic pornegraphy, such as comic books and illastrazed sex manuals,
comes next. The major culeueal line is clearky crossed with phorography.
Brotic phetographs-are subject to censorship or possible criminal
charges in ways that graphic art and books no longer are. This culcoral
reacrion stems from & belief in the immediacy of photography. The as-
sumption is that the human raodels must have actually mnmmoudmm the
act revealed in the photograph and thar the image is caused by the
reflected light that traveled from.-theirbodies to the flm. Iris as i the
erotic impulse conld pass theough che phoregraphi to touch the viewer.
Filmand video are even more threatening becanse they are regarded as
phorographs in mocion.

The place of digiral rechnology in this hiecarchy has been shift-
ing.over che past two.decades. When the technology was used primarily
to store and-rerrieve alphanumeric information, che closest analogy was
the book. When digital-technology became graphic, it could take on
the culraral stacus of erotic picrure books or photographs. Now, com-
puter applicarions are setring these erotic graphics and digitized images
in morion, with, as atways, the promise of an interacrivicy not possible
with linear video. As the compurer offers-greater visual immediacy,
it becomes a.greater sthrear o thiose in our culture whe fear erotic
immediacy.

Pornography has been among the fitsc expressions-of two recent
media, the VCR and the graphical World Wide Web, as-weli as the
sterecscope in.the nineteench cenvury: Te-ds crue thar=in the last rwo
cennuries practitioners of each newvisual medium have sought out con-
tent thae will demonstrare its powers of immediacy, so that pornogra-
phy has been one {rempring) rest of immediacy. Today, enthusiasts for
compurer graphics and victual reality bold enteroticisoe as an irdica-
tion of progress, when they speak of cybersex or “teledildonics” (Rhein-
gold 1991, 345-353). Depictions of violence offer another test of
immediacy, one that for cur culeure is somehow felc to.be less threaten-
ing than sex. Hence, scenes-of violence permit popular film, television,

and now computer games to demonstrate cheir powers. of immediacy-
before a wider audience.

Designers in digiral media can choose to represent $ex through
eicher the logic of transparency or the logic of hypesmediacy. The obvi-
ous impulse is to seek immediacy through ansparency, to tfy 10 erasé
che incecface from the user’s consciousness sothatrthe experience seems
as authenzicas possible. In factyinchoosing o remediate-film, the com-
puter geme designes is also-chovsing to-reenact chesexnally aggressive
male gaze that has been.associated -wich tradicional film. & p. 78 Era-
sure of the medium is difficule for computer games, as it is for film,
becanse in both the experience must:be represented visually without
the crucial sense-of rouch. Feminist critics have.argued-that filen and
COmMpUter EAVironments are disembodied visnal experiences. & p. 236

s the case of flm, the camera work-——point-of-view shoss, unusual

camera angles, and so on-—is used to attempe make up for the lack
of the body. These shots are set up in the name of transpasency but often
createa hypermediated effect. There ds, for examnple, an-erotic cliché in
Holiywooed cinema,. in which the camera moves with such intimacy
over enrangled bodies thar it is difficuls o derermine exacely what part
of whose bedy isheing viewsd. The bodiesbecome abstract forms, mak-
ing the viewer aware of the medium of film. Jo i peshaps not suprising
cher film would use detailed editing ro serive for the immediacy of sex.
Computer games, which still cannot match professional ilm in camera
work and editing, rely inszead on their special claim to immediacy
through interactivicy. They allow the player to inrervene in the action
acd so to define a role uniike the one offered by film, video, or
photography.

One of the early erotic programs, Virtual Valeris, offers simple
branching structure and graphics primicive by today’s-standards, Krre-
‘mains interesring, however, for. the way in which it oscillares berween
rransparency and hypermediacy. Tezzy Harpold (1998) has called Valerie
an example of “programmed failure.” because the first releass was pro-
grammed toteboot the compurer-if the player failed tosatisfy Valerie.
This failure abruprly denies the player any ilusion-of immediacy and
reminds him that he is merely interaccing with a compueer progran:.

Erotic coraputer games, such as Vilerse, promise immediacy
through eransparency, but this promise i3 abways compromised by the
failure of the interface to remsin Transparent, just as ilm or video sex is
compromised by izs failure. The result is often, perhaps. always, thar the

program severts £o its other serategy of hypermediacy—poking fun at.

irs own feilure or using multimedia or self-conscious camerz work
call atrention to-itself as a medium. Representacions of violence also

revert to hypermediacy, in compurer games a8 in film. The violence is
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stylized, pesformed.by carrcon-like characters and controlied by elab-
orate, “unreslistic” rules of interaction (with joystick, keyboard, or
mouse). Games—thar depict flight simulation in jer fighters (such as
A-10 Attack!) revel in the hypsrmediscy efviolence, as-the players must
destroy their targets by engaging the compticated cockpic-controls of
the jet.

