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Abstract

Videogames have been theorised as an acbhased medium. The original contribution to

knowledge this thesis makds to reconfigure this claim by considering popular multiplayer FPS

gamesas reactiosbasedc particularly, immune reactionsL. G 1S dzLJ w20 SNIi2 94aLJ2 a;
that the individual in contemporary biopolitics is defined negatively against the othetratiea

FYR dzf GAYFGSte ySaFriSR GAlF GKSANI NBFOlAzya (2 Lx
By inciting insecurity and segifotective gestures, FPBl YSa A | Lalllofitk A 4 A 2y Qa

T NI y OK A aBattidfiefdBeriedvividlydramatised & LI2 a A 12 Qa4 (K2 dzZa3K3{ X LINE RdzC

immunitary gaming

Immunitary Gamindocatesthe FPS within key moments of change as well as evolirtion
Western image systemiacluding the emergence of linear perspective, cartography and the
early years of the cinem@he FPS appropriates these ijeasystems, but also alters their
politics.Giorgio Agamben has argued that the apparatuses of late modernity no longer
subjectify like their forebears, but desubijectify the individual, producing an impotent neoliberal

body pditic. | trace a similar development here

My work also seeks to cagNS G KS LI | @ SNRA Y2@3SYSyiliai GA Ll | dzi 2 S ¢
communicatethe viscerallyand intensity of the experienceThe FPS is framed as capable of

giving insight into both thenesent and the future of our technological and political milieu and

Wa Sy &KNR dz¥ £ (G SNI . Slyidvaldiisagian af thé iSdNddul anproductionof

insecurity toincite action, this project argues that the FPS is a symbolic formrofinitary

neoliberal governmentality.
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Stillness and\ction; A Roadmap of the FPS and
Immunitary Gaming

1-0Lightscameraaction!
Alexander Galloway has defined the videogame as an abasad medium (2006: 2). However,
L ¢2dzZ R tA1S G2 LINRPLIRaAaS || NBGAaA2YyS 2NE Fd €SI A&l

two commercially dominant competitive firgterson shooter (FB$anchiseg ActivisiorQ @all
of Duty(20032016)F Yy R A (1 & O 2 Batl&iéld(A0E2 AL 6)c I lagpdaching the
gestureghey produce as reactions. This thesis argues that these videogames should be read as
apparatuses which catalyse an immumtéEsposito 2008, 201i¢sponse in the player,
establishing a dialectic of inside andtside, self and other which continually transgressied
hope to demonstrate that if the FPS hails the subject, it does saswtall of duty, but as the
call of irsecurity¢ a primary conditiorof the neoliberal subjediseeLazzarato 2009119120
and Chandler and Read 2Q1%0 characterise the FPS in these terhmeap theFPSia
autoethnographiaeports of the intimate and intense experience of playing online. To
complement this approach, | also chart how tienrerepresents relations of continuity and
rupture with the aesthetic traditions and subjegabject relations othe image systems of the

last five hundred yearsnaps, perspectival construction and, particularly, the cinema.

The reaction incited by the videogarisean input, a bodily gesture that makiestile contact

with a control device connected to computer hardware that rassperthe routines of
software.Howevercomplex these bodily and technological processes are, the visible result of

GKS LX I @SNRa AYyAdA labimadofan ScomiSTheséimovemén® S & L2 Y RA y 3
mappedlive in therectangular frame that idominantin the Western tradition of picture

making since the systematic construction of linear perspectivkedmn Battista Alber{2004)in

therSy AaalyoOSeo ! yyS CNASROSNH KIF& | NBdZSR GKIFG @Az
bounds of a frame and seen on@BB Sy Q 0 H 1 1 ¢ Mistoridally BdBcHispbcRiforS 3a 2 T

image relations and associategys of seeing and sensirlgis thisinterchangeof corporeal



and technologicahctivity, situated quite literally in the frame of Western aesthetic traditions
GKSNBE L f20IF4G4S GKS Ct{Qa SLKSYSNIf AYIFI3IS YR 6K

Martti Lahti (2003: 163K & S @2 { SR (itlie Gffecthie Seédhaiatipeveed Fayer

andvideogame, noting how the body writhes as evidencésimbrication ino a cybernetic

systemg KA OK KS [fA3dya 6A0GK GKS aK201SR OAYySYIFLGAO al
(1999). dzi éKIFG R2 L YSIyYy o0& | F7TSiiialkyddvelopedinBis . NAI Yy al
0N yaxyiisRnR&OG A2y (2 sAhbuSadd Phated$0&), indarstaddingih Q

as a preconscious intensity of sensation that agrbe captured by language, exceeding

representationwhile also framingi KS 6 2 R & Q & Massumitndtds thaafieet I O

is a prepersonal intensity casponding to the passage from one experiential state of
the body to another and implying an augmentation or diminution in that body's capacity
to act (1987: xvi)

The idea of a preconsciougensity raises the question of whether affectivity is analysalole.

response to this intellectuaporia, Massumnotesin Parables for the Virtudahat affect is

Wdzy F2NY¥SR YR dzya i NHzOG dzZNBRXAG Aa y20 BSyidANBteée O:
effect, aseffed 6 HAAHY HcnO® 2 A0GK | FdoBsboiendeisthes® f STl oA
effects(gestures}hat the videogame captures like the ripples in sarftildg the surges of the

0 2 R affextive tide. Rspite the hallucinogenic intensignd almost limitless variana# the

interchange between body artéchnologythecontent 6f G KS @ Anie\ing Enbg¥ 8 Q &

limited bywhat Massumi (2002: 137) hakaracterised & G KS WL aadAo0Atah aGAO0Q yI
The precoded nature of the videogame frames futwaetivity in the screen space, representing

the visible output of what Patrick Crogan (2011: 5) has argued is the cybdogitichat

structuresvideogame experiencél he possibilistic futureriented nature of the visibility athe

videogamesignals the overarching authority s3I YSQa O2RS® | GEwinzyd 2 O00dzNJ
Panofsky(1997: 30mightK S RS&aONA O SR | a {KScwhichj&Qike WYY G KSY!
the calculated perspectival consttion of the renaissance, produces a sense of the infinée

an intensification of control over the finitude of the ima(k©97:65)L ¥ ¢S NB G dzZNy G2 DI €
claim that action is the central characteristic of the videogame as a medium, the gestural

movements articulated o ONBE Sy I NB S @A Rdtgnoeits tnfige arid ffe. I3+ YSQa S

| 26 SOSNE (KSaS OGAz2ya INB taz2 |y SELNBaarzy |y



the screen, translated into a signal that is regulated by algorithntiseo$oftware and fed back

into the display device: a reaction, rather than action.

Despite my focus on the way the videogame irgitifective intensities in the body and

capturesechoes of these intangible processes in the movements of the imagehdsis also

engages at various points with psychoanalytic theory. There are two reasons for this. One lies in

the way that videogame theorists have established a dialectic between the medium as

characterised by bodily activity and a psychoanalytic mod#ietinema predicated on the

transcendent, disembodied gageee Ash 2010: 6). There is also a trend in the other direction in

which language is borrowed from the lexicon of Lacan (2006) and apparatus teeeraudry

1974 and Metz 1982)his is taketo its extreme in explicit mappings psychoanalytiédeas

against the FPS in works important for this thesis (Taylor 2003, Morris 2002). On thaantker

| also engage with the work of Freud borrowinig terminology around feaand emotion In a

more longform way, the repetitive nature of the death dri\@010)A & Y I LILISR F 3F Ay ad (K
NEaLl g6y YSOKFIYAAY Ay (KA&a (GKSarAaQ Twafditg |yl fedac
2T CNBdzRQa dzy RS NE (0 thiy appropdatiod af ts WSkyidimorfe of & tidugly | =

experiment in which a concept is mapped against an unlikely target to draw out the particularity

2F 020K® Ly GKS OFasS 2F WwwSalLl gyQ (GKAA NBadzZ Gda
Freudian and Deleuzig2004)repetition that emphasises the way affect is central to both

ideas but in different ways.

1.1Image, action and embodied perception

¢KAEA OF LXidzNBE 2F GKS L FeSNna 3ISadtdNBa o8& F OF t Oc
existence othe videogamanedium and the playemre entangled Affective intensities cross

into the bodywhilethe boR & Q& 3 S & (i dzbtReén Hans Ba8rg201122¢)has argued

that images need to be understood as anthropological because they are always essentially

animated by the humabody. Beltingstresses that theole of the medium in producing the

image igo provide a visibility that the body mustendowwitRIE ® L Y|l 3Sa | NB yS@SNI a
GKSNBQX o6dzii FNB LINRPRdzOGA 2F |y AyGSNI OGA2y 2NJ SE

imagination are key elements, also meaning ttie image occupiea sociabnd politicalspace



(2009: 32). There appearstobeapardfle NE A G K DIFff 24l 28Qa 02y OSLIIAZ2Yy

which, like the image, must be enacted by the player to exist.

Videogameactionsare anthropological in the sense that they expresm@amentof negotiation

with the human element.fle FPS has beenreadtby a A +# Nf A K2 & OKIF NI} OG SNA& :
rhythms that its players incorporate in patterns of movement, affectivity R | N2 dzal f Q OoHAmMnN
32). Ay capacity forcriticaldistance and reflection appeamsarginalised; if not bypassed; by

the continual provocabn to actand give the videogame lif@lthough the anthropological

character of the FPS remains germane, videogastwsanimate the body translating its

affective surges intan imageof corporeal reflexes and processes.

Al S8 RATFSNBYyOS o0 Si g8 tieantfopdiogichlh@uie otityeRageNB G Y RA Y
and the FP$es in thewaythe videogamemediumenclosedhe field of its animationTheFPS

playeris, as Espen Aarseth (1999), Lahti (2003) and Crogan (2011grhaed,ensnared in a

cybernetic loop This altershe negotiation between body and medium described by Belting,

disrupting the role of the human factor as the sole animating agent. In doing so, videogames

such as the FR$aim the movement of the bodyithin their own regime of representation.

Much of this thesis is aied at making this colonised and bodily imaggble to the critical

imagination, and trying to i@ver, map and explain the FRSan expression and agent of

neoliberal hopes and fears.

With videogame> G KS ARSI 2F (KS AYl Ié&tetajilRually KS LI I @ SND &
constitutive relationsh. The connection betweeaction andperception is discussed in recent

work by Alva NOe, which suggests that vision is less like a static pictine brain than it is

determined by bodily dynamics of movement (2006: 73). Here, vision is haptic, just as tactile

senses afford us with visual impressioRerNoe,the visual sense would be rendered

WS E LIS NA S yhitHout the eXxpergeffitidbgoriDation between seeing and movement

Here, he boundaries between different bodibapacities andensitivities are diluted by their

dynamic synthesisByinterceptingthe connection between movement and perception and

diverting it intoa cybernetideedback loop, the videogame makes a wider claimreteiringthe

human sensoriumAsthe playergesturesthe visible changes. Ake visible unfoldsnew tactile

inputs and sensationsremotivated> LINE RdzOAy 3 (GKS LI I @ SNRA QGAaAirzy |
envirorment as immanently and intimatetyed to their gesturesand the tactile texture of the

experienceAy FfAIAYyYSyild 2F bl SQ& dzyRSNAGFYRRYyHE®E (KS



conception of the videgame presents the opportunity to position the FPQuagxperience

capable of both reflecting and reproducing the conditions under which the player can perceive

the real and act. Similarly, Richard Grusin has argued that:
6KSY @&2dz Y2@S &2dzNJ I gt G Namodgl pattern3 bf oG & 2 dz | NB
to the coupling of sight and sound. That is, the haptic movement of hand on controller,
along with other bodily/muscular movements involved, produces a change in the medial

20KSNE Ay 020K (KS dza SNX &n dndronhuimed a2tddd o dzNE 2 NJ |
screen (2010: 9696)

Grusin is describingn alterationin connection between perception, action and sensation

AYlFdZaAdz2NF 6SR 68 (GKS @GARS23FYS LI NI Gdzad {AYAT I NI
OMbpynov y2iA2y 2F (StSLI I &d0eé 3 -efi@dhanom@canidd GY Wi SOK)
and the ways in whichne can do it; technology itself acts to peenpt possibilities for sense by

shapid (G KS dzaSNDRa QLEKSy@axyBymno dFTRABEREIFydi KSNB Aa i
perceptions intercepted and translated by videogargeserate achangein the body, not only

when we playbut also thatalterationcharacterises theorpusfrom which future actions and

perceptions become possible, or are foreclosed.

52@0SGFAfAy3 DIff 24 lakadiondase®lA (KK B{AMRI2 YRS D1 SQa
works onthe necessity for images and perception to be animateddmeinto being brings

videogames into the field of image and body systeii®e coordination of these theories, which

posit action as crucial to the nature of the videogame, image and perceptiggests that what

we do in videogames has consequences for how we situate the FPS in the system of images

prevailing in the Western world’hisalso produces a rupture in what WaltBenjamin(1999

17) mightK @S GSNX¥YSR GKS WwWaSyaz2NRdzyQ 2F (KS 2SadSNy
FPS as mutation of theimagec as well as the capacities of the body to perceive and make

sense of the worlgbecomes central in attempting to understand the politiaad economic

character of our time.

This connection to power places videogames within the sphere of Foucauldian concepts of
A2PSNYYSyGalrtAdezr Ay NBtlFGAZ2Y (G2 6KAOK bA(l2fl a ws:
capacity to act, but to acknowledgeandutiliseA & F2NJ 2y SQ@ @MdgihRY 2500 A S a
videogames are indeed an actimased medium, these actions must not simply be understood

as being aimed towards the politically neutral goal of the player adgi¢ f dzZRA O F GO A 1 dzRSQ

(Arsenault ad Perron 2009: 1Dlwhere rules arembracedbecause the outcome of the game



itself is valourise@Juul 2005: 36). Instead, this thesis eggrhesi KS L) I @ SNR& Y2 @0SYSyi
reaction to a form ofjovernmentalitythat, rather than dominating the body, brkets the scope
of its activity, rendering each action a response. Tackling the videogame in thisesagthey

needto be approached adispositifs(see Agamben 2009hat use frameworks such as games

I'day

and play toinduceactions as seemingly positveexgrd A 2y a 2F (KS LJX I @ SNRa | 3

but wheretaking power becomes indistinguishable from betodpnisedby it.

1.2 Rupture in the apparatus
Ly KA AVh& & anlApparati€? D A AyahibénZ200pforwards the followinglefinition
2T C2dzOl dz digésitfA RSl 2F G(KS
I shall call the apparatus literally anything that has in some way the capacity to capture,

orient, determine, intercept, model, control, or secure the gestures, behaviours,
opinions, or discourses of living bein(009: 14)

As contexts fobodily activityproductive of images and modes of perception and embodiment,
the FPS and videogames in general are certainlyoeipé describeds a type of apparatug\

large part of this thesis is a product of a reflection on my own experience of playing multiplayer
matches online and charting how the game produces certain kinds of conduct both within and
beyond the limit of its experience that are aligned with wideshteiques of governmentality.

These written impressions of gameplay will form much of the basis for my attempt to read the

FPS as an apparatus, which is historically distinct in its production of the subject.

A key strategic foil for this recourse to aniinacy with the FPS will take shape as a dialogue
with theoretical discourse surroundingestern image systernis their historical contexts as

well as their social and cultural signdnce. These differing imagpasedapparatugsand their
attendant subjets will be aligned with aharacterisatiorour broader culturalpolitical and
economic contextsHowever, this thesis also charts taythe image cultures of perspectival
painting, cartography and the cinema are not simply a point of contrast withR& But are
appropriated and remediated by it. | argue that one cannot understand the political stakes of
what the player is incited to do in the FPS unless one does so through the lens of how the
remediatedvisual forms through whicplayerreactions aranotivated and shaped have been

theorised

10



Acentral driver for this thesis liesinthe filsfS NE 2y a4 K22 0SNR& NBf | A2y aKAL)
modernity.Jonathan Crary haggued thatmodern mediaare predicated on certain

technological infections of technique into the bodyggestindhat vision is the product of a

historically specific constitution of the senses (19%2).Crary, modernity was a historical

moment in which notions of inside armitsidewere put into a state of flux and biological

processes are increasingly captured and disciplined by new epistemological formations for

ultimately economic motivation§l992:24) Writing over half a century earlier, Walter

Benjamin argued that thsatense and intimate sensations and rhythms of production that
characterisednechanisedndustrial capitalism created a body that also sought those same

stimuli in the cadence of the mass media, particularly in the visual regime of film spectatorship

(Benpmin 1999: 171)Key for Benjamin was the effect that the visuality of the cinematic

F LILI NF Gdza KIFR 2y NBRdzOAYy3I GKS OF LI Oneiy T2 NJ ONR G 7
{ GNB Sla@&YBRALI f 1 yYR&aOILIS Ay Y2 RSNytiséndationad | i LINE R dzO¢
proximityQ 6 H n.hisperapptual and bodily intimacy between the spectator and the

cinematic apparatus was evidence of the role that media technology, rather thadaap

political authority, played in producing what Foucault wouldogao identify as the disciplinary

society(1991).

.Sy el YAY Qa -whyBest i iviiad e dnghth programmes the movements and

sensations of the viewer is subjected to a form of feedback in videogames as gestures pass in

the opposite directiot YR Y I YAFTSad 2y (GKS &aONBSy® | SNBxX (KS
body and an imagéased apparatus unfolds in visually unpredictable ways. This disorienting

kaleidoscopic interchange suggests that the bodily logicademity mapped by Crary (1992)

and Benjamin (1999) hamdergone further changé.ahti (2003: 166167)has argued that

videogames such as the FPS capture the player in precisedimtity rhythms of actiomapt to

be coordinated with industrial workHowever| | K aglign@ent betweerthe FPS and

.SyelrYAYyQa |yl f & aAignorésthe ol tRatizthei\NeStdrntpolitical &8 NI/ A G &

economic context has changed radically since the industrialisation of the Iteet@ury.

In our postindustrial societies and economies (see B8H9), it is notable that the FPS demands
the movements of aitely, moving and feeling bodyhe connection between seeing, sensing
and doing that the cinema disrupted is-establishedsee also Crick 2010: 263his occurs in a

Western economic contexh which action and corporeal movement in a workplace that was

11



defined by the tailoring of the body to move in concert with machinery appear greatly
diminished as we sit immobile aur computer screens which become the locus of our actions
(see Friedber@009: 2) After the production line, the politics of bodily discipline lose their
target. The subject must be reconstituted through differing political technologies and for ends

that make sense in terms abntemporarysystems of governance.

1.3FPS asmparatus of neoliberal governmentality

Despitebeing labelled with as a gamie FPS is approached in this thesis in terms of what

NALY w2iYly O#sighifging difieBsioM3S B M dzYrgr&otnyam, these aspects
sit@ Sy S| i K (i K $ar, aSparhofi'¥ haonddibus, giving rise to effects not conveyed or
representedby® HnnyY yHO® ¢KS YSIyAy3a 2F (G4KS cCct{ fASa
and psyche when we play. As noted above, | approach the FPS as a medium that bothsanimat
and is animated by the body of the player, algo one in whicln-game actions are carried in
some sense into the worJdeyond thecircumferenceof any magic circle descried by the game
(see Huizingd949: 10) However, this connectiobetween the FPS and the conduct of the
playerisnotlinkedi 2 G KS O2yG4Syd 2F GKS 3IIYSQa NBLINBaSydl (
t Sy \(@asvork linking games lik®oom(1993)to the wave of mass shootings that have
afflicted the US. Rather, ttampt to read how the FPS renditions actions as reaction$he
FPS is approached as a symbolic famthe way minds and bodies are mappedraecure and
vulnerable neoliberalsubjects (Chandler and Reid 2096jo assert their identity and place in
the world through apparently setfirectedactionsthat have been incited and bracketed by

power.

Foucault characterised the transition in modernity towards a political system that seaght

nurture and harness life ifihe Will to Knowledge & ¢ K S N&cienvigiit fotdke life orlet

live was replaced by a power tosterlife ordisallowA i G2 G KS (Eddaytdo9@ ¥ RS 6 KQ
138) Inmodernity, theancienregimé¢ Y R 0 KS a2 3SNBAIYyQa NBO2dzNERS G2
gKF(G C2dz0l dzf G OFffa WRSRdzOGA2yQ INB NBLIX I OSR o8&

Ic2tt26Ay3a tly2Fale omppros L aSS GKS cCct{ la | aevozf
manner of constructing and experiencing space, but a form that articulates a particularly Western way of

seeing, understanding and encountering the wodg well as being connected to the particular forms of

subjectivity produced by our political moment defined by neoliberal systems of governmentality.

12



and security of both the individual body and of the population. The result is disciplinary
technologieghat train or subjectify via apparatuses like schools and hospitals on one hand
(1991), and the birth of statistics monitoring birth rates, demography and policies of mass

immunisation that address the population on the other (1998).

Fundamentally, thishsft indicates that strategies of power become reversed from the threat of
deduction to the guarantee or demand of addition. It is in this move that Giorgio Agamben
(1998) has noted that politics takes life as its primary interest, shattering the dividéeng
between the Greek terrzoe(animal life) andiosé Wl F2N)Y 2NJ gt & 2F f AQAy 3
AYRA@GARdIZ £ 2)Npod Wikhithd@ssdmptiprs pithe political field as one relating
solely to a juridical and abstract subject are baseetAgambe (1998: 9), it is the political
address tazoethat distinguishes biopolitical governmentality categorically from other forms of
power. It is in this radical and fundamental appropriation of the life of the human animal that
for both Agamben and Robertspgosito (2008, 2011) produced the horrors and relative
successes of biopolitical modernity in the dominant categories of biopolitical discQitsse
tendency towards affirming life and itsanatopolitics(see Campbell 201 1particularly those of

Nazi Gemany.

However,any discussion of the FPS musnsiderits position as a popular entertainment and
private moneymaking enterprise with political values that are at best opagas.such, this
thesis approaches the FPS considering the political and edorantdscape of the West; namely
the paradoxically deregulating and controlling tendencies of neoliberal economics combined
with the increase irinsecurity that followed the 9/11 attacks, which struck at the symbolic heart
of Western financial systems iretv York. Neoliber&m is of course, expressed differently in
varying contextsFoucault (200879)himself was at pains to trace the differing genealogies of
its application in the national politics of both the U.S.A. and paat Germang. However, herd
F2ftft 206 [/ 2definifionthatiessOnioR Specified manifestations are united by a view
that:

free markets in which individuals maximize their material interests provide the best

means for satisfying human aspirations, and that markets apatticular to be

preferred over states and politics, which are at best inefficient and at worséth to
freedom(2011: vii).

However, Foucault (2008: 240) argued in the late 1970s that American neoliberalism differs

from related systems in Northern Eape in its tendency to apply theories to the operation of

13
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so-called open markets as an interpretive category for every social action and interaction of the

individual. Crucially, in the American context, this mode of analysis was extended not only to

rational actions aimed at maximizing return from scarce resources, but also to how what

C2dzO0F dzf G OFffa WY2RAFTAOFIGAZ2YA Ay (GKS OFNRIFIOf Sa 3
systematic responses on the part of the individual, even if these responseshamvide

WANNI GA2yFfQd ¢KAA fSIFRa C2dzOl dzAf G-i 8 @08 33540 GKI
regulation, the economic analysis becomes so pervasive as to seek to govern almost every

activity (2008: 270) Foucault understands neoliberalism as ade@f governmentality that

mapsthe individual at one removby inciting competition and insecurity as a means of control

I would like to argue that the FPS can be characterised as an apparatus enabling the production

of just such an environment, whereisiulus is continually introduced and players respond in a

more-or-less systematised manner, albeit apparently as an expression of their own free will.

Much of what follows in this thesis focustte waythe player is exposed tiear, competition

and insearity as the stimulus for a form afistancedbodily training.However, the specifics of

0KS LXI&SNRa NBFOUA2Y (2 (GKSaS AyOadaSySydaa Aa O°
first-person shooter as a set of conditions aligned with the vatiemoliberalism, but chart the

L I @SNR& NBaLlRyasSa G2 GhkSS 3l kSh 3 al & y9 sSAL¥2YadiyiS2 NGB I
protective syndrome [that] ends up relegating all other interests to the background, including
GAYUGSNBadGe AdBadtyT OR¥y Y2 yHENdMan2Gamifds dmppiofithe

gre OGKFd GKS RSLIX28YSyid 2F RIYISNI | fifeir 6 KS LI | & ST

protection from the commorbut also ultimatelyunderminestheir own security.

1.4  Match beings itX a map of the FPS image

14
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Figure 11 Countdown Screen grab fro@all of Duty Black OjActivision, 2010)

M XX

Since the release @allof DuyA Yy Hnno> | ff (G6St @S 2F Lot A &AKSNI ! (
TN YyOKAASQa YdzZ A Isiasis BoSthe siifl frdm® &f & mendisireeNdisking thé K

LX F@SNJ G2 aStSO0G I 3IFYS Y2RSI K2yS GKSAN 6SI LRY

Galloway has argued, navigating menus still constitutes a form of gaaviement(2006: 14).

Buthere,seeing through the lens of the fi,sstIS NBE 2y LISNRLISOGA GBS | yR LI 200GS
Ydzf GALX | @ SN WY ltheddk betiveeSinpGt i tadddntreller and output on

screen is suspendedPerhapsthis paralysis can be read liadoading scren where the player

is simply asked to wait, monitoring the expansion of a progress bar or numerals ticking towards

100%? Loading screens are typically abstract graphical representations of underlying

O2YLJzi I GA2y £ LINR OSa aS adiagdsis, évergatbOwmrhdutatidedlda A RS 2 F |

processes they visualiget to construct it.

However, vihere loading is usually denoted by conventions of addition towards arpeird of

completeness, here we have a deduction towards zeaccountdown. Thisould beread as a

countdown to imnersion, in which the player readies themselves to pass into what Galloway

KFa OFftftSR GKS 3IFHYSQa WTdA f e KBYSBIANDRI IdOG WA WIYESNS

mentally absorbing and a process, a change, a passageoine mental state to another. It is

15



characterised by diminishing critical distance to what is shown and increasing emotional

involvement with what is happenifgy 0 H n.HereY thavcoudtdown esures thammersion

reaches out, tentackike, programminghe player before the round has started, revealing itself

as a temporally complex process that is not determined solely bipe¢l@ning of the game and

maybe anything but a guaranteed facet of playing the FPS. Here there is the suggestion that this

pregt Ny A2y RSYlFyYyR&A& | NBRdzOGAZ2Y Ay GKS LI F&@SNRa Sy
and of their critical faculties to a point resembling zero. For it is at zero, when the match begins,

that the player and the apparatus come to life in the form of attithat signal the start of the

game.

The firstperson perspective defines a genre that has taken up a central position within the

landscape ofideogames since the releas®olfenstein 30id Software) in 1992 for the PC. The

Call of Dutyseries, perhap¥ 2 NB I LJif & OFff SR I WFNIyOKAaAaSQ o0SOl
out to different developers while remaining a consistent formula has sold more than

175,000,000 copies since 2003 according to its publisher ActiiSeimespof015. The FPS,

has beercentral to the mainstream success and current ubiquity of video games and video

game culture in the West.

At the beginning of a multiplayer match @&l of Dutf (G K S  LJtpersospedspective A N& U

takes shape as a gaze towards the centre of the sondesre the countdown throbs away the

4SO02yRa SyYyOANDftSR o0& (KS ONRAAKI AlNBsS 2008 F G aA Iy A Fe
02dz0Kad2yS OKFLIWGSNI 2y (GKS Ct{ Q& WihoMafist GAAA2Y QX
person perspective embedded a fully rendered actionable environment fulfils agsthetic

impulse within our visual culture for the moving image to achieeser approximation to

WKdzY I Y Q @A aHovever the cemringyof tieedréme on a thredgimensional

environment suggsted by the crosshairs seems to underscore the constructed nature of the

image The crosshairs denote the sights of a gun, but they also recall the mechanically produced
monocular vision of the camera lens. Here the game evokes both the still imags that i

product of the photographic process and the gaze of the photographer. Meanwhile, the

countdown itself alludes to the fundamental technical basis of the computer processor as a

machine for automating numerical calculations as the essential techn&oglge creation of
computer-generated images. Technigue seems to pulse at the centre of the iriageparalysis

imposed at the start of a multiplayer match is a gesture towards the relation of power between
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KS LX F@SNDa OF LI Oisthésis iggsts th®idea that tRereliskadythilg: Y S @
adasSyidAalrftfte WKdzYlyQ 2N WFNBSQ |62dzi GKS Ct{Qa Yz

(V)]

a® TFTANERG |y THe &nindn® ImMb@OWE NB S N2 W 02y OSLIidzl t AaAy3 (K
perspective as a gamic skirfocus on its capacity focite a nervous and reactive gestural style

primarily through the paradoxical limitation and huge possibility of variation inherent in its point

of view. lunderstandthe FPS as a generator of aesthetic and spatial shocks that puts the player

in a stateof bodily and perceptual crisisthen coordinate this crisiswitw2 6 SNIi2 9 &L}l aA (2 Q&
(2008, 2011) conception of biopolitical immunity as the interpretive category through which to

read the dynamics of power in our tima&seltdefeating reactive subjecs iproduced by

conceptualising the firgperson perspective asskinlike hybrid of a pictorial frame and bodily

gestures. The key here is that this crisis in these fundamental categories is perversely caused by

a mechanism that seeks to immunise and sedte individual against community, against the

outside. | see this immunity as a sd#éfensive and selfiefeating process that is instigated by

the fear of the other.
y X1 XC

Ly NKedKY ¢6AGK GKS Of20162N)] I Ol weagon @dfecti KS 02 dzy
towards the centre of the frame and move in the cadence of a living, breathing body. So, the

image is not strictly still, only movements produced b§th LIt | @ SND& | QAtxhey a | NB S|
same moment, the disconnectidretweenthe movemen of the limbandii K S LJ | @ SNR& A Y Lldz
seems to make plain that we are viewing a repeating cycle of a fixed animation, a bare

repetition without difference or the capacity toecome inDeleuzian terms (2004hiere, the

player must wait for the moment whernéy can move the frame and act. Only then will the
Y2@SYSyida 2F GKS @l dGFNRa | Nya ansiSaetiodsand I G dzNJ |y

the image.

¢ KS O2 dzyuptiRe betyieed player action and the vital movements of our avatar can be
at leastpartially explainedegardinga more profound disjunction. This is because during this
the countdowniit is unlikely that they will engage in any other activity that requires a change in
the arrangement or location of the bodygillness is not simply an absence of movement on the
screen, but the adoption of a bodily posture in the actual that requires physical effort to

maintain.Here, the image appeats draw attention to its own internal contradiction, where
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movementis impli® o6 dzi F2NB Ot 2aSR® |1 26SOSNE GKSNB Aa 2yS
GKFG L ¢62dZ R tA1S G2 RNIg GKS NBFRSNDRa GdGdSyidAazy
the FPS:themisV I LJ G KIF G A& | LISNXYI y Sy (hea8stpllispfy see 2 F G KS LJ
Figure 1.)

In hiswork The Sovereign MaphristianJacob suggests the map produeesecstatic elevation

G2 | WLIYy2LIWGAO YR 2@SNI 2 hdcbnfifenSes Sixhawiodd y3Sf & RS
(2006: 338)n its reader The maphas the eféct of harnessing our lack of preseraeits

surfaceto mobilise not only acts of navigation, but also the psyche, for a form of escafiign.

temptingto wonder if the minimap, with its position locked in the frame, does not behave in a

similar manne. We look at the minimap to escape a static monochrome image teladuld

moveand adopt a transcendent, gdikegas | 0 f S G2 NP I YThdpgloSlemdaticLIQa & LJ O
nature of the imposition of stillness is in some sealieviatedby the miniY' I LJQ& | dzi K2 NA (& |
cartographic image (Harley 2001f our introductory tour of the image in the preatch

countdown has suggested that the game is attempting to prefaceaotivity with anxiety, then

the cartographioquality of the minimap seems to work against this by implying that the player

can escape the confines of both theirmobilised body and screen.

In,W/ I NJi 2 3 NJ LDEugg@st thdth¥ RPS Fhligapoperates in a manner akin to

contemporary GIS and GPS technologid®im it minimisesthe distance between viewing the

map and action (se®/ilson: 2014)I note howthe minikmap operates by revealing the position

of enemy players and giving a concrete object to both fear and hunt. By visualising these

threats, the game createtrajectories of movement. It is through these actions that | suggest a

reduced sense of orientation and embodiment is created, which amounts to a cartographic body

AYFE3S OFLIo6fS 2F GSYLRNINAfE 20SNBNRdiany 3 GKS LI T
GKEFEG FNB dzyl ot S (2 O02yF2N) (2 GKS 3IFYSQa SyOdiNR)
0502YS& AYYSNESR gAUGKAY (GKS 3JIFHYSQad RASISHEAO &L C

external threat to a fear thatan be mapped, neutralised and immisedagainst
pXnoddod
As thenumbers continue to count dowthis period of stillnessxists inan eve-shrinking

temporal window. he player is implicitly encouraged to consider first moves and overall

strategies that are inflected with an understandingloé possible threats that the game poses.
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In this way, the game produces a formarixiety understood by Freud Beyond the Pleasure
Principle(2010) and more recent scholars such as MicBaelow (2002: 64) a¥ Xflture-
orientedmood state in which one is ready or prepared to attempt to cope with upcoming
negativeS @ S y (i & MetcertaiftyNtBat the multiplayer match will start at a specific point in
the future initiates a form of planning that is focused helping the playecope with the threat

based nature of the multiplayer match.

An attendant anxiety is manufactured that pertains not just to the possibilities of the

multiplayer match, but to the very structure of our engagement with the videogame apparatus.

What this duraton of paralysis suggests is that action can be excluded by the game at any time

during the normal course ofagneplay. This powetelationframes all player actions with the

everpresent possibility of exclusioAnanxiety about anticipated movement isij@d by a

seemingly oppositeoncernabout a return to a state of paralysis. This unmasking of the

potential for stasis combined with a futwariented anxiety over our actions produces in the

player a kind of nervous energy. On perceptual, bodily andhadggical levels, the player is

being mapped into a posture of heightened anxiety that lends shape to the inpdts an

movements that follow. KS LJX @ SNDa | OGiA2ya NS GANIdz ffe NBK

contingencies of the match have been put infayp

This tendency for the game to produce an anxious, futuiented player is explored in Chapter

¢ Respawml@hartthe fact that the player no longeyenerateschaotic gestures and attendant

erratic spasmefii KS 31 YSQA LJ2 Ay (nrapetiticds taakempt taiantiGpdtad | 3Sa A
every possibility and contingency that the game throwghain. Here, | construct a map of the

master player via a Deleuzian meaf habituation adapted frombifference and Repetition

(2004) related to a concept pleasure developed by FreudBeyond the Pleasure Principle

What emerges from this analysis is a player who seeks to master the game specifically by

engaging in repetitive actions that attemptsnanimise i KS 31 YSQ&a OF LI OAGe& G2 L
swingsm stimulation. Here, the player would seem to reach a kind ofgoidt or death

symbolised by the total sefutomation of irngame actiong a final and lasting immunity

However, rather than an endointA Yy G KS 31 YSQa NBIAAYS lledl fereksl 6 A (i dzl G A
a builtin obsolescence that is remedied by the annual release of the next iteration of the

franchise with its variations in movement mechanics and new multiplayer maps that must be

learned anew. It is in this way that my work comes full eibck to the unhabituated player,
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biggest intellectual properties, suggesting a wider parallelism between the experience of playing

the FPS and consumer cukur

0 XHXMX

L¥ 6S FT2ft2¢ DIfft26lF@Qa 6HnncY HUO OfFAY GKIFG OAF
the absence of the capacity to a@otthe countdownseemaa (12 O f £ { KganelikR dzNJ G A 2y Q
quality into question. It is perhaps worth nothing tregLJS NJ ! O ((Ga@dspoA2P1B)X) &

promotional material (see Figure 1.2), this process has been repeated in over 100 billion

multiplayer matches o€all of Dutypetween 2010 and 2015. Likiee sums of national debt, or

in the bailouts offered to private financial institutions following the collapse of Lehman Brothers

in 2008, 100 billion is a numb#rat seems unreal, disanting Thisconfusingcharacter in the

quantitative language of fimced SSYa (2 O2y T2 N)Y ( asclimBh&ne O W YSaz
capitalismexceeds our capacity to cogimely map its landscape (199Nly point in flagging up

this almost fantastical statistic is not to simply demonstrate fileguency of this procedsr

millions of FPS players, but to underscore its success. One hundred billion repetitions of this

elaboration of the tension between stillness and action have not had the effect of damaging the

3 YSQa LRathdrftie Bllygestionisthatthismegha a Y A& LI NI 2F GKS 3IFY

appeal.

