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-.'l --‘ -.||It -.'II -l! -l* #GamerGate. Within the movement several prominent female figures working within the -

gaming industry were targeted, particularly game developers Zoé Quinn and Brianna Wu, as
-- well as feminist media critic Anita Sarkeesian. The third issue of the isthisit? magazine hopes to -

— ‘ — ‘ — ‘ — ‘ — ‘F consider the constructed worlds that we choose to inhabit, the excessive violence surrounding a
== video game debate and discussion, the power of video games as an interactive medium and the
‘h .-- .‘- .- _ I- h - heteronormative face of stereotypical video gaming. The following is a collection of artworks, -
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.'- In the Beginning was Doom

! When the small company id Software in Texas, USA, 1993 released the videogame Doom few
o would have guessed that this game would change the entire game industry, and even fewer would
have guessed which impact Doom would have on the art world. Until 1990 most videogames
were played in a 2D environment in which you controlled a character or vehicle through a
landscape, as in videogames as Super Mario Bros, Pac Man or Space Invaders. In the early S0's the
™ First-Person Shooter genre (FPS) got its breakthrough with titles such as Wolfenstein 3D (1992)
.’ and Doom (1993) both published by id Software. The big difference with these games was that
.’ they taok place in a 3D world that was generated in real time and they were played in first person
= (First Person Shooter). The player didn't control a character on the screen, he was the main
Ml character in the game and saw the whole game from first persan view which mostly consisted of
looking straight down at a loaded gun.

. |

-- exhibition hall and let the visitors take a walk in the galleries armed to the teeth so they can
.- ‘- defend themselves against enemies sneaking up around the corner and disrupting the expEruence .
. of art. Arsdoom, Museum Meltdown, and other similar works can be categorized in a special genre
—h -h called "First Museum Shooters". In “First Museum Shooters” artist re-create real exhibition spaces, -
and in this virtual interactive arena the forces of popular culture and high culture clash together in
---' aviolent and often bloody confrontation. On one side, the established art institution with its
-Il - unigue irreplaceable works of art, exhibited as precious relics, and on the other side the digital

artwork that can be mass produced, copied and distributed via the Internet. "First Museum
Sheeters“ can be interpreted as a metaphor for an ongoing paradigm shift in art, it is a metaphor -

‘ — ’ for the struggle between the-old art vs the new art. There is also a metaphor of how different _
_ generations consume culture. The older generation is more accustamed to passively consume art |
-h ] in institutions, stated in the expression "go and look at art”, while young people today expect to be g

‘---- able to participate in and create their own art experience. The older generation, are in the game

metaphor, the monsters who defends and preserves the institutional ‘high culture” while the

-t - ™ younger generation, the player, create their own art experience by mixing elements from high
-' culture and popular culture and melting them together in new impressions and experiences in an -

-and other. The exhibiting artists were 3155 the enemies in the game and could be killed by the interactive- Game Art. Within the framework of the virtual world, the player can break all the
i player b mgmgmaﬂnm s his fists, brushes, wooden cross and the traditional chain saw from ‘— ‘._; conventions and rules surrounding the real art exhibition. He can do everything that is normally ‘
¥ the original Doom garme. Except hee:mg and killing the artists the player could also destroy the - h h foctiddens doe iouth des hiRg it ions |

e e G Gy O G TS S G G O Gy ¢
| v

t -artists as Herman Nitsch blood, wﬂ:h which he could spray the walls, or use Arnulf Rainer pens to
lsoafi hat let il the artw [ o o=
4 draw on the artworks. There was also a feature that made it possible to turn all the artwork - - - - - - -
=T -— -— 3 P—— -— P

-_ - producers wt?e have ceetret-eeef the exhibition with ful_l r:ghte te: elee?rey the works of art and
Mathias Jansson I —. I videogames from the visitors, second, it is expected that the visitor is active and interactive in
-- -- videogames are confronted with the rules of “not to touch the art" in the exhibition space. In art
— — bef ' i | d
b | TN [ S lttooknot long before other artists started ta create their own levels to popular videogames.
: Meltdown". With help of the videogame Duke Nukem, Torsson and Bernstrup recreated the
cam il i E
their own levels to the game and when they released Doom the following year, they did what they - ety 2715 “Museum Meltdown” got two successors. 1997 Torsson and Bernstrup made a version of the
% John Romero and John Carmack, had begun there career by hacking and altering others' games - - artists writes.
sold over faur million copies and was long in the charts of the world's bestselling computer video game Half-Life. The game’s logic can be displaced as well as all living art become objects for
The FPS genre evolved rapidly over the next few years with titles such as Doom I1(1994), Quake ---. In 1999 RELOAD Shift eV Gallery in Berlin arranged an exhibition with the artists Florian Muser and
new special tools that made it possible for players, to modify and extend the game by building
" ‘gamers. Suddenly there were a lot of new mods (modifications) to well-known game titles as

‘ FI rst M u S e u m S h 0 ote rs -h l-h' Arsdoom represents E miteetene in the eldeegeme-meplred art end merke N many ways a new
shoot the artists. The cancept of Arsdoom has many of the characteristic features that define
arder to experience the artwork. If the visitors do not play or get involved there will be no work of ‘
-.. - hweerke asArsdoom the eieitere!pleyere h_aee every opportunity to experience the art exhibition
. | without the normal conventions and limitations. -
IEETERmE | i e
architecture from the Art Museum Arken and let the visitors as in Arsdoom, take control over the
could to make it easier for the player to modify the game. They separated audio, video and music Conternporary Art Center in Vilnius and in 1999 a new version of Museum Meltdown was showed
and now they wanted to give something back to the gaming cormunity and create something
games. The videogame Doom did not only create a whole new way to experience a videogame but .‘ - ‘ the player's destructive desires. Museum with the task of conveying / preserve our cultural o
(1996), Unreal (1998) and Half-Life (1998). Powerful new graphics engine made it possible to _- '_,; Imre Oswald, who exhibited a reconstruction of the Hamburger Kunsthalle created with help of the -
their own levels, characters, weapons, etc. Through the Internet, which at this time began to.
‘ [leem Quake end Helf-Llfe. whlch both extendeﬂ the life ef the game:;‘r end{eeeted agro wmg

-- -' approach between art and audience. The audience is no longer passive consumers, but active arts
Written by --‘ artistic computer game modification. First, this type of art requires a certain habit of playing
- h - -y ort. In Arsdoom there are also a fusion between popular culture (video games) and high culture
fr (the established art world). Often this fusion is a bloody clash when the violent aesthetics from
: First Museum Shooters
,d— & L]
-= -l'-‘ Copenhagen.s Their contribution to the exhibition was a videogame which they called "Museum
Already at the launch of Wolfenstein 3D, id Software had noticed that the players tried to build ‘— ’ exhibition hall where they could shoot down enemies of various kinds and destroy the works of ’
from the game and put them in WAD files (Where's All the Data?)s. Both founders of id Software, ---' at Moderna Museet in Stockholm. In the press release from the Moderna Musset exhibition the
that gave extra value to the new game. In retrospect it is clear that this was a wise decision. Doom -— -- "Museum Meltdown is a virtual reorganization of the Museum of Modern Art and is based on the
also the conditions for a whole new art form. .-i‘_' heritage here is a scene of violence and destruction.”s
render even more detailed and sophisticated 3D environments. Among the new games were also a Videogame Quake.7 As in the previous examples, the artists created a virtual architecture of a real
™ cannect eleyere around the world, there were easy ways to epreed the new modifications to other

ettlsts erew up with wdeegemes and thee seen l:negen experi_._.-;_ r tmg whfh Ihe geme teeLs tosee

he.*..-..''*ti'he;,ﬂr could be used in artistic contexts.

o Theartist-as-gamer

breakthi aughfer artistic modifications of videogames can be dated to 1995 when the

‘Austrian artist Orhan Kipcak created Arsdoom te the media festival Ars Electronica in Linz,
Austria.n Arsdoom consisted of an entirely new level for the game Doam |1 (1994). The level was a
irtual copy of the exhibition hall jn Brucknerhaus. In the virtual exhibition hall the player could

4 found artworks of artists as Pater Weibel, Seiichi Guruya, Manfred Wolff-Plottegg, Sabine Bitter

® upside down in a style reminiscent of George Baselitz's art.s

. " - . i - - - § - —
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.-; A Meta-Level
The Australian artists Stephen Honegger and Anthony Hunt's contribution to the genre is a bit
different. There work "Container" was showed for the first time in 2002 at Gertrude Contemporary
Art Space in Melbourne, Australia.s “Cointainer” consists of a setup where a copy of a real

container is placed inside the gallery. Of course, the visitor asks himself how did they manage to
get such a large shipping container into a small gallery? It can hardly have come through the door.
The answer s inside the container where you can watch a video. The video is a machinima made
using the computer game Half-Life, and shows how an unknown person breaks into the gallery by
climbing in through a window at the back of the gallery. The unknown person then seeks his way
through the building through corridors and staircases, until he finally arrives at the gallery. In the
gallery he opens a secret hatch in the wall and presses a button. The ceiling of the gallery opens
and the container is slowly lowered into the room. The unknown intruder then retrieves a gun and
walks up to the container and opens the door. Inside the container there are a man looking at a
video. The unknown intruder simply shoots down the man and here ends the movie, and also the
explanation of how the container ended up in the gallery.
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The original idea to “"Container” came from a need to create a dark space in the gallery to view a
video. The solution was to create a container in the gallery and also making a fictional story about
how it ended up In the gallery. The visitor sits inside a proper container and sees a movie that
shows how the container has come into the room and how the person in the film enters the
container and shoots the viewer. It's an artwork about the creation of an artwork and therefore
you could say there is a meta-level included in “Container”. In other examples of "First Museum
Shooters" you will also find this kind of meta-level. As visitor you participate in different narratives '
levels. The artwork is showed in a physical real exhibition space in which the visitor enters, but the
visitor also stepsin as a viewer and player of a virtual copy of the exhibition space. To draw a
parallel with the theatre, the visitor is not only a person in the audience looking at the play but he
also steps up on stage and start to act and became a part of the play he is viewing. The visitor is
taking part both in the physical exhibition and the virtual exhibition, he moves between different
narrative levels in the artwork. In that way you can see “First Museum Shooters” as a form of
meta-art, which discusses and examines the experience of art in museumns and galleries,

-
&«

Everything | Shoot is Art

In‘connection with the 2006 graduation show at the School of the Art Institute of Chicago artist
Chris Reilly made a reconstructed of the entire exhibition, 4500 square feet spread over three
floors, with the help of computer game Half Life 2. Reilly works. with the long title; "Everything |

o Do Is Art, But Nothing | Do Makes Any Difference, Part II: Or; How | Learned ta Stop Worrying and
Love the Gallery".s A title that alludes to Stanley Kubrick famous film “Dr. Strangelove or: How |
Learned to Stop Worrying and Love the Bomb "from 1964 with Peter Sellers in the lead role.
Anyone who visited the thesis exhibition in Chicago could walk around in the real exhibition, but
also make a virtual visit. In the virtual version you had to deal with some nas“ty rmonsters as in
many other “First Museum Shooters”. In Reilly artwork you can also ﬁﬁﬁaﬁ@ﬁ&wme
artworks in the exhibition, but it is also possible to pick up paint cans amur}iﬂ the building and
shoot at them. The result is a kind of "shooting painting", whem;ﬁa pg’intfan explode and makes :
4 formation in different colours on the gallery walls. Maybe Reilly had Niki de Saint classic work of ‘

art "Shooting Pauntmgs inmind when he included this Feaﬁumﬂfwas between the. years 1961 to I — : e
-' 'Efﬁfas Niki de Saint Phalle did 12 performances in which ﬁufm a salon riffe to shot at paint '—h l- h

“ container mounted at. reliefs and sculptures. When the Wthitthn container the paint spread over ----

the nlﬁjeﬁt and formed a “Shooting painting”. Far Saint Phalle it was a statement that she as a
[
- -..r

woman could shoot her way in to the male occupied sphere of art, but it was also a new way of

looking at painting, In a known quote she said:

"EE%E’% Aim FirE RE?;J yellow, blue t’FIE painting is Crying, the painting is dead. | have killed the ‘- ‘-
--'—-

., pamﬁﬁg: ;m rﬁbmm. WEFWIth no uﬂ:t:ms o
o
’ '
cE e

‘ F. qupmﬂﬁtjmu‘s well cuutd beuseto descnh’e the genre of "First Museum Shooters".
hﬂdeaﬁame& tan be mn‘ipared to a form of new real-time paintings and when artists use the FPS

gamesta create new art forms, they are literal shooting their way into the art history. Especially

h_“"q.-
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‘ ‘ : in works as Arsdoom and Museum Meltdown you can see that the artists are killing and

dr—:stmymg the old paintings and simultaneously creating a new form of digital paintings on the
screen. After fifteen years we still see new examples of *First Museum Shooters”. The Swedish
artist Paul Steen has for example created "Art Assault” a maodification of the free apen source FPS
garne. Assault Cube.

“The computer controlled bots are named after the 100 most successful artists according to
artfacts.net. In Team Deathmatch mode the bots and the player are randomly parted into two
teams, Inside and Qutside. The maps in the game are based on real life artist run galleries or
alternative museums. 1

You can choose between 10 different maps including Magasin3, Stockholm, PS1, New York,
TATE Modern, London, Westwerk, Hamburg and Worm, Rotterdam.

One more example in the genre is Michiel Van Der Zander's machinima "Pwned Paintings #2"
from 2008.12 In this machinima we see a character moving around in an art historic collection. The
view is not first person, rather third person, found in games as Max Payne. Armed with a rifle the
character moves around in the galleries shooting at the painting so they fall of the wall. Pwned is
an expression used in videogames as Counterstrike, and to say "You just got pwned!” is a way to
humiliate and show domination aver an opponent that got soundly defeated. In the same way van [,

Der Zanden pwned the established art world. The statement is clear: The traditional art and art -
mstltutmns have been defeated, a new generation of artists are taking over, artists that will shoot '
their way into the art history and bring their own culture and expressions with them, in the same

way as previous generation of artist has done before them.
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into being ofthe notion of "author ™ constitutes the
moment of individualisation in the history of ideas,
literature, philosophy, Even today,
such categories seem
¢

didedddgeddda2dgdagal

The coming into being of the notion of "author - constitutes the
privileged moment of individualisation inthe history of ideas,
knowledge, literature, philosophy, and the sciences. Even today,
when we reconstruct the history of a concept, such categories seem
relatively weak.
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Jakob Kudsk Steensen
Interviewed by
Bob Bicknel-Knight

In this exclusive interview artist Jakob Kudsk Steensen talks to artist and curator Bob
Bicknell-Knight about why he uses Virtual Reality in his work, the Impnrtance of stimulating an
emotional response and the future of the medium.

Bob Bicknell-Knight: The research surrounding a lot of your work seems to primarily stem from
real life scenarios, or realistic future scenarios, accompanied by an interest in immersive
technologies such as virtual reality. Where does this interest stem from and why do you think it's
important to immerse oneself into these environments?

Jakob Kudsk Steensen: My exploration of immersive technologies, VR especially, stems from my
up-bringing, and | think it is something relatively generational. | never really questioned "why" VR
for-example, or the use of game engines for art making, because it has been a natural part of my
personality since childhood, and hence, virtual experiences are |mpr|r|ted into my rmemory, my
personality, and my friends and network. With VR | seek to make sense of how technologies, our
bodies, and natural environments intertwine. Growing up, | spend a lot of time playing computer
games and tinkering with game editor, but | also spend a lot of my time outside, and | grew up in
several different countries. The first version of "unreal”, essentially the same program | use today,
was released when | was a teenager in the late 1990's. The amounts of effort, technical frontier;
art direction, research and societal commentaries of a specific genre of games have formed how |
think artistically.

The first game | played was called "Red Alert” from 1996. So | was 9 years old when the game
came out, and it blew my mind. | was obsessed with it. | even learned some English from it, as it
was hard to progress without knowing the mission statements. Red Alert is an isometric game,
‘which means that you see it from a static top-down perspective. The premise of the game is an
alternative post-second world war history, where Einstein's theory of relativity was used to
develop a time machine that was used to go back in time and capture Adolf Hitler right after his
(graduation. However, as aresult, the Russians merged as a super nation that went into war with
the Allies, and, eventually, in Red Alert 2, conquered USA. Red Alert 2 was also one of the early
online games | played, besides Unreal, and | ended up being among rank 50 worldwide in it. No
one really knew about my early online gaming, since it was more of a stigma being that much into
computer games back then, compared to today.