Tus_Socal 5PacEs OF COMPUTER GAMES

Arcade games, home video-games, and deskrop compurer games each
_operate within-their own social space. Arcade games are usuatly
grouped in-a commercial space, such as 2 shopping-mall or an-aizpore.
© pi66 An arcade hall is a collection of mechanical, mechanical-
electronic, and fully eleccronic games, in which the electzonic versions
remediate the earlier mechanical forms such as pinball. All the games
together creace 2 frenzied-atmosphere of light and sound, the young
adolescent equivalens of nightclubs, which the players are too young to
visit. Nigheelubs, of course, with their rock music and elaborare light-
ing effects, are alsc experiments in hypermediacy. Home video games
must be played where the television is locared, which is ofcen 2 rela-
cively large and.public room. Althouglr only one or two pesple can
aceively participate, everyone who sits in or walks through the room

_shares the experience of the game. In:an action game, everyone in the

room gets caught up in the actof moniroring the environment. As with
conventional television, the home video game becomes the focus-of the
room’s attention and redefines the social space. Deskeop computes
.games, played where the computer is-forared in an office or perhaps a
bedepom, zce compatatively antisocial, for they are often designed fora
single player.

On che other hand, deskeopgames may use-nerworking o ex-
pand their social-space beyond the confines of the offrceor bedroom
(Foster 1997). Myst, with no nerwork:connection-and providing oaly
for 2 solitary-player-occupying = single (though mobile} point of view,
cannot begin ro addeess the social dimension of film, the collective ex-
perience of un sudience. Ironically, the violeat. and tremendously pop-
war Doem (and its successor, Quake) is -in this sense more socially
conscious than Myse. With Doaw you can play with one or more net-
worked. pastners, with whom you share the work of eliminating mon-
sters, 2nd, if you get in the way of the other players’ weapons, you too

can be eliminated.. Dosm defines communicy as a-community of killes,
the high-tech version of a-tribe of paleolithic hunters. Like MUDsand
MCIOs, Doom is socially shared in another sense. It silows experienced

noy

users co build new archirectural “levels,” in which the game of destrac-
rion can continue. There is an entire communiry of such users on the
Internes who constructand shate the vast environment thar Deom has
become. The game's capacity to absorb aurhors and forge therm into_z
—comrzanity is in fact an implied improvementovertraditional cinersa,
in-which the-viewers cannot reshape or ad@ ro the narrative structuse.
Nerworked games-make a-claim toimprove on the social practice not
only ofother compturer games, but of television and olm as weli
"The Incernet promises to-assimilare the social space of gaming
to the space-of MUDs and MOOs; as compurer games connecred to the
nerwork can serve as sites for “virmal commanities” According €0 its
promotional web site, the role-playing game Ultima Online

allows Literadly thousands of peopls to exist simultaneonsly in the same Jantasy
game siorld gverthe Internet.

~Phayers can enjoy true socizl interaction with vther participants in real
tine—rfrm adventuring pawiies, engage in battles with other players, take on
perilaus quests, or chat-in.a tavern over o gobler of vivtnal wine.

Otber elements of the game wonstantly evolve—a funcrioning virtwal
aology drives monsters fo roam in search of food i i scares and world events
are inter-relazed throsgh w closed economic system and limited resources.

Ultima Online allows players to indulge in a continzons, twer-
changing game world, compiete with day and night, light and shadww.gffects,
3-D> tervisin and T6-bit color SVGA graphics. (brp:iturw owscominfol index.
bl January 11, 1998)

Like MUDs and MOOs, Ultinme Online and other such game
worlds promise tzansparent immediacy through real-cime interacrive
graphics or text, (Yet promises of transpareacy and hypermediacy are
surprisingly juxraposed. Udtima’s virnual kingdom comes complere
with “day and pight” as well as-sbxreen-bir color graphics.) Lilee other
mznifestations of cyberspace,  nerworked role-playing garoe such as
T} tima Online offers its players 2 world parallel to, yer distinct from,
their contemporary social and physical space,a world-withiits own ecol-
ogy, economics,-and perhaps-even physics, The thetoricof escape is
common among enthusiasts for manyforms of cyberspace: vireual real-
ity, MUDs and MOOs, role-playing games, and even newsgroups and
email. All of these manifestations are supposed to provide a new aad
suthentic experience while at the same time they divorce us from the
‘physical world.
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stylized, performed by cartoon-iike characters-and controtied by elab-
orate, "

unrealistic” rules of interaction (with joystick, keyboard, or
mouse). Games thac depice fight simulacion in jec fghters (such as
A-10 Atrark!} revel in che hypermediacy of violence, as che players must
destroy their cargers by engaging the complicated cockpit controls of
the jet.