Figure 1.2Call of Duty Statistic§Gamespot.con015)

The game dramatically creates a situation where the still image and the player are put under

intense pressure. In doing this, the game appears to be appropriating and remediating (Bolter
andGrusinl1999 almost the entire history of imag@aking in the Wes From the traditions of

Western painting, photography and the cinema to the graphic cultures of cartography and GPS,

each of these forms is in some way both chastised for its lack of a connection to action and then
remediated in a manner that redressdsg perceived lack. If this project is about uncovering the

gl ead AYy KAOK GKS Cct{ OFLIidNBa IyR G(KSY YI L&A (K¢
psycheas an immune reactich G KSy AG R2Sa a2 dzyRSNJ G4KS ol yySNJ

relationship with the image. This at a time defined by an almost total victory of neoliberal values
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in the AngleAmerican world seems to offer little chance of resistance. The core values of
deregulation and the advancement of individual interests and private conceerstibose of the
state (see Harvey 2005) have revealed themselves as essentially chaotic tides of capital that
have kept much of the West in a state of financial crisis and economic austerity since 2008. A
time when the mutating and broadening effects d¢l2 and the War on Terror have become a
kind of engine for the repragttion or cloning (Mitchell 2090of threats to the West, whose
actions in countering these threats have only served to feed their growth and spread,

necessitating yet more defensive rtally and political action. This is the time of the FPS.

0X
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A Conceptual and Discursive Heads Up Display for the

Study of the FPS

2.0 Introduction

This thesis asks how titgall of Dutyand BattlefieldFPSranchises produce psychic and somatic

effects in the player, influence and incite the gestural movements of thegdeston

perspectivel YR RALFIANI Y (GKS L F&@SNDa OFLIFOAGASAE 2F aSs,
those of the dominant forms of govementality in the West. However, the aim thiis work is

nottocharacterseil KS LJ I @ SNR&a Sy 3l 3SYSyid 6A0GK GKS 3IFYS Ay
WRAAOALE AYSRQ | YR Ym2pouttingeped &f Bd Bodluctip@dbSselfiC 2 dzO | dzt i
interested aml selfdefensive subject. The process of subjectification energised by the FPS

involves the incitement of setegulating behaviours and thgenreis characterised in this study

as a new kind of apparatus congruent witholiberalism and distinct from thaispositifsof

industrial modernity: its systems of images, its architectures of enclosure and training, and its

economic and political structures.

Conceptually speaking, this thesipresents a triangulation between discourses of videogame
theory, Foucaldian ideas of governmentality and the history of Western image cultures such as
cartography, perspectival construction and the cinegral in some sense readable as
representing the mathematisation of the visible and of life (See Harley, Zxxiofsky 997,
Rabinbach 1990). This thesis rearranges and reimagines these influences with a view to
producing a written rap of contemporary subjectivitits causes and possible effects. However,
prior to this speculative cartography of the FPS as an apparatat)emact of mapping in

situating this work in relation to the current state of the discourse of videogames, the FPS and
the tactics and strategies of contemporary governmentality must be undertakénile this

chapter surveys these discursive landscapesso entails their refashioning through a lens

specific to the current work. Erwin Panofsky opeireEspective as Symbolic Fdignquoting
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Albrecht Durer and | will paraphrase his translatiwmne: this chapter is not simply the
arrangement and contextualisation of relevant works but the production of a perspegthe
artofWa SSAy 3 (i KNP feSpedivaldvihdow that this chapter constructs is akin
G2 GKS Ct { Qa IptoXitalfor my Stgripttaicé&ptuie the golicél essence of a

form defined by its perspective

IbeginO2 y & ( NUzOG A y 3 { KA dor HUDSH¥ dhartdgviBebgardeadiedinpedre Sy &
scoping ito specific targetsmuchlike the FPS player whszans the multiplayer map before

zooming in, taking aim and firing: twitch, click, balnglic and narrativeanalytical frameworks

representingg 0 A Yl NB O2y (iSad 2 oSaényfkirSttafatsiisgea Ay aStt SO0
followed by a foray into workdealing with videogame space. This overview of videogame

discourse is followed by a narrowing of focus towasdsk that gpecifically approaches the FPS.

¢ KAa OKLF LIi S Norgangeyaioiind a istodcSb&risdisRtionor genealogy of FPS

gamesand the scholarly work thahey have inspired, which might beginwthl NJ W& t & 2 2f T C
(1997) taxonomy of videogame space in respedMuifenstein3D (1992, 9 A LISy ! I NAS G KQ4&
(1999 accoy i 2F GKS SNH2RAO y I DodeNI093}ahd its strEctusedo¥ S RS PS¢
aporiaand epiphany, followethy Lant2 y R %A Y Y 2NIVIP@ eadingofuake(1996)
asacontextoWY S| y Ay 3 F dzf FPSXEchokrehip is\grouiped Sdbinterconnected

approachesach centring on the playertheir vision, psyche, ethics, experience and bodily

capacities. One approach is a dialogue of wdinks are connected byhe conceptof

identification, the related issue of immersiandthe waythese states have been closely

connected with the definingsfature of the FP3he first-person perspectivelThe second

surroundswork that addressthe genrein generalg and publisheActivisiorQ @all of Duty

franchise in particulag as powerful affective technologied carporeal and perceptual training.

¢KSaS FLILINRIFOKSa (G2 GKS ct{Qa AyTtdSyoOS 2y GKS 1
capacities can each be interpreted as positioning the genre as a Foucauldian apparatus, which

Giorgio Agamben has defined as a subjectifying machine witd’t®d- LJlo Captires oriént,

determine, intercept, model, control or secure the gestures, behaviours, opinions or discourses

2F { A DA30@ 18) OneydEhe Qrimary contributions this thesis seeks to make within the

discourse on videogames is a systematipleration of the FPS as an apparatus involved in
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modulating the player, whichtakd y G KS 062ReéQa | FFSOUiABSte AyRdzOSR
behaviours, and elements related to more abstract constructs such as identity. Astseich, t

works of Foucauland sibsequent and connected thinkers like Gilles Deleuze, Agamben and

Roberto Espositéorm the intellectual and philosophic&ledrockof this work.

2 KAfS LINBPRdzOAY3 | AK2NI KA A&Q2 NRhiszRaptds (ti®arig S @St 2 LIY ¢
focusses onis later work on the biopolitical nature of neolal governmentality (Foucault

2008).The relevance of these later lecturiss in theway thatC 2 dzO | dzf 6 Q&4 dzy RSNBR Gl Y RA
liberal governmentality and the FPS paraihe tension that arises betweeimé subject

conceived as a rational being engaged in the pursuit of its interestgwagumed right to act

without direct political interference and the necessity to ensure their conduct is bendfcial

authority (see Chandler and Reid 2016)the sphereof neoliberal governmentality, the

& dzo 2 BeédtjeRpiessied in economic ternis bothlionisedand intenselynanagedby the

overarching authorityf the political order(Foucault2008 252;see also Esposit2008 72) In

GKS @ARS23FYSsT G223 GKS LJ I @SNDa 2000 éghissh 18 Aa 02
competing image regimes such as the cinema but it is also this sense of freedom that is subtly

contradicted and managed by the spatial, temporal and ludistraints that the game puts

into play.

Foucault(2008: 66understoodg alongwhat we might call Deleuzig2006)lines; the liberal
WRAFINIYQ a YFAGSNAY3a (GKS adzoaSOl0 4 2yS NBY2 O
context, charactersed aslaisse-faire in respect to the overt discipline of the individual while
retaining a degree of control over general parameters. The idea being that the construction of
this controlled environment would create a context in which economic subjects would manage
themselves as part of the exercise of their libegtyompeting furthering their interests and
defending themselves. Laying the groundwork for the coordination of the FPS with this
conception of liberal and neoliberal governmentality is one of the priraams of this chapter.

This thesis approachdbe FPS as an apparatus involved in neoliberal modes of subjectification,
as a diagram of contemporary governmentaltythe intersection of technology, media and
image cultures with politicsThis thesis is tsiated in the hinterland of the discourses of

videogame theory whicthus farhave centred on mapping the various forms that games take

24



and the actions of their players in terms of ludic, nra@ological and spatial theoretical

frameworks

2.1An atlas ofvideogame theory; narrative and ludic hemispheres

w/ 8dzf GdzNB FNAasSa Ay GKS F2N¥Y 2F LXlFesx GKFG A
through this playing that society expresses its interpretation of life and the world.
Johan Huizinga&jomo Ludensl949,pg 46.

Through storytelling, an otherwise unexceptional biological species became a more

interesting thingHomo narransthat hominid who not only succeeded in negotiating

0KS ¢2NIR 2F Yyl GdzZNBXodzi Ffaz2 KFa ftidsNySR (2
that are not present and places that are the stuff of dreams. It is through such activity

that people have gained the ability to create themselves as human beings.

John NilesHomo Narrans: The Poetics and Anthropology of Oral Literat@8%), pg 3

The study of any phenomenon takes shape as an academic territory once it has been
categorised, and its borders with other objects and their disciplines are agreed by discursive
skirmishes. For videogames, this process has often been reduced to & kinaggle in which
ludologyc the study of videogames primarily in relation to ndigital games and rulbased

activities (see Juul 2005, Arsenault and Perron 2009, Eskelinen 2006, FrascahE@9€yught

to contest the application of narratological agtic frameworks that view games in terms of
unfolding prescripted stories and narrative pleasures (Jenkins 2006, Murray 1997, Laurel 1991).
Each approach also draws upon the grander claims of their discourses in which the nature of
what it is to be huma in the form ofhomo ludensandhomo narrang; the playing and the

narrative specieg buttress and underpins their more modest and targeted claims.

bl NNF G2t 23A0Ff | LILINE | Gdnfetion the\Hol8dedd99Y) Bave aagded NI & Q& 6 7
that the potential of videogames lies in their development as a narrative and dramatic medium.

adNNI & y208a SFNIe& Ay KSNI Y2y23INl LK (GKFG WiKS O
camera of the 1890s: a truly revolutionary invemtimankind is just on the verge of putting to

dzaS a + aLSttoAyRAYI aiG2NBGSTEESNR omMpPTY HOD Ly
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historians such as Tom Gunning (2006) and Thomas Elsaesser (2004) have challenged the idea
that the current hegerony of narrative cinema represents an inescapable destiny for the form.
They have argued for the continuing influence of pleasures and attractions beyond those of
storytelling,from early film history tdolockbuster effects films. In the development of the

printing press, the cinema and the computer, Murray, however, sees a common evolutionary
trajectory wherein the medium progresses from an experimental plgasbere its capacities of
expression are explored in a kind of trial and error fasitiomthe development of its own

expressive language. Inevitably for Murray, this mode of expression is telling stories. She later

notes that:

As digital narrative develops into maturity, the associational wilderness will acquire
more coherence and combat games \gille way to the portrayal of more complex
pr2 O S & ArQHkisXvay, a new narrative art will come into expressive form. (1997: 93)

a dzNNJ @ Q ddegadedld prediztion that combat games would be superseddd byWy S &
Y I NN G iayBto be fiMfilled Jf anything, the enduring commercial success oftikof
DutyandBattlefieldfranchisesaloneexpresses the fact that videogames are on anything but a
progressive and historically predictable trajectory towards a utopian narratipeessive form.
However, while the establishment of such a destiny for the videogame threatens to impose a
certain pathway for its development, even-salled kinetically driven twitch shooters such as
Call of Duty: Advanced Warfaf2015) have complexamratives and lore woven into their single

player modes.

One recurring facet of the debate between those viewing the videogame as a narrative medium

and those emphasising its gartike qualities is thavaythe two ideashavetaken shape in

binarily opposdion to each other The reactionary nature of the ludic discourse seeks to exclude

any appeal to narrative structures or pleasures in the reading of videogames as a medium, with

Markku Eskelinen referring to theorists such as Murray and Jenkins emotivelydO2 f 2 y A1 SN& Q
(2006: 36). However, ludologists such as Eskelinen and Juul could be accused of inadvertently

producing a situation in which the struggle against theoretical imperialists inevitably comes to

define and shape ludology itself. In a staunchiIgTOS | I Ay ad GKS f dzR2f 23A &0 a
against the narrative qualities of videogames, Henry Jenkins has stressed that many games have

Wy NN GAGS AaLIANFGA2yaQ ouHnncyY mMmMpod ¢KS RSaANS

26



solely as gamdike objects suggests a kind of theoretical monocular vision otypsinould exist

in their study.

¢CKS dz&aS 2F (KS RS aRBYNAIE NOAWKSdzRRZFt A1 ARG B Ay G S NI
videogame theorists that think games should be approacheadtesactions between rules and

GKS LX @SN LINPRdAzOGA PGS 2F LY & SOK2Homo W2 KLy | dzA T )
Ludensvhere games and playing are positioned as the productive centres of human culture in

GKAOK LIS2LX S I NE OREDOOAESRINRYRKINRAPERE2HI ¥Ea5 |
implicit connection to this ontological claim regarding the nature of humanity as a playing

species, which positions video games as having the capacity not only to reveal thdilgame

structures of huma culture, but to actively participate in the creation of civilisatampart of its

cultural essence.

In his 2005 monograpHalf Real Jespeduuldefines ludology as the term that privileges the

unigueness or quintessence of the videogame and its scholarly endeg2005s: 15)He traces

f dzZR2f238Qa SYSNHSYyOS a (KS SaaSydaalt (KS2NBGAOI
D2y T I f2 @G & Qid&dy MedisiNarratology: Similitude and differences between
OPARS203IFYSAI RFROFENENCHIR @O0 QA | NIAOES R2Sa yz2id |
conceptualisdi KS @ARS23AFYS a  FT2N¥Y RSYlIyRate/3 2F | Wdzy
FOF RSYAO TFASt RQX uniletsivodanyes existiig ctincedptions arid theodeS of

games and playlhe collapsing of these two very different strategies remains a persistent blind

spot for ludologists of which Juul was a primary figurehead

Studying videogames through the lens of games and play inevitably means that the idea of
videogames being essentially gadilee, or ludic brings a prexisting corpus of thought to bear

on the form. The point here is not that this approach is unprodegtiather, thatclaims that
videogames are unique and thassentially gamdike threatento stymie and narrowhinking

on the form by imposing the primacy of ideas of games and play onto futorke Ludology
appears to gloss potential ruptures betweemntested conceptualisations of games and play on
one level, and elide the fact that the videogame is a complex amalgamation of information and
screenbased technologies with deep histories and even more tangled and changing

relationships with their usersroanother.
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The central critique laid at the door of narratological approaches by ludologists rests mayhe
narrative can be said to oveletermine the huge variance of actions possible within a context
that views them as part of a linear story. It certainly seems no great risk to characterise the
linear structure of narrativas an oversimplification ahe multiple possibilities videogame

action offesi KS LJX I @SN CNJ a0l YI 1Sa I dzaS¥dAg RAaAGAYyOD
claim thatludusand narrative are equivalent, because the first is a set of possibilities, while the
second is a set of civeed action§iFrasca 1999). The distinction between the two apparently
conflicting terms relies on positioning ludus as an elaboration or complication of narrative
structure wherein one set of linear possibilities is trumped by the introduction of a pliaity

of pathways with different ludic destinations. However, rather than a truly distinct structure
Frasca seems to be describing a difference in complexity between narrative and ludus rather
than a difference in kind. Both frameworks suggest that @laattempt to complete a game by
becoming familiar with essentially algorithmic or linear structures, a mastery of which leads to
an interpretive fluency in which the player embodies the logic of the programme (see also
Galloway 2006: 92).

An acknowledgment ofthe possibility for multiple branching pathways and different estates
means that a ludic approach grasps thaythe temporality of the videogame iswmer set on a
single trajectorp C2 NJ Wdzdzf = WLG A& Of S| NJpastkriprior, sinéeS S @Sy i a
gS a LXIF&@SNE Ol y Ay T nazS\Www Bot jliskirbtheXensek&tthd G 2 NB G A Y€
viewer witnesses events now, but in the sense that the eventhappeningnow, and that

what comes next is not yet determin@d ¢ Wdzd&f issue hereMstadnatter of narrative pre

determining gameplay and exerting a reductive force over time. In the broader context of
GKS2NRAFGA2Yya 2F RAIAGEHE YSRAIFZT {Sty [/ dzoAdGhG KI a
a story whose beginningnd end have already been determined, and which therefore

constructs story time as the unfolding destiny rather than passage from past certainty to

dzy OSNI | Ay T dzii d2W@heut rélatirdgspkadifically tosvideegémes, Bhid neatly
capturesthec¢g G NI £ LINRof SY 2F aAaddz dAy3 3IFyYSLI I &Qa
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analytic framework that patterns them after narrative models. However, conceptions of
gameplay as a purely ruleased formation also inherently represent a gstablished set of

possibilities for player action.
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In this way, both narrative and ludic interpretive lenses centre on the application of a monolithic
FylFrfteadAOrt FTNIFYSE2N] 6KSNBAY LI lesSNRa | OldAazya |y
narrative progression or rilbased problemsolving with an ideal endtate being reached. The
deepertheplayecanA Y i SNy I t AaS YR YAYAO (KS&asS aeadSvyaz af
game. This overlap between approaching videogames as narratives and-basetegames

dovetailsg A G K ! | NErROyLereexi(199vt 5) thaywhile differences exist, there are also

significant points of overlap between narrative and ludic apyttes to reading videogames.

Ly GKSANI OKIFLIGSNI WLY GKS ChlF wWSLI2IFe GX S! NE S 10dzt/ @ Ol
Perron frame the videogame asrequiritgi 1Ay 3 2y > G | OSNIFAY RS3INEBS
FGGAGAdZRSQ 6! NASY Il dz G 9 t SNNRY HnanndY mMMmod ¢KAA |
explicit and determining structures within trentext of our experiencddowever ,if the player

adopts a ludic attitude, this form of conduatcurs at the expense of myriad other forces

operatingboth within the context of videogames amaol constitute the subject in contemporary

lifed 2 KIF 0 QXaTFTHNUREDY LI ST | 62dzi (KS Ay@2ftdzyil N (6.
unhabituated FPS player, both-sareen and in the body? What kind of attitude does the

master FPS playarticulatewhen pitching themselves into chofgmints that will almost

certainly lead to the predictable outcome of theirigame death™owcan either of these

essentially affeecRNA @Sy I QliA2ya 6S NBIFIR Fa FT2Nxa 2F WLI | &

With this morecomplex relationship between player and game in mind, casting narratology as

an external threattdVy I 1 A @S Q f dzR2f 23& | LIJISFNBR |a a2YSGKAy3
approaches are each predicated on the idea that the explicit narrative and-lijleenstructures

that videogames openly declare are productive of the player as a narrative or playingtsubjec

GKAOK Aada O2y3INMzSYyd 6AGK GKS LXF&@SNRa RSAANBaA |yl
form. In contrast to this instrumentalist view, this thesis is involved in mining the experience and

effects on the player operating beneath the simple redmeiof the FPS to an interaction with a

I YSQa NHzZ Sa 2N Ad2NEB® . NRAFY w2dYly O6wHnnyo0v KIFa 7

understanding of media forms
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Communication media and semiotic apparatuses never coincide with their intended
social uses orudtural purposes or their defined instrumentality or the effects sought
and attributed to their manifest contents. Always something more is at work, a
corporeal effect; a fgcilitevltion: a}nd affordach, a restrictiondamanvd played oqt on
the bodyX | yS@IIRNBR | FFSOGT | FT2NDS 2dziaARS G(KS |
(2008: %6)
Rotman attests to the fact thahediashape and constitute bodies in ways that cannot be
reduced to their surface aspirations. For Rotman (2008: 2), writing, for egaongsinot be
understood as a simple instrument of expression, but structures what the writing sudajact
articulate within its medialogical scop8imilarlygames in theCall of Dutyand Battlefield
franchises can be approached in terms of their affective relationship to the body and psyche of
the player, a relationship that cannot be reduced to involvement in narratives or play
determined by an explicitrelationtd K S T2 N Qa NHZAGH OA 2K f RKGIAG 30 DN
LINE Ruzdés ofansmodalorcrossr 2 R € F FFSOGA GBS yR O2BYAGABS Y
approachli KS LJX @ SNDa | OldAaz2ya a SELINBaarzya 2F 02RA
RSAANB G2 Sy3l 3S ma\Wethal Wirhingaie 4anQ & pasaidurit ® Be | A
player or not, the affective relation betweghem andthe gameis what makes isignificant
(seeValiaho 2014, Ash 2013). The FPS is not simply an instrument for producing the thrill of
gaining ludic advaage or narrative pleasure, but an apparatus that in some sense takes the
player as its instrument prompting them to see, sense and act, producing certain affective and
mental states at the expense of others (3&&iaho 2014, Ash 2010 and 201Grusin 2Q0,
Lahti 2003, among otheys

Videogames are unique in the sense that the perception of their aesthetic form is not only the

product of an act of viewing, but is also constituted by the phiyea IS a i dz2NB& .60aSS | aK
When we gesture into the ganieconstitutes the player as an estreen movement,

confronting them with an image of themselves. In other words, even when a player is pursuing a

ludic goal they see and act through an image that intercepts, reflects, mediates and reorganises

their very @pacities for seeing and actinbhis colonisation of the player by the apparatus

captures them in a form of negotiation with the affordances and restrictions that the game

places upon them, producing a particular kind of body and subject doublsd@en(Lahti

2003 163 and in the corpus that isnique to the game being playeBy confining themselves

to reading videogames through their narrative or ludic logics, the videogame theorists adopting
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theseframeworkseffectively turn a blind eye to anythirdgeyond the scope of th& 2 NI Q &

declared instrumentality. HoweverktS dzy Ay i SYRSR O2y aSljdz2Sy0Sax i
02Re& YR LAeOKS 4KSy LIXleéeAaya (GKS Ct{I IINB y?2
operation than those foreseen by its desige and userdnterestingly in this regard, Galloway

has argued that:

video games do nothing but present contemporary political realities in
relatively unmediated form. They solve the problem of political control, not by
sublimating it as does theinema, but by making it coterminous with the entire
game, and in this way video games achieve a unique type of political
transparency. (2006: 92)
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| SN DIfft2gl& Aa FNHdAy3d GKIG oe FOGA@Ste O2yOSH

its demandsthe player is brought into an explicit awareness of its political meaning. This is

contrasted favourably with the cinema, which Galloway tacitly implies is ideological in the sense

GKFG Ada LREAGAOLIE @I fdzSa | NB z2idiedatthatthe | 2 6 SIS NI

consequeres of any medium for its usean never simply be transparent, meaning that the

politics of the form are also embedded in the deep tissues of affect, emotion, perception and
being.lt is with this broadening of the expligtructures shaping player actions and the

constitution of the player as a politicalibject in mind that | now turn to my final foray into

videogame theory in the form of ideas that privilege spatiality. Here, we are not considering

explicit actionsaim@ | 4 Ay G4 SNJ O Ay Jcondgphetindits narrafive, Wubrexl@er, N3zt S &
the production of threedimensional worlds in which players move, sometimes without specific

ends, but never without corporeal and psychological effects or political values.

2.2Space and travel in the videogame

Travelling quite literally beyond ludic and narratological debates, videogames have also been
theorised as a spatial medium in relation to the cinema (Wolf 1997) and where a dynamic
encounter with the game space is understbas producing a context in which both the

pleasures and risks of movement can be explored by the player (Calleja 2011 and Kelly 2004)

and in critical terms (Flynn 2004) in a manner not directly determined by the ainewtioned

FNI YSH2N) & gl2WIWIomSam nloa KICKKESS @A RS23FYS LX F & SNDa

spacemeets the way that their sense of self is subject to modulation and even negation by a
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3 YSQa 02y ail NiteSigyedtya tehFon Behdeeded & ¢ SN 2F G KS 3l YSQa
environment todetermine player behaviour and the explosion of possible actibata

GARS2 MOS0 X SGSQ oDFHftft26F& wnncY cn0 |yR SELX 2N
videogames via an analysis of their spatial constructs and the tension between the way that

thesespaces influence player actions and suggest a freer context for them proffers an approach

G2 GKS F2N¥Y GKFIG Odzia F3aFrAyad GKS RA&AO2dz2NBSQa (€

determining frameworks such as narrativelodus

Early n his bookn Game,Gordon Calleja positions virtual reality as the culmination of an

explicitly spatial project in visual culture that moves towards the production of totally immersive

simulated environments. He traces this impulse &spmsof Western visuality, citig Oliver

DN} dzQ&d oHnnoY pu 20aSNBFGAZ2Y (KIF (G -GffdnSagew2 YI ya & 2c
aL) 0Sa 2F AffdzAA2YyQ Ay GKS FT2NXY 2F TNB&aEO2a LINBAS
simulation of imaginary worlds. Call€2011:17)suggests thathe construction ofllusionistic

images and spaces are a consistent motif reappedrétgyeen the visual cultures of antiquity,

GKS NBylAaalyOS 61l yR&sedAinre Fricdbaid 0 aindittd Ipdlicie’dd A Y R2 4 Q
spatial construction of moderiié Qa Y 2 Zpanédelldndét tRSinema. Within this

continuum, cinematic spaeeme moves towards the production of temporally and spatially

O2YLX SUGS ¢2NIRa:E gAGK (GKS NBIFfAad AYLWzZ &S G GKE
phenomenologicaperception and experience. The valorisation of the long take and deep focus
cinematography by Andre Ba4iBazin 1967: 21) is read by Calle$aan attempt to produce a

continuous spatial and temporal environment in which the gaze of the spectator ceely f

NEFY® LY | AAYAEFNI Y2@0Ss DIfft2gleQa O2yOSLII 27F |
LINE RdzOG 2F GKS F2NX¥Qa OF LI OAade G2 NBEtSFHasS G(KS L
OAYSYIFGAO SRAGAYID hT OAtdiditnéealismii@s ifdlidsklaoly 2 F . | T A

connected to the creation of an empathetic connection with the quotidian struggles of others

and a rejection of the politics of domination that he saw reflected in the Soviet cinematic

tradition (Bazin 2004)nlineg A 4 K G KAaX GKSNB A& | KdzYFyAadadAaAo St S
drive towards the reproduction of mimetic spaces in which the construction of videogame space

represents the latest achievement in a progressive trajectory towards the reproductior of ou

embodied perception within the space of the image.
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Theproduction of totalising, fuljrendered computer generated environments is understood by

Calleja, like Galloway (2006: 63), as a founding condition for a sense of presence or

WAY @2t @SY Blgbga@esgadesORANY /@ £ £ S22 W5AIAGFE 3IFYSa | yR
particularly adept at facilitating spatial exploration that enables players not only to project their
AYEFIAYLFGA2Y Ayd2 GKS NBLNBASYGSR f I 3BREGIsSLISA 0 dzi
the key break that the spatiality of games makes from the cinema as Galloway has atbeed
AYONRRAZOGAZY 2F (GKS LRaaroAfAGe FT2NI FOGAZ2yd [} ff
produces a form of imaginative projection into its spaked I NBOA Gl GA2Yy 2F F LILI NJ
O2yiSyitAz2zy GKIFG GKS O2yaidNHzOGA2Yy 2F OAYSYIFGAO al
psychoanalytic identification with the shot (see Baudry 1974) and their anticipation of the cut

the suturing space tospagseel SI G K mMpTTO0d a8 LI NI 2F OAYSYIlI Qa o
609falrSaasSNIIyR | F3SYySNIuamanyY mMnHO KIF& Ff&az2 y20S8F
sense of place to the spectatdn contrast, the spatiality of videogames is understood by both

Calleja and Galloway as an uninterrupted ddie space where any psychoanalytic model of the

desires of the spectator being manipulated by the shot and cut is instead fulfilled by action

AGaSt¥Tod Ly 20KSNJ g2NRaX / lractiorS 8f vidkagandey l&asIol I Y RA y 3
their potential as spaces for action, where territory can be explored and spatial desires fulfilled

(2011: 74) (see also Kelly 2004: 63).

2.2.1 Spatiapleasures?

Calleja schematises his understandiigpatial pleasure in videogamas operating between
GKS LRtSa 2F adz00Saa¥fdzZ ylI@A3radAz2y FyR o60SAy3a 2

AV

there is no opportunity to become lost, the scope for exploration is severely diminished and the
environment is perceived for what it is: a multicursal labyrinth (that is, one with branches and

SYRavQ o/ FttS2F HamMMY TnOoO® ¢KAAaisgedragdiby 0 KI G a LI 7
problemsolving wherein the player must act and engage in explicit pathifg behaviour to

mediate between being lost and reaching their destination. Crucially, it is the contingency

produced by the former that makes the act of achieving the latter meaningful. Calleja notes that

WL aSyasS 2F KFoAGE G§AWG @ AdiKAWN Yi KiSp @ | ¥sS  (BK/ S A INRR/Rd.

projects of navigation plotted by the player, much like the pleasure and sense of belonging
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gained by the tourist who successfullyigates an unfamiliar cityscapbnportantly for this
thesis, Calleja (2a1 83) notes that obtaining a close and detailed understanding of competitive
multiplayer maps (called arenas by Nitsche 2008) ties the pleasure of exploring videogame

spaces to gaining advantage over enemy players.

lf 0K2dAK y20 2y Saligfliended, Wefcsh &ac@aipossitileScanNdstior obthe

rationalised spaces of the videogame with the rationalised spaces of modernity and their

aptness for cognitive mapping famously contrasted with postmodern hyperspace by Fredric

WEYSazy AYyABYQaaMdRANIP LF t+3GS Y2ZRSNyAGe tF014a vy
then the valorisation of gamic spabg Callejasconnected tathe pleasure of travelling or

navigating between different lgame geographies cde positioned as a compensatory gese

LINE RdzOG A @S 27F | LIRYNED @ FWIWwEREESmentigaSih Sdhabtic

spaces of late modernity need to be combatted with a cognitive map stresses that a form of

oriented subjectivity is required that effectively anchors thejsabin political terms as a

LINBRAOIGS F2NJ lFye FT2NX 2F LREAGAOFE NBaAraldl yoOSo
understanding of the spatial pleasure of videogames, therefore, can be contextualised as an

acting out of the desire for a cagive map in simulated space. Here, the rationalised nature of

videogame space provides a context for travel no longer possible in our current historical

moment and can be understood as a kind of cure or at least a stafudt the disorientation

thatisi KS KItfYFIN] 2F LRaGY2RSNY KELISNBLI OSe® /I ffSe
their pleasures is marked by an implicit valorisation of the travel and mobility that these

environments afford in terms of solving the problem of disorientation. Howevesitipaing

player actions as simple expressions of agency renders them estranged from the political,

cultural and economic values that are always implicit in our actions.

LY KSNJIFNIAOES WDIYSa a LYKFoAGSR dfpayidSa Qs . SNJ
GARS23FYSa a WANRBdAzyRSR AY AYYSNBAOGS | SAGKSGAOA:
3S2YSONRO I yRaOFILISaQ ocfteyy wnnannY pnT {SS |faz
/IftS2rQa g2Nyl =z ¢S OFy &aSS 2Zrdgdithe floivSiE I OS gAGK @)
encounter with those aspects that allow the player to take on the implicitly heroic role of

explorer or cartographer.
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ability togeneatea LI G A+ £ LX St adz2NE GKNRddzZZK Y2@8SYSyid Fa wy2
LRAaAAGARZY odzi X w2yS (GKFie6 SEGSYyRa ARS2t23AS8a 27
PTOP C2NJ CfedyyI WeKS O2ft2yAlf A&l tiofedidthe2 T a o K2 3
LINPOSaaé A& SYUNBYOKSRASK aKSIXFDODNBYPIRISOE Y (lwi s
critical characterisation of gamic spatial involvement, the cartographic projects of colonialism as

a mode of inscribing spatial authority and taeshies of racial and cultural statusbhsfersto

the context of the pleasures of spatial involvement in videogame spdbte$PS can be

situated as productive of environments that encourage the player to cover and master their

territories ¢ to go anywhee and do anything, like a cartographer sent to map, rationalise and

Of FAY I aLI OS Iylfz232dza (2 Fy dzyly26y 20KSNJ 2NJ
step further, we can suggest that by colonising the geometry of the videogame, the jdanar

only able to play at being a kind of cartographer who masters and claims ownership over the

space of the game but is also endowed with a sense of mastery over tigginia body and

destiny.

cteyyQa ¢2N)] adNBaasSa (GKFdG &AL GAFET LI SFAaAdZNB Ay ¢
GKSaAa | LILINRFOKSa GKS Ydzf GALX @SN WYl LlAQ 2F GKS
REYFYAO 2F o6SAy3d 2340 | YR heErkhfdrfokingattachgd$ode 6 & LINE f
pleasure of engaging in explicit acts of navigation, trajectories of travel are mobile, fractured.

This is because | approach navigation in the FP# metms ofgetting from one place to

another, but where destinations beme indistinct from the bodies of enemy players. In effect,

shooting the enemy who is not only a mobile target, but also a threatening agency, ensures that

the space can never be known and challenges the whole idea that games immerse the player via

spatialLJf S ada2NSad® Ly GKS Ct{xX GKS LI SIadzaNIo6fS Reyl YA
is translated into the mobility and unpredictability of the threats that the player must map. The

fact that these trajectories of navigation end at either successH{obting an enemy) or failure

(by being shot) means that the pleasure of space is reconfigured as the neutralisation of its

threatening potential to affectively shock the player. This not only suggests that spatial pleasure

must be approached in terms d§ispecific values as Flynn argues, but queries whether pleasure
AGAaSEtT A& GKS 3FdzZARAY3I LINAYOALX S 0SKAYR GKS LX I &
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2.2.2The production of videogame space

[ FdzZNAS ¢l &f 2NJ KA | NBdzSR GKIF G WYanidtBarcad YS & LJ OS:
GKSe I NB SELISNASYyGALFt &Ll O0Sa 3ISYSNI ISR (KNRdIzAK (
execution of that codetlrough the medium of the screéh ¢ ¢ I & fIrRotér words,o 0

videogame spaces are at once fully rendered and ratioeddisenaslike the FPQ multiplayer

maps but are also products of the plaggactions and the scredvased visualisation that these

actions produce (see alsdfiaho 2014: 33). The idea Wxperiential space€®as products not

only the particularity ofi KS  LJ @ SNR&a Sy O02dzy iSNJ gAlGK (GKS Sy @dAiNP
but by the medium of the screen is an important lesson explored in the chapters that follow.

This thesis stresses theay(i KS  LJ | @ SNDa SELISNASYyOS 2F @ARS231YS
saeen and its clear relationship with other visual cultures operating in the West. As the player

navigates and simultaneously produces FPS spaces, they do so quite literally through the frame

of Western aesthetic traditions, from renaissance painting todimema, and via the various

elements that are attached to this screen in the form of an HUD (see Friedberg 2009). This can

contain pictorial elements such as the crosshairs at its centre and a live GASS-Y WNYIR Y & K I (i
reimagines and tracks the played Y2 @SYSy (i a o

¢CFeaft2NRA LRAYOG Aa Fylf232dza G2 | SYNR [ STSoONBQa
where the bare dimensions of environments (ideal or mathematical space) are superseded as

the object of analysis by how these spaces are ep¢rlOS R I YR LINP RdAzOSR® C2NJ [ S
social and political (state) forces which engendered this space now seek, but fail, to master it

completely; the very agency that has forced spatial reality towards a sort of uncontrollable
autonomy now seektorunk y 2 GKS 3IAINRdzyRZ (G2 &aKIFIO1fS FyR Syaft
[ STSOONBQa dzy RSNRUGFYRAY3I 2F &aLI OS Aa GKS Tl OG dr
becomes endowed with political values and as a site of tension between the desires of authority
andfoNya 2F NBaAadlFryOSed Ly (GSNya 2F GKS Ct{x 2yfe
I3 YSQa aLl 0OS A& YSRAFGSR o0& &aONBSy:s 1!'5 FyR (KS
2T O2yRAUGAZ2Y A ONYO]SiGAY3a (KS attibns BePprdddced. LINE RdzO G A 2

Drawing on Lefebvre, Edvin Babic has argued that the production of space is in videogames is
WNBfFdA2yFfQx O2y Ot dzRAY3A GKIFGY

36



Insofar as the design of space in computergar@esISa A Ga AYLI OG 2vy
perceptions and actionglayers can produce different maps of individual and collective
spaces that coexist and overla2007, para.21)

| SNB>X aLJ} OS A& OoONRdAKGO Ayid2 oSAy3a a | asi
and the agents that inhabit and experiencédiit.other words, space becomes a product of
movement and the relationships that it produces. Its given form, whether a piece of physical
architecture or a&computergeneratedenvironment, does not emerge from its bricks and mortar

or polygons, so to speakafRer, it is this performance of the space that brings its properties to
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logic of a static space, we needdonsiderthe way in which space functions in computer
culture¢l & a2YSUKAYy3a (NI SNESR o0é& | adzaSoidz I a
2002: 279). This means that the spatiality of the FPS must be read not only in terms of the logics
of their multiplayer maps, but specifically via the kinds ofveraent trajectories that these

spaces produce.