The game that seriously got me into thinking there was more to computers than entertainment,
was Fallout from 1997. | got my hands on it through a magazine some years after it was released.
Also an isometric game, it took place in an (again) alternative history, where a nuclear war had
happened after WW2. | think gamesin the 1990 had some-kind of obsession with twisting,
satirically, post-cold war Westermmagmatmns of the status quo of the world, That was really
thrilling to me, but none of my friends were into it. My sister was a bitinto it, so we both played it.
But | became obsessed with the game, much mare than Red Alert. Fallout has been a bi g
inspiration to my work for many years, and | think my work Dome of Gated Ecologies, a VR piece
part of DIS Magazine Styles and Customns of the 2020s, draws a lot from Fallout. Fallout from
1997 is a role playing game with a variety of references to Mad Max movies, Monty Python,
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is also as much a novel asitis a game. Lots of readmg character deuelnpment and a soundtrack
that still owns today.
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Sclenmlngsf. neo-tribalism, orientalism, and conflicts between humans and new mutant species. It
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.m So to me, using game engines and VR now in my work, to develop virtual environments which ..-M
. speculate on alternative futures of real-world locations, feels very natural. | use VR because lcan ~
really express myself, and invite people into virtual environments, where | am able to literally
deﬂelu}: simulations of places | first research in person, and then speculate on, how those areas
may be in the future. The combination of visiting new locations, observing landscapes and how
peupte relate locally to different landscapes and then use these elements to conjure and develop
‘entire places people can visit is pretty thrilling to me. But it also feels like a very natural process,
and | think many from my/our generation feel that way. More people are used to precarious
transforming living circumstances, as well as interacting with computers.
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Bob Bicknell-Knight: My favourite type of science-fiction takes the world as it's known and
distorts it slightly, changing one element that offsets the balance, causing a shift that creates a
new world, with the same menial jobs or environmental worries, but with tiny changes, enabling
P the novel or film to become a critique of our current saciety shrouded in this sci-fi cloaking
mechanism. Fallout and Red Alert are prime examples of this offsetting, something that you seem
to be considering and attempting to iduplicate in your own WOFK, BBERIREAE aforementioned
‘Dome of Gated Ecologies and in the recentwork AQUAPHOBIA. This differentiation from the real
Seems to manifestas water levels rising and engulfing our current landscape, full'of
environmental concerns you may have forthe future, what dowou hope to gain when immersing
‘people so rigorously in these environments?
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Jakob Kudsk Steensen: | like science fiction too, where a single event or other type of element Is
introduced which changes everything at personal and societal scales. | think that kind of

¥ | stimulating imaginative thinking is powerful. When | say imaginative, | mean our ability to shape
.-pi'ct:uhas. construct mentally new systems and predict of thinking about real world actions we can
do, to shape the future. Those relationships between real observed events, imaginary thinking,
‘and how they become manifested, and in what (often odd) forms, has been my approach to
s’euéta_i'_art pieces since | filmed the landscapes of abandoned tourist resorts in the work A

P Cartography of Fantasia in 2015. In AQUAPHOBIA | wanted to persenify a landscape and create
relationships between inner psychological spaces and exterior architecture and worlds. When |
‘build for VR, | think about the places | make as installations and landscapes, more than digital
places. So | build architecture, rocks, mud, hills, caverns, tunnels, pathways etc. to evoke different
kinds of environmental sentiments such as anxiety, pleasure, fear, wonder. This approach is taken
directly from what is referred to as "level design” in the game industry. With AQUAPHOBIA, a work
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WM IMH" Screenshot from AQUAPHOBIA(2017)
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F-that is Easecl ona real world arl-::l 1-1 accurate Eﬁale ofa pari: a,—,ﬂ pierin Bmgklyn | wanted to a P ﬁ W Where | thmk games lack is within their culture of production and business. It has becume sucha ﬁ'

develop 5 steps of overcoming fear of water, inspired by psychnlngcal methods of overcoming m m h— ‘megalomaniac production rhythm of 100+ USD for one game developed over several years which
. EERS emphasas is on wide as possible consumer levelsi.e. guns & buns. It's quite sexist and

aqua-phobia. | then wrote a kind of break-up story and *love poem" told from a transforming
mutational water blob, which goes from m[cmbmj scale to ﬂuartaking the entire world. Physma],l_y -' “ _ q’ violent male ¢ Q’EZE dominated. But then againin the same. games ynu find cut‘tmg a—:-dge level ‘
therl inside the virtual environment, you are moving through five spaces, from a subterranean m o~ m design, superiar sensual evocation and extreme passion for artistic capabilities. With the indie m

5ermer and bunker live environment, which keep water microbes in captivity, towards a muddy game scene developing, and VR especially, | think t‘.hmae} the demand far shu-::ters with Hooters
park and, ﬁnalty, over the bridge and water. So | think, with AQUAPHOBIA, | became mare aware of ﬁ p 6 F

tunnel with un dergmund mfrasl:ructures towards an archaeological digging side, up to the real '-"'-'f“ decrease. 1 |

%
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~ methads of directly connecting pfsychnlngical inner structures and transformations, with the - Sain short yes, | love game Eﬂﬂh es, and | déﬁﬁlb‘ respect the knowledge and methods of the
Ir climate: changes we are seeing, and imagine the future of, VR i |s excellent for enternng such m Py lm -' gaming industry. I'm interested in the form just a whole other type of content. | strive to develop m
psycha[ngmal_ and real, gpaceg ‘ “ u q Wﬂfk Whlfh fum:ﬁﬂnﬁ Inan Ert Cﬂﬂtﬁﬁt 35 WE“ ds bEing Caﬂﬂbtﬁ ﬂf SUWi'U'In! End bEIng Fﬂmgmmd ‘

within the gaming and more commercial vr fields as well. To me that is what true mterﬂ”ﬁdpl{nary
Bob Bicknell-Knight: | like the idea of taking a technique like level design, primarily used in the m - m work means. | don't think it's is as interesting, to me personally, to just show game engine art in an

gaming indu stry to guide the player efficiently thr‘nug'h the level to the next stage, to evoke an art context, that | know game developers roll their eyes at for its execution because it in practice .’ |
E;ngfana[ reaction like arwaty or p[easure Commercial UldED games can an.d dodo th|5 butit's dﬁESﬂt reallv do what is ﬂrﬂl"ﬁlEEd at a conceptual lEUE[ I'm interested in both. Oh and Ithink alot
rarely achieved or very successful. You've said previously that you work primarily in the medium of ﬂ p a F of games are WAY too long, from 151,40 hours and emphasize too heavily tasks, goals, feel '
T P g T

VR due to how natural a progression it feels, I'm wondering how much of animpact it makes on good vibes, winning mentalities and maleReroism. | am more into a design phllusaphy of short, ~wn
first person shooters (FPS) video game experiences? ‘ “ - Q' e . N e -

tha ka thﬂt]tSE{'EﬂtEd Ugmga game Engmﬂ that was nngma[[y ﬂ-eated SDEClﬁEau}f to dﬂg[ﬂp WEI[ conducted ﬁnd meaningiul at deeperlevels than reaching the next level.
‘Bob Bicknell-Knight: | do agree that the triple A section of the gaming industry has become this
o :
Jakob Kudsk Steensen: | actually do think a lot of games, in particular FPS, are incredible strong at m m Eiﬂatﬁ_d Eﬂmﬁﬁ&éﬁ tﬂﬁh‘_'ﬁﬂ‘!?- mﬂﬂlb'iggtﬁﬁﬂg to young males, with the storylines being heavily Mj
developing moods in the user, and in that community of developers the word "pace”, is often used; T | focus tested and sapped of any real feeling. It's definitely a problem, although, as you say, the -
in ﬂQUﬁPH{}EIﬁ you start in a small room to give a sense of ctaustrnﬁhnbum so | experimented a & F a n Jindie game scene is growing and producing amazing gaming experiences, charging less money ﬁ'
lot with the width and height of the space, in relation to my own body size at least. Clearly a virtual with reduced play-through times. The game industry is still incredibly young compared to the film

space gives physical reactions in relation to the users own physique and psychology, in terms of m h m F‘ ‘industry, some say it's currentlyin its ‘teenage years', so I'm excited to see what's going to happen B
N to video games in the next few decades. Due to the proliferation and ease of access that the

how that person is conditioned to navigate different types of space. So from that little room in
AQUAPHOBIA 3 wall opens and the EﬂtIFE experience pick up in speed, opens up and starts to ‘ “ m v commaon consumer now h&lﬁ ta VR technology, have you considered selling your artworks as video ‘
morph, so you feel a progression in time and space as all the sequences are dependent on m o= m games on online distribution platforms like Steam? m

"player" movement. It gives the piece a "pace” and feelings of closeness to openness, e s
claustrophobia to EEIET! WIEEE open ﬁﬁaCEE This methmj and knuwl_edge comes from cnmput&r Jﬂkﬂb Kudsk Steensen: Thiﬁ'iS in fact, structurally, what | think could have the biggest potential of ‘ I

games, absolutely. There is lots of theory and discussions on it if you lock within the fields of level ~ F a w VR. | have showed at film festivals like Sundance and TriBeCa for collaboration projects, as well as ﬁ'
deggn and nguej_ﬂper fgmmg online. | think we owe a lot to computer gameg for hawng paugd the * museums like Camegle in F'ittsl::urgh What | have noticed is that VR bring together entirely new

t.echn":al_ way and methﬂ.gs fnrau thls |n UR tnn Ar{hitects hava 's'jmi!_ar languages and museums m h . m h Efﬂﬂ'lﬂ:;ll‘ft&ﬂ IntEI'EEETITIg a[gﬂﬁi TUi?D[ﬁ dlf[{lﬁhgigljl hta"ul'de W?ﬂ;@d W:;TTES[adb“ShEd artl d][EJéﬂrﬁ m
s Ao e s onteend W
hﬂdeBI'E, gﬂpabie gfprwmmg rea[-ﬂme feedbaci{ and ghangeg And computer game mdugtrmg pmdutt:and how ta make something interesting. In terms of publications, | am going to have my

paved the way for the hardware necessary tgdayr at consumer levels. Now perhaps it's Al leadmg new work available for HTC Vive first on their platform, then likely Oculus and PS4. That is through .’ I
the field of real-time computational developments. a new distributor fur VR art. | can't say more right now (legally), but it will go live soon. However,

the realpntenhalhas in, as you mention, self-publishing which is something | may consider and lﬂ'
‘experiment with next year. A bigger ambition is to create something of a 1-4 hour fully fleshed .
experiences through collaborations with artists | have met, but in "fine arts" and from game/VR ﬂ
" lindustries to offer new types of creative output. | am working on such a project right now, again, |
cannot say more, but it launches next year! | am considering planning a single project with a 1 year
- development process, and involve a range of artists to work together and distribute it on Steam. M
But that process is also a big logistical, financial and promotional process which take times away 7 |
from actual making. So | would need a creative reliable team, not to direct, but to truly collaborate
with. So ﬁght now I'm setting up a network far something like that to begin next year. It would be ﬁ'
abﬁgiutgﬁg amazing to develop an AAA experience with no guns, no sexist dimensions, and purely
artistic creations. No “narrative” but a really immersive experimental world of virtual poetics by
artists. [ think this is my "grand vision" or dream right now. "
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‘Bob Bicknell-Knight: It sounds like an incredibly interesting time to be working in the medium, at m
the forefront of a new and exciting technology. What do you think is going to happen in the future, -
when eventually VR has become so accessible and low cost that everyone has a device, much like ,ﬂ'
a laptop or smart phone, and we can wirelessly (or otherwise) enter virtual worlds whenever we .
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B--Jaknh Euﬂsk Staﬂnsem [ thmk at tkﬂﬁ p:mnt we, to some Extent alre&dy haweaccass to mrtugl J FP‘ ?P‘ FF‘ pF‘ -Fa ppa '
g e e e ., P o ST o SRS TR o S RS o TS S
are Dﬁnﬂf “outside” of us, whu:h we dedpher read and interact with logically and thmughspe:;lﬁc - “ ~ H “ H - .“ _ .“ _ B “
commands.Instead, | think we are starting to go through a  paradigm shift froma2Dand . e o~ o o~ o -
on eﬁlremnﬁal way of interacting with the virtual, tgwardsra 3D aﬂdphpsleal one. So instead of m “ “ m m
:eemg sﬂmethrng. analyzmg it, and then pushlrrg existing buttons, you are more embodied,
tiﬂnal oh ",jii:ah-&ensdry, and able to think and react in a three dimensional space with the F d F p a p ‘ P ‘
al.| think the cﬁgrtaLuntul now has relied tumfheauily on 1;uct+E:r|aLtracal[ti'a=rrv.«;r where images, ‘ '
seulptum:s. texts etc. are seen as sﬂmétﬁlng outside of us, which weﬂhgage WItthlﬁfEad, the m h ] m h (1] “ h ] “ h 1] “ h ] m - M “
r@wﬂlgﬁ&l paradigm will be one where things are around us, and we are part of it. We already
spend so much time enline, ona screen, why not just make it more human natural Iay making it ‘ m - “ - w _ “ _ “ - -“ ~
full 30 and physical/sensory? Saiif it is specially a future with VR headsets | see, | don't know. Ffrght m — m — “ >~ “ 1~ m - -
now, there js a very exciting moment for makmg VR art and | mostly. appraaeh ﬂ:e techn@lagy :
based on what is available now, ha}aﬁ@nlng now, beu-'lg meanin Ful now. On the iﬂngterrh | think
B | we will start to see new non-hierachial, 3D/physical : and less dlrettedagpruathes to not just 30, _ - a F ‘ p ‘ P a p J '
I~ ‘but society in general. Thﬂ idea of the internet itself has already been leading the way for this. “ - 5 “ - 4 W b 4 m T w T—d W B m
Though | will admit that | am totally in to the idea of VR hubs/access points to virtual worlds being _ BT T T Jakob Kudsk Steensen: Hmm. | probably use the word immersion because it's an industry catch
available at ﬂmnekmdﬂf VR-netcafe, thmgs like ﬂhﬂne hﬂﬂthS“ launges; cafe's with hﬂles in the “ . m - ;.fcnnlzapt. Funﬂamentally | thmic immersion refers to the idea of ﬁargettmg your "own’" r&allty and z
wall you can hook into etc. What | r@all'g like about VR i, ironically, how much Efm{.}h’&Slﬁ there is on v ;_IJEEﬂmE &ubsurheﬁ lrim the lElEaﬂﬂl'l aﬂu ﬁrerhlée ﬂf L-'E ﬁli'n"s gam?esbb'uuks etc’ It SEérhs Lu stEm
thedih;?m;h?ﬂfy fﬁﬁ?g pnr-fa_sent < Wﬁti{ngtmtﬁﬂftmmk@k;ﬁgﬁgwﬁf tr: ﬂfﬁﬂ? i tr g[ Sfect d I::y VR piece and it cormorally and mentallimnsereic kﬂs t
and being able to fully immerse yourself into an art work with minimal distraction. | have stron y effe e a ]:i[EEE «EEIZ'IilI'IgI mr;e:-nra yan rnen al g, mmers ﬂl’T ma sense 0
personally been a*awr‘tg that way of focusing on experiences and maklrrg art work. ‘a F a p " me. Butit anly make sense to me if you return to the realm of "reality" and 1earh from the virtual ? '
m h “ h_- _experience something of meaning to the present. So in thatway | dort‘l:li‘ke the |defa too much Ef ‘H
Bob Bicknell-Knight: That idea of 'immersion’ seems to keep coming up alot, in what };Eiu want o ‘the virtual bEi‘nga different reality and mrnet‘amn*makmgyﬂu forgot your own paat future and
from your work and any. current or future reality altering ti&thﬂﬂlﬂglﬂi that we're yet to encounter. _ “ - c responsibilities. Immersion is also a non technology specific term. That is useful hei:ause it means '.
What does that mean to you in this context? Why is that, as it seems to IZIE. the ultimate goal? categories of VR, AR etc. aren’ tuﬁlﬁtg | think that's gﬂﬁd and can allow for more freedom of ‘!
production if the aim is immersion. But then again | don't think immersion in itself is ideal without
it being connected to wider things outside the headset itself Unless we fully leave our current !
ethics. am:[ individual tmd;es behind to become a a meta physical swarm EﬂﬂEEﬂHE spread across the
‘universe and in-between layers {}f existence from beneath the soil on microscopic scales to tree
‘tops. | would like that... - v

Jakob Kudsk Steensen is a Danish artist and based in New York, specialized in VR andinteractive ,
--.media,m&t:allaﬁans ThrﬂughhiSﬂfﬂCtIEE Steensen is concernedwith how imagination, !
' technology and ecalogy intertwine by developing futuristic virtual simulations of existing

reat-war{d landscapes. His work is at the forefront of real-time rendered virtual enviranments, and
‘he ﬂeualaps pm]ects thrm.lgh :callahuratmns with science, technology and natural science ?'

divisions. His art has Fetentlg,l been exhibited at Carnegie Museum of Art, The Moving Image Fair, -a
";N?C MA}Q{I Museum of MﬂtiEfn Art, Museum of Modern Art, and as an art director, Steensen’s '

‘work has been shown at Sundance and TriBeCa film festival. His work has been featured on

.ﬂrtnet, The th t«j’emapaﬁér H},@Erallergrc Spike Art Quaterly, AHTF{EPL’}RT Pol |trken Information, !

ATy

.August*rnuﬁ Fﬂundéﬁﬂﬂ antl Lurnen Arts Price. He has been artist in residence at Eemm Center for "1 |
Contemporary Art, AADK, Centra Negra, MASS MoCA, BRIC and Mana Contemporary. -&|

Bob Bicknell-Knight is a London based artist and curator working in installation, sculpture,
;rnwing image, net art and other digital mediums. Online and offline surveillance accompanied by
el “ _ c ‘the consumer taplrallst culture within today's society are the main issues surrounding his work in ,
m ‘association with current and future utopian environments, the continued automation of our daily 'u
-

lives in relaj:mn to the internet of things and the various cultures associated with online
Zf'mmmunrﬂeas Recent curated shows include The Museum Has Abandoned Us at State of the Art in ‘I

, ‘p ‘p ‘p ‘P ‘p "' Q'-BerlinﬁﬂdmechﬂlceufaNewGeneratmnatTheMuseGaE[erwnLondon ’3'
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Modern Pacifism

Written by
Kent Sheely

If you've never played any of the Call of Duty series, there are two details you should know. First,
these games are typical first-person shooters, which means you will likely mow down a few
hundred enemies before the credits roll. Second, they are presented as highly cinematic
experiences, in which a lot of combat and action is happening around you at all times, most of
which is tertiary to your character’s goals and is present only as atmaospheric context. You are
meant to feel like just an ordinary soldier within the ranks of a larger force. However, because you
are the protagonist of the story, you're expected to be on the front lines doing a lot of the dirty
work yourself if you're playing as intended.

| recently sat down for the first time with Modern Warfare, the fourth sequential entry in the line
and a favorite among fans. Though violent agency is a commaon thread in a vast majority of
games in the genre, the ubiquitous presence of semi-competent, computer-controlled teammates
in the Call of Duty franchise stood out to me as a compelling variation. What would happen if you
chose to shirk your own "duty” and let your allies shoulder the responsibility of cutting through the
enemy line that stand between you and victory? Would the game’s programming allow you to play
as a pacifist? These were the questions that ran through my head. After completing the first
mission without firing a shot, | realized my idle conjecture might actually have some merit, and |
made it my own personal responsibility to see just how far | could push through the story without
doing any harm to those around me.