THE S0CIAL $PACES OF COMPUTER GAMES

Arcade games, home video games, and deskrop compurer games each:
-operate within their own social space. Arcade games are usvally
grouped in a commercial space, such as # shopping mall or an airpore.
© p. 166 An arcade hall-is a colfecrion of mechanical, -mechanical-
electronic, and fully-electronic games, in which the electronic versions
cemediate the sarlier mechanical forms such as-pimball- Al the games
rogether create a freazied acmosphese of lighe and sound, rhe young
adolescent equivatent of nightclubs, which the players are too young to
visic. Nightclobs; of course,-wich cheir rock-music-and elaborace light-
ing effects, are 2lso experiments in hypermediacy, Home video games
mustbe-played wherethe television is located, which-is often a rela-
tively large and public room: Although oaly one or two people can
actively parcicipate, everyone who_sits in or walks through the room
shares the experience of the game. Tn an actiongame; everyone in the
room gers caughuup in che acrof monicoring the environament. As with
conventional television, the home video game hecomes the focus of the
toom’s artention and redefines che social space. Deskrop compurcer
games, played where the compurer is locared ir an office or perhaps a
bedroom; are compatatively antisocial, for they are often designed for a
single player.

On the other hand, deskiop games may use networking o ex-
pand cheir social space beyond the confines of the office or bedroom
(Foster 1997}, My, with no nevwork connection and providing only
for 2 solitary player ocoupying asingle (though mobile) point of view,
caanor begin o address che social-dimension of film, the collective px-
perience of an audience. Ironicaily, the violent and wemendously pop-
wlarDaow {and-irs successor, Qaake} is in this sense more socially
conscious-than Adyn. With Deser you can play with onre or morenec-
worked partners,-with whom you shere the-work of eliminacing mon-
sters, and, if you ger in che way of the-orher-players’ weapons, you 1o
can be eliminated. Doow defines community 2s a communirty of killers,
the high-tech version of a tribe of paleolithic huaters. Like MUDs and
MOOs, Dosm is socially shared in ancther sense. It allows experienced

levels," in which cthe game of destruc-

wsers. to build new archicecrural

cion can concinue. There is an entire community of such users on the
Trsernet whoconszruct and share the vast eavirooment thar Dosn has
become, The game's capacicy to absorh suchors and forge them inte a
communityisin fact ao-impiied improvemens over traditional cinema,
in which the viewers cannotzeshape-or add fo-the aarrative structure.
Necworked games make a claim to improve on the-social practice not
—orly of etheecomputer games, but of television and Alm as well.

The Interner.promises 1o assimilate the-sacial space of gaming
—rothe-spacs of MUDs and MOOs, as compuser games connaceed €0 nwa
-merwork can serve-assites for "virtual communities” According e it

promorional-web-sits, che role-playing game Uhtitna Online

allows iterally thousands of peaple-to exist simeltanzonsly in the sane fantasy
game world over the Intermat. .

Players can enjoy true social imteraction with other participants in reaf
tismform adventuring partier, sngage in battles with other Players, take on
peritous quests, orchat in @ tavera pver-2 gobler of virtual wine.

Other elemenss of the game constantly -cvolve—a functioning virtnal
ecology drives monsters 16 zoznt in search of food If it’s scaree, andworld events
are inter-related through a closed eromomiiv system and linited zesources.

Uitima Online allows players to fudulge in a sontinions, ever-
changing ganie world, complese with day and night, dight and shadow efferts,
3-D3 pervain and 16-bit volor SVG A graphies. (haspiftwiwes ouo.comfinfof indecc.
Bemd Jamuary 11, 1998}

Like MUDs and MOOQs, Ultima Onfine and other such game

worlds promise cranspacen immediacy through real-time interactive
graphics or text. (Yet proraises of rransparency and- hypermediacy ate
surprisingly juxeaposed. Ulrima's victoal kingdom comes complete
-with “day and night” as well as sixreen-bic color graphics.) Like ocher
manifestations of cyberspace, 2 nerworked- role-playing game such 23

Ltima Online offers ies players 4 world perallel o, yec distiner from,

their conremporasy social and pliysical space, a world with itsown anow.

ogy. economics, and pechaps even physics. The rhecoric of gscape is

cormmeon #snong enchusiasts for many forms of cyberspace: vistual real-

ity, MUDs and ¥O0s; role-playing games, and even-newsgronps and

email, All of these manifestations ase supposed o provide z new-and

authentic experience while at the same time they divorce us from che

physical world,
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