If we are to understand how videogame spaces are produced in political termmaustattend

to the actions that take place within theandto the screen as the perspective or window

through which these actits are realised. This thesis understands FPS multiplayer maps in
exactly this manner, by charting player actions first and foremost and reading these movements
as realising the game space as something that come to light via player actions which have
political valuesTomake this kind of analysis &ible, the specific conditions of the interface

must be established. However, an acknowledgement that the player is also undergoing a form
of training, and therefore change, also demands an acknowledgementttisgbrocess of this
KFEoAlGdzZ GA2y FdzyOuAazylrtte FEtGSNBR 3IIFYS &Ll OS
in their imagination, but alters as they engage with it bodily whether through reactive twitch

like gestures (Chapter 4) or via the adifibn of new skills or habits (Chapter 6).

2.3The FPS: genealogy, identificationpdy
The FPS appears to incite critical work because of its capacity to visualise and in some sense
AYUGSNOSLIG FyR YIylF3S GKS L) I e&SNDRaNBSNRS NG LS

manner than either welestablished moving image cultures or other genres of videogame (see
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a2NNAa HAnHLULD® 2 KSHGKSNI FAIAzZNBR GKNRdAAK (GKS 02y 0S8l
2006), cybernetic simulation and its effects on experienced@r®011), expressive of a moral

panic over violence derived from ideas of media effects (Penny 2006) or a more abstract and

nuanced training of the body (Ash 2013}igho 2014), the discernible common thread is the

F2NX¥Qa | LILI NBy (i fién withahhBmbediedderceptiorCepd\iedidl dtaies of

the playerc a raising of the stakes of playing videogames

2.3.1 Gamic vision: ldentification, immersion, apparatus

The main thread connecting the works discussed in this section isaliéhe marriage between

onda ONBSYy Y2@0SYSyida FyR GKS LXIF&@SNRa YIydzat 3Saidz
cause and effect between player and game, which is productive of a sense of identification

between thebody/psyche and the apparatus.y W¢3kd8 3J[SF 2 F bSs aSRAIFIZIQ [S@

notes that:

most new media, regardless of whether it represents to the user her image or not, can
be said to activate the narcissistic condition because they represent to the user her
actions and their results. In other was, it functions as a new kind of mirror that

reflects not only the human image but human activities. This is a different kind of
narcissisnt, not passive contemplation but action. (2002: 235)

al y20A0KQa S@20FiA2y 2F GKS fly3adzr3S 2F LA&OK2I )
continued influence of the axis of Freud and Laaad relatedtheories concerned with the

cinematic apparatus produced by Jelapuis Baudry (1974) and his proéGhristian Metz

(1982) upon thinking abowdo-called new media. Thi#espite the justifiable critiques of many of

the basic assumptions of these ideas in the corporeal turn in a wide range of humanities

discourses, particularly in the context of film siesl beginA y 3 A GK { GSOhe { KI OA NB
Cinematic BodiJdzo f A A KSR AY Mdppo® { KIFI GANR OKIF NI OGSNARASR
RAAO2dzNESQ omMdppoY mMpO AY BHKAOK GKS LXFdG2yAO ARSI
inforthefullnest ' yR GNHziK 2F LISNOSLIWGAZ2Y NBLINBaSyida |y
2F Ala WESANR TFdf fySaaQ FyR FFSOGALBS yR O2NLRI

2 KSYy aly2@0A0K KFAfa GKS WySg YANNRND 2F ySg YSRI
adzNF I OS 27 a[ih QISEQXKSY S a G(KFG WwWethaRQ YANNRNI 2 7F
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al y2 @A OKan assedrally Laganian lexicon in the reference to the macoeen

metaphor and the role that narcissism plays in the production of the ego and subject so critical

to apparatus theory signals the continued influence of theoretical discourses thatiesveat

best qualified and at worst discarded in screen theory (see Shaviro 1993). However, as in

al y20A0KQa OKIFINIYOGSNRAIGAR2Y 2F ySg YSRAFI GKS 67
psychoanalytic models of the relationship between player and screent alld@ghly modified

and sometimes indirect form which privilege action, rather than the dréi&engaze of the

spectator as conceptualised by apparatus theory.

Primarily centring on the production of a sense of identification between the cause and effect

relation between the movementofthei# I YS OF YSN} FyR (KS LX I&@SNRa g
(Galloway 2006, Morris 2002, Taylor 2003) attempt to schematise how the player becomes

present, or immersed within the environment displayed on the screen. No loagkee iplayer

f221Ay3 2YYALRGSyGte YR @28SdNARAGAOlItte OAlF (K¢
by the apparatus. Rather, a mirror for identification is created in which the player is projected

into the space and their presence and likenisssonfirmed by the apparatuses capacity to

mirror their actions.

LY KA& y2g OFy2yAOl ft+ OKE 231 SNK 2aiakdhBGAwWag Fc @ KS CA |
AAlddzr 6Sa GKS Ct{ SAGKAY I 3 4ySNEf22/T W a0 @SKOGIR BKSS Al
contrasts this marginal film aesthetic with the FPS as an abtsed firstperson form of vision

The author argues that subjective shots represent an explicit gesture of colonisation in respect

G2 GKS aLISO0F d2NDa LIKSYy 2t yapdcity @ Idéhtifff wittthhed A 2 Y X & K A (
AYF3Sd Ly O2y iGNl adgs GKS Ct{ Aa O2yOSLJidzZ t AaSR A\

film aesthetics in which the relationship of cause and effect between the actions of the player

and the movement of thep NB LISOUG A @S LINRPRdzOS& | F2N¥Y 2F ARSyYy(dA:
NB3Il NRAVBNBREOGCAR2Y 2F WILFYAO OAaA2yQ NBLINBaSyila
LINPINBAa Fad | Wdzy AOSNELf RN Obasedtechroldgd® Q 6 %A St Ay 2

presentof the FPS is understood as a teleological solution to the limitations of an aesthetic form
limited by the cinematic medium that is implicitly characterised as something belonging to the

past.
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This appeal to notions of progress and the connected adoptfahe idea of a definitive break

0SG6SSy W2ftRQ YR WySgQ YSRAIF @Al GKS ARSI 2F A\
recent years, with an entire field in Media Archaeology militating against such approaches that
demonstrate a disregard fohe complex past of media forms and their uses (see Huhtamo and

t I NAQL1F HAMMY MO® !'a ¢S akKlftf aSS>s GKS Ct{Qa 23Sy
means the only narrative tracing its origins as competing lineages are also being proposed,

particulaly that of information technology and cybernetic simulation (see Crogan)2011

Despie the uncertainty in tracing aarigin for the FPS, there are important technological and

aesthetic overlaps between it and film aesthetics; the gaze rendered as a shot, the operation of

the frame as a means of limiting and delineating the field of view, the production of a mimetic

diegeaic world as @echnoculturalF 2 NY I G A2y 2F WiKS NBIf QX FyR &az 2
considerable time reflecting on the nature of the digital and gestural dynamic of the FPS in

relation to the cinema. But rather than considering this relationghigerms of the FPS

addressing the limitationsf film and film spectatorshipmy work focusses on the way that the

form actively remediated.

I 1Se LINIL 2F DIFIfft2gleQa | NBdzYSyid F2NJ I RSTFAYAGLG)
his analysis® a LJ- OS | y R (i hamk ¢isiod eeduired fully ferdiéréd Sadtiondble

AL @EXEFG Aae XSEKIF dza i A @St &64)SEamit vasind idptedicatdd 6 DI f £ 2 |
on the production of seamless gamic spaces in which these movements can aocupyver.

The necessity for fully rendered environments in all videogames rests on the capacity for the

player to both exert control over movement within the visible fiaftt, in genres such as the

FPS, to alter the perspective itself byedily movingan ingame cameraThe FPS, perhaps more

than any other genre, exploits the capacity to exceed the limited, framed borders that screen

technology imposes by allowing direct control over the perspective, now sutured with a field of

view (see also Lahti 20P3This is because the player can not only alter the visible field, and thus

explore the environment by moving through it, but also has the potential to pan tigamme

camera across the space independent of these movements in a phenomenological andlogue o

the relative independence of twisting and leaning neck movements and locomotive maieme

of the body through space.
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| 26 SOSNE |oaSyid Ay DIff2gleQa O2yOSLIiA2Yy 2F Ct {
rendering operates to encase vision aation within a fully authorised and fixed environment

at the very moment that it appears to set it free. This is one of the reasons why the use of the

GSNY WYL AYy 3JFYAYy3a LINIFYOS G2 NBFSNI (2 GKS Ct
clue,because it alludes to theaythe apparently mimetic threglimensional space of the game

and its possibilities for action have been created by an authority external to the player and
NEFfAaSR GKNRBdzAK | a2aidSYl GdAa O ramewedkrezedisti@l £ Odzt I G A 2
waythe FPano NB I { FNRBY GKS aLl datf Oz2yadNIAyda 2F | L
first-person moving image. However, because of the interpretive narrowing that this approach
SyidlAtasz GKS ONXR G A GhthaltsiaOtieltb®eshdId of s chafadefidatto®at | NH dzY
cinematic space and gamic vision and fails to consider both the fact and the possible

implications of fully rendering an environment as a kind of fully calculated map.

tKAad (GSYyRSyoOeée LEAANBIMR eI RY OINROR{E dzi2LIA LYy GSN¥a
consideration of the related issue of its temporality. In perhaps the key claim of his chiagter,

argues that:

Where film montage is fractured and discontinuous, gautey is fluid anatontinuous.
Hence gamic vision is similar to human vision in ways that film, and television and video,
for that matter, never were. (Galloway 2006: 65)

This statement attempto triangulate cinematic, gamic and human vision along with polar

temporal chaacteristics of fluidity and fracture that has implicatidhe wayGalloway appears

to view the operation of each of these complex renderings of time. In describing film montage

4 WFNI OGdzNBER | YR RAAO02YyUAYdz2 dza Q Enui keditiigaw | & | LILIS |
a mode that has traditionally been understood as functioning to occlude cuts and operate below

the awareness of the spectator (Kawin 1992: 100). As identification is such a central concept to
DFff2¢l @ Qa OKI LI S NEereAsino reférentettodhvaydpezhaloih 4 A y 3 G K |
ARSYOGAFAOIGAR2Y KI&a 0SSy (GKS2NARAASR LI NIAOdz I NI &
cinematic editing (see Heath 1977).
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Although, no concept of human vision is referenced or established by Ggllewacan infer

from the quote above that the visual sense is being characterised as inherently distinct from its
technological milieu, which is itself read as engaged in a progressive trajectory towards

capturing and reproducing human phenomenology. Whe8 4SS Ay DI ff 26l 8Qa OKI
of reversal of the work by various authors that emphasisewhgthe senses and concepts of
KdzYlFyAdGe Y2NB 3ASYySNrffe | NB O2yail stiegeil®®, o& (SOK)
Rotman 2008, Parikka 2012)daby political and histacal forces (Benjamih999, Crary 1992

For Gallowaythe human and the cinematic exist in radically different and unbridgeable
relationsregardingthe connection between visual perception, action, space and time. Within

this cantext, any fragmentation in the temporal flow of vision is situated as a deficiency. While |

am not dismissing the relevance of the lack of editing and the construction of fully rendered

actionable environments and temporalities as founding conditionsHer=PS as a kind of

development in moving image culture, positioning these changes as specific solutions to

cinematic problems and a return to a more essential form of vispnoblematic.

2 KAES GKA&A (KSaAa ackIwakRimsiggdingdinksgsioexisii DI f £ 2 61 & Q2
conventions in visual culture such as the cinema, renaissance perspectival construction and

cartography, my work takes the aesthetic becoming of the form as a system that incorporates

and visualises bodily gestures. Thisintefest G KS YAy dziAl S 2F (GKS L} I @ SND
with an analysis of the graphical elements of the HUD, like the crosshairs and theaypirin

Chapters 4 and 5. In my analysis, | attempt to map not the fact of identification and immersion

as a basicondition of the genre, but asutputs ofreactionsthat the games | analyse incite, for

example, aiming and firing being a more concrete instance where the player passes into the

game with the velocity of a virtual bullet.

Like Galloway, Susan Morrisitad H 0 KIF & Ff a2 OSYGNBR 2y GKS A&aadzS
perspective, suggesting a transition from a passive gaze to an active control over the movement

2F GKS AYI3ISTE LINRPRAOAY3I WI aSyasS 2F AWMYSNEAZY |
Sailoft AAaKSR Ay NBfFdA2y (2 20KSNJ aONBSY YSRAI Q ¢
identification, action and immersion is almost identical to that proposed by Galloway, Morris

explicitly maps the role that action plays in immersing the playerivK A y G KS 3 YSQ& Ydz i
mapsregardinga S G 1T Qa ORLYNASYLUINE2 FAawRichyhuoles th@dpeactatar jh Q
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ARSYGATeAYd 6AGK GKS WwWLroalSydQ 31TS 2F G4KS OF YSNI
seeingand alLJ?2 6 S NF dzf(Mefz ASBRA8D i QK S A YL NIy OS 2F GKS &aLlsSo
power and mastery to apparatus theory is something that Morris (2002) applies to the FPS.

| 26 SOSNE NI} GKSNJ 0KFYy TR2LIAY3 GKS 3FTS 2F GKS OF
the FFS player to act and perceive within FPS environments or maps by moving the camera that

LINP RdzOS&a (GKAa aSyasS 2F YIaldSNE Ay az2NNRaQ g2NJ] o

{KS 3284 2y (G2 y208 GKIG WLY GKS 31 YST LI &SNA
(despite the authorial st L) 2 F GKS 31 YSQa LINPINIYYSNER YR RSaA:
and graphics) becaaf their activerol@ 6 a2 NNA A& HAaAHY Gnod ' yEA1S DI f
O2yOSLIi 2F 3IFLYAO GAraArz2ysr az2NNRaAQ ¢2N] FidSyYLWGa
agencyA RSYGAFAOFGA2Y YR AYY SaNdm & psycldicimampulgtioni KS Ct { Q
vial f 6 KdzaaSNRa O02yOSLIi 2F AYyGSNLISttlIdA2Yy OmMpT MO D
identification¢ whether predicated on the adoption of a transcendent gaze or @n th

connection between action and immersigrare neverfree of political value® | 2 6 S@SNE a 2 NNA
choice in patterning her analysis on an Althusserian (1971) model of gwganplications for

KSNJ NBII RAy3 GKI G ySSR (2 o0afdldimyfdgkalSta@Rd Ly KAa OKL
PLILJ N GdzaSaQ ' f 0KdzaaSNJ | NBdzsSay

LRS2f 238 WIO0GaQ 2N WFdzyOlA2yaQ Ay &adzOK I gl @&
AYVRADGARdzZE £ 4 O0A0 NBONHZA (& GKSY Ffftox 2N WiNl y
transforms them all) by that vegrecise operation which | have calladerpellationor
hailing, and which can be imagined along the lines of the most commonplace everyday
L2t A0S 02N) 20 KSNID Kimixpfr mywawmrtwWioSes @2dz G4KSNB
a2ZNNAa (FOAdGte LRaAdGA2ya GKS Ct{ & Iy ARS2f23AC
thus produces them, via their response to this hailing as a particular kind of subject by ideology.
In Althusserian terms, the player makes a move from beimgpdividual to becoming a subject
because otheir interaction with the game. Morris seevidence of interpellation being
replicated in the social elements of play, particularly acts of linguistic communication between
LI I @ SNB X y 2 {A Y JicafioK in thultipldyier hainEsNanBtEn¥sakas on an
St SYSyid 2F GKS | 33 NINRAANG Sy VSR faAGd- 80 S SWRIREQ LINGST nH Y
interactionsd SG 6 SSy L) I @ SNBE LINE JARS analy@iStheladtivityof O2 Yy ONB G Sy

the players witlin the game remains unaddressélthe capacity of the game to incite, produce
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or otherwise intercept player actions as the site where this process of interpellation occurs

remains secondary to more obvious and legible evidence of this process.

This thesisrgues that while FPS provides a context in which the player is constituged as
subject, this constitution is not produced by the explicit imposition of an external authority but
by the production of an insecure context in which the player must@essrt their place in the
game. The centrality of action to videogames means that the Althuss@r®aii) concepof the
relationship between apparatuses and ideology represents a poor fit with the experience of
play. Rather, this thesis progresses with ttiea that the player is placed in a context in which

they are encouraged to actively constituteemselvess a subject, not because oa

misidentification with the image which is controlled by an invisible author, but by the expression
of their authorityin respect to the game and enemy players. The FPS as an apparatus, therefore,
does not simply hail and subject the player to its authority, it establishes a more general context
in its spaces, movement affordances and graphical interface that inciteddiierfo actively

produce themselves as a subject.

Themodel of subjectificatiomtilised by thisthesig8 4 Sa Y2NB (G2 C2dz0F dzf & ownny
(2008, 2011) work in charting neoliberal values of-determination, competition and

insecurity now dormiant in the West. This idea that the player needs to be understood in terms

ofselfO2y aliAldziAz2zy R2Sa y20 adz233Sad F NBGdNYy G2 + C
which a kind of liberated play@ant Ol dzy KA Y RSNBR o0& ¢ Rtfer,fatYSQa LJ2f A
the politicsat play need to be characterised in terms of those operating in the production and

consumption of the contemporary FR8ot in a directly subservient relation to power, but as an

active entrepreneurial venture whose conduct is oeler governed and regulated at one

remove.

a2NNA&a Of 234848 KSNJ OKFLIISNI o6& y20Ay3aY WwWe2 NBLKNIF 2
as affectingan artificial psychosis that gives the player the illusion of full cddtrob H T A HY dp 0 @
Rather than producing an artificial psychosis and an illusion of mastery, this thesis takes the
LR2aAdA2Yy GKFIG GKS Ct{ Lizia GKS LXFE@SNIAY |+ ahddz
corporeal gestures that twitch and jerk tliregame camera. | suggest that the FPS activates a

GSyarzy o0SG6SSy GKS Affdza2NER W¥dzZ t O2yiGNREQ 27F |
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characterised as the opposite operation of videogames in giving the player a pervading sense of
being lost (2010: 141 understand the FPS as invoking not a total disorientation or total

mastery, but a kind of dialectic of insecurity and mastery that takes shape as a form of
aggressive sellefensive behaviour. On the level of the relations between different image
cultures, if the player is vulnerable, then they are vulnerable not only in terms of the ludic stakes
of winning and losing, but insecure in terms of the precarity of their constitution by the

apparatus that now depends on their activity.

Ly 020K DhhntdsglgFRaa8NNAaAQa O6HANNHO g2@dban GKS {Se
LISNRLISOGA DS LINRPRdAzOS& || aSyasS 2F AYYSNEAZ2ZY 6A0GKA)
that the FPS is approached in terms of how thefiestson perspectiveanblur the distinction

between player and apparatus in a way that is specific to the pafiniew, perhaps because

action remains a consistent feature across diverse videogame genres. Fromdhsah action

3 YS&Z 064&dzOK UWnéhartedsatiesKdiréatinge ateh@gy (RTS) games where the

player controls huge armies (like the lengningTotal Warseries by The Creative Assembly

actionremains central but issues of identification remain less prominent in the literature.

2.3.2 ldentification problematsed?

Drawing on the same Lacani&006)psychoanalytic framework that runs through apparatus

theory, Laurie Taylor 2008 & | NAHdzSR GKIFId GKS 6aSyoS 2F |y | @
YStya GKIFG GKS LI 6nghé dpacs bul nowitbirf 1SK Si 24 LI dgySadi Ad2Hyn 1o 0 ©
Taylor the videogame player requires an image of a body upon wtbiginoject their sense of

selfLYy ¢F&f 2NRaA |yl { @amk damedin thiredsordviddogamesfhe i KS Ay
perspective operates to place the pldy@ a y I NOA&AaAaidA 0 YANNRNI AYIF3AS 6+
world, abstracting them from their embodied position in the actual. Here we might draw a
O2yySOGA2Yy 0S0i6SSy ¢left2NRa Fylrfeara | yR adzZ gSe&c
narcissistic identificabn with onscreen characters and their inteliegetic looks in the cinema.

2AGKAY ¢lFéf2NRa NBIRAY3 O6HnnoovsE GKSNBTF2NBE (KS
of the camera fails to provide a mirror image in the form of an avatar, making theafmn of

an ego ideal and ideal ego impossible in Lacanian terms.
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This insistence on a mirror image of a body appears to dispense with or elide the various ways
psychoanalytic film theory has theorised how the spectator comes to identify with the iamge

a kind of idealised vision (Baudry 1974), the camera as productive of primary identification

6aSil mMpyHoZ 2N 2F 2yS 2F OAySYIQa YIHtS 31 S8a o
of thinking on the immersive capacities of the FPS predicatetth® idea of a mirror of action

articulated initialy by Manovich above: @ f 2 NR& Of F AY GKFG GKS LI I @ SNJ |
AYYSNESR ¢ A (KA gshggestk the ptuetiSriaiurface deparating the vision

and psyche of the player and ti@t { Q a-dinfeRshdEalSspaces. Without prefiguring the

a)

coming analysis, there are elements of the FPS image, like the ldldbBnsistent convention of

0KS Ct { WaNB@nBDOREpH 0V (2 GKS &l YS Ré&oGha? LISNRA HAM
appear toback up the idea that the HUD @ internal space or lens separate from that of the

I YSQa Sy ha didedtiyd iisideand outside that the construction of surface and

depth produces is an important element of my approach to the-fiestson perspetive

developed in Chapter 4 in which the FPS produces a kind of body (see Crick 2010) for the player,

one apt for trainingand aligning with Foucauldianalight (1991)

2.3.3 The FPS, cybernetic simulation and violence

Drawing on an idea of Foucauldian digitie, Simon Penny has characteriSéBS gamessuch

& DoBntaid Quakeg as simulations apt for the purposes of training a kind of seek and

RSaidNRe 2NJ {AfftAy3d YSyilGrtAGe Ay GKS Ct{ L} I &SNJ
02 R&Q006550y 2y ySOia (GKSasS 3IrySa G2 GKS | { YAftAQd
based SIMNET and STOW combat simulations in the 1980s and 1990s. This linkage between
YAEAGENE aAYdAZFaAazya YR GKS Ct{ A& Y@mad adNRA{]A)

Doomwas licensed by the US Marines for the purpasiesombattraining. Randy Nichols has

also more recently noted that games such a¥ S NJ& O I (2D82) dreNavwerful military

NEONHzZA G YSyd G(G22fta 6KAOK KIF @S YnghathgligrsankS STFAOL (
personnefl 0 H n Niael Pennyd2®D) has also written in this vein altalt of Duty

suggesting it is an armature of the soft power of the US militargimont Sy y e Qa OK /I LJi SNJ
(2006), there is a bleethrough between the context of the training of the sheitkops of the

US Navy and domestic space of the home PC. This suggests the pervasive production and

influence of a broader milieu of structural violencefh$ T 2 N 2 FentéraiSmekdtY A £ A (| NB
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and cinema industries and the complex web of private and government agencies involved in the

procurement processes for the Wdlitary.

t SyyeQa OKFLIISNI Aada KAIKf& AyFtdzsSYyOSR o0& (GKS 42 NJ
DeGaetand 999) who argues that representations of violence in videogames and the cinema, as

well as training the act of aiming and firiage drivers for go-violence in the United States.

DNRaavly OflAYa (KIFIG WgKSY GKS OKAfRNBY LI & OAc:
drilling [like soldiersg not two times a yeac every night, to kill everiiving creature in front of

youQ 6 OA (i SR :NY). Her&tifeyadgument is tvofold: first, there is a claim that

representations of violence have a desensitising effect that leads to a direct relationship with its

perception and realisation outside of the sphere of representation. And second, thetals

WEYSa !'aK KFa OFfftSR 60F2ff2¢Ay3 | SARSIIASND | &8y
aiming and firing, capacities that are positioned as essential behavioural modifiers that function

to neatly explain the sprekillings of Columbine in 19%nd Jonesboro in 1998.

Penny(2006: 767) establishes this seemingly commsanse connection between the

representation of violence, the act of aiming and firing and acts of violence in the actual as a

NBodziiGiF £ G2 [Fydl | yR lugidreadirg NBUBKEQ & RO Wzt (3 E K & G)

focussed followup to Doom Their defence oQuakeas havingnore in common with tennis

than cinematic representations of violence does indeed seem like an attempt to swerve critical

readings of the genre. Howevér,y (KS O2y (SElG 2T DNRBebattanoQa o mddc

1999) attempt to tidy away complex eventike/ 2 f dzZYo Ay Ss Ay id2 | &SIt SR 062E

GARS23FYS&aQr GKS Y20A0lGA2y F2N) GKAa RSFSyaragsS

fol2Ay3 DNRAaaYlyQa fSIRX 32Sa 2y G2 OflFAY GKIFGY
Xaccording to the logic of the game, that any approaching stranger is an enemy and

Ydzald GKSNBF2NB 06S o0ft26y gl & AYYSRAFGSE @X{ dz
without conscious decision making. (2006: 82)

This is a reprisal of a hypodermic model of media effects encapsulated by Harold Dwight
[FaagStftQa ownnnyY ndpov mMpHT Of LAY GKIFG FffASR LINZ

subtle poison which industrious men injected into the veins of a stagg@eopleQThere is an
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history that predates the FPS and crosses national, cultural as well as historical boundaries.

Grant Duwe (2007) has produced a comprehemsiudy of mass shootings in the United States,

the long history of which forecloses any direct relationship between these crimes and the FPS.

5dzgS Aa 4 LIAya G2 y2iS GKS aA3ayATFAOIYyOS 2F 02)
reporting crime and creating moral panics that have popularised and crystallised the notion that

such events are unique to contemporary life. Penny (2006) attempts to explain events that have

complex psychological, social, cultural, legal, philosophical and econadrecsdwith a simple

swipe ofthete€Ky 2f 23A O f RSGSNXYAYyAAGQa 0 NHaAKO®

However hisreading (2006) of the FPS as a cybernetic simulation with a lineage that is

entangled in military technology that alters or trains the capacities of the player remains an

important starting point for any investigation into the power of the FPS as a subjectifying

I LILIF NJ G dza & / NHzOch liberatés the EPS ffoyhé udic frianSudiv® seels to

downplay their social and political significance and emphasise their gjgmqualties. In

STFSOGZ ItliK2dzAK tSyyeQa Oz2yOfdzaizya | LILISIEN G2 |
between a representation, player action and the effects of the establishment of this cybernetic

loop on the playing subject, his work undewsses the political importance of the form as one

that always exceeds the act of playing.

2.3.4 Cybernetic experience

As a point of overlap with the militaristic or violent effects of the FPS characterised as a

simulation discussed aboyBatrick Crogan (201hps produced a genealogy of the FPS as a

cybernetic system with a programmatic effect levied upon player experience. His work can be

understood ascounteK A A G 2NE (2 DItt2¢l&8Qa ownnco OAYSYIFGAO
eschews aesthetic concerns and atiets to situate the genre as a techiaaolturalform that

emerges specifically from military resear@hd development oinformation technology.

However, where Penny (2006) and Nichols (2010) figure the FPS videoganeadidya

technology in the sense th#hey represent training simulations productive of killing behaviour,

Ay [/ NR3IFYyQa 62Nl s RSFOGK FLILISENB | & oflplay¥r2 NB | 6 & (I NI

experience and potentiality.
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ForCrogani KS Ct { Q& eNp2riNiknisXofiductdby tiSedmatheyhatician and founder

2F OeoSNYySiaAnda b2NDSNI 2ASYySNIAY mdnn é6HaAammMY EE?
predictor as a technology predicated on the development of a predictive cybernetic system that

consisted of a modellingll the elements in play, from the mechanical certainties of the input

lag inherent in the aircraft controls at the time, to the human operators of both the aircraft and

the gun emplacement on the ground.y’ ¥ 2 NB 3 NP dzy' R AGfogan 3uljgesfs3hdithe ¢ 2 NJ
FFSshould be read as a rendering of the player as part of an information system, with

consequences for experience and conduct of those inculcated within these linked apparatuses.

Ly GKAa aSyaSszi 2ASySNRa ¢2N)] Ol valcdaBon & Kié NI OG S NR & ¢
(see Foucault 1998pat takes partial visible form as a pictorial moving image in videogames.

This visual turn means that there is a degree of overlap between the cybernetic system mapped

as a form of screebased entertainment and silar mathematising tendencies of both the

image and viewer in image cultures as diverse as renaissance perspemtisaliction (see

Panofsky 1997 cartography (Harley 2001) and the cinema (See Rabinbach 1§&60v2010).

While | am not proposing ard of direct historical continuity between these forms, one of the

major themes of this thesis is tracing how, in the context of a mathematisation of experience,

these calculated images with their equally calculated effects are enveloped within and

remedided by the FPS. Here the genre is considered as representing both a rupturecgus a

(see Huhtamo 2011) of the desire to render the real world via calculation.

Early in his monograph, Crogan identifies goalof cybernetic systems as the achievement

GKS WiSOKy20dz (1dzNF f GSYLRNI AT FGAZ2Y 2F SELISNA Sy
seeks tambricateexperience within its own abstract informational model of reality. The deeper

logic of this calculation and temporal management of exgrarecomes to light as an attempt

to exert an authority over time. To master time is to manage and dominate potential in a

manner that raises doubts over the condition of experience and its connection to

conceptualisations of human life as being capablaations in thought and movement (which

exceed the power of computational modelling).

Importantly, within this context, the power of information is understood not in terms of its
abstraction from the material world, but in terms of its immanent feedback with it. Cybernetics

is not involved in producing an imaginary illusion that shapestigect, it takes hold of the
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body, comprising its range of movement, bracketing the scope of its actions. This focus on flesh

and blood effects makes contextualising the FPS in terms of cybernetic simulation a particularly

useful lens for expanding upohe limited scope of the ludic and narratological, and even the
OAYSYIFGAO FNIXYSs2Nl a4 RA&OdzZa&ASR 020S® Ly LI NI GF
origins of the FPS from the history of games, narrative and visual forms and situates them

squarey in terms of the governance of the player by powerful teclentiural forces such as the

US military Byidentifying experience as the primary target of the FPS, Crogan elucidates the

high stakes involved for players both as they play and in terms afterpizag and forming of

the capacity to access the reality in more general terms.

Inunderstanding the FPS in terms of cybernetics, this bracketing and foreclosing of potentiality

by calculated possibilities takes on the character of an apparatdspesitif of power hn

respect to the future itselfMassumi haslaimedi KS RAIA Gt Q&d WSy2N¥2dza LR g
a2aldSYFTGATFGA2Y 2F (KS LR2aaArotSQ O6HAAHY MoOoTUOU®D ¢F
aeaitsSyQa O2yidiNRt Aa | f ¢l ’ddlood.MBwewer WhEnthey R S ELINB & 4 ¢
I LILIF NF G dza NBLINBaSyda W Y2RSttAy3d 2F NBIfAGe T2
AGQ o0/ NRIALY HAMMY dMOX GKS [[dzSaGA2Yy NIA&SR Aa Gf
as an essentia priorielement forthis model is determined not only by the desire to exert

lethal control over this threat but also on the reproduction of the danger that it poses. In short,

the system, as a model of reality, is one that is constituted not only by the prediction of an

unruly and potentially dangerous other and its behaviour, but also by the perpetuation of this

threat. In this way, it could be argued that thel- A & 2 ybof cyberSeticdyStems lies in the

repetition of the production of ever more threatening possible fesi for processing and

neutralising by the body captured and shaped by its power. In broad terms, the threat posed by

the future is the enemy (just as the future is its enemy), but also the lifeblood of cybernetics.

This suggests that the real target ofgtiuture-proofing technologys not in the successful

eradication of the threats coded into its simulated reality, but, rather, in the human element it is

designed to assist and ultimately protect

/I N23IlFYyQa 62N] Ay NBI RA yemetidvélGes i6to the spharedf (G NJ yaft | Az
entertainment foregrounds issues of player habituation and control and can be connected to

both the Deleuzian concept of difference (2004) and Foucauldian ideas of neoliberal
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governmentality(2008)that provide much of theheoretical framework for this thesis.

However, because his work is primarily concerned with situating the FPS within a cybernetic

genealogy, thevayli KS LJ I @ SNJ Aa AYOAGSR o0é& 6KIFG !'F NESGUK KI
(Aarseth 1999) andctswithin this contextis beyond the scope of his work this sense, this

GKSaArAaQa lylfteara o0S3aAya ogKSNBE / NR3AFyQa 3ASYySIEf 2:
specifics of how the FPS influences the player immanently and with an eye on contemporary

neoliberal governmentality has much in common with P4dgiaho® (2014) recent chapter

WYWCdzli dzNB  ttSNNES2O/ Y{ FCANESINE S b SdzZNRP L2 6 SNE t NESYLII A2y

2.3.5Thepolitics of the FPS

\I-fiaho charts theway Call of Duty: Modern Warfare(2011) producea contingent context of
threats that energises a primal desire to survive. This motivation is articulatgakcific relation

to emergingdiscourses of neuroscience that understand the brain as an adaptive system that
operates to continually simulate anfedict the world around us, a conceptualisation of the
human body that appears to model itself after the logics of cybernetics mapped by Crogan as
discussed above. In this way, the anticipatory brain is a plastic mechanism that adjusts to
different enviobnments and conditions, but one that is driven by a single unchangingsurge
survival. The FPS is understood here as a context in which these dynamics of survival and
LINBSYLIXiA2y I NBE NBAFTASR FyR LXI&@SR 2ddmafome | WOSNE
of training in which our contemporary biopolitical context of deregulated dangerous

environments in which only the most adaptable survive is both mirrored in conceptions of the

brain and reproduced by the FPS.

In effect,to understand how the F®operates, Miaho constructs a model that frames

contemporary conceptualisations of what a human being is. If the FPS manipulates the player,

then, of course, a workable concept of this figure is required. A key connection in this endeavour

is recent wak by AlvaNoe(2006) that attempts to understand theay perception and

movement are calependent rather than separate capaciti€&hoing\Noe, for \ fiaho Blayers

are constantly seeking different ways of inhabiting and acting in the environment, aad wh

they perceive as space varigeril KSANJ Y20AfS | yR Syl OGUAGBS GASGLRAY
the game is only produced through playeovementsjt is perceptual and sensorial in its

construction.
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These movementsare kégyDI f f 2 61 8 Q&4 &dz33aSadAizy GKIG GKS Ct{ 1
vision.Ratherthan valourise immersigrM-fiaho adopts Oliver Gr&i (2003: 13)

characterisatiorwhereit is figured as a state in which the capacity of the player to critically

reflect on heir experience is overwhelmed by the immanent perceptual and physical demands

that the game makes of us. FarjMho, the screei® animations resonate within the intimate
AYGSNAR2NI 2F (GKS 3FYSNRA 02RASaQ imagesmisplayed po @ ¢ KA 2

z A

onda ONBSY & | y2ira2ylt SEGSNA2NI ONR&&a Ayid2 GKS o

O,

manifest in gestural changes in the visible field. A kind of merging of apparatus and player is

achieved in which the operating necessitiestef game and the behaviour of the player

Odzf YAYIFI(GS Ay GKS Cct{Qa AYI3AS Ia I LAYyl 2F YSNAH:®
of attempting to measure the balance of force between player and game in producing both the

3 YSQa I SaidK Siduks@ul seyisBriun tiabit adtiCukates

For \tfiaho, players introduc&tyle and learned skills but also imperfection, interruption and
randomness to otherwise predictable, functional and sefjetitive univase of computer codes

and rule®2 0 H J).WhisYneamsvihat he does not figure the FPS as a totalising apparatus of
control. If we consider the fixed code as a closed system, th¢iahd suggests that not only are
players able tampenthese spaces virtually, but that actions can enter FPS@mnwients
producingdifference in a Deleuzian sense (see Deleuze 2014)sUdests the FR&AN
generateplayeractions and affirmative readings on the part of the theorist. As a vital
counterbalance to this suggestion;jdho® chapter sets about mapmirthe factors that

manage and regulate these movements that are both neuroscientific and political (2014: 58).
Vl-{iaho suggests the capacity for a kind of gamic vision, but rather than seeing this as a form of
end-point of mobility as does Galloway (2006F seeks to understand thveayit is bracketed by
GKS 3IYSQa YSOKIyAOa GKIG 020K NBFESOG FyR LINERC

neoliberal cultures.