The fact that this feat is even remotely possible is an interesting discovery in itself. This is a series
whose very name insists that you, the player, are going to be called upon to fulfill your duty, to do
whatever it takes to secure victory. By forsaking that responsibility you are essentially defying the
entire purpose of the game.

| quickly developed various strategies for advancing the narrative of each level without directly
engaging with the targets set up in front of me at each turn. Usually this would involve moving
from one waypoint to another alongside the team until | found a hiding place, and waiting there
until my companions finished clearing out all the bad guys from that immediate area. Sometimes |
would need to run to the next “trigger point,” which would sometimes teleport my friends nearby
and allow them to completely bypass entire firefights just as | had. These unconventional
technigues usually worked flawlessly, as enemies were pragrammed to pop out at predetermined
points of engagement for a quick firefight, and my comrades were likewise programmed to move
along a route as my “support,” seeking cover & occasionally emerging to help out in the fight. The
player is meant to be the star of the show, but when push came to shove, these minions have no
problem pulling the trigger where you can't (or won't, in my case).

There were some parts of the run, however, that required more complicated maneuvers, such as

‘manually pushing allies out into the line of fire in order to force them into engaging the enemy for

me. Other complications came in the form of mission objectives that demanded | take specific

action, such as planting explosives on an anti-aircraft weapon or firing rockets at a small team of

tanks blocking the way through. | did a lot of practice runs on each level, trying to find the best
route and the safest strategies for getting through to the end without dying or having to use a
weapon. The solution in some cases was just a matter of finding the right pattern of movements
to get around anyone in my way, but avoiding some of the scripted sequences proved to be a

challenge that | could find no way through without taking an active partin the story. | managed to
get through several missions before encountering such a roadblock, but as soon as it happened |
decided | would need to craft a specific set of rules for myself;

¢ e | o m o P
-mm-m

| shall not harm infantry or vehicles. If | must use explosives or weaponry of any kind, | must do
everything within my power to ensure that no enemy infantry are caught in the blast. | may only
break the above rules if the programming will absolutely not let me proceed otherwise, and only
after | have attempted to exploit said programming in order to avoid breaking these rules.

&

Incredibly, there were only a handful of points at which | was required to violate my hand-crafted

code of ethics. For most of the game, | could simply allow events to play out by themselves

wif?iﬂut' any direct involvement from me whatsoever.

After | wrapped up the campaign this way, | sat back in my chair and just stared at the screen as
the credits rolled, molling over the implications of what | had just done.

The first thing | realized upon reviewing the footage of my run was that there were innumerable
cases where | could have prevented a lot of death with a single bullet, if I'd been willing to put it
through the head of just one enemy combatant. So many times | watched helplessly as my
compatriots ran valiantly forward, enly to be cut down by the same gout of automatic gunfire. Was
| responsible for these deaths, or did I'still have the moral high ground by refusing to actively take
part in the bloodshed?

At some point | had a flashback to Freshman Philosophy 101, remembering Immanuel Kant and
his insistence that murder is always wrong, regardless of how much goodness we perceive to be
the result. This was the mantra to which | chose to adhere, refusing to justify violence by
speculating on its results. From the antithetical Utilitarian perspective, though, these hypothetical
killings would have been morally justified, because they would have saved countless lives.

As | considered these two opposing moral frameworks, | felt like | was once again in the front row
of that early-morning class, scrabbling for bullet points I'd scrawled down from last week’s lecture
and desperately attempting to defend my position, to justify my inaction that had cost so many
lives. Even as | write these words, | feel poorly equipped to make such a judgement.

| quickly reached another disturbing realization, that despite refusing to pull the trigger | was still
very much a mechanical component of the massacre. Just by moving from one location to another
| had caused my allies to surge into harm's way, forcing them to kill in self-defense and often to die
in my stead as | ducked behind nearby cover and refused to let myself be a target.

Other times | was directly involved in coercing them to act violently against others, by pushing

il them into a position where they had no choice but to react with lethal action. Not only did | refuse

to shoulder this burden, but | was actually the one who manipulated them into taking lives on my
behalf. In a way, some of my strategies for avoiding murder were actually far more vile than if | had
simply gone along with what the game wanted me to do, if I'd just drawn my weapon like a good
soldier and pulled the trigger.

Again, there were times when | was forced to act in a way that directly caused the deaths of enemy
troops, and those compromises should be addressed. | accepted these moments grimly at the
time, realizing that if | was going to finish this trial | would have to bend my own rules. At the time |
chose to just keep pressing on for the sake of completing the run, but what if | had simply refused
to go any further? | could have ended the experiment at the first junction that required lethal force
on my part, and declared the task to be impossible.

My fear of stagnation won out in the end, though, and rather than accept defeat | chose to make
exceptions, to make excuses. | wanted to stay the course with the knowledge that | was still doing
my best to avoid taking lives. | still had the moral high ground, in my own opinion, because it
clearly wasn't my fault | had to blow up that tank. It was the game's fault fc:r pushing meinto a

one thmg for us so we can keep moving forward.” There was no aLternatwe But...what if I'd just
stopped playing?
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against their consequences. What began as a superficial challenge in a game otherwise intended - . h f - n - . h n h

for escapism turned into a deeply philosophical experience for me, and | think the end result is ‘ - - “ - “ _ g - _- _ g -
worth scrutinizing. | refuse to accept that there is any form of interactive media that is not worth _ - _-q _h _h _.q -
exploring and pushing to its limits, even if that means taking the exact opposite approach and just htnd

StEpping back ta let things play out as they will. You can decide for yourself what to make of the -— -|
al' J- J- Fl' 0 e ]

l' r p—

Kent Sheely (b. 1974, United States) is a new media artist based in New York City. His work draws 'n mh “ .“h .- “
both inspiration and foundation from the aesthetics and culture of video games, examining the - ~ - ~ - - “ - - - f -‘
relationships between the real world and v irtuJ| ones. Much of his work centers around the ' ‘4 1
translation and transmediation of symbols, concepts, and expectations from game space to the _- _.‘ _-Il __ _-‘

IF‘E[‘"fﬁlLd and vice versa, urrr||r|':| new t'lrl.j]'— between simulation ai I.jIF‘E“ -_ -— -—
A e d P A e d i A e

d of the game, | had neutralized about thirty people (if you count the ones | ended up
:hmutmg in the leg or arm so the game would count them as a “kill” during parts of the game in
which | couldn't proceed until I'd dropped a requisite number of enemies). | still might make
another attempt and see if | can reduce this number even further, as there were some places
where | could have set off an explosive at a better time, or used different strategies to to avoid
certain sections entirely.

I'm still not guite sure whether my efforts to preserve life in Modern Warfare would be morally
justified had they taken place in the real world; | suppose the verdict rests on how we would
individually answer those age-old questions of morality, how we weigh our actions and inactions
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' Matteo Bittanti: Can you name some influences - not necessarily artistic ones - that played a key

|3

AT AN AY TANAY NANAY NANAY.

T —y

‘ -I " -I ‘ -' Matteo Bittanti: The creative opportunities afforded by machinima are greatly constrained by ’l
-h .-- existing copyright law, which prohibits many possible uses, including commercial purposes. What's ‘

- - - ' your take on the paradoxical nature of this art form?
-h - Georgie Roxby Smith: I'm not overly concerned with machinimas limitations as | am not driven by -
L L
|

commerciality, rather the best medium to convey the work’s concept — and in this case the concept

is embedded in the medium itself.
M atte 0 B I tta ntl ‘I ‘I ¢ Matteo Bittanti: Do you agree that machinima has democratized the art making process? Has it

-h I_h" lowered the entry barrier for creators of video art, as some critics argue? '
In this interview artist Georgie Roxby Smith talks to artist Matteo Bitanti about her artistic - - _ -' i
influences, a machinima based practice and her work within the game worl of Grand Theft Auto il ) ok 2 _ )
- - .. necessarily relate the majority of machinima with art making. That argument could be (and was)
;ust as easily applied to the photography/painting debate. | don't think artists and critics should be

V.

elitist about the medium —if the medium is the best vehicle for the work, the importance should

‘— ‘- be placed on the work being executed well both in thought and materiality.

Georgie Roxby Smith: After finishing secondary school | studied Media Arts, specializing in - h -.. _ _ _ . .
animation and sound art before | returned to study at the University of Melbourne, Faculty of the n Matteo Bittanti: How do video game aesthetics affect the overall impact of your work? What
Victorian College of the Arts as a postgraduate student. | completed a Master's of Contemporary -- -- comnes first, the concept or the medium?
Art and then Master’s of Fine Art (by research) specializing in mixed reality, idealized selves, and -Il
how we role-play the self online.

iy . Py e . Py

Georgle Roxby Smith

Georgie Roxby Smith: As a contemporary artist, | value concept and aesthetic equally, | don't

Matteo Bittanti: Can you briefly describe your education?

- » Georgie Roxby Smith: For me, immersive and critical play generates the concept. That said my -
new body of work is sculpturally based, concept definitely lead in that case. -l

‘ — ‘ ' Matteo Bittanti: In your artwork 99 Problems [WASTED]how and why do you use this particular "
T P S P vico game? |

Georgie Roxby Smith: When | started working in the digital medium, it was not a big scene here in T
Australia yet, so meeting digital artists IRL at the Watermill Center in New York and travelling to -- .t i*

Nevada to take part in Perspectives International Festival of Digital Art curated by game art ol
pioneer Joseph De Lappe was an incredible experience. Meeting and working with my digital peers -_
from across the globe in the one space for the first time (a number of whom | later brought

together for a group show here in Melbourne “New Media Art NOW" in 201 3) was pivotal. Having ‘_-;
curators like Matteo Bittanti bringing together artists and creating a virtual gallery and discussion '- —_

space through his GameScenes blog continues to be a great inspiration. (1} '
_"' ¥

role in your evolution as an artist?

Matteo Bittanti: When and why did you begin using video games in your practice?

Georgie Roxby Smith: | had been working with virtual worlds and materiality in my studio research
during my Master's but the more | delved into the work, the more it became about the self, role

play, and how we perfarm online. | began experimenting with interventions, glitches and the . —
insertion of ‘the other” into the virtual norm. Rediscovering the video game landscape in 2012 —h .‘-"

after years away (which may as well be eons in video game world!) was a key moment in my
practice. Immersing myself as audience/player, the possibilities of the medium and my concerns -- -
with gaming culture (both onscreen and off) emerged and the work generated itself naturally out ‘Il l‘

of those provocations,
you relate to the complex relation between reality and simulation? How do you address this ‘I
tension through your work? — .“‘4 =

- _ - Screenshot from 99 Problems [WASTED](2014)
Georgie Roxby Smith: As technology advances, we are increasingly living in multiple realities at - -

: : g - : Georgie Roxby Smith: Grand Theft Auto comes pre-loaded with preconceptions of hyper-violence
once. For a long time we have had one hand in the digital and the other in the real but it's the --' -‘“ . SN : :
slippage in between that has always interested me — how much we invest in our virtual selves and B 0N D013 PiAVers 9N e WIGer commuinity S50me YuUe, shia way ol ifie mark. The witeresting

: : : I SR ; -' thing of course, particularly in the multiplayer platform, is that the use of these violent actions
avatars, the physical and neurological connections between us and “it", mirrored and glitched real (and how far they are taken) is completely up to the player. Like Marina Abramovic's Rhythm 0, the
and virtual enwironments. My installation work Reality Bytes atternpted to address this by layering ‘— ‘
multiple realities, audiences and performances in a myriad of spaces in one time. Since then it has

Matteo Bittanti: Digital games often create parallel, alternative experiences for its users. How do

audience (or player) drives the act and its level of severity and subsequent consequences. Being

=
—
S . . L - open world and dense in it nment and modability — and with these embedded nuances
been a process of stripping back and isolating those moments and experiences. The tensions vary --.-- mpgl;r:je;ndgut grarﬂ%?ﬂﬁn era:the erl%cltlpb[atfu?mT;rth|55;.?nr+r<n R R -
with each work — viewers know the protagonist is a “bunch of pixels” yet by repeating and looping --‘_ 5 1 =

acts of violence, as in 99 Problermns [WASTED] for example, | create an unease in the viewer, In this
work, the viewer's discomfort is amplified by injecting a juxtaposition of humor and a rhythmic '- - - - - -
CE T -— e8|
..-

soundtrack, courtesy of the suicide gun, that carries the viewer almost jauntily through the work.
PN i d - e d -1
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Matteo Bittanti: Do you think that the video game aesthetic is the more suitable one to gain - -h -h -- - -_ -

': MR Hiotieperteptener i ‘--._-.--'--.--._-._
attention to gender issues and to the perception of women in our society:

Anita Sarkeesian and are therefore now very much in the public consciousness. As an artist, ‘ ‘l
'r exploring and teasing out societal glitches that perhaps go unnoticed in the everyday, the wider -h -h -_ l—_ -- --’ -
understanding of these issues signifies to me a moment for my practice to move on and into new '.- -- -- - - _ - -' - _’
spheres —whether or not that includes new mediums. - "- _- --t _‘ --l -- -

— a—' a- ‘- a- al
1-— -h— “l— -h -h— -h- o
-------—---—
-"' -"' -"' -"' -" -

s -a-'a-"-"—'dl
—-—- _n— _-—._-.'—_ =
;:!I-IIIF

l Georgie Roxby Smith: The medium has been an important tool to demonstrate my artistic
concepts and feminist ideals through the de-contextualisation of female protagonists who “exist”
within this illusionary world yet represent a greater and more concerning overriding culture. Since
creating these works, these concerns have been aired on a wider platform through the efforts of

A,
N

Georgie Ruxhy Smith works across a range of disciplines e:-:plnrmg new pathwaya between virtual .

- »m and physical worlds. Employing a variety of tools - including 3D graphics, live performance, shared ‘
Utr’[ual and gaming spaces, installation and projection - these works explore the increasingly

blurred border between identity, materiality, reality, virtuality and fantasy in contemporary culture.

" In 2010 Georgie was selected for The Watermill Center Spring Residency Program, NY, by an '?ll
-
.-

international selection committee of cultural leaders including Marina Abramovi¢, Alanna Heiss &
Robert Wilson. In 2011 Georgie completed her MFA at the Victorian College of the Arts in
Screenshot from The Fall Girl (2012) SRR - -- Melbourne. Since 2012 Georgie has been focusing on gender representation and violence in video Tl
: -.. - g James, particularly that directed towards women on screen and in online communities. Georgie
hm - m -0 ™0 has exhibited extensively both nationally and internationally including Art in Odd Places, New York,
-' (where her work was featured in Time Out NY), Prospectives International Festival of Digital Art g |
—' ‘—' ‘—' ‘- ‘— " Nevada, Game Art Festival at Hammer Museum Los Angeles, Gamerz Festival (FR), Festival Miden -%l
(GR) and Generation i.2 - Aesthetics of the Digital in the 21st Century at Edith Russ Huas for Media
'h -h -h —h _h ‘h Art (DE). Other highlights include curating and showing in NOW13:New Media Art Now, Substation T
Contemporary Art Prize and Self Help at Rawson Projects Brooklyn, curated by Jocelyn Miller
_- - - - - -- _- -- (MoMa PS1). Most recently, in 2015, Georgie showed at Strafsachengalerie in Austria, QUT Art '
-3 o~ (o4 [0 g @  Museum, James Makin Gallery and Data Flow: Digital Influence at Town Hall Gallery in Melbourne.
- _ - - _ = Y 9 v k-
m Matteo Bittanti is an interdisciplinary artist based in San Francisco and Milan. His practice is 'I
— ‘— ‘- ‘— ‘— ‘- located at the intersection of gaming, film, and the web. Bittanti's conceptual works have been '&l
=g exhibited in the United States, Canada, England, Australia, Mexico, Scotland, Australia, France, and
'h -h -- —_ —- -- - ItalyI Since 2012, he has been collaborating with Colleen Flaherty as COLL.EO. His curatorial ‘
- _ - -- _- _- _- - - practice includes exhibitions in both Europe and the United States, including GAME VIDEQ/ART. A -.»
- SURVEY (2016, with Vincenzo Trione), TRAVELOGUE (2016), and ITALIANS DO IT BETTER! (2011,
_.“I -.‘ -.I'I --' _-' - ._ with Domenico Quaranta in the Fringe events of the Venice Biennale). As a scholar, he conducted "
fear ess research at UC Berkeley, fought technological determinism at Stanford University, -'|
understood the difference between critical theory and hypocritical theory, social practice and
— ‘— ‘ - ‘— ‘— ‘— social justice while performing as an Adjunct Professor at California College of the Arts. He lives in '_’ll
San Francisco and Milan.
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Written by
Samuel Capps

Ambient Occlusion is a technigue that has been developed for computer generated graphics to
create lighting conditions with a greater sense of depth, which are more akin to real life. The
technigue works by calculating the exposure of a surface to the lighting surrounding it and
creating a map to display light co-ordinates in a 20 plain. With this in mind, the semantics of
Ambient Occlusion can be dissected into the blocking out or exclusion of our general surroundings
and atmosphere. Whilst this may be relevant within the specific context of lighting calculations in
computer generated renderings, it can also provide relevance to the relationship of CGl within the
wider world.