In this sense, Miaho® work answers my main critique of Gallo@aghapter by construatg a

model that explains how gamic vision is regulated and controlled. My question here would be

whether player actions can ever be considered random and capable of introducing openness to

the FPS, especialtpnsidering N2 3| Y Q& 0O H n M Mmakesdh2 AldprdachitHatipklayeri K Sa A a
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actions, while capable of being expressed in near infinite variation, are essentially enclosed by
the possibilistic (Massumi 2002) nature of digital technology. The potentialitythibatiea of
randomness suggests means tffiat V- fiaho, the game acts to shut down openness dynamically

in the process of governing playly thesis understands the FPS as a situation in which change
that is not in some sense papproved and regulated by the game is excluded from the outset

on phiosophical grounds. This contrasting characterisation of the FPS does not suggest an
unbridgeable gap between my work antjidho®@. Rather, the classification of FPS

environments as threatening spaces and the resulting anticipatory actions that foléowa legy
influence on this study. Also considered is a common desire to ensure that the politics of the FPS
do not go unattended, which inevitably leads to a consideration afritsideringour

contemporary biopolitical and neoliberal systems of governance.

James Ash (2013) has written ab@all of Duty 4n terms of a broadly Heideggerian notion of

affective attunement. Ash takes the idea of training and affectivity as a numbing or desensitising

regime and turns this idea on its head, instead insistirag te view the FPS as an activity that

produces a vulnerable and sensitised body required for the attainment of new somatic and

analytical skills. He identifies the spatiality/of f f  2nfultiffagefida@sdas characterised by

their capacity to inten$y contingency and vulnerability in novice players. Theses intense spaces

are productive of certain kinds of repetitive behaviour: coping mechanisms that habituate the

LIX I @SNDRA LKeaAOoFft OFLIOAGASE (2 (GK24dS RSYFYRSR ¢

' AaKQa y20A2yhente (2813 '96) i@lat€d tolthé Kinetic and haptic corporeal skills

required to play the game successfully, mobviously the coordination of hand and eye

6AONBSY Y20SYSYy(loO NBIJdANBR Ay Y2@Ay3d GKS ONRAAKI
combination2 ¥ Y I ydzt f |yR 20dzf I NJ Y2@8SYSyda I NBE AyOdz OF
nonO2y ad0A2dza ISaGdz2NBa GKFEG Odzi | ONRPaa RAFTFSNBYyG
PGARS23FYS ISYNBaod t Syye Qa wayplayersate discifBayi®s . | 62 3S
games to shoot and kill in an automatic or roonscious manner. The fact that FPS games train

certain actions and capacities at the expense of others seemewadént; for example, players

become more adept at aiming and firing over time.

53



Where Ah complicates this purely corporeal form of training is in the concept of analytical
FGGdzySYSYylG o6mnmoY oyod | SNBTX GKS LI I &@8SNDa SELISNJI
ability to cognitively map the game space and its sight lines), thdityatoi map enemy player

KIFoAdGas | @2AR 2NI-REXKBNIHQ 4ISy B EWY RAfIT 20&K2Q SRNA @3S &
complementary dynamic with their gestural (or somatic) skills. With both somatic and analytical
attunements, the key issue is that the pl&& N &  @ydgignalS thé opehifig of theody to

regimes of training that sensitise and map the corpus to the needs of the game. This idea that

GKS Y2RdzZ I GA2Y YR YILWLAY3I 2F GKS LIl &8SNRa o02Reé
capacities of the POVW@sts not on a closing of the body to sensation, but on an opening, is a key

move in understanding how a game suclCadl of Duty £anmap the player. For Ash:

to gain competence witlCallof DutyZ 2y S Kl a (G2 2LISy dzLJ 2y SQa 06+
affectively@dzf Yy SNJ} 0f SX (KAa aSyardrgiie 0S02YSa Ay
forms of somatic and analytic attunement. (2013: 45)

I aKirGistence that FPS games are involvedserasitisation of the body is an important

intervention in dominant narraves of numbing and habituation as a loss of sensitivity,

particularly evident in the notion that players are desensitised to violence and its consequences

as claimed by Penny and Grossman above. However, the question that this reversal raises is less

oneof whether the game trains the bodyecause o cybernetic interaction with its perceptual

or corporeal sensitivities, but one of the kind of babtst results from this proces¥Vhat are

the stakes of a body captivated and sensitised (made vulnerabgeljital of technics or

apparatus? Where sensitivity might be a prerequisite for attuning the body, the corpus that

emerges from this process is inevitably altergddsing some movements and sensations and

' Ol dZA NRY 3 20 KSNE® L bisedsifivityladdAdeas of bpeitidg thdtacis® (G KS ARSI
redirect his article away from the kinds of (although reductive and simplistic) critical readings

GKIFG oNIO1SG GUKS RA&AO2dzNAS | NPdzyR @A2f Syld @OARS2:
However, the captiated and attuned FPS player (whether sensitised or numbed (see Penny

2006)¢ | argue bothg emerges as a specific kind of affectively sculpted subjdwtfact of the

bodily training of the player is only part of the story. Ultimately, the purpose ottiising, its

values and effects, are what is important. In this way, the apparatus and its demands on the

body ¢ however affirmative or egregiousmust be coordinated with what Deleuze (2006) called

a diagrammatic form of power operating more widelycirture.
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InDiscipline and Puni8h C2 dzOl dzf & GNJ O0Sa (GKS Y2YSyid GKIFIG az2@Ss
transgression of its laws transitioned from the spectacular punishment of public execution in the

ancien regimeo a gstem that sought tanormalise the abnormal individual as a bodily

singularity (Foucault 1991). Roberto Esposito notes that this trangjto@ dzOl dzf G4 Qa Wi KNB & K
Y 2 R S Nd/ishaiméngent in which authority altered its focus from an appropriation and

protection of theland and its resource$ 2 Wl O2y i NRf 2F 062RAS& FYyR 6KI
34).Given the FPS literature discussed above, it seems clear that the investment of politics in

the body represents an opportunity to coordinate the videogam g A (1 K C 2 dFolcaizit § Q& & 2 NJ
argued that:

Ly GKS aS@SyiGSSydK FyR SAIKISSYyidK OSyiddzZNASa:z
obtaining productive service from individuals in their concrete lives. And, in
02y asSljdsSyO0Ss | NBIf bfyjdverd3hé&essal ghShe Yehsg O 2 N1LJ2 NI
that power had to be able to gain access to the bodies of individuals, to their acts,
attitudes, and modes of everyday behaviour. (Foucault 2002: 125)
This investment of power in the body ressitated the fostering dffe, which, in turn, required
regulating for it to become a useful resource for the state. Foucault labelled this construction of
0KS AYRAQGARdZ £ adzo2SO0 Wadzo2SOUAFAOIGA2YQ YR &j
of politically docile bodies trained to work in concert with mechanised processes of industrial
modernity (1991) However, for this general attitude towards life and its shaping to be realised,
apparatuseg; most famously the panopticogwere required toaffect this change. Although
the idea of the disciplined subject is first articulated by Foucault in relation to the body of the
individual inDiscipline and Punigti991), inThe Will to Knowledgg998),it takes shape as two
distinct but interrelatedtechnologies of power: the transparent discipline and normalisation of
theselfr 6 NS AYRAGARdAzZ f 02Re& |yR (GKS 0A2LR{IAGAOLIT O

at the level of the population.

Foucault notes that both disciplinary and biopoliticaparatuses were intrinsic to the
development of capitalism in training bodies to operate in contexts of mechanised production

and enacting augmentations at the level of the population to ensure this mass of bodies
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matched with the needs of the industriatenomy through the gathering of statistics and public

health initiatives (1998: 141). This dual address to the individual and the masses relied on
0§SOKYyAljdzSa 2F GNIAYyAy3a YR I 0A2YSRAOIE Ay@Saiys
constitutedthe individual and their identity. For exampighereas the soldier is inculcated in an

explicit disciplinary apparatus of bodily control in the form of repetitive drills that are observed

by an instructor in their combat training, biopolitical notionsaafinitary population and ideas of

race bracket, reinforce and ultimately justify war as a mechanism for protecting the nation, now

constituted as a body (see also Esposito 2011:.128)

{AYAE NI &z C2dzOl dzf § Q& LINR Y| NEectedtaitli thiedt dtR& O M dppm Y
panoptic oversight by the neRA 8 OdzZNE A @S | NNJ yaASYSy il 2F LR26SNBR &
panoptic apparatus of surveillance produdgsesof bodily movement, just like the soldier on

the parade ground. However, it is the poputatithat is rendered safe from the potentially

contagious deviance of the prisoner, both by their removal into a space of confinement and
GKNRdAK (KS adzlll2aSR LINRPOSaa 2F NBFtodgf G(KIFG o1 a
biopolitics representsagerlerf A aAy 3 O2y GNRf 2@SNJ 1KS aLlSO0ASaQ o

Ny

individualasan individual through subijectification was still central to its operation. This is
especially true through the idea of race and its homogenising effect on personal identity,

reaching its most totemic manifestation in the concept of blood and soil in Nazi Germany.

Despite a tendency for contemporary thinking in biopolitics to centre on the excesses of state

power in the form of midwentieth century European fascism and its degtbt
WiKFYFG2LREAGAOIEQ 0604aSS /I YLIH6ofSacer®d8mand O2 y & S|j dzSy
State of Excepticgh Hnnpu s C2dzO0F dzZf 6§ Qa NBOSyidte GNIXyatl GdSR
counterpart to the development of liberalism and neoliberal ecoimsystems now dominant

in the WestDavid Harvey has defined neoliberalism as:

A theory of political economic practices that proposes that human-leitig can best
be advanced by liberating individual entrepreneurial freedoms and skills within an
institutional framework characterized by strong private property rights, free markets
and free trade. (Harvey 2005: 2)
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While Foucault (2008) certainly touches upon the relationship between markets and the state,
WEaz2y wSIFR KIa y2iSRsolikka di WKS?2 (FRANINEINIEE Y 2A0adzay 2
governing states or economics, but is intimately tied to the government of the individual, to a

LJ- NI A Odzt + NJ Y I yy SThls BidpolificAl &peyt Bl |@iardinamduWNewnsaio ©
argue thatneoliberalism centrestself on the body (2011: 527or Foucaulf2008: 222,223),
neoliberal economics takes as its object the subject or person who works and their labour as the
exercie of their capacities and willhis means that for economies and tthectuations of

markets to be legible and governable, the behaviour of the individual and the systematisation of
the rationale producing their actions much be understood and controlled. The primary
framework for schematising these actions was one thatileged rational selinterest as the

driving factor. This determining of the actions of an individual, typified in the adoption of game
theory as a primary framework for predicting these actions (See Amadae 2015). Here, a
mechanical metaphor of economiessuperseded by a need to schematise and understand the
gualitative human elemeny its drives, its rationale for selling its labour in one way and not

another, its dynamics of competition with other workers, and so on.

For Foucault, the lens through vehi a rationalisation of these activities becomesibleis in the

conceptof humar©O I LIA G | £ & 1it% a yapitdl Svbich in Kractical teths is inseparable

FNRBY G(GKS LISNE2Y ¢K2 LJl2aaSaasSa AGQ O6HawhatY HHNO @
we might call the neoliberal gaze solely in economic terms as a kind of investment and investor,

with human capital standing in for the measure of the person and constitutive of their status

and capacities for action as an individd&br Foucault, hmman capital is a measure of the scale

of investment that peopleanleverage to acquire income (or wages) and thus determines their

activity at work and at leisure. This rendering of the subject in terms of their economic potential
reformulates how humanit itself is conceived and categorised. Here, the species is essentially

re-classified abomo economicusnan (or woman) a¥ | y Sy (i NB LISy BAzNd @ F dz®IA ozt §
2008: 226)Thisis a reconstitution of the basis for personhood that dispenses with the

transcendental nature of the Enlightenment subject and its enshrinement in the juridical sphere

of the social contract, replacing it with the figure only legible via the economic actions of a self

interested entrepreneur. Furthermore, if biopolitics is a teolugy of power that operates at

0KS &dLISOASE tS@Stx (GKSYy C2dz0F dzf 1 Q& adaA3SadArzy 27

homo sapienso homo economicusnsures this broader technology of power remains germane
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to what might otherwise be considered limoadly disciplinary termsgi.e. in acts of training,

such as schooling aimed at the acquisition of human capital.

wSIR KIFa y2GSR GKIFIG K2Y2 SO02y2YAOdza YIF{1Sa I (NI
O2YLISGAGA DS ONSBI i dasHisernédibyineatibéralisrpkespshdpeorily if & G &

competitive relation to the human capital accumulated by other individuals. In this vesyo

economicuss an individual and a species that constitutes itselfwaithin universal humanistic

measures, or a digdinary conception of normality, but against the other. This continual call to

assert internal existence andvaluga A y 4 i (0 KI (i wrekketOtKke indididusld dzi a A RS Q
terms of constant insecurity and reframes the self as something that must alveagstive and

competitive, defined in a dialectic with the others behaving in a similar manner. This suggests

that neoliberal thinking instigates a kind of reversal of meaning where security is achieved and

maintained only through the propagationofinsé¢# & ' yR | O2yGAyda f ySSR
existence and status. From this perspective, only by being constantly insecure, vulnerable and

vigilant can the neoliberal subject (paradoxically) secure themselves (see Chandler and Reid

2016).

It ishomo econon® dz&uharability to changes in its competitive environment that led

Foucault to argue that, despite its apparent libemtgardingapparatuses of toglown political

I dzG K2NRAGeS GKS yS2fA0SNIt adzoeSOG Aa az2vyS2yS 4Kz
IAGSY LXlFe 2F adAYdZ AX A& SYAySyidafte I20SNYyLFofSQ
place where neoliberalism transitions from an analysis of human action and a schematisation of

its selfish but rational drives which are equated with moedles (Brown 2003: 42) to the

creation of environments which allow any kind of affective responses and behaviour to be

systematised. This means that neoliberal governmentality can, as Wendy Brown has suggested,

WAl GdzNI 0SS GKS TASIOR AZH aQO0 lomnyhdo YH ViR OLI2ZBAA A GifKS |LINE
apparatuses that operate at different strata (state and private). But these apparatuses, unlike

those operating in the disciplinary society, function not via the imposition of clear modes of

conduct by d@ransparent authority but by altering the general atmosphere of the environment.

In this vein, Maurizio Lazzarato (2009) has argued that the policies of the neoliberal welfare

aGrdS FdzyOlGAzy tSaa a F wWal FSiefegdstaesang R Y2 NB |

behaviour via the power dear.
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those in receipt of assistance to work, are policies that introduce degrees of insecurity,
instability, uncertainty, econmic and existential precarity into the lives of individual.

They make insecure both individual lives and their relation to the institutions that used

to protect them. (2009: 11€120)

Here, he apparatus of the welfare state takes a step back from pra&soeh as explicit

discipline and, instead, begins to operate at one remove from the subject by immersing them

within a precarious and insecure enviroent dictated by market forcesnsecurity operate as

the lever here producingaulnerable and disempowered subject who does whatever it takes to

secure themselves against the risk of privation. This risk, rather than being ensured against by

the welfare state, is actively foregroundedocial security mutateinto social insecurityHere

GKS FIO0G 2F GKAA YIFIyALdzZ FdAz2y Aa 200fdzRSR Fa | k1
commonda Sy aS dzyRSNBRUGFYRAY3IEA a WF yIFGdzNIt gl & F2N
The subject, in effect, takes what appears to them ¢osklfdirected actions aimed at

protecting or furthering their own interests, but can also be framed as reacting in a systematised

manner in the production of a context of insecuritstered by neoliberalismChandler and

Reid have argued this means thhé neoliberal subject needs to be understood not as a go

3SGGAY3 SYGNBLINBYSdzNE o6dzi WF KdzYof ST RAASYLR S NI
ignoran€ YR AyaSOda2NARieQ ounmcyY py

Beyond stateorganiseddispositifsof control, we need to understand kothe subject comes to
internalise and even desire a reproduction of this competitive and insecure self in what might
2NRAYINARf & 0SS O2yaARSNBR WIFNBS dAwaed Ly KAia Sa

ot V2

Benjaminidentified a situation where the film ggtator freely sought out a repetition of the
AK201AYy3a albdAYdzZ A 2F YSOKFYAaSR fFro0o2dz2NJ Ay GKS @A

AV

1999: 171). In this case, media technologies take shape as part of the landscape of interlocking
dispositifsthat reflect and produce broader operations of power functioning at any given

historical moment. Industrial capitalism needed habituated and docile bodies for its economic
aeaidsSvya G2 2LISNIGS avyz22ikKtesx odzi AG | fed2 LINRRdzOS
AYRAZAGNRA I £ NBEG2f dzii A 2.ySyi2l YWKEQH eBDNJo . ISE § SANG & ninz YK
mechanisation of labour in the factory produces a new sensorium for the spectator reflected in

the production line of mechanised sensations that the cinema represeinelde cinema,
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Benjamin saw evidence of a body that had been standardised to desire the reproduction of the
intense mechanised sensorial context of working life even in its apparent escape into imaginary
worlds. This means that Benjamin in some senséigureed the turn towards the cinematic

image theorised as full of affective charge (see Shaviro 1993 |diadhy 2010).

C2NJ . Sy2lYAYZ FGONrOGA2ya tA1S GKS OAYSYl FyR (f
taste of the drill to which theinskilled laboureis subjected to inthe factofy 6. Sy 2l YAY Mdpddp®
THOD® ¢KS aSyaz2zNBE RANBOUYySaa 2F GKS waladsSQ 27F GF
flourish. For Benjamin, the systematic production of shocks and the habituatithe bodyto

this stimulusprovided a form of sensory and bodily training for the subject required in the newly

emerging Fordist and Taylorist production lines of the industrialised West. Ultimately, this

training via the production of shocking sensatidrasparticularly high stakes for Benjamin in

gKIG KS OFftfa Y2RSNYyAileQa WAYONBFaAAY3I FGINBLKE 27
YSOKIyAaSR Ft2¢ 2F GKS OAySYIQa o02RAf&@ | GGONI O0A:z
spectator is, of course, exactly the kind ot@mated body required for industrial capitalism to

flourish.

| 26 SOSNE 3AAGSY . SyelYAyQa 002dzyid 2F GKS O2NNBf |
sensorium in mass production and the mass media, it seems appropriate that videogames

describedasyi WI-®IAEY YSRAdzYQ o6& DFEff2gl& ownncyY HO Ol
corollary to the production of the active and insecure entrepreneurial individual in more

SELX AOAiGte SO2y2YAO 2NJ 3208SNYyYSyilt ©OFyiSEdGad [ |
AyaSOdaNARGE o0& GKS LI NYiddza 2F GKS oSt FINB aidl af
sensitivities is a hallmark of neoliberal governmental practices can be correlated with and

C2dzOl dzf 1 Q& &adzZa3SadA2y I Kdofistiniuktidy edvroffenticandzi A 2y 2 F |

govern actions indirectly in neoliberal governmentality.

In both cases, the seemingly sdifected and selinterested actions of the neoliberal subject
are shaped by both their bodily sensitivities and how authority gkates these sensitivities via
specific apparatuses to automate and predict this subject. This conception of the neoliberal
subject as being vulnerable to systematic alterations in its environment provides a lens for

considering how apparently sedirected actions in videogames are the product of more than
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(Lantz and Zimmerman 2010) or the absorption in the pleasure of storytelling (Murray 1997).

Instead, the neolieral tendency to shape the subject at one remove via the opaque production

of a general environment of economic insecurity and deliver it via spdfiositifssuch as the

welfare state suggests that a whole interlocking mosaic of apparatuses arelabwaih in

explicit contexts of economic danger and elsewhere. If for Benjamin the cinema was the

symbolic form able to articulate the subjectification at work in industrial modemrityan

apparatus involved in producing this process in the context of entertainment, then this thesis

argues something similar in respect to the FPS and neoliberalism in the post 9/11 world.

2.41 An affective map for late capitalism?
Where Foucault exples how neoliberal systems and apparatuses operate to compose and

subjectify the individual as a competitive and insecure subject, it is critical to acknowledge that,
as pervasive as these values may be, neoliberalism as a set of explicit economichmicies

been directly responsible for the biggest and most enduring economic crisis since the great
depression of the 1930s. This raises the question of whether its influence can be situated as all
pervading in terms of a technique of governance in the masnggested above. Colin Crouch
6HnmmMO KIFa SELX 2NBR ¢KI i KBS I @brsiderngty/ntagifesk 6 SNI f A & Y ¢
failures in producing and perpetuating the 2008 financial crisis. Crouch notes a historical
anomaly in thavayso-called failed eanomic policies like Keynesianism have traditionally given
way to new approaches that has not occurred in the case of neoliberalism (2011: 1). Rather,
Crouch (2011: 70), the persistence of neoliberalism can be explained not by its efficacy, but by
the fact that powerful vested interests remain tied to its continuation and spread. While this
intensification of neoliberalism has paradoxically coincided with its failure, the key question that
this raises is not why the incestuously networked financial @widical systems of the West

would seek to protect their interests, but rather one of how and why this has been allowed to
continue in supposedly democratic societies where the general population has suffered so

greatlybecause othe continuation and irgnsification of neoliberal fiscal policies.
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disorienting crisis in polital orientation and forecloses the possibility for active resistance to a

RSNB3IdzA F SR aLJ GdAFfAGe RSGSNXYAYSR o0& OKF2GA0 ¥Ff 2
cognitive map for late capitalism as a curative for the hallucinatory and discombobulating

political, economic and spatial reality of postmodernism represents his attempt to establish a

particularly affirmative form of political subjectification, a reimagining of a Marxist awakening

from false consciousness. However, this awakening is not ttaase¢he restoration of political

consciousness but of political orientation. For Jameson:

this latest mutation in space postmodern hyperspace has finally succeeded in
transcending the capacities of the individual human body to locate itself, to mgés
i[nquigte surroundings perceptually, and cognitively to map its position in a mappable
SEUSNYIlIf 62NXI R®PQ OoOmMdbdbdpmY nno
However, this lack of orientation within the disorienting and inscrutable spaces and structures
of late capitalism has seemingly lomee aboonto the loose conglomeration of connected
interests that support and promote neoliberalism. What | think this crisis of orientation points
towards is a situation where the necessity of a cognitive map has been rendered obsolete (or at
least obscted) by the intensification of insecurity and its affectib@politicaladdress to the
02Re YR LJA@OKS 2F (KS yS2tA0SNIt adzeSOiod LF C:
behaviour that neoliberalism and its apparatuses stimulate via tegiacity to constitute and
alter our environment is correct, we can start to understand how a crisis of neoliberalism as a
set of economic policies in fact represents an intensification of its capacity to produce insecurity
and wield this powerful affecte tool as a means of governance. In this situation, the more
insecure the environment becomégcause oheoliberal economic policies, the more powerful
and entrenched these apparatuses of insecurity become as a biopolitical technology. By inciting
condud based upon competition, insecurity and a defensive posture towards the other,

neoliberal governance has given people the only map they need.

Because videogames both create immersive environments and are fundamentally-lsased,

they represent a potetial model where neoliberal values che enacted and the player

governed. In effect, the multiplayer maps of games sucBalkof Duty: Black Ops(2016) take

AKIFLIS Fa G22fa F2N OFLIXidzNAy3 GKS LI | @S a | OGA 2
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of the liberty of movement and action that the videogame makes possible. Throughout this
thesis, | approach the FPS adigpositifthat produces a particularly acute situation of insecurity
in respect to the contingencies or risks inherent in thenpetitive arena of multiplayer maps.
This manufacture of danger withlits bodily and psychological effects is understood as
paramount to discerning the significance of player actions, and, further, as a corollary and
symbolic form articulating a more peasive and intentional reproduction of an enduring mood

of crisis in the neoliberal world.

2.4.20ther Players in a neoliberal apparatus

As noted in the previous section, the Foucauldian critical literature on neoliberalism that

LINE GARSE 2yS 2F GKA&A GKSaArAaQ LINAYIFNEB ONRGAOFE f¢
RANBOG adldS RAAOALE AYS KI OSuctobdykindafadgdNE SRSR 08
market for the self, wherein horizontal markbased competition replaces vertical hierarchies

of state power. This is a situation in which subjects pit their human capital against qthers

competitive, dogeat-dog context wherél KS LISNAt & 2F FrLAfAy3d (G2 WoAyQ
as a motivating factor for human conduct. This production of an insecure and competitive

NEfl GA2yaKAL) 0SG6SSy aStF FyR 20KSNJ A& | LILINRI OK:
interface and the aphical elements of the HUD deterritorialize the individual and

reterritorialize them within the mechanics and values of the interface. This refashioning of the

body is read as a regime of subjectification in which the production of the individual via the

interface intensifies issues of inside and outside, of friend and foe, of body and pathogen. The

other is reduced to a threat. Teammates fade from view, enemies multiply in the game and in

the imagination. However, in the context of understanding the &P& neoliberal apparatus,

the specific nature of both cooperative behaviour between teammates and competition with

enemies remains a potential area for a consideration beyond the limits of the current work, but

a potentially fruitful addition and complitian to its argument.

Wright, BreidenbaclandBoria have argued tha¥2 KSy @& 2dz LJX & | Ydzt GALX &SN
like CounterStrike, you enter a complex social world, a subculture, bringing together all of the

problems and possibilities of power relationships dominant in the-vicimal world (2002) They

suggest playerd OG A @St & ONBIGiS GKS YSIyAy3a 2F (GKS 3IIYS
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(2002, seealsa  YYAYSY HnnanmoO® 5NIFgAy3a 2y 5A01 | S6RAISQA
and Brian Sutto§ Y A Ttie Bdlkgames of Childrék972) The authors argue thateh

interaction between the players (whether teammates or enemies) in CoyntérNA 1 S -Aa |y Wl y
A0 NHZOGdzNY £ Q O2y GSEG Ay GSN¥Ya 2F Ada G(GSOKyAOAaGe
understood as a form of creative and collective resistandbecsocial norms and possibilities
produced by thepoweNBS f | G A2y ad 2F (GKS WNBFIfQ g2NI RD

More recently, Manninen andujanpaa (2005) have engaged in an exhaustive and largely
descriptive mapping of the possible forms of interaction between teammatbsliy 9 Q a
Battlefield 19422002) a predecessor tBattelefield 4with a largely unchanged template for

team play.Manninen andKujanpaa argue that the impetus for collaboration between
teammates was driven bydesire for gpositive ludic enestate and as a end in itself for the
LJdzN1J2 8S& 2F FSStAy3da 2F Waz20Alf G23SGKSNYySaaqQoe 1
players engaging with multiplayer teabased games with varying degrees of similarity to
Battlefield 4and theCall of Dutyfranchise are foregrounded as not only essential to the
experience in a ludic sense, but also as sites of playful cooperation and conflict constituting
emergng cultures in their own rightin each case, there is the forwarding of a kind of horizontal
power-relation between players in which the technicity of the games plays an enabling role, but
is otherwise understood as a neutral channel through which togetherness, creativity and
meaning is incubated and produced. Issues of the particularity of thas-8&chnical system

and interface are almost totally absent.

In contrast,Patrick Crogan has approached multiplayer games via a combination of

Heideggerain concepts of self, other and space and his Stieglerian lens, noting in contrast to the
accountsaB @S G KIFGY We¢KS K2NRAT 2y 2F (G(KS NBflIGA2ya oS
G§SOKYAOIfTQ oHAMMY MMPOP C2NJ / NR3IAFYyS>S GKS ARSI GKI
conduits for an essentialised, stable or Amchnical human identity and lsemings is not only

impossible in terms of the games themselves, but ignores thepostitutive relation between

0KS Kdz¥Yly |yR (0SOKy2f23&8 (KIG LINSOSRSa GKSANJI dzi ¢
application of Heidegger (with the important cateegarding his idea of a proper form of ron

technical being) means that other players are understood as constitutive of game space, via the

O2yOSLIi 2F GKS NBIA2Yyd ¢KAA FdzaAy3a 2F aLl O0S FyR
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say quastribal engagements over local, national, or existing political regions of situated
a20AFEAGRQ 6HAMMY WMHANO @ againstidtendenc KdmNiigital @1 NA 2 dza )
artists, suggestinhat WA RA 2 a8y ONI GAO AGSNI (A Beyregativk a G KS OF LI
reading of online communities. Although the specificity of the kind of subjectivity produced in

online multiplayer games and its relation to the experiential texture of the player remains

a2YSeKIFG dzZLJ Ay GKS | ANJ dogs develd a phiyosophical ia@ewdzy G = KA &

for approaching issues of self, other and environment that could be useful for further work.

In terms of mapping the experience of competitive online gaming, a recent study approaching
multiplayer matches of Calf ®uty in terms of the motivation of playerBeatriz Elena Marcano

Larez has noted that players:

Oty 32 (GKNRdzAK | @GFad INNIre 2F SyGAz2ylrt adl
600SAYy3a SEAYAYIFIGSRO (2 (KS WIdAAG@S NIKIOA 2IZRSINI A1TK Sy
knowing where the enemy is going to show up. All of this enhances the acquisition of

behaviors or action patterns that can be used to win the game (Marcano 2014: 39).

Although Marcano approachézall of Dutyn a broadly uncritical maer in terms of its

potential as a pedagogic instrument that operates via the carrot of ludic advantage, the

suggestion above is that teammates and enemies alike produce a feeling of intense precarity, a
nervousness that is put to use in a form of aftddten training of the body. lher reading

complexandnofi dzRA OF f £ @ RNAGSY Odzf GdzNBa 2F (G23SGKSNyYySa
for experimentation in which both the meaning of the game and broader social and cultural

contexts can be fashionda players seem very distant. In turn, her work provides an account of

the affectivity of the experience of playing which is able to provide insight into the emotional

and sensory nature of the relation between players, whether friends or foes.

WhilethS 02 YLX SEAGE 2F GKS LI FeSNna SyO2dzy SN 6AGK
explored in this thesis in favour of crystalising the operation of ineluctable facets of the

interface, the nature of the other as more than simply a phanida subject hauting the

player could provide a fruitful area for fimér work. However, my game lodgee immunitary

framework that this thesis adopts and its dialogue with neoliberalism have led to a series of

NBII RAY3Ia Ay 6KAOK G(KS T SutiNg deéfénsivié kedctiogsiefddmNI | Yy R G KS
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producing an indeterminacy between the player and the other, where the threatened self and
the threatening other fuse. In this, there is a confusion of self and other, efle@dfhice and
aggression, in which fear of theher regulates behaviour in such a way as to shape the player

in its imagined image.

2.43 Immunity and the insecure individual

wW20SNIi2 9aLiRairidzqa 02y OSCdhmumibg2019)Bids2a08)&ndRS GSt 2 LIS
Immunitas(2011) establishes LKA f 2422 LIKAOlIf Y2RSt RSAONAOGAYy3A O2
production of the subject as a kind of sedgating individual. The importance of the individual

Ay 2Sa0SNY GK2dAKG LISNXYSFGSa 9alLlaridazqQa 62N |y
understandimg of the body buextends to all things conceived as a corporeal unity, most notably

in the form of the natiorstate (2011: 128). Esposito casts the process of immunisation as the

hidden logic of a biopolitical power that constitutes the modern subjeqgtdogramming a self

defensive reaction in the individual against the threat of its dissolution by the other of

community.

Ly 9alLlaAridz2qQa ¢2 NJ Zentdr Xrdatiyhdhip & whicll iRe fddrdeYiy drf dsi &

an exemption from the obligations andmrnections to the latter, constituting and protecting the
AYRAGARIZL f YR ¢KFG Aa LINPLISNI 2 GKSY® Ly O2ydNI
of individual selfhood and proper{gee also Haraway 20QBsposito notes thatommunity, or

Wommonlife is what breaks the identitgnaking boundaries of individuals, exposing them to
FEGSNYFGA2y X AU GSyRa (2 02y FTdzaS GKS 02dzyRINASA
what belongs to everybody and hemto nobod®? O HAMMY HHU ® tandhgdBeNIi | yi Ay
ISYSNIf GKNYzAG 2F 9alLlRaridzQa 62N} Aa OGKIFIG ySAGKES
are positioned on opposite sides of a moral or politivap. It is for this reason thdtiimothy

Campbell (2011: 78) has identified an affrmative i@ A y 3 2F o0A2LRf AdGA0a Ay 9al
Mitchell (2010:53)has suggested a healthy national immune system as a metaphor for

increasing security in the face of external threats, like tesrar

Esposito positions the immune reaction against that wisieks to in sme sense envelop and

O2y Tdza S prép& bodd2riid thesform of community as functioning to secure the
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individual. However, the outcome of this protection from the common means that the immune
reaction sets itself up as the negativelipg, which secures the individuarhe effect of this
extensionof negation is the adoption of a more pervasive and compulsive immunitary posture
that comes to define the organism or subject that it is trying to protect. This entails a doubling
of negatia in which the affirmative protection of life slides seamlessly into arsegjfting
operation because all interests outside of a compulsive desire fepeasiction have been
cancelled, leading to the disqualification of life as anything other thamgatsion to protect
2ySQa aSt¥o

9alLlRaAriz2Qa ¢2N)] dzyRSNEGFIYRa (GKS AYRAQGARdzZ t & |
recognised andeen as a threafThisdangerto the individual is characterised by Esposito in a

number of ways: as pathogensathstrike the population, computer viruses, the movement of

migrant populations, the threat of terrorist attack andetinterests other nation state011.:

2¢3). In each case, the insecurity that arises is that these violations of the sanctity of the

individual and national body might tragress and ultimately destrdsgom within via the

dzy O2y (i NRff SR O2y il YAYIGA2Y 2F L dNIfAGed ¢KS 0N
conception ofhomo economicuyss that what threatens that which is proper to thadividualg

their resources, their human capitallso threatens their existence. Immunity, therefore, is a

mechanism that operates at the level of individual bodies and the body politic to ensure that the
individual as the central figure dlispositifin neoliberal and Western systems of thought is

protected by a fixation upon that which threatens it.

As Timothy Campbell (2011: 78) lipeeried what could be more proper to the individual than

their own body within the neoliberal tradition? Here, the issue becomes not only maintaining

the life of the body, but the bodgsan individual. For Esposito, this turn towards the individual

isduetoarA N2y & | d (GKS KSINI 2F GKS y20A2y 2F 0A2LRf A
outside of the bodies ahe individuals who composet 6 9 & LJ2 & A .(Here, thetevise Mo T 0
upwards extension in the concept of the individual that comes with the ld@weent of the

metaphor of the state as a body. But the metaphor also cuts both ways, enshrining the bodies of
individuals as the matter that composthe state. This tweway street locates the interests of

the state squarely in maintaining and therefoegulating the interests of the individual in order

that it maintain itself. In terms of the conceptualisation of neoliberalism reported above, the
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state needs to foster insecurity and competition to some dedoegovern its subjects

understood as purely@nomic actors.

In the second chapter @ios,Esposito engages in a lengthy discussion of origins of the
individual as the central figure in a certain tradition of Western liberal philosophy, reading the

work of Kant, Locke and Hobbes via an immunitamgl He concludes that

¢2 GKS RS3INBS (KFd AdG AayQd tAYAGSR G2 GKS &
organization of conditions that make this effectively possible, liberalism contradicts its
own premises. (2008: 74)

In this sense, the caept of the individual within liberal Western thought and resulting political
structures always requires a form of sdéfeating regulation or immunisation from its own
worst excesses to prevent a situation whér@mo economicubecomeshomini lupusor man as

the wolf that preys on other men, as famously articulated by Hobbes (19&%)Viathan

However, Esposito does not understand contemporary political techniques as achieving their
regulative effects through the disciplinaapparatuseg-oucault (1991) identifies as key in

organising the docile bodies required for industrial capitalism. Rather, for Esposito

immunization is a negative [form] of the protection of life. It saves, insures and

LINS&ASNBSa (KS 2 NBI y A dyYiKndedately Po2f@tallyychthe R2 42 RA
contrary, it subjects the organism to a condition that simultaneously negates or reduces

its power to expnd. (2008: 46)

At the heart of the quote above is the way immunisation functigmet as a topdown

maintenarce of the political order, but as a mechanism that manipulates the individual into
negating their freedom in the very act of its protection. This-defensive reaction makes the
individual predictable, and thus governable. Immunisation is fundamenialigect in the sense

that it threatens at one remove, relying on the sdéifensive action of the individual body.

Here, the monstrous other is produced, introduced into the environment and administered to
impel the individual into a defensive postut@ne that is reduced, predictable, regulated and
secured against change. In this sense, the subject is governed by an external power in the very
process of acting out its presumed right of sgivernance. The upshot of this is not of an
extensionof protec2 y> o6dzi 2F NAR&|l YR AyaSOdinNAided LT 6S N

the neoliberal subject asomo economicysve can see how the immunitary process functions
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to explain the broad processes through which human beings are conceived and governed by
deliberately introducing threats and producing a generalised context of insecurity, which is
inherent in the competitive environment fostered by maridriven economic systems. Only by
continually producing vulnerability and insecurity can the-defiensve, competitive and active

subject required by neoliberal economic modbésproduced and maintained.

| approach the FPS as instigating relations of interiority and exteriority on multiple levels,

wherein the player is forced to protect themselves frame utsideto continue playing the

game. There is the basic structure of us (or I) and them intrinsic to the competitive multiplayer

modes of bothCall of Dutyand Battlefieldin which the enemy must be encounteréalbe

negated. In terms of aesthetics,3h LJ I @ SNDa W3aF YAO GAaA2yQ A& RSTFAy
frame, outside of which threats lurk and can only be neutralised when they are brought into
GraroAfAGe YR OSYUNBR Ay GKS AYIF3ISQa ONR&aAKIF ANZ
player in a cybernetic loop, the FPS producescanicallyunified individual, just as it supplies

the threats to our encapsulation by the apparatus in the form of the possibility-géine

deaths, which interrupt the connection between action, idegtfion and immersion. While |

have characterised the apparatus as one that fuels the activity of the player via the

intensification of insecurity, it is the immunitary reactions of the player thatdispositifmerely

incites that drivesubjectification.

2.5 Conclusiona conceptual HUD to target the FPS

By mapping the essentially instrumentalist nature of I(dee Juul 2005, Arsenault and Perron
2009, Eskelinen 2006, Frasca 1288 narrative(Jenkins 2006, Murray 1997, Laurel 1991)
approaches to the videogame, | could suggest how these frameworks exclude the complex
affective relationship between player and game (Lahti 2003, Grusin 2010, Ash 2013) that
Fdzy RIF'YSyGlfte y20 2yteé akKlLSa GKS uldsd @ SNRa F OG Az
influences the aesthetic form of the image itselts twitch-like nature. This thesis is not about
capturing the player involved as being in an expressive narrative form, nor as a gamer
interacting with explicit ludic rules, but as a subject capt in an apparatus that seeks to
affectively incite actions and a sense of insecurity via the production of a dangerous context. It is
not about the pleasure of winning, but about the battle to secure, protect and immunise the self

against the threat othe other. These threats could be competitive neoliberal subjects vying for
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job opportunities or refugees crossing the Mediterraneatemonised as plagues of insects
draining the resources of the natiestate and carrying more literal plagues in terms of

infectious pathogens, whether biological or ideological in nature.

In approaching literature on the FPS through the lens of its tendency to suggest a more direct

relationship between the game and the subjectivity of the player (Galloway 2006), | sought to

establish the medium as an apparatus in Foucauldian terms (See also Penny 2006). First this

took shape as an exploration of works that leveraged psychoanalytic frameworks of subject

formation, drawing heavily on their adaptation by apparatus theory indiseourse of film

studies (Morris 2002, Taylor 2003). In general, these works counterpose the now contested,

even obsolete, characterisation of the passive and dréiamgaze of the film spectator by

apparatus theory wittanactive form of vision. Thidgraplification of the viewing position

produced by the cinema offers readings of the FPS that variously retain the reading of the

I LILJI NF GdzaQa ARS2t23A0FE LIRGSNI 0a2NNRA HAAHO 2NJF
KAIKEAIKEGE K Squllitesad gaiia siorl (EalloWiyd30B)yMy reading of these

works took shape as an argument that neither Althusserian (1971) ideas of ideology nor a form

2F @GraAirzy fA0SNIYGSR ONIYGKSNI GKFy O2yadAiddziSRO 0:¢
relationship with the subject. This thesis argues that what the player does, their actions, needs

to be analysed Hprocess and in relation to a close reading of the graphical qualities of the

perspective in order that the politics (or lack thereof) of thitivity can be brought to light.

I then considered various works that approach the FPS as an essentially cybernetic technology of

control, which shapes the bodies and experience of its players. The first set of writing discussed

here centred onviolenece 2 KSNX t Syyeé ouwnncoyv fAYy1SR (KS Ct{Qa
simulation to outbreaks of mass murder supposedly by FPS players and Nichols (2010) cited the
ASYNB & | NBONHAGYSy(d G22f F2NJ GKS !'{ FNX¥SR T2
of violence perpetrated on the very nature of experience offered a more enduring and nuanced

insight into the effects on the FPS player in terms of the direction of this thesis. In the literature

I LILINE I OKA Y3 RATTSNSD gall of DiiyBaNdhiseAJames ASZD13) OG A GA aA 2y Q&
application of a Heideggerian concept of attunement was particularly useful as a template for

exactly how the FPS player becomes habituated by the game, Witthd@ (2014) insightful

coordination of FPS gameplay with rieeralism being th key influence on this thesis.
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| opened this chapter with a thirdand quote from Albrecht Durer (Panofsky 1997) that defined
LISNRLISOGAGS a GKS NI 2F WwaSSAy3a GKNRIAKQ®D
influence andsounding board for this thesis, the unique lepar conceptual HUR that my

work turns upon the form is that of targeting it as a Foucauldian (1991, 1998) apparatus that
diagrams or maps the player, but one that does so obliquely (2008) rather thamifsorigy
coordinating this understanding of the neoliberal apparatus as an environment (2008: 270) that
administers not a regime of surveillance or discipline but a controlled dose of danger with

9 aLJ2 aA i 2dEopditkal idEunify (20082011), aconceptual HUD for understanding

0KS Ct{Qa LRftAGAOAE 020K |G GKS fthashéeh 2F GKS
established. Thempiricalchapters of this thesis will test the aptness of this lens in terms of
different elements of gameplay arat different stages of habituation. However, this dual focus

of the game as an apparatus and the player as a reactive immunitary subject raises the question

2F K2g (2 YIFLI 2N OF LJidzNBE St SYSyida a RADGSNES

software, its aesthetic features and far more intangible aspects like the psychological and bodily
effects experienced by the player. It is with this question in mind that | tonomthe question of

method.
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Mapping the Apparatus: Event, Image and Subject

3.0An interplay of methods

This thesiproduces a cartography of homovement2 ¥ (i Kirferfageis{in€ited, enacted

and sensed. The aim of this actagfstheticc Y R O2 NLI2 NB I f YIF LA yYy3 Aa G2 O2
activity with the operation of macroscappolitical techniqued-orFoucault (2008),

neoliberalism is a form of governmentality wherein there is an extension of free market
O0SKI@A2dz2NE KS LINRPRdAzOGA2Y 2F | FFSOUADBStEe@ AYylSyac
subjectification of selinterested insecure actors into every sphere of existerelogy, family,

criminality (Foucault 2008: 223puturing this contagious and mutating economic doctrine with

the FPS entails a move away from the desire to approach the videogame apparatus infterms

AGa SELXAOAG LINPIANFYYAY3I 2F 3ISalGdNBas adzOK | a GFf
RAAOALE AYI NBE &a20ASdGe& oO6mppmud L Y O2yOSNYSR gAlrF
- F2N¥ 2F AYRANBOG 32 JS N#19990KabconktiyitestahdOnanages dzLl2 y |
the individual in Western culture defined by the tension in liberalism between fostering

freedom and the need to manage its expression within certain paraméeesalso, Esposito

2008:74)

This thesis has double-edged methodological approach. As noted in my introduction, recent

work by AlvaNoe (2006) has highlighted the emnstitution of perception and action, and the

FPS is an apparatus that reproduces this dynagnthesiof the senses. The interception of

this linkage between seeing and doing means that the ludic, story and spatial elements

encountered by the plger are only concretised by thainpredictable gestures and may be

elided altogether as the perspective is pushed and dragged, raking and twitctdrand across

the multiplayer maps o€all of Duty: Black Ops(2016), for exampl€eThis raises the
YSGK2R2t23A0t ljdzSadAazy K2g (G2 OFLIGdNBE 6KIFG al NI
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Pasivédliaholi KS WNXA OK NXe& (i KY A O) chtBegeiuiqud® visdalj psholdgral o H n mn Y ¢
and somatic events? ostmodernismJameson (1991) quotes a lengthy passage from Michael

| S NDispaiche$1978), report from the VietnamWara | ONRAGFf Aal GA2y 2F (K
regarding the changing spatitgl of postmodernitywhichalsoseemed to resonate with the

hallucinatory and affectively dense screened and embodied event of playing the FPS:

He was a movingargetsurvivor subscriber, a true child of the war, because except for

rare times when yowvere pinned or stranded the system was geared up to keep you

Y20AESET AF GKIFG 61 a4 gKIG &82dz 6K2dzAAKG &2dz gty
saw the more besides death and mutilation you risked, and the more you risked of that

the more youwould havetole 32 2F 2yS Rl & & | WadzNIBA G2 NIDQ

LG A& GKS S@20F GA GBS Ogwhich &Nt 4n autbdriafvid tagtchraphySoNRNI & | O (
the conflict taking in its broader context with a panoptic andjkd gaze but like a firgierson

NHzda K R2gy GdzyySta 2F NARaA] 6AGK 6KAOK |y | 002dzyi
sensed should begigimilarly,| write front-line autoethnographiaccounts othe intimate

experiential texture oplayingrather than beginning with the atysis of isolated, fixed and

NEOdzZNNA Y3 AyidSNF OGA2ya RSI(®estucyirEsRrspagesti KS Ct { Qa
Adams, Jones and Ellisnote that KS G SNY | dzi2SGKYy 23N LIKe& Ay@21Sa
(ethno), and writing (graphy). When we datoethnography, we study and write culture form

0KS LISNRELISOGAGS 1229 SIKSNDA SK yF Qi Man vipRS &nic&HX G KS was
produced and revealed is the product of the FPS as a particular technocultural apparatus of

power. The perspesdt @S 2 F (1 KA & -reflexitetwiit€ethhagraghd than it Is a et T

of a stream of sensations, emotions and perceptions that are unfolded in the collision of body

and apparatus.

It is noteworthy, given the obvious expressive power ofwhigten word, that Brian Rotman

6Hnny O KF& FNBIZSR (KIFIG GKS fLKFoSG OFyoOoSta GKS
an irony, then, in the fact that | attempt to articulate manual andsaneen gestures and

sensations througlutoethnographiovritingck WRA&aSY02R&@A Yy 3IQ YSRAdzZYZ Ay -
(2008: 3). Thiapparentdetachment from the body is exacerbated by the fact that the

F LILJSEFNF yOS 2F GKS LJXIFe@SNRna 3ISaddNBa 2y (GKS aONB¢
into code and thisade itself has mutated into a scredrased aesthetic biechnicalprocesses

of calculation and graphical renderinghe witten word is not a portal into the body or
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experience of the playebut a doubly mediated and regulated ghost sensed by the body,

gestured through the apparatus and passed through the code of the written word.

As a methodological counterbalance to thigtoethnographialphabetical inscription of the

event of playing, | alsanalyserepeating or visually ineluctable elements of tHeSinterface,

ddzOK a GKS 3INILKAO StSYSyda 2-Fagédedichofthe ® 9y 02 Y LI
intrinsic meaning of the image Btudies in Iconology972), | complicate the hermeneutic

distance implied by I y 2 ¥ & 1 & Qith mofeéScinkethporay conceptualisationsf the

imagethat emphasiséiow it isanimated by thebody (Belting 2011) while also having its own

desires and fetishistic lacks (Mitchell 2005). Howeives, situation like the FPS, this animation

is not simply a colonisation of tHedy by a desirous and ghdste entity, but a lack that

demands action, hailing the body and bringing the image closer to a corfréaéchnological

event.Gererei KS [ GAY NB2(G 2F (KS 9y3IfAadK @g2NR 3ISaidzNE
O 2 ¥ R WAGeii @ consider the image of the FPS, we have a gesturing that is not just

expressive of the player, bone that carriesthd Y 35 Q& RS aA Ndtheitgfface (G KS g2 )|
The boundaries between the animation of the image and thediedictedactivity of the player

are enmeshed in a situation in which the image is not only anthropedbdiut the human being

¢ the anthroposg is invaded and shaped as) image.

¢KS NBFRSNJI YATIKEG Fal K2g @&2dz OFy o0 $8nehnii 2y O0S GKS
adopt the posture, reserve and objectivity of the analyst. However, this tensitvelea

apprehending the FPS asexperience and as an image is both replicated and explored in this

thesis in the sense that the apparatuses of modernity and latdemdty colonise and subjectify

the individual often hrough the power of the imagdéogging subjeat object relations via the

production of cinematic bodies, for example (see Shaviro 1993, Barker 2009). |garuen

the player has the means to respotuithis colonisation of the imagination and the body by the

apparatusin thatthey can feed their gestures (whether as actions or reactions, deliberate or

impulsive) back into the screen. The form of this gesture is doubled as a manual input and a

screenbased movement. However, a player does not look at their hands when they play, but at
thescrees KA OK A a GKS aAlS. Butiwhal d Qevidlus ¥ppréadhesdS NA RA OF £ A (i
analysing the FPS? What can the methodological strategies that shape thersiisand

conception of the FPS reveal. And what omissions and inclusions do their maps articulate?
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3.1 Capturing the8vent(bf the videogame

2 NA G Ay 3 Doan#l893), BspefAarseth sought to distinguish between ergodic forms

such as the videoganand previous image and literary cultures. For Aarseth:

Ergodic phenomena are produced by some kind of cybernetic system, i.e., a machine (or
a human) that operates as an information feedback loop, which will generate a different
semiotic sequence each tarit is engaged. Thus, a film suchlae Sound of Musar a

copy of a novel such &nnegans Wakis not ergodic..The experiences of their

audience, though individual in an interpretational sense, are singular as far as the
material sign production isoncerned. (1999: 33)

The visuaVariety of a videogameuch aDoommeansthat the hermeneutic method of textual

FylFrteaira FyR &GNl GS3IASa a RAODSNE $hattakethg | &4 8 dzNR | Y
concrete referent or signifier as a commsaourceg if not definitive of meaning, can no longer

lay claim to grasping thergodic phenomenaHowever, where the cinema might generate its

own bodyT to each film its corpu$ the videogame is not only a unique semiotic event but a

singular affectivendpsychologicaV A NN2 NJ A Y 3S 2F (KS LX I @ SNRa Y2Rd:
When we play an FPS, the semiotic sequence is uniguidecause the technology is involved

in generating a randomised imadmyt rather because the bodihat gestures this sequece into

visibility is a multiplicity of sensations and perceptitimst are both conscious and nen

conscious. Each sharp intake of breath, the kneading of slick palms, the ticksaobtbgue

stickscontaminate the screen in small and unmeasurablesveyr NBA S KQ& Ay aA3IKa T d
characterisation of the ergodic nature of videogames suggtstshere is an intangibility to

their enactionthatA & | € Y244 I yGAGKSGAOLIE G2 Of2aS Fylfeaas

(a variance of signs) but a tomdntamination of the sign by the bodyd vice versa

The problem of capturing ergodic vidgames in their totality has led to a range of

methodological responses that have deep implications for the waghiohthey have been

theorised. When ludologist@nalyse playsee Juul 2005, Lantz and Zimmerman 1988y do

a2 NBIFNRAY3I (KS F2dzyRF GA2Y LINIGdédGaResing | I YSQ:
terms of narrative gee Jenkins 2006, Murray 1BPseeks tagrasp them by their plot points,
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storytelling mechanismand pleasuresEach approach takes the problem of the uniqueness of

the videogame as a visual and bodily event himds it to the concrete and accessible.

Whether games are viewed through the lens of their narrative, ludic, spatial er ginalities,

textual analysis and its recowr$o fixed elementsemains an important facet ofiork on

videogames in the humanitieRather than produce an exhaustive survey of these

methodological strategies, | would like, instead, to take Mia ConsadddNathan DubnQa H A nc
articleWDIl YS !yl teaAray 5S@St2LAy3a | aSiK2R2f23A0Ff ¢
as an explicit and emblematic example of the costs and benefits of such an apptoasalvo

and Duton propose the productiorand categorsation of discrete datasets, each containing a

total mapping of the possibilities of objects, interfaces, interactions and explorations. Their
approach to the first of these categorieb y W2 6 2 S Qqlis ugeflil@nSygtdligingBomme of

the overriding issuesat stake The creatiorof an object inventory entails cataloguing and

I NI K AliZkioyirHobjdétshat can be found, bought, stolen or created, and produce a

detailed list or spreadshe¢hatf A 3 G & O NR 2 dzad LICBnsad/O&i Dadh200.F S| OK A
Such a thorough approach would generate of a wealth of fixed textual data. Each object could
then be isolated and analysed in terms of its specific ludic or other qualities activated when the
object was used kgame. This totalisg strategy has some obvious advantages. For example, in
competitive multiplayer FPS titlessich aghose in theCall of Dutyand Battlefieldfranchises, a

full survey of the different weapons available to the player could certainly act as a textual base
from whichto map their effects on the more open gestural and perceptual rhythms of gameplay

¢ including on theconnectionbetween different kinds of weapon and the platylesthat they

enable or foreclose. However, for this information to be useful, iuldatill require a riskier

plunge into the game as an uncertain amiqueevent. Without recourse to the game in these

terms, there seems little use in isolating objects for their own sake.

Additionally this task woulde-cast the researcher as a kind of fevered archivist. In his

meditation on the archive, technolognd Freud, Jaques Derrida notigt Hrchivization

LINE RdzOS& F a YdzOK I &6:47)i ThisBéagdiRhe aclidkrScor8iandi Q 6 m
storingis not simply an attempt tpreservepast events and texts, but shagpthe future of
whateverpracticethe archiveseeks to maintainDerrida speculates how a technolagych as

email would have not only recorded and collated, but shaped the bpracdtices of

psychoanalysis, for example. And we can see, too, how a siilify asan Excel spreadsheet
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would not simply function to archive all elements of the videogame, but would inevitably

predetermine a kind of destiny for the event of play, implicating firactices likeaccounting.

The desire to fix and know every element of a gasmeh a® ! Badtlefield 4would reduce the
GKS2NRaGQa | OGAGAGeE 2F LIXlFeAy3a (2 I FSHSNBR RA 3

conceptualising this malady Derrida records its symptoms:

Itis to burn with a passipn. Itis never to rest, interminably, from deagcfor the
arcK A S NA IKU ¢ KtSshdhava a corapuldivelaepdtitivd, @ nostalgic
desire for the archive, an irrepressible desire to return to the origin, a homesickness, a
nostalgia for the return to the most archaic plaokeabsolute ommencement. (1996
57)
This compulsive desire to wrest an object from its context and place it in some repository, a
place of both remembering and forgetting is legible in Consalvo anbi®@® RSaANB G2 G NBI
videogame event as an object, to save it from its own live temporal flowalsoti 2 WF2 NHSGQ A G
context. To analyse the videogame as a text is to archive, to presenssotd destroy.A
situation arises imvhichthe videogames enveloped by its methodologyh&@ opportunity cost
of such an approach in terms of capturing the gatagmf the FPS appears almost totid the
overall method is a gesture of control or fixing in a medium that, as Gall®@ag)(has
emphasised, shdd be approached in termaf action and its processes. However, whether
archiving fixed elements or focussing on the processual nature of gameplay, technical and
material assemblages and infrastructures operate behind and beyond the visibility of the image
but operate to produce this visibilignd suggest a potential approach to contextualising the
Ft2 2F GKS LXF&@SNNa SELSNASYyOS

3.2 The materiality and technicity of the videogame

This thesis approaches the FPS as an apparatus of neoliberal powepaaticllarly charts how

0KS I'SAaGKSGAO StSySyida 2F GKS 115 &aKILIS GKS LI I ¢
there is a focus on the generation of player action and experience between the body, the screen

and the threedimensonal world beyond itsurface whicldoes not encompass the various

layering of technical, material, infrastructural and geopolitical elements that make the

immanent event of playing the FPS possible.
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In the introduction to their edited antholog8ignal Traffi€2015) Lisa Pks and Nicole

Starosielski note that the screened form and content and its relations to audiences and players

that is the subject of much work in media studies is formed and enabled by media

infrastructures. Data centres in northern Europe and telephonstmin Africa and the

undersea network of data cables running in the deep (Starosielski 2015) enable and potentially

influence what we see and do when we play a multiplayer matc@adifof Dutyor Battlefield

Respawn rates dictating the rhythms of lifiedadeath which structure our play, levels of server

Wit 3Q GKEG OFy RSGSENNMAYS (KS 2d2id2YS 2F +y SEOKI
infrastructures that have a material and divisive presence. In this way, material and

infrastructural inequalitis are translated into Hgame disadvantages. But they also shape the

physical territories in which they appear. Parks and Starosielski note how a papermill becomes a
datacentre, a water tower doubles as a phone mast and network cables associated with the

PNBESQ Y2@8SYSyild 2F AYyF2N¥IdA2y 06S02YS Syidly3at SR
complex and both signal and produce economic deprivation (Stardsk€l$k: x- see also

Crogan 2010 ® ¢ KSNB KI @S |t a2 0SSy Oleditkeff, nGladNdy I WY { S NJ

Apperley and Jayemane:

The noise that a PS3 game makes when it is pushed into thayldrive, the cables
over which Xbox LIVE arcade games are downloaded, and the wars and environmental
depletion taking place to produce thecattd 8 SR o0F 0 0 SNRASAa Ay &2dzNJ gA
In their status as objects in the world, digital games are linked to topics of global
importance, for example international relations, finance, organization of labour, and
environmental issues (2012: 15).
Althoudh the various strata and breadth of the materiality of vidames clearly operates as
part of an interrelated media ecology (see Fuller 2005) and affeetsemporality of online
JFYSLIE e AGaStFr GKAA GKSaAaQhdireacdastheyarg NI ( KS NI
perceived, sensed and processed by the player and reflected ugartaethnographic field
notes.However, this emphasis on the visual and the experiential texture of the FPS also means
that the technical (and mathematical) processoperating locally between the software,
hardware and display devigewhile constructing the image and defining its spatial and

temporal character are not the subject of analysis.

Mark J. P. Wolf (2009) has produced a historical account of the gwweltt of three

dimensionality in videogames which charts a telic trajectory towards thetireal rendering of
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photorealistic environments. Crudely speaking, the rendering of three dimensional polygonal

shapes is achieved via the plotting of numericallgrezsed graph coordinateslled verticesn

three-dimensional space. These coordinates are connected to each other by lines, producing

edges, which themselves are connected to produce polygons, the shapes that make up the solid

facets of a wire frame modend the objecttirepresents. This passage numericabrdinate to

recognisable object is not a omdf mathematical process, but must be recalculated and

rendered in accordance with the perspective of the player and their movements. Wolf (2009:

164) noes that threedimensional objects contain the same number of polygons regardless of

0§KSANI RA &Gy OS-gamdl@ierain&aBing it khé & taXlagoking i a three

dimensional multiplayer map is contingent in terms of its computational .|¥df (2009:163)

also states that the invention of theldiffer in 1974 meant that any part of the polygonal object

GKIFIG 61 a 200t dZRSR O0SAGKSNI 0S0lFdzaS 2F (KS Y2@0SYS)
an object being placed between the perspective @nf S 2062S000 ¢l & St AYAYyl (SR
rendering budget.

In effect, these potential costs and savings to the amount of calculatianirestjto produce the
imagemeari K & GKSNB Aa | O2yySOiA2y o06SisSSy GKS LI} I
load placed on the hardware. The more the player moves the perspective, and the further away

the horizon dictated by the cant or angle of the line of sight and the opennehs ofiultiplayer

map, the more rendering power necessary to calculate the appearance of the object. In turn,

the mobility of objects (including other players anédrt YS S@Syda FyR STFFSOGaov
perspective has the same effect. A player whostantly ranges around a multiplayer map,

scanning the environment takes a heavy toll, whereas one who zooms in on the pixelated

texture of a polygonal object does not.

The ability of the hardware to render the geometry determined by the software (disewmttie
refresh rate of the screen technology being used) sets the speed at which the game can refresh
GKS AYF3Ss 2F0Sy NBFSNNBR 2 a4 FTNIYSNIGS® 2850641
offshoot have been created specifically to analyse videwggafrom this technological

standpoint, often centring on the tradeff between the number of pixels which compose the

AYF3S oNBaztdziAzy 2N Wjdzr t AdeQu FyR GKS oAt A
render these pixels temporalys a framerate 2 FG Sy NBEFSNNBR (G2 Fa F 3t YS

(Morgan 2013). When Wolf refers to the mathematical processes sketched above there is a
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conflation of rendering time (framerate) and€dl f f SR WNBIf (AYSQ 46KAOK NBY
a critical sense. F&Wolf, there is an attendant assumption that the higher the number of

polygons being rendered, the more photorealistic the image. However, the combination of

LI I @SNJ I OGAGAGes G(KS a02L8k02YLX SEAGe 2F G(KS AYl!
software design produce a fluid situation in which framerate fluctuates within and between

games. This fluctuation is also subject to management, with framerates often locked by

developers of multiplayer FPS games, Biegtlefield 4and theCall of Dutyfranchise at 60

frames persecond to ensure a consistent performanespecially important in competitive

play.

The rendering of each frame and the mathematical processes required at each minute interval

02 LINRRdzOS GKS §SYLI]2 NFPES imagé R itssstirdcturéion the niiokalevel, A G & Q 2 1
a purely technical process. My interest in the rendering of the frame starts with its affective and

experiential texture. I crosl B F SNBYy OS (G KSaS AYLINBaaiazya gAGK (KS
to capture gestures in the movements in and by the pictorial frame and of the body. | am

interested in the actions (or reactions) of the player, in what these tics and reflexes say about
contemporary modes of subjectification, rather than the microsecond inteasadisthe

mathematical processes which occur therein to make these gestures possible. While the

mathematical productiorand supporting material infrastructurés ¥ (1 KS @A RS&&Gl YSQa NB
SaasSydaAalrt F2NJ GKS LI I &8 SNDastaddethdty doi@ fuly @ G KS F LILI NI
RSGSNX¥AYS (KS OKINIOGSNI 2F 6KIFG F2tt264aT SARS23L
to occur as an event (sdealloway 2006 and Giddings 201wWhile not tracing the same

technical and mathematical construction of the igesas that above, James Ash (2015) has

recently approached howall of Duty 42007) and versus fight&treet Fighter 1¥2008)

Y2Rdzf I (S GKS GSYLRNIfAGE 2F GKS Lfahadddddinss OF LI OA (
FYR GKS LINI QGAXOWIR® WFRS IBT O2KA LINPRAzOGAZ2Y 2F Y2
result of intervals of calculation and rendering issgaproachthat might prove profitable, but

lies beyond the scope of this thesis.
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3.3 The business of the FPS and its player

ThisthesislB dzS&a GKFdG GKS AYYdzyAdGFNEB 2LISNI A2y 2F (KS
an insecure, aggressigefensive and sellefeating form of predictable, standardized

individuality apt to be aligned with the desires of neoliberalism. It is, in effeeriassof

autoethnographic reflections from within an apparatnbose materiality and technicity are

occuluded which are coordinated with wider political and economic issues prevalent in the

West. However, while this approach captures a form ofgelferd y OS> A G Qa F20dza 2y |
production of a form of selfhood which mirrors the characteristics of neoliberalism according to

its critical literature leaves the eminently neoliberal operation of the companies that produce

the Battlefieldand Call of Dutyfranchises out of the frame.

Foucault notes in his discussion of human capital that this measurenod economicus

determines not only thenature of thelabour of the neoliberal subject, but also its free time for

which the rewards for work are exchd®@R @ C2 dzOl dzf & Of F AYa GKIFdG We¢eKS Y
insofar as he consumes, is a producer. What does he produce? Well, quite simply, he produces

KA&d 26y &l (R26f Théxéia 2z¢n@ of indistinttiorybetween production and

consumption for the neliberal subject. As a servighe purchase of a game liBattlefield 4 is

legiblenot simply as an expense, a bleed on the entrepreneurial unit as a reward for its positive

economic behaviour and human capital. Rather, the game takes shape as aneatheira

which production continuewith in-game purchases, but also in terms of the production of the

subject. Tis blurring of consumption and production, in labour and leisure is a feature of work

on this area.

In Games of Empir€2009) Dyeiwitherford and de Peuter produce a castudy of EA, the

developer and publisher of thBattlefieldseries, through the lens of the concept of cognitive

capitalism. Following Vercellerone (2007), the authors characterise cognitive capitalism as a

situation where theold machinery of Fordist production is replaced by the mental labour of

workers, conceptualised as machines that manufacture intellectual property without the spatio

temporal reference points of the working day and the factory gates. However, as Dyer

Witherford and de Peuter argue (2009:3®)is apparent extension of the power of capital into

the very locus of the enlightenment subject (their mind) poses a threat to authority as the

YWYl OKAYySaQ LINRPRdzOAYy 3 023y Al A D 8ncelab thdindw litingA y i N2 R dzO ¢
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(and potentially unruly) cogs and gears of production. The indeterminate nature of capture and
NEAA&GlI YOS Ay O023yAGAGBS OFLRAGIEZ K26SOSNE NBYI A\

with the authors glossing the companytheir close to the chapter as follows:

9! Qa f-pkopeRyga@ndeRactories are a massive presence in the game business; the
O2NLIR2 NI A2y Qa GSNIAOFET O2yGNRt 2F LINRPRdAZOGAZ2Y
it a pervasive presence; and it explifies tendencies toward concentration of
ownership, repetitions licenced franchises, weYid- NJ S o0dza Ay Saa &GNI G§S3IA
highly disciplined and exploitative control of its cognitariat workfag@ecreasingly
prominent in cognitive capitalism gendisa(2009: 66)
Ly GSN¥a 2F 9! Qa NBf I (A, z2hyaukdrdepdre matrgleReddflSyY RSy i RS«
financial dogeat-dog that subverts and intercepts competition at the level of consumer choice.
This tallies with aeoliberal context in which socalled open and deregulated markets, according
G2 1 I NoSesz WRSLAOGSR ARS2ft23aAal0rtte Fa I gre G2 1
BSKAOES T2NJ GKS O2yaz2zfARFiAZ2Y 2F Y2y2LRfée LI2g6SNI
production of a veticallyintegratedsystem of production, publishing and distribution
undertaken by EA, has, as noted by Dyétheford and Peuter above, stifled innovation in
videogame development: KA & YSIya (GKSNB Aa || OfeftgdSOGAZ2Y 0SS0
corporate stategy, its means of production via cognitive capitalism and the experience of the

player.

In relation to cognitive capitalism, Dy®itherford and Peuter describe (in the working

conditions faced by EA staff and its relationship with smaller companibsmhith it

outsources work) a tendency to transfer the risks and work of production down thedbaih.

By keeping their workersin@cg/ a G I y i a il G Sdefhdd byHdhdydblaykid Kours A Y S Q
under extreme pressure and with management using thariguage of winning and losing

(2009:59) to characterise this struggle in competitive terms, EA produces a state of precarity and
risk for its workersimportantly, this transfer of risis one that EActively works to negate in

relation to the business aswhole in its monopolistic corporate strategy. While EA certainly
stands, as DyaWitherford and Pueter suggest, as an archetype of new regimes of production in
cognitive capitalism, it also bares many of the hallmarks of a neoliberal enterprise scbeuinati

earlier in this chapter.
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WhereasDye? A G KSNF2NR YR RS t Sdzi SNJ LIN2of SYFdArAasS GKS
FNRAAY3T fFNABSte FTRERQLEBRFOLMNRRIAONAGA 2YKE yRT NR ¥ 2 dzNE
SELISNASYOS 2F LI | Riddyfpolitkcdl ahd ecahbmicSaalitylthgyrprodueSs

largely absent. Where there is an implied collapse in the distinction between production and

consumption, between labour and leisydey’ G KS F2 Odza 2 yaslifKISe &F | A R § IOA 2207
the gamesndustry, the extent to which playing videogames can be conceptualised as a form of
fl02dzNJ 6GKS 2LI1R2AaAGS FylFtedAaolt (Nhelldfice NBEv OF y

Envelopg2015) via the concept of attenticeconomy

Ash draws on BernardiS\ S JrakédiEage of Youth and the Generati#®10) which, while

formulating attention as always technically conditioned, identifies contemporary media forms as

LINE RdzOAY 3 | ySg F2N¥ 2F GGSyldArzy GKIFIG o6f201a NI
appearance of sgalled new media leads dirig to the hypersocialisation of attention through

the increasing collaboration among the programming industries to capture audiences, to the

RSGNRYSY (G 27F RS S Lacdordirg$oyStieklerhs@apthire, sammadification ®

and acceleration ottention leads at its extreme to syndromes like Attention Deficit Disorder

which become emblematic of a technical becoming in which temporality is restructured towards

constant stimulation.

Ash also notes John(l Ky . St f SN a togezdidetudlisesthe cnemazas$tBe] A y 3
standardbearer for contemporary modes of production as a means of extracting value from

KdzYl'y O23yAlA2Y AY SKAOK WwWi2 221 Aa (G2 {1 02dNR
limited to an explicit monetisation of attergsiy’ ' YR GKS A&dadzSa GKA& NIAasSa
perspective, but to a shaping of the subject in the image of the desires of its economy (2006:5).

In this way, the labour of looking produces both monetary and governmentad walich enter

into a mutualy beneficial feedback loop for late capitalism.

Ly F NBFdzil GA2y 2F {GAS3IEtSNRa ARSF ownamno GKFGO
attention as a staccato rhythm of ephemeral and superficial retentions, Ash contends that
videogames produce an inBlNA A @S F2N)Y 2F [ GdSydAz2yyY We¢KS 3IIYSa
book are not concerned with producing an incapacity to pay attention for long periods of time,

0dzi I NB LINBOAaSte Fo2dzi Fy FYLEAFAOFI GMEY | YR 2L
laKsE Aa y2d | GKNBFG 2 oKIFG {GASIESNIOFffa WRSS
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directed intensively toward the challenges of the present, wherein the capacityifaal

reflection and taking action aimed at future goals is continuatigthered by the now. Whether

GKSNBE Aa | aGNAROG RAFFSNBYOS 06SiGsSSy ! akKQa NBI R
economy of the interface remains, however, slightly unclear. Where it may be valid to point out

that videogames manage attentidny’  AdzAGF AY SR YI Yy SNJ GKI G dzy RSNY
observation regarding itacceleration in contemporary media technologlye key problems for

contemporary attention that Stiegler identifies Taking Care of Youth and the Generations

FNBY Qi (0K2YS 20WziRE2NE (RSLIIKE gKIG / NR3ALY FYyR YAy3
F2NJ ONRAGAOItAGREQ OHAMH MMUO D  ewkéther@inissieldfSy G A2y | yF
duration or depthc A & § @ricept deployed in this thesis, it shares the key ainmriofjng to

light the rhythms of action and reaction incited by contemporary FPS games and their effect on

the critical faculties of players.