Computer graphics at their very core are simulations, illusions and portals to another world, and
are set to become the dominant visual culture of our future. Whilst contempaorary representations
seek to attain the holy grail of IRL-realism, at its core, the rendered worlds of games and film are a
means of escape from the real. The idea of the synthetically real eating escapism from the inside
lands us somewhere in the midst of the paradox constructed by the uncanny valley. As humans
have evolved they have always sought to extricate themselves in some way from their
surroundings, to alter reality or to mould experience into something that we long for. The
inception of a trans-human reality with mental and sensery prosthetics combined with a universe
of known data will metamorphose the-'s_pgties into a new construct.

s
In a metaphysical sense, the change of human perception to a computer generated reality is the
biggest paradigm shift any creature in the Earth's history will have faced. The virtually real is
already causing hallucinogenic refractions manifested through abuse of the standard model of
biological mechanics. As Phenemenalism created the sel e daturr abasu: unit of experience
produced by sensory stimuli, 0 it has become the nexu" 85
postulation of the image/object dialectic becomes ¢ (
world maintains its existence, but the ursuallsa ual beco
reality of electrons pulsing around PCB's becomes a 8 dimension where the (camta L P)
Physical transforms into the virtual. Naive Realist or Direct Realist theories deteriorate rapidly in
this environment as what is known to be true by sense experience is already a projected image,
the image of an object in that projection has been used to to quantify the object into a
psychologically physical state. Optical transcendence in the post-reality world means full
embodiment of the non-body and consignment to the ethereal darkness.

Pseudo reality, or at least a closed or restrained reality, can have its consequences as seen with

the propagation of troll culture over the internet. The relationship between the virtual and

alienation has always been a self fulfilling prophecy as the alienated will withdraw further, using . s

the virtual domain as a platform to vent their anger and attack other people. Over exposure will ) ne ¥ oy l ('_‘ l.. ¢ _‘.
lead to psychosis and as computer addigtion increases, people may become trapped in digital - '

fictio , — ﬁ'
worlds, unable to escape and kept prisofer as a li i i e cm— ——— R ~ . Sonee [ = "'"' @ S P I o "‘»
< 53 : **—"’h B CeLLE E i -t ! !5 : s 1]

interested in exploring the human impact that has meated the epoch of the Qnthrﬂpﬂsﬂene and
the sociocultural effects this condition may create. Thisinterest extends to radical projections of
our future landscape, be it in a post-nature world ofa@ past-human.
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- Interviewed by

ptechnology that can alter your genes. Basically an editing and altering tool for

Nora SII.VEI . B s B P b el ',t_:._Creatingand conceptualizing that the avatar is my real body for

project is kind of like that. | get to decide exactly what the body that

‘A Level Playing Field’, 2017-1

using gaming as both a me —- - . = . . .
g gaming Al (e ——— - =43 Nora lret bgene modification and how that's real life... the power you

uestioning concepts o e : : :
9 g P i s essentially a program... | guess it's desirable because

Y99y

month, Ped.Moreira wi - : . TR
Game). disconneciil ple enjoy playing as avatars because it's this kind of
Elll'rEn;.'lH’ working \ imething that makes it a safe space for the
I exploring “comt |
s and Pedro dist b f :
r yay the Internet in general is a safe space that
S~ g for instance. It’s only possible because the
. lidentity. Which can both be a blessing and a
F
-
/ ju only feel empowered because you
1s are your truest self when you lose
P
— almost like your consciousness
| ¢ in that sense physicality is a
- jaces through your
— wledgement that your
_ iecause we're all so
' B I't really have that
r ing your self as your
—-
ol
- an of yourself.
P
r—
—
il
e
I
r
—
F
.
| Ur survivability as it'e
' r & managing your ident
. Jyour virtual self, being$
-

-
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— gra Silva: Haha yeah but you need social contact!

Ped Moreira: The notion is scary trl me P Bady affects us in the west “h .“h % ﬂ

that way. It's 1984, it limits the sell expression tha et should allc s to have. This ‘.' “*" Ped:Moreira: But the thingis... Will 17 | don't know if I'm going to ngr:r'a“-u or not from this month,
application sounds like a set of alg{}riti'n'ns made to createieipe fect citizen, wh ____::::m _! u_ _ bE{.'EUSE | wont have social contact with people in a physical space, but | will be in constant contact !
s I.n— . - - i s T . F t

-

existence of an identity. h people online. In fact social contact will be even more ar_'r.gg.ﬂt..@ than it would be if |
Nora Silva: What happens when virtual reality StopSIBEING SRIESCape BRE St “ H P I F
Ped.Moreira: In a way I'm l'ir'ud Df-p' ng fin aphysical o h: v
which is ma-- mi.-[«u_ : | o 3 m- l“h“
L.rumlege _}f gUII"H:} uut;.u:l : - - pilhe i | _ -
Nora Silva: It is a durational performance, in the most traditional sense. It's physically enduring. ‘p ‘ F | |

; : -— ora Silva: ‘ ing t to prove or prove wrong is whether we, as human
Ped.Moreira: | wonderif at any point in the futtifethis kind of endurance will be norm. m.- lmh ings, real ical social cor we can be content with virtual social contact.

Nﬂra Slh'ra: A A 'ﬂfmy 'EIUE'SH --“ ‘“,‘ wa -':. .L. 4 Ut - I j £J mivimar
things are gIRGHD turn out for us in tk re? - . 4

-
=}
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Ped.Matelic it t's something that youarent fully content with, will the efficiency of the
'SE_I'I.!ETIDU |nte  of resource eensumption Drf"rwe Al

ware That it's a8

I d9didda2ddd g2ddda2aidgd g

-

a{ space where everythingles |
hqse |55ues? And even

if there's confiict be
emotions, even to
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— —
. Nnra Silva: You were raised Mormon, and the Mormon chufchbSE pecific socia lsm it's a —h .-h.
' very tight comm "u_ruty. Do you think coming from that bagKEFOURE nethingyou're trying to -----

S cplore in other levels? Like does it impact your interest @yxfaimrlﬁg rdeniftyl_ﬁg@gpr virtual world? -_
. -

‘- ‘ Nora Silva: H at's great to hear! If you i iad to make an avatar for PACTO, what would it look like?
TEM RS I
-I* Ped.Moreira is an online
ka4 entity and Internet based
“- artist with a practice

centered on questions of
the meaning of the word
“reality”, and how the ways
in which it is consurmed
blurs the lines between
virtual and “real” space and
identity. This is usually
attached to queer identity,
and expression of the body
and natural landscapes as
canvases for virtual
consumption. Aside from
™ these concepts the artist’s
bacl-cground in a cultist
4 upbringing encouragesa
juxtaposition of these
notions of "virtual
existentialism” with

-

L) theological and scientific
‘!-- theories.
_ 4 Nora Silva (b. 1988)isa

- Spanish artist based in
‘- London. Currently studying
at the Royal College of
'.-h— Art, recent shows include
’ _' Exchange of Spaces at the
Camden Art Center, The
_: Dose Makes the

Poison at Carousel or VR
- Exhibition at the |CA.
‘-‘ Upcoming exhibitions

include Lost Senses at
=t pr .-h Shonibare Studioin London,
Ped-MoreiraPuppet B "= 0e - ] fa . andher first soloshowin.
P ' - London, Your Friendly Local
- --' at Chalton Gallery. She also
-- co-directs The Gramounce,
an exhibition supper club,
‘— ‘p_‘ and Mileskm.
— —
--------—--17
rome = [ RO [ e fy e e :

Ped.Moreira: | think my work is always in the conteXt Eiﬂﬂy upbringing. Even though | left the
church at 18 it's always going to be a parb ekl thﬁ’t formed me that | can't get away from. It's
part of my identity in a very fixed way.whether | iKe e oI think SpintUaliis 2 Very specific
kind of identity and it's not really SOMeERING YO CaRRCaREoL

Ped:Moreira: It would have to be female, the group is 80% female and | love that female energy.
Maybe a tall muscly mixed race fernale, with pointy elf ears of course.

’ Nora Silva: | think it's also a seE@Feharacteristics that Shape Votrinterests:

Ped.Moreira: Maybe, | mean the Mormon after-life idea of the Mormon Church is that in heaven -l

we will become gods what will create their own 'world rauch like oUr god created ours.

Nora Silva: Jesus! B

Ped.Moreira: Literatiy!

Nora Silva: Wew, well aren't you kind C_afEﬂﬂﬂﬂﬂﬁﬂﬂ-ﬁ.F‘}_EWWQ_I_‘H in inhabiting this virtual space?

Ped.Moreira: Haha | mean | didn't create the game. But maybe if | had the means to do it | would!
‘ve always wanted to create my own open world videogame.

-
-a

'!

Nora Silva: Hov: o you see PACTO supporting the project?

qu Moreira: PACTO willkees: me sane. | think making the exception of IzJE-mg in contact with the
fembers is a w Flmmeﬂ ,EDIT]’[}I'GIT‘I].SE for the project. | don't think | would have been able to take
this prﬁ err as far as | WEREIO Uit weren't for the support of PACTO. Having them available on
Discord (PACTO uses aSEVErin the gamfng: application to communicate) s just like having a hand
to hold. Tu me it's like a}‘armly even thoughit'sa professional group; it's a support group that |
krow understands whatlm doing and will be there for me when | need them. It's helped me take
my work to new heughts, , which is prEEl.BSS It's allowed me to get more involved in my work with
subjects that | really CalEBOUESRAEHIOY exploring.

P
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P
4/t doesn’t take long to find new
{targets

- Written by Elliott Burns

1"

3609 exposed, armed with a KF7, grenades and a limited supply of timed mines, he rotates

rapidly testing his luck as guards spawn randomly around him. Having exhausted all other

challenges he augments the logic of the easiest level turning it into an arena death match, one
where he may test his wits against an unlimited supply of Russian foot soldiers.

. This was a long time ago, well before the genre cemented itself as a console staple; before they
" introduced regenerative shields; before he could pit himself against multiplayer bots and before
| watch the end level sequence.

™ Only when he completes his objective will he know how well he's done: how long he lasted, how
t many kills, his accuracy, head shots and weapan of choice. He'll check these stats against his

personal best and reload, play it all over again, competing time after time against himself. He
does this a dozen times a day. Training and perfecting his abilities.

With a friend he turns the settings to 2.3 Doming, dividing control across two pads, a makeshift
M dual analogue system. One will take charge of movermnent: forward, back, sidestep left, sidestep
™ right. The other the direction of their head: up, down, left, right and shoot. They load the same
level and together, awkwardly, choreograph their movements, like Siamese twins, to hold out a

‘ little longer.

2.

Some years later his appetite for pixelated violence had grown; with a new console and a new
game he begins building his own levels, his own arenas of combat, where he can rack up a even
.‘; higher kill-count. On a black and blue grid interface, inspired by architectural plans, he connects

corridors to double-height halls, builds stairwells between floors, positions weapons and health
kits. He programs his enemy to appear from various directions, converging on his position so he
can pick them off, taking head shots, tossing TNT and emptying duel uzis into their compacted
hordes.

Freed from the restrictive confines of the developers design, he sets the stage of his own
narratmes. Exploiting limitations in his enemies Al, he forces them to attack down narrow routes,
™ detrimental to their survival: over the top and into the barrel of a machine gun. Lacking the

t consciousness required to learn, they repeat the same mistake ad infinitum.

Sometimes he will pit two teams of bots against one another. With a sniper rifle he aims for the
head as they distract each other. It's like clay-pigeon shooting, target practice where the enemy
dodges and dives but never poses any real threat.

" below, with basic weapons, unfeasibly trying to defeat a foe who greatly out-guns them. It's
t ritualised slaughter, flies to wanton schoolboys, a dystopian gameshow with no prize. If he ever
falls low on health he quickly retreats into a specially designed panic room, patches up his

wounds, re-stocks on ammunition and returns to the fray.

,‘-‘-‘-‘-‘—‘-‘-J-‘-‘—‘

wave mechanics became an integral part of online play. Clrclmg his vision are two curves, orange
blocks of health and blue blocks of armour, each bullet that clips a limb takes an inch that he can't
win back. When he's a single shot away from death he'll make a run towards a small bi-plane and

Overtime the traps became more one-sided, simplified and cruel; pits where dozens spawn, stuck

--—---—--hl--—i-hl--—l

-"‘ _"‘ e e R el e e
cH T of TR cH T ou EmEs
—h._h "

cE
A%

-- _- Next he takes to the streets of Liberty City where he cruises for the perfect location to begin a

shooting spree. The city is different, it isn't a military installation, stationed by Russian comrades,
_..- nor a death match arena, tailored to combat, This place tries to be real. The peaple init, try to be

- ~
real

‘— " They've modelled it on actual locations, stolen the American identity and warped it into an
exaggerated version of itself, a satirical parody that plays over his car's FM radio. He'll drive up
-h .-h dgetel . ' parody )

town and into a multi-storey car park, jJump up onto the bonnet and spy through a gap, down onto

-- -‘ a populated shopping district. The cops won't enter, their programming fails to permit them, and

--. -- their helicopters can't angle a shot. So with a high powered rifle he happily pops heads, arms and
l- waad logs off pedestrians, unperturbed.

cE
‘— ‘- The first shot is always easy; they've never any reason to worry. It gets a little harder with the
second and third; everyone in the immediate vicinity runs, and sometimes he misses them by a
-h -- fraction. But soon, anyone outside the radius is drawn in, curious to see what has happened,
.-,- -- maybe thinking they can help. Clustered around a body he takes them out, with precision.
-.l _: It doesn't take long to find new targets; he turns S0° and looks along a different street. The game
autamaticalty populates areas whenever you look somewhere new - fresh people, blissfully
unaware of what has unfolded moments before. So he's never in short supply thanks to the way
‘— ‘-' the developers dealt with in-built memory.
L]
-h .--' Another day he might drive over to Shoreside Vale and the airport. Here he can sneak in and steal
a small plane. He has to push the nose down towards the tarmac as he builds up speed; at the end
'Df the runway he pulls up, and the lfttle aircraft huunces into the air. Carefully he flies back to

casmr:: He isn't meant to be able to get here, the developers hadn't intended it, but now he's here

‘— " he can take advantage of the view.
o Left and right, in both directions, a long road runs past his vantage point. Targeting a passing car
—hl- .—n- . ootk _ g

he fires a rocket into its path. Slowly he builds up a road block of burnt out vehicles, it helps prevent "

-- - - the cops from getting close enough to him. When helicopters fly in he dispatches them circling out

-.. % of control and into the cityscape. When the army finally arrives with tanks, they can do little to
" reach him.

‘-’ ‘— Eventually he gets bored. Rather than allow them to take him alive, he simply swan dives off the
e roof. The impact should kill him. Then moments later he walks out of a haspital with all his
—h .—h weapons intact. No harm, no foul.