Whether the grammar of contemporary attention is fleeting, enduring, superficial, or deep, each

state is held as @senting its own dangers. In this thesis, the temporality of the experience of

playing the FPS is viewed as fundamentally unstable, making any consistent application of a

concept like attention economy problematic. Whether capturing refiles reactive s,

cartographically motivated trajectories of navigation, or endlessly rehearsed and repeated

gestures, attention fluctuates. However, in each case, | read an immunitary dynamic at play

that, rather than being a facet of neoliberal governmentality anditigean explicitly economic
RAYSYaAz2ysS AYyUuSNERSOGA 6AGK yS2ftA0SNIfAaAaYQa NBI dz
themselves to manipulation just as they defend their right to freedom. Because of this focus on

0KS AYYdzyAlGlF NBE vy I (i deNdh tie FPSiapparatusfinpdramiadgectsioftieS NJF | O
economic strategies of EA and Activision, as well as the nature of their modes of production
conceptualised above as a form of cognitive capitalism are not encompassed by this thesis.

These elements do, leever, form part of the milieu in which the autoethnographic and image

analysis that form my methodological approach are situated.
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3.4 A search for origins and the excavation of the FPS

Anothersolution to themethodological challenges of analysigodic formswvhich does not

centre on its technicity, materiality or economic dimensions whidpéxific to two major

pieces of research on the FPS has been to analyse the form via the construction of a

historiographic narrative of its origins. Suchapproach seeks to broadly characterise the

experience of play as a product of thetoiry from whichthe FPSmerges. Most notably,

I £ SEI Yy RS NthaptefthNA IS YH-LISNE & KS{ €2 RA § Nfatthen nnc 0 X & dz3
Ct{Qa Y20AfS I yR (SYLI] NI restltdf ahdSdedtidlycorspyomised I YA O G4 2
cinematicaesthetictradition, a destinythat the videogame form merges to fulfil. This search

for an origin reveals eeluctance to approach the FPS osdwn terms, via the creation of a

lineagefrom whichan essence can be identifieahd its presentoncretisedIn this way, the

performative aspect of gamic visiowhichis otherwisemanifestly present in delirious

experience of playing, is subordinatéd2 I LINB @A 2dza AYI IS QdzZ G§dzNBEQa LIS

In a methodologically similar fashion, Patrick Crogfii1)has emgageal in what could be
considered a countehistory(i 2 DI f f 261 @ Qa &dzZ33aSaidAazy 2F I OAySYl!
form of exploringts relationship to the development of information systems in the 1940s and

1950s. Where Galloway situates the FPS as a kind of reaction against the limitatiomexiira

image culture, Crogan charts the foam a continuation of the logic of cybernetibat operates

08 AYLI AOFOAY3 KdzYly o06SAy3a Ay ¢ KthatbrdckeNE SGK 6 mdc
and enframe their potentialityAd Ay DI { { Gagandoteiethesnedldng of what

happens when the FRSplayedn a historiographic namtive of its pastDespite the mention of

experienceh Y G KS GAGES (2 KA&a OKFLISNE / NR3IFYyQa 62NJ]
embodiedeventand screened image of the FPS itself. At issue for Crogan is the broader concept

of experience and itsracketing by cybernetic systems witlhichthe FPS player becomes

entangled. In thisvay, by producing an account of the general pasiers established by the
GARS23FIYSQAa 2NRIAYAE AY AYF2NNIGA2Y GSOKy2t23& |\

totalisingNB I RAy3 2F (GKS LI NIGAOdzZE  NAGEe 2F GKA& SELISNR:
While this construction of an origin avoids the opportunity cost involved in attempting to render

the uniqueness and contingency of the eventas a-liget2 6 2SO0 X G KSYXO@ y@Sa XAy @ F
YR WSELISNASYOSQ INB KAAG2NROIt fSyasSa F2NI Lyl e
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this analysis itselDisregarding the complex and entangled relationship the FPS has with
previous image regimes and technological developmemsladdecontextualée it from its past,

but the ideathat such analyses and arguments for its origins can somehow duvproblem of

the intangibility of the unique event of the process of playing risks yoking the FPS to narratives

of its descent.

InhisSaal e WbASGI adshkBa OB5JCH dzA2 Begdfelldfitabnie®ddn & S &
against the search for origins and continuities in traditional historiographic narragipeoaches

as follows:

Genealogy does not oppose itself tatary as the loftyand profound gaze of the
philosopher might compare to the mdike perspective of the scholaon the corrary,
it rejects the metahistorical deployment of ideal significations and indefinite teleologies.
It opposes itself to the search fariginsQ &#WwW®)y
C2dz0l dzf G Qa YSiK2R swrigsich agidse ofin@2ntaRiBS2am S S KA
imprisonmentfrom their commonsense historiographicalarrative chainand produce an
encounter with these epistemic and institutional formssasgularities Militating against both
continuity and destiny, the genealogical method rejects the itiedthe present state of a
discoursecan berationalised under a single originary essence isteadseeks to approach
objects as products of their moment, oftemterms of accidents, errors or intentions lost in the
depths of time. Later in hisessay2 dzO dzf § y2(0Sa (KIFGx -BSyStf238 WgaA
GSEOF@FiAYy3 (GKS RSLIIKazé Ay Ftt26Ay3a GAYS F2NI GF
notruthhade® NJ RS G I A y S BB0).fFdu&iisiggéstahaiwe ¥pproach the padike
anarchaeologist who by necessity only has recoursantencounter with the unearthed object
itself and the strata of earth frorwhichit is excavated. The systematic descoptof discursive
and nondiscursive objects liberagghem from unitary narratives of the past, reintroducing
heterogeneity and diversitylime, in other words, is not an evolutionary chaimvimichthe
present is an inevitable outcome of a Darwinian stalof the fittest, but is defined by its

SYy2N¥2dza | yR AYLSYSiGNIofS RSLIKET ¢KIFdG {ASITNRSR

Referring to epistemic changes in the calculation of the age of the earth in the nineteenth
century inwhichbiblicaltimelines came to be challenged by asbrtological and geological
deep time, Zielinski emphasises howaaeontologica(2006: 3yather than narrative or

evolutionary account of the development of media forms needs to be undertaken if we are to
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understand the contingent and chaotic nature of our present media ecology. Zie(2R386: 7)

KFad FNHBdzSR F2NJ g6KI G KS QHatfséeks olt dedthd techrolggie2 £ 2 38 Q 2 1
approachinghem as singularities, ruptures and potential moments of flux. Such an approach

aims to apprehend media objects as individual variatitis held the potentiality for alternate

futures. This approach acknowledgest origins are never singular, essentialthe point of

emergence for the foreordained or evolutionarily superior. But what does this idea of deep time

have to do with a methodological approach to contemporary fosmsh aghe FPS?

In promotional material released Activision (ActivisioBlizzard 2015) celebrating the release

of Call of Duty: Advanced Warfarte text proudly proclaimghat over one hundred billion

Ydzft GALX F @8SNJ Y G§OKSa KI @S 0 Shiyfourttifigho@lSiést e G KS  F NI
hundred million (300,000,000) Endlifootball seasons. This amounts to a staggering

accumulation of time spent by players, reaching into the millions of years and dwarfing human

history understood as a single progressive timeline beginning at dooatsable gnetic

threshold. Just one frechise of FPS has, over a relatively short period, accumulated its own

deep time, @&ons of player experiencinat converselymultiply and accelerate in a fathomless

present inwhichthe event of playing seems to become entombed. Acknowledtiagthe

present also has a temporality akin to a deep timeninichcoming to grips with our political

and technological reality in its totality becomes impossible, W. J. T. Mitchell has argued that:

the present is, in a very real sense, even more remote from our nstaleding, and that
S YySSR I aLIfS2yd2ft23e 2F (KS LINBaSydz¢ | N
perspective of deep time, in order to produce a synthesis of the arts and sciences
adequateto the challenges we face. (200824)
Anarchaeology ofthe deep A YS 2 F (i K Ss requir¢d &hichtivBedrS ¢f player
experiencethat haveaccumulated in less than two decades are excavated and encountered first
handand made present. Vivian Sobchack blaaracterisedhis excavation and literal re
LINBaSydAy3 2F GKS RSSLI GAYS 2F (KS YiStgtizal Fa | NE
S§PSyiQ 6GKS SLIAAGSYAO | YR thatesch odhdse diidfaft®A (A 2y & OF ¢
inaugurates through a transhisticaloperativepracticel 0 H n MGiVEN the intfangitility of
the intense act of playing the FR#ichis evidenced by both its rapid generation of experience
andthewayl KA & GSYLRNItAGe KlIa 0SSy a2YSgKIG SEOf dzRS|

origins, just such an effort at elucidating its sensuality as an act of knowing seems pressing.
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This does not entail a dismissal of the important work undertaken in mappingthaical,
material, economic andistorical conditionghat haveproduced the FP&nd continue to
influence how players act within its sphek#&hat the approaches discussed abguwevideis an
alternativemode of bringing thé&-PSo light from the problematic positiothat textual analysis
takes up regarding the videogame.témms of he historiographic work discussed abowy
suggestinghatSA G KSNJ I ISy SNl f | yR KdzYty WalFrYAO GAarz2yQ
of experience are the products of playjr@rogan and Gallowayan analyse the form without
becoming entangled withis event its intense contingency of image and sensation, its
confusing, hallucinatory and corporeal flamd deep time This project seeks to allow an
encounter with the militay FPS to complememtork on its technicity, materiality, economy and
pre-history. While certainly enggingwith the history of the FPS primarily approach thevent

of playing decoupled from its historical discouns&pping the production of the intimate
cybernetic feedhck loop between player and game (see also Giddings 2@btéksitating what

Foucault calledeventualizatio®2 Y

l'a + glée 2F fAIKGSYAYy3I GKS 6SAIKG 2F ObFdzal t A
O2yaliNHZOGAY3I | NRBdzyR (GKS &RAVBE2IYNI 2ATY NI HIyKISINE
GLR2f eKSRNRY$E¢ 2F AyidSttAarAoAtAdes GKS ydzyo SN -
can never be taken as finite. One has to proceed by progressive, necessarily incomplete
saturation. (2002: 227)

Foucault approached the past by cugithe chains of historiographic causality, butdiso

acknowledgedhat by approaching specific objects and discourses as eteaitso totalising

account of their operation opracticecould betheorised. Similarly, by thinking about the act of

playing the FPS as an event, there entails a degraéichthe origins technicity, materiality

and economicsef the form need to be, if not discardethen put to one side in ordethat the

process of playing cebe elucidated on its own terms. Alike C 2 dzO lapgtoéck &

F2NBEINRdzy RAYy3 (GKS LXF@SNDa ReylrYAO YR &aay3adz | NJ

never be taken as a definitive or final statement.eventualsation of the FPS from its delirious

present, from its baffling accumulation of deep time, is the process of mapping its sensorial

conditions, butike an archaeologist who infers the shape of an amphora from a shard of its rim,

a fragment fromwhichto imagine the whole is alhat can be gasped.
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3.5An autoethnography othe FPS

In his work chartingpow Call of Duty 4aptivates the bodily and spatial skills of its player, James
Ash(2013)has undertakemesearch of FPS playarsnsisting okthnographic interviewse
coordinates with insights gained from his own experiences of playingahee. In relation to

expressing the wathe affectivity of the game produces a combination of intense physical

STFSOGa YR | f2aa 2F YSY2 NEtEe g@ngliSA BSEomBsd KQa LI NIi
fA1S | o0fdNW® L FSSt LIKearAOrtfte SEKFdAGSR F FGSNI I
2y XL Y STl 6A0GK Y2NB 2F | FSStAy3d GKFYy NBYSYOHS

A strength of the use of ethnographic interviews liethi@a way that it takes the contingency of

gKIG 'FNBRSGK OFffa (GKS 3IFYSQa dznakdjtadth WaSYA20A0 ¢
impressions ofhe experienceof playing The use of ethnographic methods the study of digital

media is by no means exclusieeresearch into videogames and their playesigh Pink et al.

SHAMcO KAIKEAITKGAYI (GKS K26 SOKYy23INILKASA 2F (K¢
LX I GF2N¥a Ay &KFLAY3 GKS aSyazNe SELISNASYyOS 27 (
24).Ethnographic techniques of observation and recording (through writing or by other means)

LINE ARS (GKS NBaASFNDKSNI gAGK | IfAYLAS Ayid2 oKI
Odzf GdzNB G2 GKS NBXaSINOKSNI lihe neteasir@corollarg il S KA T S
player perception and sensation to what otherwise might be reduced to a description of the

flow of images at sixty frames per second, thierview alsadistils this sequence into language,

rendering it accessible to a hermeneutic &rsis of the second order; gameplay translated into

a textin relation to which the researcher can maintain, or claim to maintain a distance or

neutrality. The reports of his participants essentially mediate between(dstside)and the

game(the inside) crystallising in written text as a form of evidence that also supplies a scholarly

distance andhppearancef objectivity.

laKQa INLGLAOES Aa GKS2NBGAOKtEte FYyR FyFrteaAaoltte
the affective relationship betwaethe FPS and the player but stops short of attempting to

O2yySOG GKA&A GKS2NRAl GA2Y AGK gKIFG GKAA W GGdzye
further explored in his monographhe Interface Envelog2015) Pink et al. note that one of the

key aims of digital ethnography lies in the desire not to simply elucidate a particular technology

FYR (GKS O2yRAGAZ2Ya AG ONARYy3Ia Ayid2 o0SAy3aI odzi K2«
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a20A1f &2 NWhiked @ Kan WSV K2 ® 2 artcdakehbw thelaffelttive? | O K

NEIAYS 2F GKS Ct{ O2yySOGa (G2 @I NAR2dza dzy RSNEG | yF
the meaning of this constitutiois demarcatedy the limits of the text itselfThe question

NIFAaSR o0& (KS | diiLIK ATONRAYY (! SINGARAS oS30 Kiya2 I K G G KS @A
make us sense more intensely, while losing our powers of recall might mean for Western

culture. It is precisely in making these linkages that this thesis will proceed.

To do this, the limits of tht# 2 dzil A A RSN LISNBELISOGAGS 2F GKS SiKy23l
target of the researclg i KS WA y a4 A R-§dne gyFteminée8 to hdfchabeSghd. In effect,

the cybernetic event of playing the game&n entanglement that challenges the very horizofs

internal body and external worlg needs to be written in its own voice, even if this means

translating a din of fractured and discordant utterances. Indeed, it is the tensions, surges of

sensation, moments of clarity and confusion | experienced whayimj the FPS that demanded

I undertake this thesis to gain some sense of what was happening. Adams, Jones and Ellis
OHAMPYMNUO KIF @S SYLKIaAaSR K2¢g Fdzi2SGKy23INI LK Az
NBLINB&ASYGIFGA2yQ | YR (st aVaiRYdtdfihe dofld vihikH thiey NB & ST NOK ¢
observe and, of course, the corollary that the world is also part of dsslmonograph

Biopolitical Screen®asiValiaho(2014: 33has written brief firstperson reports of playingall

of Duty: Modern Warfar8Q & Y dzf (i A LItwitreaSibld terdraspiél o his experience

can be tallied with a reading of the F&& neoliberalpparatus that producean anxious

player.| take this firstperson reporting of the FPS experience and | extend and intensify it,

taking an explicithautoethnographi@approach to reportinggameplay Even wher analyse the

graphic qualities of the HUD, | do so because these compositionally locked elements have

shakenme out of the apparent given or utilitarian nature of their appmace or operation. This

GrttAsSa gAGK ! RFyaz W2ySa |yR 9ftftAaQ AyaraaiuSyos

1 dzi2SGKYy 23N LIKEX2FFSNE ydzr yOSR O02YLX SEX | yR
lives, experiences, and relationships rather than general information about large groups
of peopk. (2015: 21)

The writers are, of course alluding to the generalising method @@ $of f S® RKZ QIRLI Ay S a
against the more singular insights of qualitative reseaRilt what is more important than

drawing out the stakes of a methodological contrasthow autoethnography particularises the
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general Y GSN¥& 2F (KS NBASI NOKSNDA La&EHIISNGteSy OS 6aS$S
her own workThe Autoethnographic hotingthat, WL 6 NA GS 6KSy GKS g2NI R Tl f
meaning | have construetl formyself is in danger of doing Qaited inAdams, Jones & Ellis

2015:39)!  Y2YSyid 2F NIHzLI dzNB Ay df kebexpeddcSprodliditeS N & dzy R
of a void, needsa be written to be understoodWhen | write about the commonplace artefacts

of the FPS interface, like the crosshairs or the fmap, | do so because what had seemed like a

simple, commorsense or instrumental element of the interface suddenly became an enigma to

me, a black box gdotential actions and sensations that demanded decoding.

Kathleen Stewart has suggested in the context of her own exploration of bereavement that

LISNE2Y Il oNRGAY3T Aa I 888 K200RSNA XWKHBA)I X EHD O A KD
The FPS & radically different context tthat being explored by Stewartowiever, she is

describing how writingancapture and reproduce the moment in which affects crystalise into

emotions and generalise into forms of conduct which act like a contaljitrereis a

particularisation of the general at stake in autoethnography, then, and by the same token, there

is a desire to chart how particularities spread and contaminate, if not generalise. With this

circulation of sensibilities in mind, it is worth notingwLahtiK & ' §G6SadSR (2 GKS WS
parallel and doubled movements in which players crane their necks for better views on objects

displayed on a twalimensional screen and jerk away from sources of da(2f@03: 163) as

evidence of the close circuif identification between the player and the gar(see also Crick

2010: 266, Swalwell 2008: 8Mhis kinesthetic mirroring is evidence of the blurrirfigubject;

objectrelationsi K G 2 00dzNJ Ay @ARS23FYS LXleéod fdzi GKS 062R
gestures; rather it is defined by its depth, its network of systems and organs that are also subject
tothevideog YS Q& | FFS O M@NNRAT (KdzSly §R2d S{RdzX2¢ (GKS RSSLJ
02Re& INB adAaydzZ I SR | yR da2ARodzf I (INBR 3 GMy2 yIXyA yW AIyKSES2 £
systemic adrenergic response, in which heart rate, blood pressutdeeathing rate are

increase® OHNAHY yTO® LAaA&AdzZSE 2F NBa2dzNOSa ' yR SELISNI
changes preclude the collection of such datal its analysis in the argument that follows.

However,my ownautoethnographiavriting seeks to elucidate the videogame as a phenomenon

by mapping its relationship with the perception and sensations experienced by the player offers

an alternative means® O LJidzNAy 3 GKS Il YSQa o062Re®
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By presaging my analysis wihtoethnographiadescriptions of gameplay, | hope to evoke, if

not fully capture, the actions eacreen, the psychological effects of my play and the affective

relationship between my body and tlgame.However, writing, even according to

Fdzi 2 SGKY23INI LIKAO | O02dzyias KIFa | N#oRaOGA SS | dz £ )
I aal dzZ G§Q 066p0) FhitosohlieBriamRatman has emphasised how the practice of

alphabetic inscription is pauctive of a disembodied subject violently separated from their

somatic gestural communicative potentials:

2NAGAY 3T WLZIQ LRAYGAY3I (G2 GKS aSt¥ Ay ogNARGAYy3T
writer and confronting theself with a virtual simul@ NXzY unéibbdied being

outside the confines of time and space operating as an invisible and unlocatable agency.

(Rotman: 2008: 7)

ThisSNBLINBaASyida Fy dzyLINPYAAaAYy3d o6l ara dalRry oKAOK (2
interception and managementoktS LJ I @ SNDa aSyasS 2F asSt¥sz Gl 1Ay3
effects and more abstract psychic impressions, like fright, for example. However, where Rotman
problematises the disembodiment that the formation of the written and writing subjected

produces, witing is also ineluctably the carrier or mirror upon which thisqass becomes

visibleL G A& GKA& 3IK2ail kiothevroneaKdiny GétlaCutstditheld G Sy WL Q
heart of the limitation ofautoethnographic writingand why it needs to be complimented with
aSSyAay3ate O2ydSaidAay3a Y2RSa 2F Fylrfearad ¢KS WLQ
disembodied authorial voice attempting to express the intensity of the perceptual and sensory
front line of the FP§atNdzS OKAf R 2F GKS 3JIFYSsE (2 LI NI LKNIas |
me; compromised by my own desires, politics and conceptual and discursive HUD on the game

and the world. | am no morall players or a true child of the game than | aoneof them.|

have provided a sample below:

Battlefield40 H n Mo O p / 2y 1lj dzS& (G Appl 208D 2 Ydzy R wl Af gl &8Q

5dz2NAy3 | 3FYS 2F . GGt SFASER nQa wO2yljdzSaiQ Y2RS
Railway, | found myself sprinting across a large hilly open space. There were no enemies or
202S0GA@GSa Ay araKaG | yRXZ T2 Nbotly sderhed SufficientkoS NR2 t f A y 3
capture and hold my attention. The frame stayed relatively steady for a few seconds, pointing

forward, rocking and wavéke, not aiming or scanning to acquire a target. A jet fighter piloted by
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another player friend or foe, | 8 dzf R ycaiced éac®olsst my vision, underscoring the great
scope of the map, and the extent to which my avatar had become marooned, separated from the
3K YSQa 202S8S00A0Sad L RARYQlUG 02GKSNJ G2 122Y FYyR A

When we writewe are being written by writing. When we play videogames we are being

WL F @ SRQ 6@ LI | @Ay 3d olautdethnogfapliic witingolvestisr G G KS NB O2 c
problem, from which there is no escapRather, the aim is to capture the coming into being of

the subject and to speculate on its character, or lack of. It is this entangled double enframing by
technology, (both by writing and the FPS) that this thesis, rather than trying to see beyond, must

in some sense become in the first instance. It is thestroicted and setO 2 y & 4 NHzOG Ay 3 WL Q 6
game and by writing thany writingcan reveal, nothing more, nothing less than a phantom of

the event. But, this confused, stimulated and discombobulated written spectre is perhaps an
AYAadZFTAOASY DJAPHAPSQURKSENIKICH I O2yaradAy3a a Ad R2:
And so, a contesting methodological strategy that takes those elements that are not semiotically

variable, such as the HUD, is required as a form of analytical anchorage

3.6 FPS as image

CAY20Ke / NAO]l KF& FNBdd:SR (KFGd StSYySyida 2F GKS Ct
functional information that the player uses to operate on the game space (rather than within it).
{AYAE NI G2 GKS LXFeSHNE ORNINRT RKREKEGARSESIBGEEEQI OF
extent to which ideas such as diegesis can be applied to the study of the HUD is questionable

because it situates the role that these images play as being in some sense detached from the

LX I @ SNR& FINRWA ZIWKB AINY R YY S NE A 2 yWhilehthiskhesis isceiirly I YSQa
involved inreporting theexperience anavent of the FPS as a predicate forpitsition that the

FPS is aapparatus of power, the extent to which processof subjectificatio become

intelligible is als@lependant upormapping the visible elements such as the HUBis means

that these elements are situateas anything but outside of the reality or fictional world of the

game.

GA O3S Wo2REQ

As | have been at pains to stress, the semid@idjsdzSy 0S ' yR I FFSO
Ky2t23A0FE Fyi

lt6lea Ay &2YS a8yasS dzyAaljdsSy I G890
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proceedsby writing these highly contingent and fleetirggnsoryflows and coordinating them

with the more fixed or consientSf SYSy G & 2 F {itHe Bnshroxgs which the! 5

3FYS A& SyO2dzyiSNBR® LYy [/ KFELWGSNInY L awlsSodzZ I GdS =
gestures are administered and influenced by the ineluctable graphical presence of the crosshairs

at the cente of the screen. Similarly, in Chapter 5, | turn to the amap as a means of making

sense of how the playegncountesand becomeS Y6 2 RASR gAGKAY (GKS 3ISYNBQa
maps. To understand the role that these elements play, they need to be subjectedaioalysis

that contextualises not only their role in producing the event of player action, but also in terms

of how their remediation by the FPS reconfigures their deeper historical values.

In his workStudies in Iconolog¥rwin Panofskgroposed a programmatic approach ttoe

interpretation of the image, which progressed through three stages of analysis: the basic

elements of composition, hothese elements coordinat® produce an iconographic subject,

and finally, the intrinsic meaningf the image arrived at via what the first two elements say

about the time and place of its production. It is this latter stage in which an iconological

meaning that exceeds the narrow context of the visible is opened to analysis. By way of an
example,Paa Fale oNRGSaAa (KS F2ft26Ay3a AyThaétr A2y K24
Supper

la tf2y3 +ta ¢S tAYAG 2dz2NASE @Sa G2 adldAay3a Gkl
group of thirteen men around a dinner table, and thkis group of men repremts the
Last Supper, we deal with the work of art as such, and we interpret its compositional
and iconographical features as its own properties or qualifications. But when we try to
dzy RSNARUGIYR AU Fa | R20dzySyid 22tondfhe yl NR2Qa LIS
Italian High Renaissance, or of a particular religious attitude, we deal with the work of
art as a symptom of something else which expresses itself in a countless variety of other
symptoms, and we interpret its compositional and iconograpHeaiures as a more
LI NI A Odzf F NAT SR SOARSYOS 2F (KAa wazyYSikiy3a $§
LT ¢S G1F11S GKS OSyaNrft StSYSyd 2F GKS 1/5 Fa |y
strategy of compositional, iconographical and iconological image analysisasbyst
concretising its form and composition. In a game sucBalsof Duty: Black Of2011), the
crosshairs are eentred clusteiof four lines arranged at right angles, which stop short of
interseding, not quite forming a cros$o far, this descrifn covers compositional

arrangement. The second iconographical stage of analysis extends this description of the image
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and its composition and coordinates it with its conventional features and meaning. In the case

of the crosshairs, we have a graphicalhedat that is at once denotive of the centre of the in

game camera and thus the reticule of an optic lens and the location of our aim, like the sights of

I ayALISNDRa al02L8d ¢Kdzas 020K (KS&fraatna@atda A2y a 27T
intelligible. And, of course, if we are to play the game with any efficacy, the graphical sign of the

crosshair needs to be understood by the player. Without this implicit understanding any act of

aiming would have no fixed point of reference on the screenwadld be rendered essentially

random.

Agraphtal element like the crosshais yy 24 6S NBIFIR Fa SOARSYOS 27F |y
personality.However, he idea that an element of the image has what Panofsky would call an

intrinsic meaning, signalling t@l £ dzS&4 2F | KA&AG2NAOIf Y2YSyid GKI G
deYLWiz2Y 2F a2YSGKAy3a StasSQr Aa |y AYLRNIFIyd 2yS
the crosshairs, its location in the image, its denotive meaning as the centre of bothghaenia

OFYSN} FyR GKS aArA3akda 2F GKS LIXlFeSNRa 6SILRyYy I a
to the image, we can start to think about what this process of centring, aiming and ultimately

firing might mean in a broader context. This would entddray into the role that centring has

LX @SR Ay LINBGA2dza AYIl 3S NBH&Na& Suppeioriedafplel K1 G 2 LIS
But this would only act to provide an insight into how the FPS alters these dynamics by

coordinating how the activityfaaiming and firing as facilitated by the crosshairs is legible within

our political and economic context.

It is at this moment that we reachthe liit?2 A y G 2F tl y2FaleQa YSGK2Rz2f 23
GARS23+YSE 06S0OFdzaS GKS 1!5 a I FAESR tSya Y2@S:
reactions.PreviouslyL. Y2 0SR |1 Iya .St OIAKSQARYIOZF OISEII WA ¥ & B NE Az
in the sense that, for Belting, the image is the product of a synthesis between the medium and

the bodyof the viewer (2011). This means that images cannot simply be approached as a series

of stable semiotic signs with equadiiable or intrinsic meanings, but are a kind of phantom that

must be activelyanimatedby human beings, giving them a ghostly life. Of course, this

immediately suggests that a literal manifestation of this animation of the image occurs in

videogames, whit are animated not only within the body but materialise externally in gesture.

If we think about the crosshairs as an element of an image that is anthropological in nature,
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then a certain kinetic charge is introduced in which the image begs and bait$atfer o

literally animate it in something akin to a process of supernatural possession.

Belting goes on to argue that approaching the image as anthropological means that notion of an
image as external and open to sober analysis becomes difficult beb&ugkea raises the issue

of control:

From the perspective of anthropology, we are not masters of our images, but rather in a
sense at their mercy: they colonize our bodies (our brains), so that even if it seems that
we are in charge of generating thermdaeven though society attempts unceasingly to
control them, it is in fact the images that are in control. (2011: 10)

This colonisation of the body by the power of the image is particularly germane the study of the
videogame because the image isnotsiénplF YA Y G SR Ay GKS 0N} AYy X 0 dzi
These gestures, rather than expressing only the symptom of this invasion, are also translated

into changes in the medium. On one level, an affirmative reading becomes available in the sense
that the image varies per its kinaesthetic animation by the player, perhaps resisting this
O2f2yAdaliAzyd ¢KS LXF@SNRa 3I3SaididzNBa OSNIFAyYyf @
image regimes could not. However, the fact that the animation of the imageuisieid both in

the body and on the screen is suggestive of a more fundamental and total colonisation. This is
because the apparatus intercepts and realises what was previously a province solely of the body
within a context of fully calculated possibilityhe dividing line between the apparatus and its
imageandthe body of the plagr is ever more ambiguous agarrent of colonisation passes

ceaselessly between each. In this situation, the player not only animates the image in their

body, but their body isnimated by the image and the form of this animation is mirrored in on

screen as the predicate for a new cycle of colonisation.

This intensive invasion and animation of the body and the issue of control that this situation
raises only intensifies in imp@nce when we consider the image as a kind of subject rather
than a semiotic sign. W. J. T Mitchellhagxe a4 G KS AYF3S o WLAOGdzNBQ

anthropomorphised and indestructible fetish object that is not only a sign or symbol of a

Ay

cutdzN5Qa ySSR& yR RSAANBAX o0dzi a GKS &dzo2SOUGAOA

GKFG GKS AYIF3IS Aaszx (G2 Ftt AyaSyida FyR Lldz2N1}2aSa
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organisms are best described as things that have desires (for éxaagpetites, needs,
RSYlIYyRaXZ RNAGSA0T GKSNBF2NBX (KS ljdSaidrzy 2F 6KI
11). This repositioning of images as not just vessels of desire, but as possessors of them,
represents a radical shift wherein images are no longer the object of interpretation but subjects
that need to beapproached via dialogue or negotiation. This raisdsvious methodological
jdzSatAaz2yay AT GKS AYlFI3IS Aa WIHEABSQS K2g R2

Q\
w
>
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picture? And if the power of an image is displaced to its own desires and expressed in its own

voice, how can we ensure that it spedaksus?

YSe KSNB Aa (0KS gl@& GKIG aAdOKStt asSSa 0KS FSihAac:
AyOdz2NI} 6fS a8YLIi2a2YQ 6aAliOKStt uwnnpY omM0Od ¢KS LA O
animated object with an ineluctable and indelible fetishistipexd that must be considered,

rather than remedied. This incurability suggests that Mitchell believes that this anthropological

aspect of the image is a facet of its ontology. This renders any methodological approach to

analysing pictures to be a form etéraction and negotiation with the constaof their

fetishistic desires

¢CKS ljdzSadAzy WgKIFG R2Sa GKS @ARS23IYS 6l yiKQ &S
framing the image as something with its own desires and needs. My intention is tdteeat
GARS23FYS a 0SAYy3 WIHEABSEIQ A KIFEGAy3a RSAANBaz )
the image is not only animated by the gestures of the player but that these gestures are legible

a4 NBalLkRyasSa (2 GKS 3 Y Supthe doSshakNdtaadeneniydnd (G KS LI |
fires, they are not only expressing a desire to score points that translates to ludic advantage, nor

I NB (KSeé 2yfeé SELINBaaiAydI I RSSLISNI RSAANB FT2NJ | 2
filling the crosshairsral centring the perspective on an enemy, the player can also be

understood as in some sense answering the visual desire inherent in that symbol. In asking

WgKIG R28&a GKS 1!'5 gl yiKQs (GKS yasgSNI Aa wiz2 o5«
however,it is the player that must respond to this desire, to realise it. In some sense, then,

GKSNBE A& | FTSSRolOl Ay GKS FTOGA@GAGE 2F Gl NBSGAY:
sights. The idea that the FPS player, rather than being active withaQ NI ¢ SR W3l YA O @A aA
DFfft2¢l & HnncO A& AyadSIFIRY aAYLI & NBALRYRAY3A i+

utopian readings of the form.
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Each time the player acts, thegspond to the desires of the image, giving it what it lacks: life.

¢CKS L Fe@SNRna fAGAy3I O2Nllza Aa 2y KFyR G2 Fdf FAE
intercepted by the technology of hardware and software, and translated into data and animated

on-screen. The videogame image is gliweperhaps, undeah the sensdhat it requires

KdzYl'y | OQGA2y G2 02YS Ayid2 o60SAy3aY | @FYLANRO (SOF
translates it into its own animu®r vitality. Taking the idea that we are beholden to an image

that demands our activity and it processes back itdavisual form raises the question of

whether the apparatus effects not a subjectification of the individual, but an imaging of the

subject.

¢F1AY3 tlhy2FaliéeQa LINRPANIYYFGAO | LILINRIFOK G2 St SY
speculating on how th life and desires of this image act aspar to player action takes my

autoethnographic writingand resites it as a reaction to the power of the image. But because |

always begin with thexperienceof the game, thinking of this event in terms of hovhits been

shaped offers a way of untangling and decoding it without predetermining its enaction. Taken

together, the experience and its more forensic analysis as an image aim to produce a portrait of

how the player is constituted and shaped by the gama dgnamic process, a play of

incitements and of power.

3.7 Mapping the FPS as a diagram

DAftSa 58tS8Sdd S SyRa KA& OKI LI SNJIFeucaulwi$hghe / I NI 2 3 NI L
GAGdzE I NJ ONAGAOIE GKS2NRAaGQa RSOfINXGAZ2Yy WL LY |
claiming here to be a creator of literal mapsrDeleuze, Foucault was a cartographer of power

in terms of its relations, rather than as a staldsource that can simply be hoarded and spent

here and there by stable hierarchies of authority. For Foucault, power is always the expression

of a relationship. It articulates a kind of imbalance that is always in play and structured by

certain abstract ad pervasive discursive and nébA 4 OdzNB A @S | NNI y3ISYSyda 2N
manifest per the particular desires of authority at a moment in histdhe diagram is not a

fAGSNIf 3INFLKAOFE Y2RStX y2NJ A& Al définitiaddzNBt & | 0 &

makes the relation with cartography explicit:
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The diagram is no longer an auditory or visual archive but a map, a cartography that is
coextensive with the whole social field. It is an abstract machine. It is defined by its
informal functions ad matter and in terms of form makes no distinction between
content and expression, a discursive formation and a-disoursive formation. It is a
machine that is almost blind and mute, even though it makes others see and speak.
(2006: 30)

The diagram egts when the formalised matter (like the prison) and its discourses (of reform)

interplay to produce an operation (punishment) whose aim is to shape the humans implicated

within it. Both the practice and the conduct that is the product of the diagrammégesuis,for

Deleuze, a micronanifestation of the operation and desires of power at the macro gtres is

what he means when he says that it is a cartography, which is coterminous with what he calls

WiKS gK2tS az20Alt ¥FA SdiRmduda fiteddrigand) dutyfhié prédiiction K 2 dzZa K X (

of a subject that acts, that moves forward in time, that brings the future into being.

When Foucault produced a cartography of the powered arrangement of vision, architecture and
02RASAa Ay WS HBdpfiéon inDBeipling And PLaigiR9I1) he mapped an

apparatus and its effects that functioned as evidence for the disciplinary production of the
normalised, docile and trained bodies required for industrial modernity. However, this method
was cartograhic in the sense that it sought to map not what was said about the prison at the
time of its rise to prominence, its stated intensions or simply analyse the various panoptic
blueprints commissioned by Bentham, which are certainly lileg Rather, Foucautiotes of

his method inDiscipline and Punighat:

GKS GFNBSG 2F Ftylteara ol ayQi piadtigeswith G dzi A 2y &z
the aim of grasping the conditions that make these acceptable at a given moment: the
hypothesis being thathese types of practice are not just governed by institutions,
LNBEAONANOSR 6@ ARS2ft23ASaxX 3dzARSR o6& LINI 3IYLF GA
their own specific regularities, logic, strategy, smlfdence and reason. (2002: 225)

For Foucalt, by Y I LILJA Y3 . Sy i KI Y&rturytptison3efoBrbattkid tér@s/ofithe

discourse of justice and as a ndiscursive architecture and its flows of visual power, the social

field of the West in thenineteenthcentury¢ the disciplinary societg was bought into being in

terms of mapping and in some sense reimagining what was actually done. Such an arrangement

of powerrelations, thedisciplinary force of vision and its effects on the body needed a
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relationship with much larger cultural, economic and political forces.