_‘— ‘- ‘— ‘- ‘— ‘- ‘
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holding hands the ak-47s shot out great suspense

in the form of ellipses into the open air
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It is also interesting to compare simulation to other cultural products, like cinema. For example,

Espen Aarseth discusses how ‘game gaze is not the same as the cinema gaze’ (Aarseth 2004: 52).
I3 Please, don’t shoot me, I'm an artist Ralas R il - =055 s e e Gt s
‘ g m q, filmmaker, which the viewer cannot alter, but can only view. Since videogames are a simulation,
How artists have explored the relationship between digital and physical mh m ‘knowledge and experience is created by the player's actions and strategies’ (Aarseth 2004: 52),

space in the video game environment. so the story is never the same, as people can make different choices within a game and learnin
different ways and speeds that create and alter the narrative for each player. As such the game

: ﬁ F F gaze is @ much more active than the cinema one, in both real and psychological aspects of the
Written by viewers experience.
Motsonian’s user Monica Rohtmaa mh lm
-' “ m q" If we assume it is the characteristics of a simulated space what makes videogames interesting to

Introduction use for artists, rather than merely the attractions as new technology, or as a popular site of play
m.‘ m M then what do these spaces suggest in terms of the more familiar artistic spaces of the studio, the

This essay will be discussing specific artists that have created artworks that deals with the | Lanall gallery and the public space? To begin suggesting answers to these questions appropriate to the

overlap of elements between virtual and physical spaces in different ways. In doing this they bring scope of this essay | will focus on a key theme of violence, because crucially, when using video

forward how different these spaces are. Most of the artworks can be said to be part of a subgenre ﬂ p d w games, they are not only dealing with the simulated virtual spaces, but also the activity that

of contemporary art called Game Art. As defined by Matteo Bittani, Game art is ‘any art in which m h 5 m hapgens in those spaces and the rules that govern them.

digital games played a.significant role in the creation, production, and-or display of the artwork’

(Bittani 2006:9). Chowsing specific examples of Game Art that exploit inconsistencies between ‘ “ m q Purpose of video games spaces and the fear of death

physical and digital spaces, | will be discussing how digital spaces contribute to contemporary m ~ m
-

understanding of the spaces we inhabit both with and without art. These examples include the The spaces in videogames are created with a specific purpose. The space is supposed to tell the
use of digital games as material from which to make artworks as well as games as a medium. story and guide the player through the environment in order to tell this story. In fact, Jenkins

Video games offer a different view of the complexities of subjectivity through simulation of a p‘ ﬂ F— (2004: 121-122) argues
physical spaces in digital technology. | will demonstrate how such practices enable artists to play that video game space is
around with what the original game spaces were meant for, and thereby contribute ta critical Mh .m created through spatial
understanding of both physical and digital spaces, and the technology that mediates between storytelling, meaning that
them. As a key theme that emphasizes inconsistencies within these spaces, the works discussed m m m E the designers may have a
bring forward a remoteness of violence. By this | mean how the fear of death has been removed m o m narrative that they adhere

from the experience that is being simulated in the game and what this might then say about the to, but it is the space itself
real space when juxtaposed with the game space. The fear of death still applies in real space. that needs to suggest that

F-

FELT]

i
Y 1

o

,.
=

AT ELN T

These are some of the contradictions thatprevent us from allowing physical and digital spaces ﬁ p & n narrative. This is how they

can create immersive and

to be considered direct copies of each other.
mh lm convincing representation
To contextualise my comparison between these spaces and how the artworks articulate this, | will 'm “ m q of their narrative worlds.

s
d -

first summarise some important theories of simulation and consider why it is relevant to think of For example, in first person
video games first and foremost as simulations. | will then discuss a series of artworks discussing m m shooter game Counter
the simulation theory and the remoteness of violence. Strike, to create an

experience that the player

Videogame as a simulation & p ﬂ n is in a conflict zone, firstly
| m -E ‘m the designers simulate a

A lot of discussion can be found in Game Theory around the relationship of simulation and M fictional space where that

narrative concerning videogames. Firstly, the different theories about simulation come from u “ Gty oo E" could happen, including
various tdhté-s'inc!’udfﬁi;[_ postmodern literary theory, most notably Jean Baudrillard's simulacra, M - m objects which aid gameplay
where simulation is about hyperreality which consists of a system of signs that cannot be such as crates and other

exchanged with real elements (Dovey et al., 2008: 38) and computer simulation (Marc Prensky structures. These are all

2001 and others cited in Dovey et al., 2008: 41), where the simulation is ‘not an illusionary J p ﬁ n placed strategically around

distraction from the real world, but rather a model of the world', which is then used to ‘model a ‘game map' (see figure 1 . :

complex systems over time' (Dovey et al., 2008: 41). When video games became a big part of m h Im for an example of a game Figure 1: Online multiplayer game Counter Strike game
culture in the 2000's and academics started to recagnise this new medium as relevant on its own ._ w m q map)., which is all the space, map titled Dust (2000)
(Ftasca 2003: 221), video games started to be studied in more depth and it was realised that that is available for the player

these definitions where not quite suitable to define the different mades of simulation as they m e m (Wikipedia). Usually, in first person shooter games multiple game maps would be available with
were manffested in wdea games, that a different notion of simulation needs to be developed and - P - m." different amounts of space and gaming elements to provide variety in gameplay. This can also be
applied. It was Gonzalo Frasca who was also one of the first people to note that videogames are achieved by recreating historical

not just extensions of a narrative, but they have a more complex semiotical [sic] structure (Frasca 3l battle spaces or at least the popular imaging of those spaces where conflict occurred like Omaha

2003: 222). He claims that video games do include narrative, but they have additional features Beachin the video game Battlefield 1942 (2002).
added to them, which can be best described by simulation. He claims that simulation in video

a games ‘does not consist of sequences of signs... [as it behaves more] °...like machines or ‘m “ m “ m H m “ " “ m q.,.- __'
sign-generators’ (Frasca 2003: 223), which suggests that simulation is a process in within which [ = 'l o [ o [ o 7
M signs are generated, rather than being a sequence of signs itself. m m .-‘:- m ' m m m
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Winter Prison, Bartholl has remade these digital objects into physical ones and
placed them in an old prison yard in Sherbrooke, Quebec, Canada. However due to crucial
differences between the game space and physical space this is not just as straightforward as
simply constructing a sculpture of a crate. What happens when these works are removed from the
context of the game and placed in an exhibition context is more suggestive of the shift in the laws
and narratives that govern the different spaces. The artist has taken the virtual spatial elements of
a war game, that are designed for conflict, and placed them in an old prison yard, in physical space
that is not normally considered to be a war zone. | think these objects have not lost what they
were created for in the process of this transfer from virtual space to physical space. They are still
recognised the same way in physical space. The perspective in which a person would look at them
stays the same, but they cannot act the same way around them as they would do in the game
space. People will not run around with guns shooting at other people, because those are not the
narmal rules that govern the physical space in the location of the work. Alsp, the crates in the
prison yard look the same as the chemical weapon crates in the game, but does not mean they act
the same way. They do not have the chemical weapons in them, which means they will not blow
up once they are being shot at. The violence which occurs within the game space does not transfer
over, but that is what the audience understands these objects as being given meaning by.

d o m S ' E £ -
x N - g B In his work, Dust -

Playing video games is mostly done in one’s home, when you are likely to be both comfortable
and safe. When playing a game about racing cars, the threat of crashing the car and dying only
exists for the player's virtual avatar, rather than their physical body. The game might simulate the
emotions which may occur to racing cars, but there no physical consequences for that activity.
This means that the threat of dying in reality has been removed from the simulation. It has been
kept in the game in a certain way, by giving players multiple lives, meaning that once they have
been killed' in the game, their avatar will reappear certain amount of times depending on the
game that is being played. There is a double simulation in place here, with having multiple lives,

L but also at some point the lives run out meaning the avatar is ‘killed' and the game is over. In
other media, like cinema which is based on a specific narrative, starting the film over does not

give you different results, but in a video game repetition is ‘requirement of the medium’ (Frasca
2003: 227), because that enables the player to interpret the space in different ways and gain skills
required by the space mare times than would be possible in reality. The crucial difference between
physical and-digital spaces is in the latter's multiplicity.

—

It is interesting for artists look at these ideas surrounding the purpose of video game space and
the concept of dying being removed from the game, because even though the simulation is similar
to what reality looks like, these obvious differences applied back and forth between reality and
garne space create tensions more than when those spaces are clearly separated.

Furthermore, the crates in Counter Strike game space have been created by copying what a crate
looks like in reality and then representing it in the game. Then Bartholl has taken that
representation of a crate and put in back into the physical space. The simulated crate has now
brought the different aspects of the gaming experience back into the physical space.

As with many technological developments, the history of computer simulation media has been
closely connected to the military. The ability to reboot and start over a simulated environment is

'8 obviously appropriate for training exercises. It is unsurprising therefore that computer simulation

"3l has been used effectively as a training tool, to train soldiers in how to deal with different situations
and spaces (Penny 2004: 74). What are referred to as first person shooter games (games that
place the player in the position and body of the game’s protagonist) especially are considered to
be war games, because within it you have a perspective of a soldier holding a gun and you are
required to do what a soldier would do: shoot other people or vehicles in order to win a conflict.
There are claims that first person shooter games conditions people to shoot other humans (Penny

2004: 76). Especially now that the graphiesef video games are incredibly realistic, there are
debates whether violent videogames create Violent behavior (Guanio-Uluru, 2016) and counter

Ml claims that other aspects like exposure to ch:rrnest!c violence is mare substantial for a person for

developing violent behavior than violent video games are(Ferguson et al. 2008 cited in

Guanio-Uluru 2016).

Video Game Narratives in Real Space

Not all transfers between physical and digital spaces are so simple however. In a game created by
American artist Kent Sheely, he deals with these transferring of first person shooter elements into
reality, but in a different way that complexifies our relationship to observed, simulated and
recorded reality. In the work ‘Youtube Shooter’ (see figure 4), Sheely layers the hands holding a
gun and the aim, which are a usual perspective for a user playing a first-person shooter game on
various Youtube tour videos. The gun and sight are, as such, cut-outs superimposed on the work
of other internet users/broadcasters. The user can choose from different ‘levels’ ta play in, these
levels are in fact just different videos posted by Youtube users who, it seems may be unaware of
this appropriation of their content. These repurposed videos, reframed as ‘levels’, include
simulated spaces like Disney World, but also public spaces like streets of New York and tours of
houses in suburban neighbourhoods in Brentwood, USA. This juxtaposition of graphics makes the
person filming the tour seem like a gunman. In this work, the game space elements are not
brought out into a physical space directly like in Bartholl's work, but a war game like situation is
being simulated back by placing a gaming element on top of a video of a physical space.

lﬁdﬁdﬁanie?ﬂbjects in Real Space

The hands holding the gun (see figure 3) are positioned this way, because that will give the player
the perspective of holding a gun. The purpose of the aim system is to give the user the ability to
aim at and shoot other players, but also pick up items and engage with other gaming elements. In
this work this aiming system is applied to various videos of real spaces, where real people, rather
than virtual avatars are walking around. The work makes us as the viewer, feel like by watching
this we are walking around in public spaces with a gun. A feeling that might be more or less
convincing depending on the familiarity of the viewer with playing these games. This work seems
to refer to the differences between the video game world and reality, but it is also referring to
another important difference involving the implication of violence in relation to the narratives of
the different spaces. For example, the usual narrative in first person shooter games is that of
having given an objective to complete, and to reach that you will have to move through the game
map in order to kill other players or gaming elements. In contrast, tour videos are made to record
and show different spaces, mainly in regards to how the space looks and may feel like to visit, for
example a tour video of Times Square in New York shows what it would be like to visit there. In
this work, these two narratives have been pushed together by layerfng of videos.
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ﬁi" m 3 'ﬁ mb real impact on our understanding of space and violence. In this 31 day long performance Bilal let ﬁ |

— i sl Deople see him through a live web-cam feed, and chat to him via an online chatroom while he was -
’ ! P .m k confined to the gallery space. He also gave people an option to operate a paintball gun, which was N
w : "m m m ? facing the gallery space he was in. (Bilal, 2007). With this work Bilal s trying to raise awareness for -
m - m M people living in Irag who have to deal with conflict and war in their homes on a daily basis. Just as [
R S many first-person shooter oM
b il games simulate spaces of B |
conflict, the same way Bilal is ]
simulating a domestic space of
conflict of civilians in Iraq for
himself in a gallery in Chicago.
With a game, a designer would
simulate the space through a
“l came engine virtually, instead
he is using the gallery to
simulate it physically. He is not
referring to a specific domestic
space in Iraq, but is representing
the situation by putting
domestic furniture into a gallery
M space. This is a simulation,
because he not only telling a
story of people in Irag, but
experiencing it for 31 days by

r & & being under gunfire. The same
'y . ”””ﬂ”fﬁ }h‘lmh’ w:::y inuwhich yur:uu do not die A R AL -
Figure 3: Screenshot from Youtube Shooter (2013) by Kent Sheely E m q when playing Counter Strike, corn | e R g e e S

Bilal is not using a real gun in
On the other hand, the work seems to refer to the continued debate whether violent video games mh m the gallery space, but a paintball : . n (Vg

like first person shooter games, where the player essentially plays through a simulation of being a |8 qun. ?e?-;l;:f];?:[nggl;{;riz‘?;;ﬁ:glarﬂ:;t:;?;is;;ﬂmﬁm _‘

shooter, affect people in real life. This layering, could make one think whether this is how people ,
jl who play these games think about when walkingin public spaces. ﬁ F ﬁ 5 In most artworks, the viewer is not engaged in it, but is experiencing it from afar. In this work Bilal ‘ﬁ |

. is making the viewer part of the work, as they feel like they are a first person shooter character =i
F This is combined with a change between theidentity of the camera in Youtube videos, where the m h f m h. holding Eie gun, and gilal was a gaming elenfent. The maii diﬁerencetils that he is not a computer "
.'t- camera is both the cameraman and thE "J'IEWET [ﬂmDafE‘d toin first person shooter games where m m m q simulation of a person, but an actual person, Dhysicauy Exlstmg in the space. In this work persons !
il (he camerais only you the player. This combination of two camera identities in this way, makes g m - m actions in a virtual space have an effect on another person in a physical space. Usually in video —
one of them seem more true than the other. The Youtube version of being the cameraman and games there are no real consequences for shooting a gun at another user, other than they might g

the viewer is now only a view of being a player, because none of the interface of Youtube (title of get wounded or die within the game and respawn again and continue to play. Here Bilal is giving -
the video, start/pause buttons) that are usually present are hidden by the first-person shooter & p & ﬁ people an option to cause pain to another hurnan being (himself) anonymously. 65 000 shots ﬁ |

N interface. were taken while Bilal was confined in the gallery space (Rice, 2012). This work was set up like a

m h 4] m k game online, so people who were operating the paintball gun are far away from it, and because feSa

In virtual simulations like video games there is no fear of dying, because whichever game you play, they are not directly holding the gun, it was simple for them to fire it.
whether that is racing cars or defending chemical weapon crates from terrorists, you are not m m m E !

a{tua“y Dhyﬁ [au}f |ﬂ"u"ﬂ|.‘hl"Ed in that situation, yOou are just pressing buttons in a safe environment. 1 m o~ m Youtube Shooter suggests public spaces and suburban naghhﬂurhﬂﬂds to be conflict areas, 3
ShEEl};‘ aﬂﬁlylng the QﬂmE elements on top of the tour videos brmg5 the potential of death because you are waikmg thrc,ugh them hﬂ[dmg a gun. The work gwes a feellng of anticipation, like _'
element into the work. While walking around the busy shopping mall in Paris, as is available in one Ji something might happen when you enter the next room on the tour, but in Domestic Tension, Bilal i

of the'levelsin Youtube Shooter, suddenly es a viewer you start feeling responsible for aiminga [ W ﬁ m. actually gives the audience the gun and gives them the agency to shoot. The work is like a real first
8 gun at innacent people in a shopping center. This layering also makes you expect certain emotions "

AT R WP , : : : : person shooter game, with real consequences. This work is not suggesting it, but it actually does
like fear to be on people’s faces when they look at you walking around with a gun, but in the video m h M m h‘ it. As people would have a chance to shoot him and actually did means that it wasn't the threat of
people are looking at you as though this is normal. The viewer has no direct control over the gun, “ m q violence to the target that holds the viewers back, but only the threat to themselves.

a feature thﬂy would have in the game world whilst involving the passive viewer in the implication m

of violence. This is violence against real people in the sense that the people in the Youtube videos m ~— m Barthollis using elements from a video game that are used to aid conflict within games. They are

dre not actors or characters designed for video game narratives, but people who have been — elements around which conflict is encouraged and he is bringing it into a real space to make the

recorded and then he video of them has been shared publicly showing of their physical location. ﬂ ﬁ viewer question what they are supposed to do in the installation. On the other hand, Bilalis using
& domestic elements that everyone is familiar with and has in their homes, to simulate what people

4 Simulated space and violence
P sp mh .mh in Iraq go through.
_r' Wafaa Bilal's perfarmanceﬁrrﬁtailati&n from 2007 (see figure 4), titled Domestic Tension does not sl m | e o m iy L m e B2 Gl G2 ! 1 0 1
S use video games to create the work, but he does use some aspects of them that can be *'!_' Fos : .
: : FETT - b -._a;. e = e %l

recognised. These aspects offer suggestions of how our engagement with technology has had a & _J £
' ‘- " %.; ﬂm 'f- nmﬂm ﬂ
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gRlRs HeRRU Es YOU CosEMIIE o playitiis game, 1t alt aboutkifing people - 6‘5‘ m d 6“; E— by bringing the virtual into the real, for example by having gaming elements and objects in the

i 123l or by bringing real world concepts into game space or the value of playing video garmes in

TR Py S P general from the real into the virtual. Even though video game space is simulated from reality, the
subjectivities of the space are very different from real space. Video game spaces are complex
spaces with specific purpose and rules, which the large community of people who play in them
understand and abide to. The disruption of these rules shows exactly how different virtual space
is compare to physical spaces and this is what many of the artists have explored. When game
space objects and interface elements are transferred into real space, they start to create tension
and suggest narratives of violence in the real space as they are made for conflict in the games. As
can be seen, video games can be considered to be the new spaces for performance and
exploration. Artists are clearly challenging the culture and opinions which this private world has
developed. The complex nature of these simulations offer interesting medium for artists to play
with. These works have also shown that the distance between the body in real space and the
W virtual space makes it easier for violence to be caused to gaming avatars or real people in a gallery
space. With the fear of death dissolved and with their multiple lives, artists have embraced the
inconsistencies of the game space in real space.

Compared to other works discussed, this online performance by Eva and Franco Mattes, titled
Freedom (2010) explores the game culture within game space. Similar to Aram Bartholl's work
though, the artists have also used the popular first person shooter game Counter Strike for this
performance. In the artwork Eva Mattes is playing in one of the maps in the game, where the
purpose of it is to shoot and kill other players. In the performance the artist does not shoot

M anyone, but is trying to type to other players aver the game chat not to shoot her avatar, because
"Wl she is doing an art performance. The other players ignore her and keep killing her over and over.

In this game the players have infinite amount of lives so the artist keeps regenerating in different

B oreas of the game map after being killed. Continuing on, a few of the players are asking what she
' gl is doing, what does she want and the artist keeps responding that she is making an art
performance. The other players seem to become increasingly irritated by this, so they tell her to
‘go play and paint, don't play Counter-Strike’ (3:45 in the video) rather than play this game. The
players in Counter Strike have a relative amount of freedom, as there is with any game, but that
‘freedom is always placed within the confines of the larger simulating system’ (Wardrip-Fruin
2003: 625). In this case the simulating system is the game of Counter Strike. The game is
exercised ina small space of rules, regulations and behaviours, set by the game. The people who
F playthis game have learned those rules and mastered them. This judgement can be made,
r because the artist is doing the performance in the online multiplayer version of this game, where "
the users are mostly highly skilled players. The players that Mattes has encountered seem to play B
this game often and they are used to conversing with users who understand the rules the way
N they do and abide by them. In the work, Mattes is creating tension by not following the rules of this
controlled environment which other players are used to. The other players are so familiar and

Bibliography

sl \arseth, Espen (2004) Genre Trouble: Narrativism and the Art of Simulation, found in:

B M., Harrigan, P. and Designed, M.C. (eds.) (2004) First person: New media as story, performance,
and game. Cambridge, MA: MIT Press

Adler, P., Hayman, L., Hidalgo, A., Saey, D., Stubbs, P., Warner, N., McNeil, J., Quaranta, D. and

- . : : oL IR £u !

comfortable with the laws of this game that they consistently resist the artist’s efforts to challenge [ it;ggtgnh;,.l_gﬁiaranta. HeandGiltant Masdushaaniese s TNEIS ege BhVideogaicsH It
F :gzgksbtﬁ“::;gggﬁ”mt;:g;ﬁn'z;”rf;f;”mﬁfﬁifﬁﬁﬁ[fﬁff;;gﬁgruf;‘r?[ﬁswﬁw?nt?ﬁecggﬁlgt'czi;ng Carson, D. (2000) Environmental storytelling: Creating Immersive 30 worlds using lessons learned
r : ! from the theme park industry. Available at;

a backlash of other.users demanding her to leave. www.gamasutra.com/view/feature/131594/environmental_storytelling_.php

Tha WOk starts o ssbein Cornell, L. and Halter, E. (eds.) (2015) Mass effect: Art and the Internet in the Twenty-First century.

. oy, United States: MIT Press.
iiﬂalittﬁz a;ﬂ:g:?g;g o Counter Strike Wiki (2016) Dust. Available at: counterstrike.wikia.com/wiki/Dust
o nurir? wha’? e Dovey, J., Giddings, 5., Grant, |., Lister, M. and Kelly, K. (2008) New media: A critical introduction.

r ‘mia%tm dgnther;ﬁns ol 2nd edn. London; Taylor & Francis.
r watching theqwd::( Frasca, Gonzalo (2003) Simulation Versus Narrative: Introduction to Ludology found in The video

game theory reader. (2003) Wolf, M.J.P. and Perron, B. (eds.) New York: Routledge Member of the
Taylor and Francis Group
Guanio-Ulury, L. (2016) War, Games and the Ethics of Fiction, The International Journal of
Computer Game Research, 16(2), Available at gamestudies.org/1602/articles/guanio
Jenkins, Henry (2004) Game Design as Narrative Architecture, found in N., Harrigan, P. and
Designed, M.C. (eds.) (2004) First person: New media as story, performance, and game.
Cambridge, MA: MIT Press.
Level (video gaming) (2016} in Wikipedia. Available at; en.wikipedia.org/wiki/Level_(video_gaming)
Nichols, B. (1988) The work of culture in the age of Cybernetic systems, Screen, 29(1), pp. 22-47.
A . _ Penny, S (2004) Representation, Enaction, and the Ethics of Simulation found in N., Harrigan, P.
_. Jgnﬁ«‘?fs 5 ol = and Designed, M.C. (eds.) (2004) First person: New media as story, performance, and game.
o S " Cambridge, MA: MIT Press.

atthe players are Rice, 5. (2012) Domestic tension: An interview with Wafaa Bilal by Shelley Rice. Available at:
' bit.ly/2xFtEEB
Wardrip-Fruin, N. and Montfort, N. (eds.) (2003) The new media reader. Cambridge, MA: MIT Press.

becomes more of a critique
of online ﬁrst person
shooter games and
questioning the value of
playing thgaae Mattes says
‘what are we ﬁghtmg fﬂr?’

Motsonian is the username for Monica Maria Rohtmaa (b. 1995. Viljandi, Estonia), an artist based
in Gateshead, UK. Motsonian's videos, installations and texts look at how game space elements of
video games, as well as visuospatial relations in Google Earth, Street View and VR, have changed
our relationship to our worlds. Motsonian’s art practice combines physical materials with virtual
textures in reference to what's known in 30 digital environments as texture mapping - skins
covering virtual objects to give them identity. Recent work uses the visual symbol of knitting, a
tradition she draws from her Estonian culture, as a metaphor for a video game aim system or

gur n F‘J nnuiew of Freedom (2010) in Plug In, Basel,
Switzerland

perhaps "'L=e‘ - Sﬂaﬁn tl'lE what the artist thinks of the other players
i _E‘g@n'fq. i‘ﬂi‘ght be like in reality, The fact that there is no other
H@%ﬁeﬁ IE T-:lr the 5creen could be read that the artist feels

e

-\ | have dammn&frhtedaﬂists have exploited inconsistencies between physical and digital space



P S e S P -P
---—--' |
-"' -""

— al-' al '~ i‘."' Z

_h oo [ -l S5y "-___1.5_3‘_'__._“
-----—t -r W
.-- e B R,
A e d




- -] 3

s s o s Vs ol b | o s s e s o
P T P T P T P T P g T P

_ _---------
P = [ = [y = e = e

w!;' —"—"-J—‘—"-‘—"
-I-- _- ‘-- -h '-- -- -h —-
m—-—-—---—-—-—q—7
ttp: !blt lvllvGGIF s e e e s e 0




‘-‘-‘-‘-‘-‘-‘
e S o L A e [ e [ A e [ =L
=P e -:'. -"' | ez
el ou m—m" -— --




ll'
iy

—
l

Py
&
=
e
4 .

a i)

‘B M An AN An AT

3 S P ST P S P SOOI P SO
_---_-_-_
-" -"" -"‘ -

‘-' -' ‘-' a-' dl

. ;.-....-.....-....—....—

l------—--
-" -" -" -
—

J- ‘— ‘— ‘l

i‘.t‘ﬂ,'.'.. ."?




T .

é‘i‘f;-:-zr -

LY e Lf-'

"m .ﬁ,m m &

P n SN P

d!rm

Locomotlon in an Open World Game

Written by Oliver Payne, originaly published by Flash Art

Open world games are about exploration. At first, the space between two locations is unfamiliar to
the player, so one must travel between them in order to experience it. This is rather the point.
Essentially, these games intend to open up this space and simulate its traversal—quite different to
transit in our daily lives, which we aim ever further to truncate, reducing our commute wherever
possible.

But it is also in video games that we find the loading screen, the placeholder for travel.
Somewhere between exploring and loading, there is a zen state of being.

& |
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And this is where the game succeeds—as an exercise in putting off responsibility and deferring
obligation. For a game rooted in the idea of a road trip, you have surprisingly little control of the
vehicle itself, no more than you have of the eponymous desert bus. This is seemingly so that you
choose the auto-drive function and let Noctis's lackey take the wheel. Every system you engage
with, from how the characters level-up, to the in-game currency, and the day-night cycle, or how

M driving the car itself works, all encourage the player to auto-drive between remote points. Some

drives can take up to eleven minutes, which is a lifetime in video game terms.

During these long drives, the characters occasionally chat amongst themselves, but more often
they are found to be doing nothing. They stare idly at their smartphones, or gaze out the window
at the hyperreal patchwork landscapes of the American south, complete with muscle cars and
diners. As they do nothing, you are invited to do the same. To make a sandwich or check email,
glance occasionally at the TV, as they glance out the window. Distance times between locales are

3 stated beforehand, enabling the player to plan accordingly and find the most efficient way to do

Desert Bus (Absolute Entertainment, 1995), for the SEGA CD, has you drive a bus from Tucson to L m m m E

as Viegas in real time. Despite never having an official release (although ROMs circulate online), it is m"'
perhaps the best-known “anti-game.” To call Desert Bus an open world game would be a joke—it

couldn’t be more linear. It is comprised of one encompassing environment, without loading

screens between areas. Every inch of the drive looks largely the same, throughout its marathon,

single-sitting play-through.

The game’s intentions are clear—do nothing for eight hours—questioning the very nature of video
games and why we play them at all. But Desert Bus is actually very much a game about doing
something, doing one thing—namely, driving the bus. And, perhaps more importantly, never not
driving the bus. The vehicle's wonky alignment requires constant player input. Merely allowing the
bus to stall, by taking your finger of the acceleration button, will result in your being towed back to
Tucson, again in real time. Its limitations create a remarkably narrow field of possibility, and its
unforgiving system, coupled with its intentionally broken mechanic, create a simple but profound
tension, mounting as you get closer to Vegas. When you're seven hours into your drive, keeping
the bus on the road is as high-stakes as it gets in gaming. Underestimating its own systems and
rules, Desert Bus answers the very questions it poses: In trying to illustrate how boring and
pointless games are, it creates a tense and exhilarating experience. As a game about nothing, it is
fundamentally broken.

Perhaps the best-known open world games are the Grand Theft Auto series, in which driving has
always been integral. It's one third of the name after all. Here, time behind the wheel isn't
downtime, and even cruising for the sake of cruising will invariably result in an unfolding drama.
However innocuous the intention of the drive, pandemonium is almost inevitable.

But unlike Desert Bus, the Los Angeles of GTA V (Rockstar Games, 2013) is a living, breathing,
pulsing world. Far more than a mere backdrop, it is the figure of action itself. To put the landscape
back in its place and appreciate it in a more leisurely fashion, the player must take to train hopping.
By positioning oneself in a boxcar, and allowing the camera to drift naturally, you can observe the
game’s perfectly rendered textures and its diminishing light particles in a way not afforded in the
autormobile.

T el e e
FoEl.
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If Desert Bus is about doing nothing for the sake of it, of exploring the potential for boredom the
medium affords, then Final Fantasy XV (SquareEnix, 2017) is about doing nothing in order to
postpone the doing of something potentially more boring.

Ostensibly, you take the role of a certain Prince Noctis, off on a stag-holiday road trip with his best
friends, before he is to be married off in order to forge peace between two kingdoms. The reality is
closer to a J-pop band doing odd jobs for strangers. In an effort to undo all the work which has
been made in the open world role-playing game genre in the last decade, Final Fantasy XV finds
new ways to automate boredom and twist it into purpose. Even the frivolous, fun stuff is a joyless
graft from another era: tedious fetch quests and frustrating fishing challenges.

ozl

nothing, whilst the game plays itself.

Whilst Desert Bus is accidentally and unbearably tense, Final Fantasy XV has somehow stumbled
upon the perfect mechanic for sightseeing, meditation, and achieving a sense of calm in a digital
realm.

Oliver Payne (b. 1977, London) lives and works in Los Angeles. As a duo with Nick Relph, his work
has been shown internationally in museums and institutions, including: Serpentine Gallery,
London; Kunsthalle Zurich, The National Museum of Contemporary art, Oslo. Recent exhibitions
include Nanzuka, Tokyo and Hong Kong; Studiolo, Zurich; Vavassori, Milan (curated by Fredi Fischli
and Niels Olsen).

Since working as a solo artist (2007/9), Payne’s practice has focused on ideas of subjectivity and
context. The artist draws from disparate sources such as Japanese videogames and subcultures to

B camping gear brand fetishes, that reflect on our perception of an “outside” reality. Starting from a

suspicion against the world that we recognize or accept with common knowledge, Payne explores
the conternporary relations between virtually connected players, between inside experiences and
outside expressions, spaces of drift, areas of in between and in flux.
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Has an undercut (not included in video}.
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A virtual self that’s no longer a self-aware
vessel for tracking retrospective character
growth in real time, but accidentally a separate
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';An exploration of the insidious
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‘ - "' What’s more, through the introduction of email, social media and the ability for anybody to ’l

The disillusionment of self in virtual realities and nameable affinities

Written by
Oliver Bharat

w=§ DO5Sess their own professional website, it has become second nature for people to access a mass
“ h .‘ amount of information via the web. However, our participation is scrutinized by capitalist society ._
n at u re Of te ch n 0 '.0 "- “ _ " g hegemonic governments, who have a tight yet insecure grasp on the limits of what we can do, ‘
gy formation we are able to source. The late Hank Koehn wrote about the eruption of the
_-' _ 2 GRiERVolUtion, “Information is universal energy, effecting change, creating and disrupting .
— nrder Inform@tion in the form of proprietary databases can be monopolistic. It's information that jl
is forcing us 1@ question the true nature of the decision process and the perception of reality”. The
‘ - " . Eneral consumer is unaware of the delusive nature beneath the beautiful screensaver of their ﬂl
= I digital devices. As writer Brian Droitcour states, “The new spirit of capitalism is about subdividing
“ h ._ h the individual into nameable affinities; Facebook likes, dating profile stats or competencies”. '
‘- - _ " Evidently the idea of individualism has grown within the internet and social media with people ‘
-- - purtray!n.]mage for Fhemseluea. yet we forget that ‘big brother’ is always watching what we -
- ughthesvy surveillance, and the government and has more ghostly power than ever
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“An avataris anicon or figure representing “person in a video game or Internet : "‘ ave u 1€ SO indulged w}thin sucif:::L media; nal:ci5:515ticatly creating an online self, "l
forumythat the user can control and move he screen. Within Hinduism an avatar is a ‘— "’ when realistically we rejust another single serving thing, existing on a database. The gl
manifestation of a deity or released soul in badily form on earth; an incarnation of a person or o ¢ disillusionment of selfffias become prevalent in relation to new technologies; with around 66 .

idea.” '- h ._ P million CCTV cameras ¥ ithin England alone, loss of the individual has become truly perpetual. -
HDW dﬂ' buth []f thEEE types Df avatar affect human tnteractiun Wlth rea!]ty? DG thE Exaggerated - - - ' Furtthmm?. =‘ il ﬂlﬂg},’ [UrmDaPrE? aﬁd data Stﬂnng centres ha‘u'E CI‘EE'[EHIIJ th'E ElﬂUd i :-I"i'hr{h I5'd -
emotions and boredom of a video game create the dissolution of self? Has the immateriality of -.' - perfectly chose “i and is quite insidious about the fact that the cloud is somebody’s s

computer, or a mass am@unt of computers suffocating in a ‘secure’ hanger somewhere. Stored

thnology and the internet metaphorically blinded people in society? Perhaps the tragedy that
with the 355um|::tmn tha %user is the only person able to access, or the state, if needs be. '-.I

e are losing a sense of consciousness of ourselves within reality, as we are depending on, or 3 '. . ; : :

devoting ourselves to developing an online persona, whether that be an exaggerated ‘self’ or ‘ - " However, tﬁEf'E are also cleer hackers fh&t are able to gamn entry to your hidden InfDrm:atlﬂn. Q'

fictional. _ .‘ Humans being smothered in consumerism created by society are blinded by the attractive, 'ﬂ
. _ {JCkbUStEI’ Avatar’, where a paraplegicmale T — - | 23 N [materiatihing. As g

innocent and even be | name of ‘cloud’ and consequently encounter the digital as an
In comparison toUdi -ameron 'S ‘ tasy : nuel Kant analyses, the beauty of an item has a “purposiveness; it
3 . raf r* identity. Saturated with a combination of assists, from the side of the senses, in the formation of empirical concepts for the understanding”. -
S - Ywith _ o= _ ™ In this sense, the more perfect apple products become, the less we think about the narrative or
jal yet relevant. This is due to the arguably disCORFORt . |

material realities behind the tﬁ'lnuiugy we use. Atkins seconds this idea saying “technology
) becomes scarily realistic and true. : : . i e a
consumer is unaware of as they are generating and deleting data; their information is always

5p‘|rit5 things away, out of sight and out of mind”. A concrete deception that the smartphone

«amines, ' [FSBecatse of ou f accessible in the right hands. For example, when you have a problem with your computer and the -
atran nt realitﬂ;' It faith i very abilit software company are able gain access easily and able to move the mouse icon around on the
degr*isimilitude.“ This blurry® Similitude i screen within minutes, just by knowing the identification of the computer. This creates a
intere: both explore using idioSYRT

g discomforting realisation of th chment we truly have with technology, yet its so integrated -

into people’s lives. _-
I

C .

manipulates televisions to deliberately create distortions to the broadcast on the screen using 1.
magnetic coils and other i 3ased materials attached to the screen. Imperfections in the
elevision’s interface fired ling lines on to screens, responding to the magnetic charge. This '
# guestioned the void betweenreality and the digital realm, as it conseguently brought the attention
way fmm the important television broadcast, but focused on the technology that was feeding
information. This obscurely reflects the way we interact with the worldwide web as
second nature within western society. As if it were an attachment to our being.
what we are visioning on the distorted screen is thE underlymg of drgﬂ:ai r:hans

By the zeroes and onesg@ 3Chine

fiens is gener

bjective provocative

capture technology and animation software@
: echnology by

Conversely, the disjointednes and technology was exploited in early experiments by
video artist, Nam Jun Paik during the 1960’s. In an installation, Nixon(1965-2002) Paik

manufacture'a dark undertone of western life |t5&lfthrough dlgtttsatmn In this essay | will be
tapping into how peaple have been affected by the internet, and also examin at ways
technology has become an immaterial thing, arguable sugar coated by capit‘itjy. | aim to
scrutinise how digital artists Ed Atkins and Jon Rafman have responded or utiliSed ans
behaviour and reaction to the internet generation and digital era within their contemporary
practice; and examine how they test the immaterial aspects of new technology through the use
the avatar.