5Sf SdzZd S LISNKILA SyOl LjadzA iSa GKS SaaSydalffe WAy
0S40 6KSY RSAONAOGAY B WRY ZIEA OA & K 2 ld@pos# 8y 3 Af A B3 § Q
particular conduct on a particular human multipliéy 6 5 St SdzZl S wnncY Hy wKA& S
without being seen can be taken as a given by analysing the discursive adioorsive

matter of the panopticonHowever, the effects of this arrangement as the practice of shaping

YR NBRdzOAY3I sKIG 58t8dd S§ GSN¥a WI LI NI AOdzA | NI K

kind of creative reimagining or mapping of the situation itself.

What follows is an attempib produce a cartography of the FPS as an apparatus or diagram to

capture the kind of subject that it produces or subjectifies with a view to suggesting thaat

reveal the character of ourec8nY A O ' Yy R LI f A (i A Olbbdy M&iMgShfolilgp ¢ KS LI | ¢
space and time is the carrier of the apparats@e SFFSOGa Ayidi2 (GKS 6ARSNI 62N
modes of conduct spread like a contagion. To rework the quote above, we might similarly say

that the diagrammatic power of the FPS is not to shoot the eneiittyout being shot, but to

impose a form of conduct on the multiplicity of the player. However, | do not view the FPS as a
RAAOALIE AY I NE FLILJI NI Gdzda GKF{G WAYLIRaSaQ o6& NBEO2 dzNE
or authority. Rather, | approach tHePS as a diagram that affectively incites a form of self

defensive conduct, where power operates at one remove from the subject. However, it is also

true that the practice of playing the FPS, is one that exceeds the narrowness of ludic, narrative

or spatal discourses on the videogame, just as the power of the panopticon exceeded the

discourse of reform.

Theidea that producing a cartography of the forces operating witlimpparatus can provide

an insight or glimpse of a diagram that is the watermark of Y 2 Y Sy (i Q Ametldadithati A Oa A a |
I apply to the FRS$ engage in the practice of playing the FPS and seek to map the unfolding and

often chaotic @perience of playing the game via autoethnographic accouitt®n attempt to

come to terms with and rehthis complex screebased and embodied event in terms of the

interplay between the player and the ineluctable and desiring elements of the image, such as

the HUD, which have largely been ignored by existing literature, or characterised as operating
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takes neither the apparently se§ A RSy (i Ll2aAiAidAz2y GKIG GKS Ct{ Aa
around the form (critical or otherwise) as determining statements on igefice. Rather, | seek

to map influential aspects of the image that have otherwise appeared marginal and their effects

on the player, such as the crosshairs that sit in the centre of the screen as incitements to certain
forms of conduct. But perhaps moreucially, unlike almost all the literature on the FPS mapped

in the previous chapter, | retrospectively write accounts of the process of playing and speculate

on its meaning. In other wordsmap the FPS as a diagram wheoatent and expression enter

az2yS 2F AYRAAUGAYOUA2yd ¢KA&A A& ¢6KSNB | RIFLIWGAYS3
anthropological by charting how its power takes hold of the body and its gestures means that

the image becomes the very locus of power and the articulation oéigtions. In other words,

the image taking in player and game stops being a sign to be read, but becomes commensurate

with the diagram itself.

3.8Conclusion

My methodological approach in this thesis that, at its most lofty, attempts to map the practice
and event of the FPS as a diagram of neoliberal governmentality is an often lowly and impure
mongrel that takes two seemingly irreconcilable approaches and seeks to put them to work for
its benefit. By claiming the primacy of the videogame as an evanknowledge its semiotic
unigueness, its entanglement with the body of the player. But given the limitations of the
written word, this event and itauthoethnographiexhumation from the beguiling deep time of

the present only makes it onto the page ineeply compromised form; a universal player and

o

'y AYRAGARAZ & 020K AYGNAyarOltte O28EA&G Ay G(GKS

In a kind of methodological multipleersonality disorder, | turn to the analysistb& image for

acounterbalancel & OK2f I NI & WLQ 22Aya (GUKS YSUK2R2t23IAO0!I
AYLRNIFYyOS 2F GKS 8$t8YyS8yida 2F GKS Ct{ GKFG FNBYy(

subjecting them to an iconographic and iconological analysis ushers us back into thefrealm

the tangible, even if these elements are approached as colonisingvantbn subjectsin their

own right If acknowledging the uniqueness of the event of the FPS is a necessity, then so too is

SYLKI aAaAay3d GKz2asS StSySyida GKFdG I NByQdG dzyAaldzS
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capturing the commonalities of player action. This does not mean that tlgeilsinis made
general in any more profound a way than the diagram itself operates to take human
multiplicities and administer them into a moad conduct. However, the test of this
methodology or dialectic of methodologies lies not in its justificatiomgs proclamations of
superiority, or its apologies for its omissions and its embellishments. Rather, in its efficacy

during the analysis of this thesis itself upon which the next three chapters will stand or fall.
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The Immune Image

4 .0Introduction

While up to a certain point human beings projected themselves into the world, and then

Ffa2 Ayid2 (GKS dzyAGSNASS y2¢6 AlG Aa (GKS 62NIRX A
form that eliminates the separation between inside and outside, front and baurface and

depth: no longer content merely to besiege us from the outside, technigue has now taken

up residence in our very limbs.

(Esposito 2011: 147)

¢tKA&d OKIFLIISNI OKIFNIlla GKS LXIFeSNRa NBIFIOGA2Yy (G2 KE
I Ol A @Gall df Pufif@richisecolonises the bodgnd isexpressed in the gestural

movements of the firsperson perspective. | see these gestures as an immune reaction to the

Ct{Qa aedaidaSyl a0 ,niNBuBgdrDaldeiyectidyidifedt whicls rEndesithe &

player anobjectlike subject, aimmune image Giorgio Agamben has conceptualised gesture

as the locus wére the infection of the bodpy political technologies is exteriorised (2007: 150).

Thisideais echoed by Pasi}aho inhis mapping of the gestures and bodily politics of early

cinema (2010). The characterisation of gesture in each of these woekpessingil KS 02 Ré Qa
modulation by power and specifically by moving image techna®ggken up in this chapter at
appliedtothe FP® | vyt A1 S (GKS OAYSYIQa NBfFGA2YAaKALI 6A0K
LX F @ SNR& 3SaGdzNBa GAaAirof ST YANNBNAY3A GKSY Ay Y2¢
O2NLIR2 NBI f | aadStieict 8WR& KBG Cli 2 Q_ay I (2087 6Bdgai oA G K | =
that the gestural nature of the cinema is restorative and open rather than deathly and fixing. A

large part of this chapter is concerned with whether the FPS articulates a crisis in gesture and

the contamination of the subject by power, bithe genre can be understood as being
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lacking in political ends.

As an extension of the corporeal nature of this appeal to the history and concepts of gesture,

the following pages reconceptualisef SE y RS NJ D | itlef that theéFPS3produses a ¢ 0

W3 YAQG AA&Ad2HYIB a0 | Y2NB GFOGAES FyR @dzZ ySNIof S
O2yaltAldzia@dS 2F (GKS LI I &S NEBpicinteghaygd. | ®dFottda Sg > 0 dzi
I of AYR S@&S G2 (KS @gAradat StSySyda 2F GKS Ct{xz
player as one where senses are always embodied and defined by their interrelations. Unlike

Galloway, | do not understand tltorporeal exchange with the FPS as achieving a closer

approximation of human vision or embodiment (Galloway 2006: 65), also echoed in Timothy

/ NAO1Qa O2yOSLiidzZft AalriAzy 2DSYKSRAOt PARSHEIQS O i & &
Rather, lapprosd€¢ (G KS LJ I @ SNR& LISNBRLISOGAGS a | aSyaAridras
by aesthetic values alluding to the monocular vision of the camera, renaissance perspective and

the cinematic frame. This aestheticised skin mirrors, but also shapes gestdrésthn locus of

GKS LIXIFesSNna GdFrO0GAtS O02yialr OO0 FYR ARSYUGAFAOLIGAZY

The intercepted, translated and mediated nervous gestures of the player are mapped in the

following pages as a twofold attempt to align the envelope of identification repteskby the

ALYAO &1AY 2F (GKS 1!5 gAGK GKS SEGSNA2NI 2F (KS =
67) and threatening (Morris 2002: 82) spaces. In the first part of mlysisal take ainat the

gesture of aiming and firing his gesture is copptualised as an infection into the body of the

player of compositional regimes of centring and an attempt at the rationalisation of space,

which is productively coordinated with the values of regimes of calculated single point

perspective firstdeveloped y G KS LGOGFE ALY wSYylFAdalyOSe® L GKSy O
OF L) OAGEe G2 &aKIFILS GKS LXFeSNRa 3I3SaddzaNBa | yR | FF
skin and the borders of the screen space. | speculate on the effects upon the player when the

off-screen space mutates from its Deleuzian conceptualisation as an opening to the virtual

operation of the frame developed i@inema o become a menacing presence that must be

YSGi sAGK I NBaLkRyasS o6& GKS LiIFasSNnRa | O0GAaAz2yad
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The purpose of this chapté nd simply to map the FPS and its affective interchange with the
player as in recent work by James Ash (2013), but to understand it as an apparatus of neoliberal
governmentality that operates by crystalising the player as an individual subject, which then

ensures their activity by fostering insecurity. | situate my analysis ofi¢iséuralgamic skin

GAGKAY w20SNIi2 9aLRaArid20a O2yOSLI 2F o6A2L2tAdGAOL

systems to enact a double negation that defines the boegativelyin relation to its exterior
(see Esposito 2011: 179)he immunitary body that ultimately negates itself in an excessive
protective response is understood as the product of a neolibdisgdositifthat administers the
individual via the expression of theiwa liberty framed as a right to sepirotection. This
immune reaction is leveraged to make the subject react in predictablegdetdhsive ways in a
context where competition and insecurity are actively fostered to produce economic activity

(Foucault 2008Lazzarato 2009)

, S0 6KSNB 9alLkRariaz2Qa AYyUuSNIINBGAGS OFiS3z2Ne
scaleofnatofd G Sa yR GKS YAONR&AO2LIAO LINRPOS&asSa

argues that immunity is also visible as a gestaral aesthetiphenonenon. | ask whether this

O2YYAy3tAy3d 27F (KS -ptaiedtiv’e §estidés adBhe iDaga e FPER a St T

apparatus is evidence of the way the individual subject is defended, desubjectified and
ultimately negated in the neoliberal worltHowever,an answer to this question will be

provisional, as this chapter charts the shocked and disoriented player who first picks up the
game pad and takes the plunge intol £ f  2c@rpoBedkénd ¥siial regime: not a forward
thinking player, butone cutaditic Ay (0 KS O dzNNE \stiean2 Fhis GoiitfastsCt { Qa

with considering the habituated FPS player as an anticipatory figure, apreddct of the

2T A

2F 01

I FF €

YSRADZYQAa 2LISNI GAy3 yS8OSaarirsds 4 RSEAONAROSR Ay

concerpualise a totalising character to the activity of playing the FPS, described within Alexander
DFfft2gl&8Qa O2yOSLII 2F 3IFLYAO GA&A2Y OHANCULOD
the affective power of the game mind, James Ash has noted thBbr beginners, the game is

saturated with an atmosphere ofunea® O HA.MOY n MU

The unhabituated player is a body on the verge of being shocked by the game because they
KF@gS &Sa G2 S az2YlFLGAOLfte YR |yl {lgséem®©l t f &

0
Ot SFNJ GKIFG GKS y2@A0S LXIFeSNna AyaSoOdaNhAide Aa
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them by suprise. InBeyond the Pleasure Principkgeud isolates shock or fright from other

NBalLlyasSa (G2 RIY3ISNE | MEgik ty fhe stat€ b fersoh QatnBK G X A & (0 K ¢
when he has run into danger without being prepared foltiemphasises the factor of surpri@e

(2010 [1922]: 12; emphasis addet.this chapter, | align fright with affect. It is less a qualified

emotion than itis an intensity, represeable only in twitches, and tigsee Massumi 2002: 28)

' YRSNEGFYRAY3I K2g GKS LI F&@SNRa FOGA2ya | NS RNA G
frightened and attempting to decode the untidy and spasmodic image that results fisstngim

in the pages that follow. From there, the analysis becomes a matter of conceptualising how

these gestures can be read as evidence of a diagrammatic operation (see Deleuze 2006) that is

consistent with the entire social field of the West.

4.1 Gedure in crisis and the twitch shooter

Game Log 4
Call of Duty: Black O2010) | team deathmatch lNuketowrQQ January 2012

My thumbs press against two analogue sticks, one controlling a strafing movement across the

ground, the other the look of # perspective independent of the travel of my virtual body. | hit

the shoulder button and run, the perspective swaying with each pace, but also twitching from

sideto-Aa ARS a L IGdSYLW G2 t20FGS SySye LXIFe@SNaB f dzNJ
with flicksof the right analogue stick. But soon, this attempt to survey my surroundings starts to

bear on the travel of my avatar, the visual jerks of mgéme look confuseny supposedly

independent trajectory through space.

| stop and the seasick widrresolves into something more stable. But | realise that | have drifted

Ayidz2 GKS YILQa OSyidNBs vYe YvY20SySyidia RATTASR 6KIFGS
perspective now presses against the jaundiced surface of a school bus, uselessly framing the

pixelaed texture of its bodywork. The rest of the map and enemy players are out ofgight

behind me, beyond me, elsewhere on the map.

| catch myself physically leaning back as | twist the perspective to the right, searching for a target,
dragging the frame Reagain, it flinches about as my hands mangle the controller. This chaotic
survey takes in an enemy rounding a nearby abandoned car and | pull the crosshairs toward

them, firing wildly. But the gesture goes astray, overshooting and builette skywardg the
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horizon pitches and rolls. Again, | feel my body tense and move on my sofa as if these
movements might translatéo the screen. Yanking the perspective back into line, | overcorrect.
Now thecameratips towards the floor, all the while zzagging vih the right stick, trying to
centre on my target. My ammunition runs empty, spent and useless. | am finally spotted and
shot, the perspective convulsing with the impacts, but within a safeppogrammed range,

nothing like the jerking, tipping and twitalg attempts to centre the crosshairs on my enemy.

Despite the importance of aesthetic elements such as the idea of the frame and the particularity
of the HUD to this chapter, the movements of the fipgtrson perspective on X, Y andxes
withinthegan Qa Ydzf GALIX | @ SNJ YI LJ& | NB cyheylackide RSNRG22 R | :

FdziK2NAGe 2F | OAYSYFGAO IdziSdzNX®» !'&a | ISYNB f 2y:
/' FYLIF YIENR wHnnmE OAGSR AYy Wdzdzf wHnnpY actvily SYLIKE &A 2
OLyQi 68 FLILINEBIFOKSR & I F2N¥ 2F OA&dA2Yy LINBRAOI (

capacities of the gaze that characterise psychoanalytic models of cinematic spectatorship (see

Baudry 1974, Metz 1982, Mulvey 1975). The videogame ifvdlv 1 KS 02 R&Qa | FFSOUGA D
ASYarGAQ@AGASEAsY AyaldaaradAay3a OKFry3aSa G RAFFSNBy
movements into the screen space. | understand the twitches of theg#sion perspective as

02RAf & 3ISaddNBaz réaionsdil with theNdtBnique fShe baime éntd t& &

screen.

Discussions about gesture in videogame studies have tended to focus on the practical challenges
NEflGAy3 (G2 GKS OFLIGdZNBE FyR GNIyatlrdAazy 2F AydaS)
screen without the intermediary of a device like the PlayStatda 5dzZt £ { K201 3+ YS LI
Chang and Jun@004: 1701). Gordon Calleja (2011: 63) has suggested splitting game control

into the realms of thesymboli¢ where there is no mimetic relationshipS i 6 SSy G KS LJX I & SNI
input in the onscreen action, and theymbiotic where gestures are captured anthpped into

the game spacedry | @ GF NX» ¢KAa GKSaAaa LI NIEfSta wkrySa !
of the presence of the control device, vigames are involved in the reorganisation and

OF LIidzNB 2F GKS LXFeSNna 3SaddNBaod . dzi gKIFdG SELF O

Adam Kendon has approached gesture in specifically linguistic and consciously applied terms as
Y208YSyia (KIG WSYyYR®BS RWI I dBZQISNIINtAN2 wlotd | SNB |

characterised as fundamentally linguistic and intentional, a carnal expression subordinate to the
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spoken word. However, Shaun Gallagher has stressed that the relationship between bodily
movement and conscious de@n making is by no means a straightforward case of the brain
consciously directing the limbs (2006: 3). This means that gesture cannot be totally
characterised as a simple accessory to language or conscious thought. If the gestures of the
unhabituatedCall of Dutyplayer are utterances as Kendon suggests, then the drunken and
chaotic drifts and surges of the-thl YS OF YSN} RSaONAROGSR Ay Yeé 3AlYS f
GdzNyazQ o0dzi akK2dziazr aKNAS{a FyR (A

DA2NHBAZ2 ! 3 YoSyQa S i03)lsuggestbtitaiiaLrsis @& gathaidgyinibdehlys Q 0 H N
movement and gesture in the late nineteenth century was symptomatic of the way modernity

colonised the corpus with regimes of control. For Agamben, the process of the imposition of

gestural docility by theconomic, technological and political desires of industrial modernity
NELINBaASyida +y Ay@laizy 2F (KS o02ReQa Y20SYSyiao
indeterminate and open form of corporeal expression to one that exists only within the confines

of language and lawrfomo®) @ . dzi GKA & LINRPOSaa 2F GKS o2ReQa Ol
without its imperfections, and Agamben describes how it had the effect not only of governing

the body, but also of reducing it to a kind of twitching and lunging automatolleii

A8YRNBYSa tA1S ¢2d2NBdiGSQay

The patient is incapable of either beginnings or fully enacting the most simple gestures;
if he or she manages to initiate a movement, it is interrupted and sent awry by
uncontrollable jerkings and shudderings wherehyscles seem to dance (chorea) quite
independently of any motor purpose. (2007: 150)

CKA&d A& | RSAONARLIIAZ2Y 2F WL 3ISYSNIfA&ASR OF G &aiNZ
is describing a pathological symptom of what Foucault considered tleshbtd of modernity

that moment when political power sought to discipline the body of the individual (1991) and

invest itself biopolitically in populations as a means of control for the benefit of a healthy and

growing national corpus (1998: 18P40). Tle loss of gestural coherence described above comes

to signify a more general move where corporeal life becomes a cypher for the individual subject

in the nineteenth century because the regulation of the body and its gestures becomes a matter

for external wlitical administration. While Agamben characterises the specificity of the
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cancelling of gesture in modernity as a general effect or trend, the role played by apparatuses in

effecting this crisis of corporeal control remains somewhat ambiguous.

In his mmographMapping the Mowvig Image: Gesture, Thought and CinernraaC190Q Pasi

Vljiaho (2010) produces an archaeology of the cinema as an apparatus or locus of the

modulation of gesture noted by Agambert}iho excavates the bodily movements that the

cinematograph both captured on screen and produced in the spectator as evidence of the wider

process through which modernity appropriated and sought to train human gestures. For

Vljiaho, cinematic gestures make visible and legible the reorganisation @ity that the

cinema generates within modernity. As in Agam@egssay, Miaho reads the gestures of the

bodies captured and projected onto the screen at the birth of the cinema as articulating a

Wo2RAE & ONRAAA |G GISTheDdudIs a shasmod@nBriahbddii @ Q O H A M)
and image and thus a certain spasm in the pedagogy of modernity as a rational project can also

be observed.

Rather than being understood as the epdint of the mediun® relationship with the body,

\I-fiaho@ monograjh maps the trauma of a new apparatus being brought to bear on humanity

at a moment in history parallel to the shocked denizen of the modern city described by Walter
.8Sye2FYAY AY Why {2YS az2(ATa Ay .|l dRStERGANBQ 6 mMddc
cuts across its history, but the specific character of its relationship with the body is context
ALISOATAOD {GSOSY {KIPBANR KIFId RSaAONAROSR K2g (KS (
o0& | Tt dzE (POF3: 32)Bayf exdeddedsghstraction into meaning. The somatic

power of the cinema remains a key element of its theorisation and experience (see also Marks

2000, Barker 2009, Elsaesser and Hagener 2010).

VI{iaho@ suggestion that the gestural nature of the cinema in its easlpty represented a

ONRAAA LRAYG Ay K2g GKS o02R& I NIAOdA 153 K26 y2¢
in the early nineteenth centurg a reaction to what Tom Gunning has described as the shock of

Wiy dzyo St ASOlI ot S Ok a8y WhetieNhe Yainpaah\ely dodile2oy Q O H N g
standardised gestures (if not bodies) of contemporary cinema in comparison to those fleeing the

Grand Cafén Paris in 1896 are evidence of the successful training of the spectator by the

cinema after one hundrednd twenty years of habituation is an important question, albeit one
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beyond the scope of this study. The connection betwekjielo@ work and the current
jdzSaiGA2y 2F 6KSOGKSNI GKS Ct{ FLLI NIGdza Saidl of Aaks:

lies in its characterisation as evidence of the shock of the new.

The gestural crisis evoked in Agam@etiescription of the body in modernity and its cinematic

counterpart mapped by Miaho are echoed in the titkke or reflexive movements of the FPS
perdJSOGABPS RSAONAROSR Ay GKS 3IFYS €23 (GKIFIaG 2LISySR
are sent askew, scrambled, like the individual subject who is unable to exercise motor control

and exists as a corpus where the connection between initiated mowésrend their

I Qldzr t Aar A2y Aa TFNI OG dgNB Rrehing énPathedc bodyShet & Y | y dzi €
confuses its movements in the actual for those on screen and the movements of theefissin

perspectivec are ruptured, drunken. This discombobiila 2y 2 F GKS LI I @ SNDRa O2NL
syndrome that arises from the body itself but a symptom of the moment that the technique of

the game is brought to bear on the player. While this represents a corporeal relationship

between the player and the FPS, thlf OG dzNAy 3 2F GKS y2@0A0S LI I @ SNRA
reading concerning embodiment in terms of its relationship to both an ownership of the body

and the idea of agency (Gregersen and Grodal 2009: 67).

I do not make this linkage to argue that the bodidlifics of modernity or early cinema are in

some sense being revived or replayed by the FPS. The body of the nineteenth century is unique

to its political, technological and medialogical contésde Foucault 1991, Crary 199Rowever,

the resonance betwen the playe® stunted and fragmented gestures, those of Agan®en

Hatientand \Hiaho@ cinematic corporeal nervousnesthat fragmented, dancing, rupture of

the bridge between purpose and actigrare suggestive of another point of historical change

g2dzf R tA1S G2 I NBdzS GKIFIG GKS Ct{ LXIF&SNRa 3ISaiadz
related to broader changes in its economic and political systems. The specificity of how the

LX F @ SNR& 3Sa0GdzNBa& | NB Ay Oiniih$ Rhaptey aR beingl@oselyK S& F NI O
related to wider changes occurring in Western biopolitics, an immunitary behaviour that

compliments neoliberal regimes of governmentality.

4.1.2 Gesturerecuperated?
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that takes the body for its own ends becomes visible. But gesture also takes up a broader

significance in the characterisation of the cinema as an indeterminate gestural medium. In this

way, the crisis of gesture in rdernity produces an attempt to recover what was quite literally

WAf ALILMAY 3 GKNRdAZAK Ada FAYISNAQ 6! 3LYOSY HANTY My
WISAaGdNE NI GKSNJ GKFY AYIF3IS Aa GKS OAYySYLFLGAO St SH
postion that the cinema has an emancipatory virtuality that always interfaces with the body of

the spectator, Agamben argues that gesture is reinstated in the totality of the moving picture.

This reading of the cinema as a gestural medium rather than a sequ# fixed images leads to

its characterisation as a means lacking in fixed politicised ends, an essentially bodily rather than

a linguistic medium (see Metz 1974). Therefore, in this reading, gesture has a kind of double

aspect. Itisunderstoodas a¥yJi 2 Y 2F o02RAf & ONRAAA Ay Y2RSNyAde
as a plastic and mobile mode of eclipsing determinate expressions (particularly those imposed

by language and the law upon the body) that is revived by the cinema. For Agamben, the state

ofi KS 2LISYy YR O2NLR2NBFf ylFIddz2NB 2F 3Saiddz2NBE A& | ]

power.

This abstraction of gesture from the body to the operation of the image raises the question of
whether the FPS is gestural in this broader philosophigaeser is simply a mirror of a

corporeal crisig evidence of new political and technological contaminations mapping the

L F @ SNR& o02Re&é®d .dzi 6SOFdzaS 6S INB RSIFfAYy3a gAGK |
the videogame that is fully calculatethe broader and more significant point that Agamben

makes about the gesturality of the cinema as an opening to the indeterminate and an escape

from nomosalso needs to be coordinated with the FPS. This suggests not only that a rupture in

0KS 0 2 RoadRip to &lilhdrity bekomes visible when the image twitches and jerks, blurs

and convulses, but that the gestural quality of the dominant visual form of the twentieth

OSylddzZNE A& RSOA&AAQOStE OKFffSyaSR oe-firatyS 2F GKS

™S

century, topping ten billion dollars in sales (Poeter 2014).

It is with the possibility of an affirmative relationship between media technology and gestures in
mind that | turn to recent work by Brian Rotman (2008). Where Agamben and Valiaho ahart th
02Re@Qa alLlavya Ay GKS yAySiSSyidkK FyR SINIe& (Gd6Syi’
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written alphabet as an enduring form of mediation that has limited and enclosed gesture and

the body and its potentials. The alphabet is framed as a technology ¢6r&® 6 A G K WA Y L2 &A Y
[sic] own medialogical needs on the body, from the evident perceptual and cognitive skills

required to read and write to the invisible, neurological transformations which it induces to

Fdzy OlA2yQ 6w20YLly H ol thewypestan bddy dsk figir& iSvolgedit 6 £ A & K
being inscribed by and inscribing written phonemes, Rotman asks whether we are capable of
SOfALAAYA Yy FELKFIOSG GKFdG WSEAYAYylLGSa +Et | yR |
(Rotman 2008:25).Iny | f Y2&a(d 2L aArAdS OKIFNIOGSNRAIGAZY 27F
mapped by Véliaho, Rotman positions the emergence of digital technology as a possible means

2F NBYSReAy3dI (KS NBRdzOGAZY Ay (KS 062REQ& SELINBA:
to technologies of motion capture used primarily in recording and simulating bodily movement

AY ©@ARS2 3JlYSaz adzOK FleAraadchiseinf fdotayl sihufationsi1SeNI G A 2y a 2
2017) and in the animation of CGl charactersinthecinénfa,] S 2 SiG I Qa D2t f dzy Ay t
WI O #@he yofdldf the Ring2001c2003) movies.

For Rotman (2008:47) the potential for this technology to capture complex gestures and make

them visible suggests that motion capture could form the basis of a new commivmricat

medium from which an expressive gestural language might spring forth. The digital in this case is

framed as a technology capable of recouping gesture much in the same way as silent cinema

described by Agamben (2007: 152). However, where Agamben (B3X)&ées the cinema as

gestural in the abstract sense that it escapes conceptualisations of the image as a calcified and

fixed object, Rotman understands motion capture in the much more straightforward sense that
3SaGdNBa Oty 0S NBEOZARBRIYIYR MWDl LNBINBERRQY 380G KS A
3SaGdz2NBE o0& GKS AYIF3IS gKAES ! I YOSY dzyGaSNR G yR&A (
'y Sa0kLS TNRY NBLNBaSydlGA2yd ¢KS OF LWGdzNB 2F 3¢
be gestural in the sese that it eclipses rationalisation and fixing are opposite moves in relation

to the body. This raises the question of whether the FPS which intercepts and captures the

LX 8 SNDR&a 3ISaidNBa NBLNBaSyia I RSGSNNAYLFGA2Y 27

4.1.3Gesture imageimage gesture
la GKS LI IFeSNR& YIlydzZt 3S&80d2NB& oNBIF| 2yi2 (GKS &

S
Ct{Qa LISNBRLISOGIADGS: 6S Oy 06S83Ay G2 3ALAY || F22(K:

112



as a form of digitally mediatedeXidS & a A2y 2F GKS LI F@SNR&a o62Reéd w2 i)
digital technology as enabling the immanent capture and feedback of complex gestures is

important for my work. However, this expressive quality, while arguably present in the tics and

jerks of the FPBerspective, does not lend itself to a reading of the body in the process of

restoration from the reductive imposition of language or political authority. Rather, when

considering the critical reading of the effects of new forms of mediation upon gesture

+NfAFK2Qa 62N X (GKS dzy Kl oAdGdzr SR L I @SNRa 3ISaidz

OF £ Odzf F i SR NBLINBaSyidliAaAz2y aSSY Y2NB SOARSYUGAlf 3
nomos2 ¥ Y2@SYSyid FNB YILIWISR 2yiG2 GKS LI F&SNRa 02Nl
Thepossibility that the distinction between gesture and the image is hegated when the frame

FYR (GKS LXFeSNRna Y20SySyiaa Oz2ye2Ay FNARaSa Ay (K7
GSNX¥a GKS WKAAG2NRAOIE O2yailA tugzislatngmetWhei@KS &Sy aS:

vision was captured and disciplined in such a way as to abstract it from the body of the
Y20a®NBENR O2f2yAaliAzy 2F GKS aSyasSa oeé L} gSNI !
of a transcendent foundation for visi€¥1992:24). This fracture of the clear separation

0SG6SSy G(GKS &adzoa2aSOiQa aSyaSa IyR (KS 202SO0ATeA)
represents a lasting confusion of subjembject relations. While a similar mingling of the subject

and the IPS apparatus is clearly at work when we play a rouridifof Duty: Black Opthe key

difference here is that this disruption of the delineation between the interior and exterior is not

only generated, but realised the by movement of thegaame cameravhich is also pictorial

frame.

Thisisa moment where life expresses itself within the boundaries of representation. Thus, the

FPS image becomes a subject and the subject becomes an FPS image. A new suite of gestures

GKIFG SEOSSR Iy e ionnfbeiind rvdakestobdied 15 belparttfl€sh afid péart

imageL 0 | LILISI NBE GKFG GKS LI FeSNna FoAaftAade G2 O2Y06 4
frame to produce a kind of imagedzo 2SOl 3IAPSa ONBRSYOS (2 +£NfAl K2

isonlyt &St SOGSR SEGSNAZ2NE yR (KS SEGSNA2NE | LINRZ2

(s}

is only a selected image, and the image is only a projected body.
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However, if we see a crisis of the gestural sphere in the FPS, it is not simply a reptagridish

of gesturality of the nineteenth century Western bourgeoisie that Agamben identifies and that

\VI-fiaho explores in relation to early cinema. Rather, | would like to propose that what we are

seeing is instead a doubling of crisis in the body ofpllager and the gesturality of the

aesthetics of the moving image. The capacity for the FPS to capture and translate the image

into a gestural form within its regime of calculation (and vice versa) suggests a rupture in

'3 YoSyQa (KS A R%dsthdids taii beaddoiby gesturaYih aphilosophical

aSyaSeo ¢KA& NIAasSa (GKS ljdSadrzy 2F 6KSGKSNI G§KS 2
imagine and augment the image virtually is in some sense confined or limited by the FPS. To

answerth & ljdzSadA2ys Fy Fyrfeara 2F GKS L)X IF&aSNRa 3S:
GKS ct{Qa [SaikKSGAO AyTFtdsSyoOSa (GKSY Aa NBI dza NBRc

4.2 Stuck on the surface/invading the depths: alienation and immersion

Game Log 2
Call of Duty: Black O2010) | TeamDeathmatch | W.M.D | January 2012

| car@stay still. Being still means waiting here in the open. | flick the frame left and right,

directions lacking a sense of direction.

| turn left along a pathway between two buildings close to my spawn poitfieisouth east of
the map and align my crosshairs with my forward movement. Centred, | hope to cover all
doorways to the right and left, but the horizon keeps expanding with every step forward.

Everything is unfamiliar, dead ends, killing grounds areralto me.

Sprinting, asifty F2ff26Ay3 ONRPaaKFANBR LQff yS@GSNI OFi0OKI L
for the relative safety of a smaller space. | twitch left and right, trying to cover the ro@m. It

empty. | make for the far corner and croufating the doorway and another entrance point to

my left. | line up my target and wait for any sign of movement in the evpixels of the snowy

exterior. No enemy. Some seconds, some gunsladisk-tock, rattertat, distant. | stand and

makefor my initial spawn point. The shetget louder as the space opedgclining to my left.

| descend, sweaty finger poised on the fire button. Multiple trajectories offer themselves, each

seeming to threaten with equal intensity. | head north into an open spaceairxgalightly east,
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pulled by the sparseness and scale. Dead bodies litter the -soeered ground inky doodles on

a blank page. | have reached the centre or chp&@t of the map. | plough forward. More

possible routes operbranching to who knows wher each pulling me toward them with a kind

of gravity. | fall through this open space taking in everything as | go, shifting the perspective here
and thereg aiming without targets, only fears, unknowrideed the multiplayer map intthe

centre ofmy pont of view. | want to see everything. | am only dimly aware of the -miap and

other elements of the HUDMy attention is locked on the centre of the screen.

| pan and drag the perspective, and the space descends into a kaleidoskopimcertainty

reigning over my actions. | spot an enemy player and line up the frgithethe avatar in the

centre of my crosshairgpushingthe trigger button. For this moment, the contingency of the

AYF3SQa Y20SYSyida | yR (KS edrérhtp Bagrowauseas | fix MyS dzy Y I LILIS

aim, | fix the unknown.

For much work on the FPS and videogames in general, immersion, identification and the sense

of psychic and corporeal unity that these states imply between player and apparatus are stable

factsofd KS LJX F @8SNRa G OGAtS Ay@2t @gSYSyid Ay GKS Il YS
OKI N OGSNRAEASR ySé YSRAI Ay GSNya 2F GKS gl @& GKI
AONBSY Ay [FOFyAlLY GSN¥Ya | a Iyl NOwesraagtiani A O WY A NJ
and identification with the firsperson perspective that also brackets mucbriwon the FPS

(See also Lahti 2003, Morris 2002, Galloway 2006). However, | would like to explore how the

sense of immersion within the FB@nderstood as a projein ofthe player into the game

spacec is, in fact, subject to a much more fluid, dynamic and politically motivated process.

Famously, Jeah 2 dzA & . | dZRNE2 Qa omepTtn0O I NIAOES WLRS2ft 2340
I LILJE NI Gdza Q | LILINE | QeKitediure ipfidifereBtxeghBotobies warking if |

concert to produce a form of identification in which the spectator comes to misrecognise the

moving image as their own glbwerfulandselRA NSO SR @A aAiz2y® Ly . I dzZRNE QA
cinema, the spectator dgeves a kind of transcendence of vision, during which time the psyche

(with its visual bias in the form of the gaze) is cast into the cinematic space because of the

YSRAdMZYQa At fdAA2YAEAGAO LRGSND / KNAAalgakepf aSiT 685
GKS aLISOGEG2N 68 GKS FAEY | & WLINAYFINE ARSYGATFAOL
GKS OFYSNIQ 06aSil MdpyHY pmMO® ! LI NI} Gdzda GKS2NE O3
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identified with the image but also came to be transcendegtphojected into or immersed

within an illusionistic representation of reality constructed by the cinema and its gaze.