Disillusionment of Self

The proliferation of discourses that are decidedly ‘post-' inundate artistic and intellectual life =
today: a post-Fordist mode of production gives way to post-politics and post-capitalism, which is ‘assumes” that a lot DF the backgmund will remaif
accompanied by a post-media, post-digital, post-internet landscape populated by postidentitarian
post-humans that are post-feminist, post-race, and pa: -queer. An mpnrtant catalyst art

iy

e evanescent visuals”. The verisimili
; ruction. In comparison to the thy
where the actress: 51@55 an intense repe

movement of the 1960’s who intended to abolish the
! becomes out of sink with the movement of

the New Tendencies; the anarchic group replaced D" Lp 5 0
with the notion of visual researching utilising the computer as the medium. This anticipated digital

art, which helped manipulate a paradigm shift fr-:::m‘t e political econg {-}f mass production and ‘ - - - _ “ _ g — “ _
o M L

consumption development of Fordism, to the information revolution, and tm’nsequent y the _ o=
. -
A eed

dematerialization of postmadernart practices. Consequently, effecﬂng the way that people view
art, and therefore perceive the w(ﬁ in its unraveling digital fq_@. : - =T




—F L e e
r P ——
= disembodied at the realisation that the narrative they were so deeply involved uwth has been
deconstructed in front of their eyes, therefore the experience is arguably tainted. However,

through updates in technology and polished apple products, everything behind the screen
disappears into functionality and the interface appears seamless to the consumer.

Ilﬂill!‘ﬂiHll'ﬂiHl!’fill!'ﬂ’iﬂl!'ﬂill!'ﬂill!'ﬂv

Inevitably, an ‘internet culture’ has been born, where individuals counter the digital as being an
immaterial thing in a neoliberal manner. With the introduction of the still very vague concept of
‘Post- internet art’ coined by artist Marisa Olson in a web interview with ‘We Make Money Not Art’
(2008); her definition acknowledges that internet art can no longer be distinguished as strictly
computer/internet based, but rather, can be identified as any type of art that is in some way
influenced by the internet and digital media. Meaning, anything contempaorary artists practice;
whether that be painting, sculpture or moving image, they have been affected by the internet in
some kind of way. Directly or subconsciously.

denedict Drew who are encouraged to create
E8'0r interpretation of moderni n 'the technologies they use and are truly
thr—z‘_t.»r are always trying to represent'the present in abstract yet conceptual forms and
explmt the come to be’ norms of society. As Jennifer Chan relates, “the syntactic and semantic
gualities of ‘post-' are interchangeable with postmodernism to mean 'in reaction to', ‘after’, ‘in the
style of', or 'an extension’ of the internet”, so if the internet is present and ever growing, how can
it be ‘post”. Artists react to current time in many different ways, through literal methods of
umentation of

s internet

fartists such as Rafman, Ed Atkin

yerhaps they go
against the
present by
manipulating
reality in abstr:
ways. !ra Drew”

by attstractly
contrasting

movement of
digitally affe
mwemen‘c ant

8 at Talbot Rice Gallery

contemnparary society. Specifically w:th:n the installation environment where
overwhelmed, and the intention to challenge the viewers placement in the
with.

erimented

As well, what | am investigating is how contemporary artists have used the digital era to their
advantage as a perpetual tool and acknowledge ones that have used digital technologies to shift
and distort the blend between digital and reality. The aptitude to constantly create digital fqﬁage
anywhere at any time with a never ending hard drive, to an extremely diligent level has become
instinctive to the western consumer. Therefore, ideas of insidious surveillance of people and
accessibility of personal information is not perceivable to the power technology holds.

within society through means of biometric facial reco gnition within public places such as airports,
busy cities, and large arenas. Blas states that ‘Biometric control has become a frontier for

neoliberalism in governments’; his main concern w
recognition being able to discover if you are an undoct

. a terrorist, or a

B b oG b b .ﬂ.mh s ey b ..ﬁ.;ww'.‘-

_HJ, J-

b —| o

An example of this would be how artist and writer Zach Blas explores the capitalisation of humans - h .-

work is the. scuuerythataswﬁﬂfamat y

et 1'
-

ve that the artists job is not to find solid answers to why things are changing in the digital ‘
@eapitalise on the effects that it is having on human beings lives. In this case, to alter the
eryday by exaggerating or mocking how the internet manipulates people’'s minds ‘l

‘ - ‘- je through exaggerating a stereotypical subculture through avatar and animation,

- nﬂjy capitalising on ways in which governments use technology to exploit human beings through
ﬂh.'_

biometric surveillance and CCTV. .
TS T

b |
'*_"' -
In Ed Atkins' recent work ‘Safe Conduct’ (2016), we are introduced to a fictional character; or as 'l
Atkins desgiibes him as a ‘surrogate’, as the model acts as a substitute for the stereotypical
] \or white male, going through a security check which we presume isin an airport "l
kins ide in an interview that the 3D models he purchases online are typically .‘
caucasian people as st believes they are more depth in detail, in comparison to the models
of darker skin. This reflects a horror between the fuse of the digital world and societies attitudes
inside a multicultural sol Ety“ as the caucasian male has historically been the empowered body
»o within the western world In the sequence that involves the character sadistically handing over his
l[rnbs and of therinternal organs; even though the visuals are very gruesome, it becomes quite
slapstick as he @88 hands over his laptop. This dark humour ridicules and exaggerates how
persanally explOItiAg thisscenario is to individuals and how the control of higher power enters the
prwa’@y of people in t eﬁday to day exercises.

criminal; these powers can njentufy your sexual orientation. Impnrtantly, this explmts the
_- -h dissolution of self that governing bodies induce into the minds of the customer, is realisticall
! -.- ‘,, nonexistent. : . ’

T e

Immaterialisation of technology

~4 ¥ .
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situation.

b1
=f

As Kant and SCthenhaue Il argued, “humour resides in the inappropriate association of things”.
The protagonist in Saf nduct ironically humiliates himself shamelessly by metaphorically
handing over every pi of himself into the allocated trays, whilst wearing a discomforting,

doltish and erotic smile on his face. Comparable

to Bas Jan Ader’s slapstick, where the comedic
element is at the actors misfortune, gruesomely,
Atkins turns the everyday rituals of travel into a
satirised violent, fluxus performance, or parody of

a contemporary world. There is an

understanding relationship between the tragic

and the funny. As Ader points out that his concern
with falling was connected to failure and tragedy.
The empathy towards the Atkins character is
portrayed very awkwardly throughout the piece, yet
unmistakably relatable towards the viewer. Jérg
Heiser would disclose this a ‘the existential
adversity’, which Atkins executes violently through
fleshy, familiar graphics as the artists views this
passing between states as a very unpleasant yet
some how necessary situation. | feel that the artful
use of humour is important within the Atkins

work as the tragedy of humour is an aspect that
undoubtably connects all humans together.

What's more, the mockery and brutality of the
everyday procedure of travel, appears absurd. In
comparison, Blas describes a ‘contra-internet’
art:An |m|:|l|c|t critique of the internet as a
ieral agent and conduit for lab
1, financial violence, and prec
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Within Blas' work, ‘Facial Weaponisation: Fag face’ (fig2) he gquestions what the benefits of this ‘ ‘ 'ﬂ ‘ﬂ 'ﬂ ‘

kncwledge are, other than to control, monitor, and police us even moare discomfortingly. - h .-h In addition with the artists work Ribbons I{ED‘I 4), a 5terentyp|cally animate being; pathetlc

gruesome and gratuitously drunk singing is examined. The pre designed 30 model that Atkins hES
The piece is a completely opague face mask generated through facial data of a number of -- - c

purthased for a respectable amount online, to the be manipulated and brought to lite by the artist;
participants, digitally forced together to create a "collective mask” This results in an amorphous T -:

1 e5 aduantage of material that already exists which represents the depth of the digital era,
mask that cannot be detected as human faces by biometric facial recognition technologies. The -- n be appropriated for different personal uses. Idealistically, aspects of the the ..-I
dark undertone of this very confrontational piece of work, relates to the sadistic humour of Atkins' - -_ l|5

‘ ‘ claﬁs mal

Umer can be acknowledges within ‘Ribbons’ as the subculture of this typical working
video's as it is like a ‘play mask’ that is arguably aesthetically pleasing, yet if worn out in public it rtrayed as miserable and lonely, drinking spirits and singing about his emotions, is

would be to peoples entertainment unknowledgeable of the exploitative context to the piece. eratedthrough something that isn't real, something that is digitalised. However, the banality
Additionally, 'Safe Conduct’ is installed into the gallery space on three channel, with one - h .- h" &éiigc}kmg and drinking alcohol at a bar is uncontrollably relatable for a viewer, the audience '
audioscape piece which plays the well known tune of Boléro. The video's are positioned on three '- - - ‘ awkwardly empathises with the male, which becomes an important discourse as the artist makes
airport-styled hanging in an oppressive way in the centre of the room; relatable to the - us questions what reality is. Contesting of mortality vs digital. Atkins rebels against the perpetuity
secunnsatmn and surveillance that Blas adheres to. Atkins acknowledges that the character he _ - »= Of the high definition culture and examines the underbelly of society through the immaterial. Also *
Li Dperated by himself using perforrr capture technology who anyone with a face P within Laysmng of editing itself, the fake lens flares, dust and light reflections challenge the eye on

fefore the ‘surrogate’ he usesisé intation for all people within the closed circuit how fardigital software can go to seem so realistic. In addition, Atkins would argue that the push
' ‘ - ‘p for high'defifition within todays digital world as ‘too real', that it becomes unwatchable. He 'ﬂl

8a of the ‘individual’ is not fe
anal sesthe high de N, arguing that within the cinema industry, filmmakers have become so
_- .—h y g r L. drguing Y ".

precious about makin@ERe image so high definition and so real that the body of movie drops

Furthermore the titles use of 'weapon’ suggests in Blas' work suggests it wants to challenge the

conforming and abiding society; protesting against biometric facial recognition and the -- - ‘

away. Film critic and theorist André Bazin commented about cinema being a warning that the
inegualities these technologies enforce. Where as the software that Atkins uses homogenises and % --. - e materialy lways retﬁw = “that it's not just illusion, it's not just air; that there's something -'
renders all types of people, where you can modify a completely new body for yourself. Likewise, = there". & s
within Martin John Callanan’s piece ‘Departure of All', the artist challenges the verisimilitude of
JIRdividualism. A vertically mounted large scale LCD screen hangs on the wall of the gallery, in the ‘ — ‘—' Similarly, digita ist Jon Rafman is interest in the technological portrayal of capitalist gl
o] -ufa flight departure board, it displays information about all flights taking off from all soci yhut inamo g{ y, online, so obviously digital and abstract way, in terms of editing and

airports in the world, in real time. each flight are placed in a row that moves up as a ‘ - ._h subject. Within his work, ‘K@ol-Aid Man in Second Life’, (2008-2011) he uses the oldest online
new flight is added to the list.Even though Callahan does night use a virtual avatar, similar ideas of .- - _ ‘ virtual world ‘Second Life"Which is completely user generated where mass amount of subcultures
self-disillusion are s stwe with lhe wewer or the thousands of people departing from airports

within subcultures are gg@ated and 'live’; where you can create your own avatar to suit yourself or
1S Pau Waelder summarises, "At some point, origins -.‘ - - whoever you want to ay yourself as in Second Life. Rafman describes a sense of “anarchic
nlnterrunted procession of flights that gains

™
psyr:he like a “supercharged Las Vegas” within the virtual realm that he believes the obsession ...I

- flow of data”. The flight mfnrmatmn within it can reveal a dEEpEr truth about reality. As it is run by its users, with mass amount of '
n ionaf ‘— ‘- people usingit, it becomes quite insidious as it projects a more extreme rebellious nature than the 'gl

reality the gamers are possiblftrying to get away from. Compared to commercial games where

) - -’ .- -' repetition is the essence of the game play in a reliably linear fashion, Rafmans documentation of '
off layers ‘. - - " ‘Second Life’ suggests amuch more irrational attitude to notion of the reality game. The gamer is =
1 -.‘ - not made to complete tasks using their avatar, but it is up to the player to what actions they want ‘

- .

to achieve depending on their personal interests and imagination. | think it is important to point
L awkwardness in the virtual reality is fated within the virtual " |

P out that the extreme lack of sogia
nt.n.-‘aulit*_.»r as there is no human int@@gtion. Yet, it is arguably very discomforting when the video piece

is being viewed in a gallery spa ilar to the distressing visuals in in ‘Safe Conduct’. ﬂl

_ h ._ h As well, the replacement of identity in both Atkins and Rafmans work is apparent, or the ‘!

-- - ‘ accessibility to do so whlch technnlogntal advances have created. Sianne Ngai describes this ideas '.

“ - - as ‘stuplimity’, which combines the aesthetic awe of an image with boredom. The experience of ‘

= Lthis discloses the limits ol s capacity to comprehend an extended form as a totality;
--' Eeliewng a digital world ISFEaUFLikewise, Eugenie Shinkle examines a “contemporary ‘l
technnlngical sublime finds expression in an affective combination of elevated emotion and $|

by — a combination in which the subject also encounters the limits of the self”. Comparable

5 it is a computer
AOE ns “you are so aware o

'ntcl on to both the empathetic relatmn uscharacter and also the fact

that it is co d, you don't lose yourself to the moving

Atkins utiliseshis digital ability to

modify a character using himself

as the performer being the

screen, embellishing fictional

its fallacy,

characters, that take on the ML wconcern of self disillusionment, we become so engrossed with virtual reality out of
attributes of an individual in the 5 1“' ient of expluring and not for the purpose of creating art. Similar to having a sense of
21st century. In a gallery space it "; y # hilstre nal nuuelﬂn blic transport, as Csikszentmihalyi remarks, ‘we
perhaps becomes a short and l . . gl jthe egn and have hemme par v
rememberable experience with no " N 1) '
attachment to the character, ] § S ltran: .

unlike the bond an audience may ‘ - - lical e

have with a the lead role in a -
cinematic blockbuster. As writer ' -

Rich Thornton identifiesitas e
“Immersion without escapism”

2 O - & -- - -
being the main power within the - lwﬂ.' .-.‘ -= -= -.'
work. nauct - _ - — -
D b O o b S G hr..ﬁw h’.ﬂ:m Hi'.‘-

l!'ﬂi!lﬂ'ﬂiﬂlﬂ'ﬂiﬂl!'_ﬂill!'ﬂ"i!l!'ﬂi!l!‘!iﬂllﬂi

Figure 3: Safe Conduct
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re——
rBy e e e e ‘ -’ ‘,‘ Wlthm his film, lhere is many surreal altercatn:nns that embellish a list of metaphorical ﬂl

|

I!’ﬂiﬂ!!'ﬂiﬂlﬂ'ﬂiHl!'ﬂiﬂl!'ﬂi!l!'ﬂiﬂl!'ﬂi!l!'ﬂ

juxtapositions, weather that be through sexual activities between three headed dragons and
innocent Kool-Aid man, that suggests many interpretations, whilst a certain awkwardness is !
captured, through glitches and avatars walking through each other, making it specifically clear that ‘

encourage the experience of flow states (A How state, in other words, is one of control), rather

than offering more commonplace experiences of com petition, violence, and destruction. Whereas ‘ h .—

in Rafmans documentation of Second Life, reliable boundaries are non-existent and archaic. Flow '- - - ‘ 0 et i e e s e

states occur in activities that offer clear goals and instant recognition of how well you are doing, --l - ' ' '
. ) ) ) : int ns of the avatars is completely avoidable, as empathy towards other users is k
without introducing excessive frustration. c:-ptmnal rin e ety |

glitchy as the player is consistently testing and pushing to see how far they can challenge the e : e : s ;
nterface of the game. Therefore, an understanding that Second Life is mmpleteiy constructed, '- - - ! their lives; being able to limitlessly explore the |nternet and gain information fast has become -
fI
Bgallery space, online itself or even on a larger scale within the commercial mecha As

This utter disjointedness of self with reality arguably becomes overly beautiful and sublime for the - F l
player, compared to the extremely lucid 'life’ of ‘Kool-aid man in Second life' where the ‘ ‘ (Conclusion Q
Josgetop et ool HEROR loaona e ed Dy he ER s WD corries ol n h .I- h‘ In summary the internet and virtual reality harshly juxtaposes how people in western societies live ‘
e i A | [ F T L e e
terface consistently works properly, for 4s0n, none r:rf the complexity is perceived I:r_\.r - ' ity ip piarg
- F of now, on Tﬁie interagi@myspecifically within social media, has been beautified to naively create the l
‘ ‘ feeling of human corfiflfion via our social devices. The themes of the disillusionment of self and ﬂ

iti Will Self analyses, "Our willingness to upload our social existence to the :

: ; : . the immaterialisation o ,techno[a is scrutinised heavily amongst the artists | have mentioned.
WeD, o rely omit for our orientation, and to depend on it for our memory, means that when the _ h .“ h Atkins sl m fully embellishes thg:|dea of the avatar, tuft arguegs for its only existence to be the
silvery interface between us and it becomes perturbed, we seem to be witnessing the very - - _ c s et s I realify. L sxplbite the sirmole eventoEtravel and
lineaments of the thing in itself, stripped of its fleshly and humanising coat.” Similarly in Rafmans g Y. P P

drgltal work where the juxtaposition of avatars being controlled by human interaction with the -.' - » ZLTDUI‘:E: Itth toxic human mummification. The fact that its a digital avatar metaphorically ‘

i uggles, are not individuals but are part of a huge database of personal
f r n when their char r walks through walls or and pix r m .
QI oUtaare s TWDeh e charecier waks Uioq0n Wels O1anc DS ale Ak corne Lnfcﬁ"-h'l ion. Rafman cmﬁe other hand, uses an actual online gaming avatar which can be seen as ‘l

: h : he pl h l |
llised on the screen. Reminding the player that they are in a created digital world and not reality. ‘ — ",- an escape of oneself fmrrﬁnty using an alter ego or fictional persona to explore virtual realities. ﬁ'

s : o e - L cu However the glitchy depi of Second Life exaggerates the insidious nature of the internet
l;:gﬁﬁ:; :_Z;"Eh'?: i?;;pt:fi?iz:: Egg;gz'c”:hg;ﬁiﬁiﬁ? SJSifgllngf'glt:ind;;Ee "- - .- -‘ through users manipulating its fragile interface. Both artists contemnporary work consistently has a " iug
ol ricy s f""'-' 2 SRR - - _ ‘. layer of of grotesque ur which | see as extremely provocative and important, as humour is ‘
E | o~
_ _ ~

what connects human BBings on an international scale. Humour has the power to be tragic yet

meaningful purpose. The absurdity of people watching something so much where all humankind  ©

is completely annihilated, is attractive compared to the norms of everyday life. It is not necessarily ..I

meﬂrtant for people to cumpﬁtely understand how to the zeros and ones are constructed in

detail, but to become knowledgeable not to believe corporate propaganda of products so that 'ﬂ'
=0

technatcgy becomes totally immaterial.
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ife’, the civilians in
rovider gueen. They are tot;
G Iror andzombified in a part baroque,
post- aunca! ptic, microcosmic nightmare. The piece is extremety monotonous and repetitive to
observe, which coincides as being the essence of virtual games; continuouslyig the same task
over and over for a better outcome for yourself, or to move on to the next st

Moreover, the piece is also a performance piece, as Rafman creates a figurative tour for spectators

around Second life, to let audiences experience unfamiliar territory and to interesting exploit the ‘ - ‘p

gratuitous blend between online virtual worlds and reality itself. Video artists Lucky PDF argues,
“work online automatically exists in a much larger context of content creation than work ina

gallery, and it's important that what we can be judged against and interact with the rest of what is - - -

recurrence.

out there. Being early adopters and innovative users of popular technology means we can shape -
how it is seen and used. The Internet is a technology whose purpose is decided by its use”. -
Rafran would support, “dialogue between internet artists, is becoming less of a conversation N = --
about the aesthetics and signs and symbols of the internet and more about everyday culture and - ,
everyday reality”. Whereas Atkins believe that you should not completely emotionally give ‘ ‘

_hl-h visual. This is paitegisith = fascination wit

yourself up to the digital world he present, Rafman ¢ 1e opposite as he allows himself to be
yday

usnature of technolpg
qe Olly is interested in hol
DOSirIg with

h'the construction of sound, animatio
anwork both in harrmony witheavisual,

5Nt narratives and emotions. H '
as a way of creatingigsettling tones

amongst other inside the virtual space, and does gi

2 mystical subcultures that
= iy B2 3 : |I : 1
iy reside e digiok reslim i s e RANS this dark and mysterious part -- -g sarmipling, technalEgyl snd
of the web by documenting his journey through himself ha\.ﬂng genuine excitement in the -. l"-

exploration of the web and how it reflects reality.
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= § Roy Ascott asks us to imagine three VRs: Virtual Reality, Vegetal Reality (biohacking and .
' -_ ‘h -h ‘ h _ - ‘ ter:hnnlngmai instruments that interface with DNA) and Validated Reality (‘common sense’). He ._
- _ - _— _ _ - _— - - - _ -" asks us to beat our brains over what he calls a ‘Biophotonic Flux' - to “imagine a technology of the -
mind that allows you to become immersed in a vast database of universal knowledge, ane that
_.' -.III -- -" -.III - . reaches deep into the neuronal zones, cuts through the layers of inhibition laid down by centuries .
P of cultural conditioning, religious prejudice, and political repressiona. He's fantasizing about a e |
thick futunty ‘again that word imbrication: said of the scaly covering of reptiles and fishes, of -
- ‘ - ‘ - ‘ — ‘ - ‘, leaf-buds, the involucre of Compositees. Once ontologically disparate layers of digital, DNA, and al
‘everyday sensory reality’ will fuse like scales on a fish in our hybrid horizon.What then will the
.—h .-h .-h .“ h .‘ h .- h- avatar imply? A bio-hacked avatar in an immersive virtual setting practicing biophotonic
- - - - - - - _ - _ - - ' cannibalism, for fun. When DNA enters the network, and neural technology interfaces with virtual

~ '--—v - m T— . T cp— e, _... - reality, compartmentalizing our avatars from ourselves may be a rupture we can no longer
i —“ = afford - or one that leaves us indifferent, affectless, traumatized: ‘Whoever turns into a swan, or a

thmg, is left with their abject original being insidea.’

& —
" " Bibliography
Written by '-' ‘h . .
" 1Colernan, Beth. Hello Avatar: Rise of the Networked Generation, 2011. (Cambridge, MIT Press),
Hannah Nussbaum T

You're caught somewhere between the corporeal world and a digital landscape that's been coded -.' - 2Roy Ascott, ‘Biophonic Flux, 2003, http://www.academia.edu/1081142/Biophotonic_Flux

s0ED, Imbricate, www.oed.com/view/Entry/9175, [accessed 4 October 20171,
up and rendered for you by a 3D animation studio called Masters.of Pi.. Your biometrics rely on B i iins, in aninterview with Chisenhale Gallery, discussing his 2012 exhibition Us Dead Talk

your successes or failures in a set of immersive games, and the games are sponsored by brands : . 3 AR : ;
that exist in limbo, somewhere between virtual entities, and non-virtual peddlers of terrestrial ‘ — ‘- Love - http://www.chisenhale.org.uk/erchive/exhibitions/images(EAtkins. Interview.pdf

products that you actually eat and shit out in the non-virtual world. In this world, there are a - - . e : e
A : . . . h - h H: i Nussbhaum (b, 1993 Massachuset S 8 Writer : ral critic baset indon. She's
cornucopia of ways to indulge your desires in hyperreal detail: you and your avatar arein a f RN ORHIT D) assachusetis)is g witerand ciitaiaicoased iy London. She

: : ! : : : currently completing her MA at the Royal College of Art. She's interested in trash, steaze, refuse,
schizophrenic union, and the darkest bonne bouches of the internet are available to stream in the - - _' okt _;A -Ejp-tiﬂﬂ B E_E’:'U#E thgnze denraded forms mostpunk nd o=y au;
2l S dila g el M= LS LiivdiEgs = dile i Fal= - ! =\ave

round. William Gibson probably already told us this story: the one where immersive digital [ . .
: o, r A : : : S0 ] : MUSIC ary S COnten g CLICES © = [ g “trasn’
experiences gamify life. Life becomes an imbricated video game with incredibly high stakes, and - - ';:m'ﬁ;)r :ﬂh!?;:qtm”eg’ aswellss contemporarypragiices thaluest With gebns and trash
fud

pleasure and leisure become the Purge, only harmless because its only a digital simulation.
In Azeroth, the mythical setting in World of Warcraft, digital currency is currently worth more than ‘ I ‘ Il F r
Uer:lezuelg's I:lztiuaré Does that Euunt as ;.«irtualtraiglity;tiuhentdigit:{ Jtmrapﬁlinrgs pirmﬁ.;ate{;%aE str:icﬂr - h .‘ h ] '_ h ] ‘ . '-_ M —
we're rendered avatars even when we step outside of the network. A collision of wet and dry takes
place —synthetic emulsifiers rub vegetal and digital together. When you're virtually online, offling, - - _ - - - _ - - - - —- -
7 ? 2 = = > o~ - (=
are you still an avatar? Are you accountable? Does hiding-behind-your-avatar become the next tax - - - _ - -
loophole, honorable discharge, etcetera ? _ |
54
Beth Coleran conducted extensive interviews with a virtual Cannibal, Gy. Gy is a French white — ‘- ‘— ‘ — ‘ - ‘l
male adult who participates in gynophagia sex play — that is, violent virtual sex-play that ends in
(virtual) death and (virtual) cannibalism — in European Second Life. His tendencies and pleasures - -' ._ — .- h l_h .-h l—h l-
provoke speculative meta- ethics, ‘in terms of what may actually be done to another person '.- - - _ - - - - - -‘ - -
(legally and morally).’ Cannibalism is allowed on the net, because what does it mean to virtually o o o . —
eat someone who is only a proxy of themselves? One can also assume that participation is - - - - - -
consensual, although consent is literally never as simple as | brought myself here of my own — (=t
volition. full stop. Regardless, a virtual representation of a taboo ritual becomes ethically
irrelevant for existing legal infrastructure when its being simulated. This feels like a pure - ‘— ‘ - ‘ - ‘ - ‘l
expression of the way in which virtual prosthesis still claims the status of a ghost limb, when it -_ -h ‘ -- — - -
waEwts to. It's just a ggrne is sametimesﬁtrue. sometimes just a violently mm?enient alibi, more and .
more literally a category error. When pores between the screen and ‘offline’ are more like portals, - - - - _ - - - _ - _ - _
when do video games and interactions that were borne-digital slip into life? So GamerGate looms () o - o~ - -
_ large in this conversation: on the net until it isn't. The larger point here: as wet, sticky, offline life - - - - -
rubs closer and closer to hard, dry, online life, at what point can you enact your cannibalistic
fantasies on the net, and still continue to compartmentalize vour wet and dry selves? The hyped - — - -' —' l
up promise of VR technology is producing erections in khakis everywhere: it's going to feel so ‘ ‘ ‘ ‘ ‘
good when we can get our hands on augmented reality first person shooter games and ‘ h -h .“h -h .-h .-_ -
interactive horror porn. Progression towards high-definition, hyperreal violence. We move towards gr—
a new sense of sensuous geography. That was my avatar, not me. -- -- - _- _- _ - - 3 1 49.-
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The renegade NPC (non-playing character) embodies a disruption of
conventional gamebound roles and structures. No longer a passive
utility, these femme and nonbinary avatars are creating blueprints for
flexible poison pills, lockpicks, mutual aid and self-care by hijacking the
given mechanisms of gameplay and game environments.

Being renegade is about claiming the power to survive by seizing the
tools to mark the world that marked us as "other"; it's about hacking
out of the passivating presets that make us supernumerary to master
narratives and predetermined goals. Echoing Donna Haraway, we are
the illegitimate offspring of militarism and cyberntetic capitalism - but
illegitimate offspring are often exceedingly unfaithful to their origins.

Our costumes and inventory are weapons and armour that help us
navigate our worlds freely, opening terrains and unlocking player to
player interactions. We invite you to take inspiration and construct your
own objects of power and protection in your local environment.

The renegade body can mutate, duplicate, and repeat indefinitely,
extending itself through space by means of time, compressing time to
create for itself a home. What kind of subversive repetition might call
into question the regulatory practice of identity itself? How can we
encode our future bodies - as creatures of flesh and pixel, creators of
affect, and of technology - to vibrate along the optical illusion of social
fictions and virtual realities?

Here at the borders of the screen, trouble is inevitable - and the task is
how best to make it. Femme and nonbinary NPCs squad up!
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The helmet is a protective gear, so ppl don't
get hurt while using the gun al?d opening
portals to other dimensions.

based on

Egg, broken, like many egos. No one
will ever understand it.

It contains lack of meaninag.

Do not shoot at it.
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open, shifting inequalities
non-equal , indefinable units
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-ln - e Uir‘l:ual reality installation

Page 22
o —
‘— ‘- Valentin Dommanget // www.vdommanget.com

IRL VS IG #VI, 2017

-h .- h‘ Lenticular print
T T o T P
-.‘ -:; Jakob Kudsk Steensen // www.jakobsteensen.com

P Bob Bicknell-Knight // www.bobbicknell-knight.com

Exclusive interview, 2017
‘— ‘p Page 24 - 29
-h -b Mathew Zefeldt /| www.mathewzefeldt.com
-- -- Door 4 (Duke Nukem 3D) & Door #2,2015 & 2014
[ g Acrylic on Canvas
_ﬂ -l'l' 84 x 63 inches & 55 x 40 inches

— Page 30 - 31
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‘ - I ‘-_ Jakob Kudsk Steensen // www.jakobsteensen.com
-- _h- Primal Tourism, 2016
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' Lawrence Lek // lawrencelek.

— Geomancer, 2017
Commissioned for the 2017 Jerwood/FVU Awards

video with sound
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Aram Bartholl // arambartholl.com
Dust Scapes, 2013

Acrylic, Aluminium-dibond sandwich
141 x60cmx4
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'.'; Jon Haddock // whitelead.com/jrhfindex.html
The Screenshots, 2000
Digital image

'. Page10-11,66

I Mathias Jansson // mathiasjansson72.blogspot.co.uk
First Museum Shooters, 2011
_ Essay

'p Page12-15

! Eva and Franco Mattes // 0100101110101101.0rg
Freedom, 2010
HD video with sound

' Page 16-17,158- 159

Gerhard Mantz // www.gerhard-mantz.de
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—~ Fengyi Franklin Zhu // fengyizhu.com
-- Pstol, 2016

« Joseph DeLappe // www.delappe.net
' dead-in-irag, 2006/11
Game based performative intervention

*' Page 17, 160 - 161

@ Thomson and Craighead // www.thomson-craighead.net
Triggerhap, 1

/] www.aaron-mccarthy.com
ﬂtﬂﬂt, 2017
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‘ —’ ‘ ’ Hallway Angel, 2017
Acrylic on canvas
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- - - - Georgie Roxby Smith // www.georgieroxbysmith.com
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'.‘ Jason Rohrer // hcsoftware.

t Passage, 2017
Video game
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' fleuryfontaine // fleuryfontaine.fr/en

Ing 2012
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'.‘ Brent Watanabe // bwatanabe.com
San Andreas Streaming Deer Cam, 2015/16
Studies for computer-controlled installation
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Matteo Bittanti // mattscape.org
'.‘ Interview, 2016
Page 50 - 53

!. Georgie Roxby Smith [/ www. geurgteruxbysmtth com

Matteo Bittanti // mattscape.org
OBAMADS, 2009
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Gabriel Junqueira // gabrieljunqueira.net .
f33 108, 21), 2017 -

" HD video with sound '-.-'Iktur Timofeev /[ viktortimofeev.com
Physical Capacity, 2017 & The Array, 2011

Page 54 - 55
: g .— " VR game made in Unity 3D for the HTC Vive, welding mask modification, carpet, chairs

"“ Stacey Davidson // www.staceydavidson.format.com — h .— h. Ragebe=ad, 151
remember that time i drowned my sim and felt nothing?, 2017
s Digital collage * 4 y -- - B pucciSethCnxion // pucciseth-cnxion.tumblr.com

' Page 56 —.. -._.. tumblr_oqfTwjB4gk1tw2xieod4_1280, 2017
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el Georgina Tyson // www.georginatyson.com
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It's a Fucking Fantasy, 2017 é
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KNIGHTS DFBHJKHON. 2017
HD video with sound
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David OReilly // www.davidoreilly.com
Everyth.fn 2017
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SECRET WARS, 20&2

Christina Smiros [/ christinasmiros.com

'P HD video with sou AM/Projected Relation, 2017
Page 81 Interactive video installation
Page 95

Feux Treadwell //
Lan Party, 2017
' Acrylic on canvas
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Motsanian (Monica Rohtmaa) /f motsonian.com
Please, don't shoot me, I'm an artist, 2017
Essay

Page 96 - 103

Marta Strazicic /| www.instagram.com/pirate_sheep
Cyber Insects, 2017

HD video with sound

Page 106 - 107
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age 85, 91
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Elliott Burns // www.elliottburns.com
. It doesn’t take long to find new targets, 2017
" Exclusive essay & digital image
" Page 86- 87,106

Liv Preston // www.spacetooth.co.uk

UNFORTUNATE PIT, 2016

Assorted collectables, artworks masquerading as collectables, spray paint, bed
Page 108 - 109

' Dani Ploeger // www.daniploeger.org

_= _:- Ellie Power /| www.elliepower.co.uk
ASSAULT, 2016 : p——rzT

pE— Untitled (If an NPC speaks in an empty server, do they make a sound?), 2017
iPad, 7.62%x29mm ammunition round - - HD video with sound
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Groggy, 2011 >

’ Felt tip pen on paper -.. _-' Willem
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|jp- Pete Jiadong Qiang // iadonggiang.co. T e T R
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leismann /[ willemweismann.com

" Dlﬁl experience
’ Page 120 - 121

%:;:5 Kelly // www.instagram.com/franhkelly
ry, 2017
Exduswe essay

| Page 122-123
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-h -h Essay
'-- -- Page 132- 139
-.' --' Will Kendrick // www.willkendrick.co.uk

A Dream is Real as Long as it Lasts, 2016
—, ’ Digital image
: - h .- h Owen Thackeray // owenthackeray.com

Harun Farocki // www.harunfarocki.de
Serious Games I: Watson is Down, 2010
.. HD video with sound

Page 124 - 125

- Melanie Courtinat // melaniecourtinat.com
" | never promised you a garden, 2017
£ virtual reality installation

" Page 124 - 125

' Claire L. E,ans /] clairelevans.com
) dern Warfare, 2010
ideo w sound

Page 143
'-’- - Sans Teeth, Sans Eyes, Sans Tast, Sans ALL, 2017
_.‘ g Digitalimage
ll Page 146 - 147
" Petra Szeman // petraszeman.com
Trajectories, 2017 Hannah Nussbaum // hannah-nussbaum.format.com
“HD video with sound ‘ ‘ A Rupture of Self, 2017
jp Pace 126,142 T e T e Esay
Page 148 - 149
F Emily Godden & Audit Chaos // www.auditchaos.co.uk - - - -
Rhizome 2.0, 2016 - (2 = Isa Magalhaes // www.instagram.com/flufflord_of_love
~ Virtual reality installation performance ™ Tea Strazicic // teastrazicic.com
; Page 126-127 -- Marta Strazicic // www.instagram.com/pirate_sheep
- - Katy Roseland
_ Sandra Aratjo // s-ara.net ‘ — ‘ Klara Vincent-Novotna
P llilf.gendﬁamet::lfash upd 2013 - h ) - Renegade NPC squad, 2017
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