For Baudry, this act of projection binds the image and the spectator in a situation where the
spectator achieves the illusion of visdal & G SN® WXI Y2GA2yfSaa +FtyR O ¥
GraA2Yy G6KAOK O2NNBalLRyRa (2 (GKS ARSFItAald 02y OSLI
(Baudry 1974: 42). Here, the gbike gaze that the spectator narcissistically adopts as their own

represerns a moment where the subject is in some sense completed and rescued from lack by

the authoritative voice of the filmThusthe production of a total vision corresponds to a

totalisation and completion of the self by the apparatus that represented aiblyiof the line

between the ideological values of the cinema and the spectator.

However, simply adapting apparatus theory to videogames is a problematic endeavour because,

as Baudry1986: 313)ater noted, the cinematic image induces an infantile stanis passivity.

It is worth reiterating here that psychoanalytic conceptions of the cinema as an essentially

psychic apparatus that is productive of a physical passivity have been rendered obsolete as part

2T TFTAEY (KS2NERQa O2 NxienNdwhich tiedgpeédfatodcgn bé $aifl tokmehbhn a ¢ ¢
still ignores the play of sensation across the surfaces of the body in what Laura Marks has called
WKIFLIGAO OAYSYFrQ o0HnnnY MTHUIZ gAGKAY GKS 02ReQa F
and ignores thavay vision is embodied (s&&e2006). However, in terms of actions such as

0KS Y2@SYSyia 2F GKS fAYoax GKS OAySYlI Qa aLlSoilr
videogame player. If we are to understand how the FPS player comes to be immersed within the

image and thus produces a situation in which the subject is projected into its environments, the

passivity of the spectator and the dominance of the gaze needs to be reformulated in terms of

the body and gestural activity

SueMorris (2002) has engaged imepping of apparatus theory against the FPS, and concluded
GKFG GKS O02yySOGA2Yy 0SG6SSy-scieén3noveihentg e & O2 NLJ2 NX
identification with the firsttJSNB 2y LISNELISOGA GBS Aa aSOdzZNBRZI QAL |
of primaly identification (1982). Martti Lahti (2003) has argued that the feedback loop between

manual and orscreen actions has been central to how videogames have sought to produce a
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phrasing, a homogeneity of being between game and player. For Lahti:

One of the characteristics of video games throughout their history has been an attempt,
with the help of various technologies, to erase the boundary separating the player from
the game world and play up tactile involvement. Indeed, much of the development of
video games has been driven by a desire for a corporeal immersion with technology, a
will to envelop the player in technology and the environment of the game space. That
development has coincided with and been supported by developments in perspective
and optical pointof-view structures of games, which have increasingly emphasised the
axis of depth, luring the player into invading the world behind the computer screen.
(2003:158)
With the FPS, we should fully dispense with the idea of a transcendental identification with the
camera and consider the way that the production of an alluring depth to the image and the
LISNBR LISOGABSQa OF LI OAd e (cerpovesl MiInBraidn wih thedamMNd 3 S & (i dzNEB 2
AL O0So [ I KiAQa -axiRégthehpmdudionivikizegimenstonali désh ista
O2NREffFNEB (G2 .FdzZRNEQA | NBdzYSyid GKIG GKS OAYSYLIl G
the spectator can travel. Althmh separated by their conceptualisation of the psychological and
tactile nature of the act of viewing and playing, both emphasise how aesthetic conventions
productive of illusionistic depth function to ensnare the spectator or player within its reality.
What we see in much work on the FPS is quite a close connection between identification with
the image achieved by its ability to intercept and mirror player gestures and a form of corporeal

immersion within the game world.

This connection between actiomdntification and immersion has been famously explored in

l £t SEI yYRSNJ DI f f 2 4| BeFast GHRELIYS NIKRRNISNY & unFicid T 6 KA
Ct{Qa Y20AfS LISNARALISOGAGBS A& | O2yliAyddad GdAz2y | yR 1
conditions of embodied vision in moving image culture. His argument progresses through a

critical analysis of a series of cinematic examples of thedaston perspective or the

WA dzo 2 S OdwhighSare Zedd2as &Xaulty and ultimately alienatingatpt to replicate

I OGADGS SY0O2RASR @AaA2YysS gKAOK 0f201a GKS AYIl 3ISQe
overtly signals a loss of corporeal agency for the spectator. For Galloway, the FPS addresses and

corrects this issue, producing what he c&f1d | Y A Oc¢ agihdzofitethyh6logically realised

KdzYl'y @AaAiz2y LINBRAOFGSR 2y GKS OFLIOAGE F2N GKS
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act unhindered by the cinematic construction of time and space achieved via editing (2006: 63).
AsinMorris¥ R Ay [ KGAQAa 62N a y2G0SR F1020S3 O2NLRNEBI f
identification and identification enables the player to become corporeally immersed within the

game space (Galloway 2006: @9pwever, despite the obvious centrality of the fiystrson
LISNELISOGAGS G2 DIft2¢le&Qa FNBdzYSyidsz GKS 02y OSLI
with identification and identification with immersion threaten to obscure how the aesthetic
O2y@SyiAzya 2F (KS Ct{Qa WMHNBLISOUALBS AYyTFfdSyOS I
[FdzZNRS ¢l &f2N) KFHa a4B8BB2FSRSHNELIS Ol K FSCLINBRJIZDE BE (
GKFYy gAGKAY GKS aONBSYyQ oO0HnnoO® ¢l &f2NJ F NBdzZSa (f
rupture created by the lack of an estcreen avatar py ¢ KA OK | NBLINB RdzOlGA2y 27
YANNRN) adF3S OFry LXle& 2dzid C2NJ ¢l &f2NE GKS fF O
SFTSOGAPSte YSIya GKFIG GKS LXFe@SNDRa OF LIk OAde 2
consider the lens ahe HUD. Therefore, the player is prevented from identifying with, or being

embodied within, the multiplayer map, cancelling the possibility of immetsitis suggests a

fractured relation between player and game that also has the effect of cancelliegpts to

NBIR G4KS Ct{ Fta Iy FLLINFGdzA FYR F2N¥Y 2F LRt AIGAC
puzzling conclusion that problematises a genre that has played such a central role in videogame

culture since the release dY¥olfenstein3Don the PC ir1992 the idea that there might be a

1AYR 2F &adzNFFOS 2N fF@SNAy3 (2 (GKS LJX I &@SNRa ARS)
with immersion appears to have some grounds in the FPS image. The question thabl seek

address becomes one of howiais, action and ultimately identification and immersion are

constituted by player gestures incited by the apparatus and mediate between the construction

2F | &adzNFIF OS TF2NJ LI I &S NdimeRsthyalispaes.OF GA 2y YR (GKS (

4.2.1The HUDgamic skn

¢CKS LXF&@SNRa |1 !5 TFdzyOdAazya a Fy AYadSNyrt tSya F
readouts, kilconfirmations, the crosshairs and mimiap ¢ elements that can only be seen from

GKS LXFeSNRa LISNELISOGADSs 2 @dnmehsionaRmuliplayed KS 31 YS§Q:
maps. It is evepresent during normal play and forms a key part of the aesthetic of the genre.

As Taylor has suggested, it seems clear that a transparent surface or lens is being alluded to that

in some sense separatesthepla®at 3Saddz2NI f F OQGA2ya FNRBY GKS 3AFYS
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| 26 SPASNE NI GKSNJ GKIFY o0SAy3 | adaNFIFOS F2N WFEOlGAyY
AYGSNYyLFt aLl OS o0SG6SSy GKS aONBSy LKearAOlfte f 2(
mathematically rendered thredimensional world. Here, the perspective denoted by the HUD

becomes a threshold or liminal sitésualising the interface betweeh K S LJ | @ SNDR& 02 R& |
game, as Anne Friedberg has argued in more general terms in relation to the computer screen

(2009: 5)Because it is seen only by the player and responds solely to their inputs, the HUD

establishes a personal space of identification for the player. It is suggestive of an envelope into

which the body of the player extends, demarcating the perspective astanar but also as a

fAYAG F2NJI GKS NBFOK 2F GKS L) I &SNRa O02NlJza ® WwWdza
3K YS aLlk OS asSSvya AySgAaalof Sz (poist ThEHUD oA IS & G dz

enables this extension and decides itsgan

. S0l dzaS 2F (KS | -Ur&wdg, the rultiplaled ap Gr gan2 ShRE NJ

characterised as threatening by Morris (2003) and Ash (20fc®es shape as an exterior.

Rather than being automatically immersadd fully embodiedvithin this spacé & I W3l Y S
02R&Q 0/ N thdHUD seis mpra relation of inside and outside. This production of

gestural involvement and its limiting to the movement of the perspective generates a sense of

dzyAdie 06SisSSy GKS LI | & Soieimage? Howevédr, yiritketh& A & Ay G SNY |
dzy AFAOF GA2Yy 2F GKS {diménsicBaldpacdsisuggestdd By the kovicemaf ( K NB S
immersion and the free and fluid gamic vision that this state enables, the external space appears

subject to a form of otheringThis binary relationship of internal body to otherness and external
RFY3SNAR oNI}O1SGa GKS LXF@SNRa aSyasS 2F ARSYUGATAC

necessity for the inside to be protected in some way from the outside.

wl G§KSNJ G§KI'y 02y Orfietflicalntermis afeitha a it Bnmerdiop @ith the

3 YSQa NBFtAGeas 2NIFa F F2N¥Y 2F RAaGFYyOSR FyR T
an adamantine surface upon which the player acts, a more proditatdtaphor might be to

understand the HUD as a permeable membrgraegamic skin. The HUD covers and separates

GKS LI FE@SNI FNRY (GKS 3IFYSQa GKNBIFGSYAY3I Ydzf GALK | &
NEYlIAya A0GNROGE & W2 dzi atiicRtBrQAsk YarrierStantormetd whatk S LI | & ¢
9R / 2KSYy KIFa OFfftSR GKS FaLANIGAZ2Y 2F GKS Y2RSNJ
epidermal frontier that distinguishes the person from the world (2009: 7). For Ctieskin
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denotes what is properathe body and thus the foundation for the legal and political rights of
GKS AYRAGARdZ f O0HnndY 10O L BugdestdaiiBalsaaludés I YA O a1
to the political construction of the individual as a figure who owns their owrylaod is entitled

to certainrightsthat must be defended. While the skin of the HUD certainly puts the idea of a

boundary separating the player from the game space and its risks into play, it does so in a

manner that undercuts this delineation in two wayarst, the whole nature of a gamic skin is

0KS NBadzZ G 2F F GNIXyaaNBaarazy ¢2is afierkba LI | @ SNR&a O

Ny

cyborgearninterface Second, the game seems to produce this bordered corpus simply to make it

vulnerable to contanmation and motivate its defenc&orThomas Elsaesser:

The skin is an organ, our largest, and yet we are incapable of observing it from an
external position. Skin thus negotiates andadistributes the relation between inside
and outside; it designatesteansitional and uncertain liminality with respect to where
the self becomes the world and vice versa. (Elsaesser and Hagner 2010: 111)

Thegamic skin also represents the liminal membrane through which the affective and tactile

power of the game passes®q Ay G2 GKS LX IF&2SNDa o62Red LG Aa @dz
perception of their avatar, which is target for enemy attack. When an erfees/ a visual

representation of a ludic mechanism is not all that is generated because these aggressive

contaminations of the HUD also carry an affective charge. Thinking of the HuDepglermis

the apparatus constructs for the player also decouples the binary of surface and depth for the

L F @ SNR& aSyasS 2F ARSYUGATAOIlI (nhd@rigrahdyaRctie YYSNEA2Y @
interface thatcontactsthe game space, signalling its exteriority but also its capacity to puncture

0KS LI I @8 SN Melank Bwalvéll has guggestshl thatdevice videogamelayer

WYdza G 3INPB g Qdevelbpily An0 ddfidtingdhkirpgrceptual abilities and responses so

that they do not become lost or dizzy or disoriented by the-fait OS R Y2 @Ay 3 OF YSNI Q 6
76). It seems clear that for the unhabituated player, the gamic skin is intensely vulnerable,

anythingbut thick.

However the skin is not simply a conduit for the outside to pass into the body, but is also a

means to reach into and tactilely sense an external environmembuld like to argue that the

mechanism allowing the player to reach into and bmecone with the game world is the action

of aiming and firing. When undertaken by other players, this action also denotegtye

Ydzt GALIX F @SN YL 6KS SEGSNA2ND NBIFOKS& Ayidz | yR
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interior, with affectiveshocks. The HUD is, therefore, neither a surface for acting on the game,
nor a kind of neutral aesthetic artifice and conduit for an inevitable state of immersion. Rather,
the HUD is a gamic skin, a tm@y membrane that is the locus of sensory and sensxehange

between the player and the game.

The prospect arises that immersion is not a stable fact of the genre, but a goal for the player

that must be actively pursued and gestured into being. | @dilk to argue that immersiois

achievedvhenthe plgerONR 84 Sa Ay idi2 GKS 3IFHYSQA YdzZ GALX @SN Y
The idea that immersion is a goal tied up with a-gelfensive desire to preserve an interior

space of identification and tactile interchange produced by the HUD reinforces but als

O2YLX A0F(iSa G(KS fdzRAO AYLISNI GAQGS G2 SELX 2NB |yR
game of. I (i G t Sdnhduést oRt® do so with the sole objective of killing enemy playeEsin

2 T 5 teain@&thmatch. This suggests that the identificagionmersion model is not an
Fdzi2YFGAO FIOSG 2F GKS Ct{Qa LINRRdAzOGA2Y 27F GF OG
GKIFd Ydzad 0S I OKASOPSR o0& GKS LXF&@SNRa 3ISalidNBao
a sense of existential insecuritytena mutually supportive dynamic where both can be

resolved when the player reaches into the game space via defensive action.

I 1S8 RATFSNBYOS 6Sis6SSy (GKS 0O02yOSLIi 2F | 3IFYAO
that the process of immersionbec@®i O2y GAy3ISylid ¢KS STFFAOFO& 2F
on their capacity; not only to win points or kills for their team in a round of team deathmatch,

but also on their sense of immersion and corporeal security within the game. Therefore, the

twitching, frightened gestures of the unhabituated player are not simply evidence of a ludic lack,

but a struggle to come to terms with the extension of the corpus and its tactile vulnerability that

the game demands for a sense of immersion within its realityetoealised. But, how, then is

this incitement towards immersion via the gesture of aiming and firing managed and organised

by a game such &3all of Duty: Black O8010)? And what can the manner of this management

of gesture tell us about the wider cultal and political &lues of the FPS
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4.2.2 The gesture of centring: rationalisation, control and its absence

It is useless to draw the bow, unless you have a target to aim the arrow at
(2004: 59)

Leon Batista AlbertiOn Painting 14351436

INBAY t |y PerspécivQas Syrbadld FqB97) charts the development of regimes

of calculated perspective in the renaissance as a specific outgrowth of changes in
understandings of optics and space. In the mathematical construction of theat@atnishing

point and the appearance of spatial infinity (1997: 65) that renaissance perspeotile

achieve, Panofsky read a symbolic articulation of broader epistemological changes occurring in
the fifteenth century in Europe. In short, Panofsky iptets the visual construction of the

infinity of space as an expression of the emergence of ideas in the renaissance of an infinite
experiential world and thus a claim to the real, as well as a challenge to previous,

understandings of reality.

ForPanofsk = G KA & Y2RS 27F LISNALISOGA Jifidatiodat tifed i NHzOG A 2y N
subjectiv? 6 ™ ch dhe Huthorainderstands linear perspective in terms of its ability to

translate the subjective world of representational forms into the appearance obgrctive and

infinite visual reality. Thus, if wapplyt | y 2 Fa ] &ddiak A yGtA{IKA LISNB LISOGA GS O
FLIJSEFNEBE Fa | LINRPRdzOG 2F GKS n@hsinga® matterdf Ada GAYS |
replicating human (or gamic) vision, or producinglsionistic spatiateality. Steven Poole has

argued that the FPS should be aligned A 1 K G KS &0NI Ay 2F 2SadGSNYy I NI
until the shock of photography, were hddént on refining their powers of illusionistic

RS

S LI A 2 vy €138)(seaatsm Grickn@10: 26Epr Panofsky

¢KS LIAOGMZNBE KFa 060S02YS | YSNB aatAoSeé 2F NBI
imaginedspace now reaches out in all directions/badrepresentedspace, that

precisely the finiteness of the picture makes perceptible the infiniteness and continuity

of the space. (1997: 61)

If there is a relationship between the symbolic form of the renaissance as understood by

Panofsky and the FRBlies in a mutation of the image, rather than its homogeneity. In the FPS,

GKS FAYAGSySaa 2F GKS 3IFYAO &al1Ay YR GKS LX I &SN
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rendered threatening space. In the following pages, | would like to suggesnthmity is both

made finite and threatening in the FPS, forcing the player to protect themselves and rationalise
the image by centring on enemies, aiming and firlrmmnot suggesting the FPS

straightforwardly replicates the values of the renaissamtewever, the desire to subject the

image and the world to a mathematical rigour leveraging epistemological and philosophical
changes or advancements can be understood as a recuopugof Western culture, legible in
developments in image forms as diveras the scientific turn in cartography (see Harley 2001:
TTO YR GKS OAYSYIF{d23IN)LKQa | LILX AOFGAZ2Y & || RS¢
body (see Rabinbach 199@)both the construction of threglimensional environments and
graphic elements of the HUD puts the values of single point perspectival construction into play
and has aelationthe painterly construction of threeimensional space, it must be coordinated

with its context, rather than chained to a narrative of historical descent.

LG A& y20Sg2NIKe OGKFdG  OSyGNlf odzAif RAYy3I of 201 =
GKS &LISO0GF{i2NDa G(GNIyaOSyRSyilf ARSsolATAOIGAZY &)
perspective and composition that have endured in Western culture since the renaissance (1974:

nMOod 2KAES . FdzZRNEQa LJAeOK2FylFftedAd Y2RSt YAIKG ¢
cannot be applied uncritically to the FPS, he makes some interesstfetic observations.

Importantly for our consideration of the FPS perspective, Baudry notes that the cinematic frame

KFEa | Y2y20dzZ I NJ LRAY(G 2F OASg GKIG WSEI 02Nl 1S64al
photography and perspectival painting, objects arranged within the frame according to its

fixed borders around a central vanishing point arranged to coincide with eye level. For Baudry,

this compositional convention feeds back into the corporeal and psychological positioning of the

viewing subject, maning the viewer is encouraged to orient their gaze and body towards the

centre of the image and away from considerations of its artifice.
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Figure 4.1 On firstperson shooting. Screen grab frddall of Duty Black Ogéctivision, 2010)

Important to rote here is the distinction that Jonathan Crary (1992) draws between classical

forms of vision and those constituted by modernity. For Crary, where classical vision is

predicated on a separation of subject and object, technologies such as the cineméatatacu

Y2YSyilG ¢6KSy (GKS aLISOGFG2N) 2N W20aSNIBSND A& NBLR:
AVGSNAZ2NKSEGSNAZ2NXEYR Ayid2 Fy dzyRSYlF NDFGSR G SNNE
aSyalidArzy FyR SEGSNYI t a3y dugdestsaXoniNgd &2 O o f f
contamination between the image and the spectator wherein the stable sufpégct

NEBflGA2ya 2F GKS NBylAadaalyOS Aa NBLXFOSR ¢gKz2f Sal
discipline vision and sensation into a modifiable and expléitt S O2 YY2RA (& d 2 KAt S /|
FyFrfedAaolrt FTNIYSE2N] Aad KAAU2NROFET YR 602RAf& NI
Of dZNNAYy3I 2F GKS fAySa &SLI NI GAYy3T aLISOGFG2NI I yR 7
centring visuality of the renaissancétivthe cinema suggests that we are nedealingwith

wholesale ruptures between cultures of image and spectatorship. Conventions like centring

persist, even if the particularity of the way in which they are deployed, perceived and sensed

may alter in diferent historical contexts.

55aLAGS GKS d2dalf O2yGNBf GKFG GKS 3FYSQa O02RS ¢
thattheind I YS OF YSN} YANNBNE GKS LJX F&SNDa 3ISaddNBa Y
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appears diminished. The player does not simply project their gaze into the space where an

interception of their vision by the apparatus is effected, but is involved in an intense corporeal

exchange in which any entrance into the game space must be effegtadrossing of the skin

2T GKS 1'5 o6& GKS LXFeSNRa O0GAz2y 2F AYAy3d |yR
guality to the movement of the perspective raises the question of how centring seen as the

imposition of a compositional convention exged by an external authoritganpersist in this

context. The answer here is that centring as a compositional regime determined by the author

of an image mutates into the action of aiming and firing, which must be undertaken by the

subject. Because of i85 f A2y aKAL) 6A0K AYYSNBEAZ2Y | YR (GKS LIN
the action of aiming and firingwhether expressed by gestural ticks or more authoritative play

¢ dominates all movements of the FPS perspective by the necessity to centrthieatening

elements.

aAOKI St Ydo2@0e KlFa y20SR 2F LGFtEALY wSylAaalyos
LISNBRLISOGADGS sl a G2 NIGA2YyFEATS GKS NBLINBaSyldl GA:
composedby set mathematical conventions, ensurititat the illusion of depth on a flat surface

is achieved. This calculation flows from the perspective of the painter (and later the viewer) and

the space and proportions of objects are organised accordingly. This need to calculate and

mathematically produe the image is what Alberti meant when he made his fifteenth century

appeal to painters to calculate and rationalise perspective in their images or be rendered like an

archer who has drawn his bow, without identifying a target (2004: 59). However, it aligght

be said that the painter who uses the techniques described by Alberti has made the

construction and rationalisation of space his or her target, which is a gesture of cohtna

WHA2Ef SYyOS AYKSNBY(d Ay SOSNE YigtdaSigukiukd by ks G NI y & T2
2T NBIFaz2y | yR I 0 a i Nedichekasgatiemptdn téke Iold ef anad coMtrold o 0

his target. Both the aim of the painter and that of the archer are legible as acislefice

becausehey exert a power over the real: controlling and rationalising its openness or life.

Ly GKS Ct{x GKS AffdzaAz2y 2F RSLIWK A& YIAYyOulAySR
because the space has been fully calculated and constructed to bedvieam all possible
angles. This means that the player is unable to compose, rationalise, or exert an enduring

authority over the space. This lack of control over the composition of the space, combined with
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the ability to engage in gestures of centring miovements of the gamic skin mean that the

LJX F @ SNJ Ydzald o0SKI @S fA1S GKS dzLJoNF ARSR | NOKSNJ Ay
bow drawn, seeking to align the HUD in such a way that they are prepared to aim and fire, to

bring the image into atate where its object is centred and rationalised. The act of aiming and

firing not only removes threatening and unpredictable enemy players from the game for a

duration but does so when the player gestures a centred image into sihegy open fire.

Indeed, the movement of the FPS perspective appears an attempt by the player to control the

3FYSQa aLI GAFE FYR GSYLRNYt O2ydAyaSyOasSa FyR (f
rationalising are combined in a gesture aimed at controlling the threateningtiateof a

Ydzft GALI F @8SNJ YIFEGOKEZ T OGAyYy3a G2 &S O0lkeNRDfionS LI | &8 SN2
aK201Ay3 Ay@laizya FNRBY (G(KS 3IIFYSQa YILA® ¢KAA ac
persisting nature and significance of the relationship betweenaissance regimes of centring

FYR GKS Cct{Qa I!53 tASa Ay (KS ReylFIYAO YR Y20Af

and the threedimensional multiplayer map.

4.2.3 Crosshair aret

C NP Y Walfen&tén3D(1992) toCall of Duty: Black Opgd H nMmc 0 X GKS Ct {Qa I !5 ¥
NEBflGA2YAKAL) gAGK GKS @1 GFNRa F NYa -right& oS LRy |
GKS ft26SNJ 62NRSNI 2F GKS AYI3AS (261 NRa AiGa OSyilNE
dimensional information readoutke the registration of ammunition levels and the mmap.

Rather, thisis a partial threRA YSy aA 2y f NBLINBaASyGlrGAz2y 2F GKS | ¢
space along an orthogonal line (in the case of contemporary shooterGdikef Dutyand9 ! Q a

Batlefieldb G LISNAYy 3 (2 | LRAYyd®d LYy (GKAa gl e&x GKS |
a visual pyramid made up of projecting orthogonal lines and horizontals called transversals. This
GNRFY3AES YFERS dzlJ 2F (G KS 2 NEespA®@nwdrdes witthityeS 2 F (G KS |

crosshair fixed at the centre of the frame.

¢2 NBOFfft Y& SELSNAYSY(O 6AGK tlhy2FaleqQa A02y2f 2:
bare appearance of the crosshair in both Battlefieldand Call of Duty=PS franchis¢akes

shape as four lines placed at right angles to each other, arranged in a cross that does not

intersect. This incomplete cross is situated in the centre of the screen space. As a graphical

element, it alludes to both the reticule of a camera lens #resights of a weapon and thus
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020K GKS OG0 2F OSYGNRY3I 2NJ FNIXYAYy3I Fy AYIF3IAS | yF
weapon is visible in the same screen space as the crosshairs creates both a visual disjunction

wherein the aim of the gun andhé crosshairs of the HUD are separated and a compositional

movement or trajectory in which the eye is invited to travel in a line from the barrel of the gun

to the centre of the screen. Poole has noted this disjunction between the foreshortened image

ofthS I @F G NR& I N¥a FyR ¢SILRY |yR GKS GNI2S0OG2NE
g e GKFd GKS oF NNBf 2F (GKS 3Idzy LINR2SOGaA Ayl2 (K¢
0SG8SSY 2yaONBSyYy |0GA2y | yR 12&127; 4 disd MDD & LK@ aA Ol
2003: 160). However, my analysis thus far has suggested that the immersion of the player into

the game space rests on the far more contingent gesture of aiming and firing. Immersion as a

matter of a simple visual trickansacton3y 2 NB&a GKS AYLERNIFyOS 2F GKS LJ

process.

Figure 4.2 Crosshairs, reticule, net. Screen Grab f@afl of Duty: Black Ops [Activision
2015)

L ¢2dz R tA1S (G2 &adza3asSad dKId GKS tAyS ONBFUGSR 0¢
crosshair tells the player that when they aim theidrd: YS 6 S| LRy > GKS 3IdzyQa aAi3
with the centre of the HUD. In this way, there is a compositipnasaging of the unification of

theskinf A 1S &dzNFIF OS 2F GKS LXF&SNRa Gl OGAtS aarias 27
weapon that is affixed to the HU&hd projects into the game space. A fusing of gamic skin and
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the three-dimensional extedr occurs when the player aims their weapon. Taking aim, the

player is on the cusp of immersion and only needs to pull the trigger. Indeed, rather than

LINE RdzOAYy 3 GKS LI I@SNRa LINBaSyOS Ay (GKS Ydzf GALJX I ¢
implicitly alludes to and even forecasts or incites the action of aiming and firing in which these

St SySyida yR (KS LI &@SNN&a o02Re N’ dzyATASR 6A0K

The central position of the crosshair becomes legible as a mutation of the convention of the
vanishing.J2 A y i Lddzi Aydz2 LXI& o6& (GKS 1!5 GKNRIAK gKAOF
acteduponFor. NE OS | yR wdzidSNE GKS WCt{ RAFTFSNBR FTNRY
with a vanishing point perspective of the playing environment, directly ntediby player

AYLWziQ oHnnHY yod Ly (GKS LISNBLISOGAGEE O2yadNHzOG )
O2AYOARSR gAUGK (GKS AYF3aSQa OSyidNIft FOG2NE Fa y2i
51 + Ay OThelBast Bupiela éifact, hee the production of an infinite space is a

convention that projects and then captures vision that takes flight only to alight on its subject,

one of infinite and divine authority. However, despite the construction of a perspectival

vanishing point, becaugbe multiplayer map is fully rendered and the perspective mobile,

there is a kind of absence in the centre of the image. The vanishing point as a stable and

calculated fixed graphical element quite literally vanishes and so too does the image as an

authoritative gesture of rationalisation.

In this way, the gamic skin of the HUD and its crosshairs seem to establish the convention of

centring while foreclosing its completion. Importangiven the fact that the HU&cts as the

L @ SNRa (I OliA©S SEOKRG yAS |adkigr&iondl Epdcesithery SQa G KNB S
FoaSyoS 2F | O2YLRaAGA2ylf OSYy4uNB o0S3IAaya G2 oSI1
g2N] G2 O02YLISyaldsS F2NJ GKAa 1 O01® ¢KS LI &SN R2¢
the essential void at the centre of the image and the risk to the gamic skin that this absence
communicates.To repair this lack and assuage their insecurity, the player must find something

to centre the crosshairs upon, in a sense, mapping, rationalisin@ahy ¢ N2 f f Ay3d (GKS 3l Y S
spaces and possibilitiedj dzA G S £ A (i S NI f td adntrol therspatedanduslingdtely gath g Q

an authority over the affective vulnerability of their body. It is noteworthy, therefore, that

another word for crosshairsisrettulS Y g KA OK RSNA@Sa FNRBY GKS [FGAyYy

crosshairs, like a net, represent an extension of the body that captures and secures that which is
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beyond its reach. When the player successfully aims at an enemy by aligning it with the
crosshairsandfNA y 3> GKS aiAy 2F GKS 1'5 O2dZ R 6S &l AR

bodily reach for the purposes of in some sense consuming it.

Taken in sum, the gesture of aiming and firing generates an aesthetic and corporeal unity as the
LJX I & S NI &ecube?l hiddithei visdaBpyramid and vanishing point is compositionally
completed. The HUD appears to operate in a dynamic of remediation with renaissance (and
cinematicq see Baudry above) perspectival construction where the power of the image as a
force far the authoritative organisation and mathematisation of space is alluded to but left in a

state of incompletion that the player must resolieesecure themselves.

However, my game log suggests that the novice player is implicated in an aesthetic amedlgestu

crisis where they struggle to secure their sense of corporeal presence and rationalise the image

by aiming in an efficacious manner. What we see with the novice player are provisional,

interrupted and fractured acts of aiming defined by a lack of uadérr Yy RAy 3 2F GKS 3l YS
O2yAy3aSyOASa YR I RSTAOAGU 2F Y20G2NJ) FdzyOlA2y {Gf
overwhelming sense of corporeal disorientation and insecurity. In this situation, there is a

mutation of conventions of centring thata be traced back to the renaissance, but here this

convention and the act of rationalisation and control that it implies are always mobile and in a

state of continual fix and uncertainty. €S LJ- NIi A Odzf F NA (& 2F (KS 3l YSQa

in the form of the HUD, and specifically the crosshairs, provide a means of interpreting how

actions such as the chaotic and twitching movement of the FPS perspective noted in my game

log are induced as a failed attemptatsensé { Ay 3 | YR &S OdeMicyipbreal KS LJ I & SN

exchange with the game.

4.2.4 Gesturalmmersion

However, aiming or centring the perspective is not simply a means of rationalising and

O2y GNREfAYy3d GKS 3IYSQa aLl 0Sa FyYyR GKSANI GKNBI (8
the player at the speed and ephemerality of a gunshot into the multiplayer map. This achieves

an invasion or immersion within the space taken as a stable fact of the interactivity of the genre

by theorists such as Galloway and Lahti. InGlaé of Dutyranchise, bullet physics are not

modelled in the sense that a simulated bullet is rendered and projected into the game space as
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0 KSe | N3attlefiejigaés (Rather, the centre of the crosshair is mapped onto the exact
location it overlays atthe §S R 2 F f AIKG Ay | |IIerddhaa OFff SR WKA
SadloftAaKYSyild 2F | Y2YSyidlINE O2yySOlAz2y 6KSNB if

instantaneously onto the exterior of the multiplayer map.

2Kl G GKAa SEGSyarzy 27F ackSiggesdtsliséhst Mdhmarsion hekdgtoA y (2 G F
be considered; not as an inevitable fact of our engagement with the FPS, but as a state that is

only achieved when we aim and open fire, as we take control of, or map, the space at the

expense of enemy players. Te@mmon ground that unites ideas of psychoanalytical cinematic

identification and corporeal videogame immersion is the production of a unified sense of being

for the player or spectator as an automatic output of the apparatus. What we see if we

reconceptuake immersion as an aggressikefensive action of aiming and firing is that

achievement of a sense of corporeal unity and security must be actively pursued by the player

andcomes specifically at the cost of immersion for the enemy who is shot. Thiggestive of a

situation where the apparatusan(i I { S O2y i NRf 2F (GKS LX I &@SNRa 3ISai:
O2yadGAlidzianzy aLISOAFAOLfte o0& AYyOAGAYy3 OGA2ya (fF

sensitive skin and militate against the other.

fgS | LILINRPI OK GKA& AYOAGSYSYyd G2 FAY YR FANB gAl
presence in the game as a form of subjectification, we are not dealing with an apparatus that

2LISNF 6Sa GAl GKS RANBOG A YLR &dn{leR)y/Rather, this dzi K 2 NX & 3
form of gestural bodily conduct is generated by the incitement of the desire fopsatifction

GKFG GKS 3rY$S KFa LINRPRAzOSR o6& YIF1Ay3a (GKS LI I &SN
vulnerable to affective shocks. Inthisk 8 = G KS L) I @ SNR& 3ISaddzNBa | NB Y
indirectly, as they take shape as getbtective and selfnterested actions. The mechanics of the

game and the way in which the player reacts to them are therefore defined by the production of

a conext of allpervading precarity, a hallmark of neoliberal systems of governmentality (see

Foucault 2008: 66 andazzarato 2009: 1£320) However, a simple mapping against

neoliberalism is insufficient to grasp the nuance of the tension between the intenidithe

exterior that | believe defines each of these states: player vs enemy, chaos vs composition,

immersion vs fracture.
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4.2.5 The first negation of the immune image

Given the production of precarity as an affective motivation for a constitution andrgg of

the player, and the desire of this thesis to approach the FPS as an apparatus in the Foucauldian

sense, the current analysis suggests an alignment with broader political techniques that also

operate in this manner. Described above is a dynawnmgess of internality and externality that

Ad | NBIFOGAZ2Y (2 | o02R@& Llzi dzyRSNJ G KNBIGd 52yyl
a map drawn to guide the recognition and misrecognition of the self and the other in the
dialectics of Western bioppli A 04 Q OoHAAMY HTTO® LY 20KSNJ g2NRaZ
category operates to define interiority and exteriority, self and otherness, which determines the

GSYy2N) 2F (GKS 02ReQa AYUSNIOiUGA2Y 6AGK AGA SyODdANR)

The movement of the gamic skin and thet of aiming is not the execution of an explicit diktat,
butseltRSTSy aA @S NBFOUA2Y (KIdG aSOdzNBa GKS AyuiSNR2N
SEGSNYytIt GKNBIG 2F GKS 20KSNJ L)2aSR o6& GKS Ct{Qa
ultimai St & aSt FAaK Y2UAQridAz2ys GKAAa AYyOAGSYSyld 27F L
traditional structuralist critique of power (see Althusser 1971), just as it represents a poor fit

with psychoanalytic models of spectatorship. What we see insteadiimage that captures the

body by demanding setfefensive action. In this wagy reading of the FR8sonateswith the

way Roberto Esposito (2008, 2010, 2011) understands the immunitary process as a mode of self

protection that operates by seeking to caal the contamination of the individual by

neutralising threats that encroach from the margins of its body.

For Esposito¥9 @A f Ydzad 06S (Kgl NISRX odzi y2d o0& {(SSLAyY3
NI GKSNJ Al Aa AyOf dzRS R The gratdctivSaffardedby De idtedr@alll2 & A G2  H 1
corporeal sphere of the immune system is framed as the negation of externatshreatheir

inclusion within the interior that is being threatened. In absorbing the threat, the immune

system operates by reacting against but also embracing that which threatens it, producing the

literal incorporation and neutralisation of danger. Faaeple, in cases of bimedically induced

immunity, pathogens are intentionally introduced into the body so that the organism obtains

future immunity in the form of the production of antibodies that can be mobilised preventing

re-infection forits lifecyck. This intentionally induced inclusive exclusion makes the immune
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NEIFOGA2Yy 020K (GKS SySye 2F WS@A{Q FyR AGa Kzado

defensive action that | believe the FPS can be productively aligned with.

This first cgacity to effectively protect against contamination by the other that has allowed W.

J. T. Mitchel{2010)to propose the immune systeasa useful model for national security

apparatuses in the sense that the accurate identification and neutralisatiorerhal

pathogens is preferable to the indiscriminate approach to issues of security, such as those
adZA3SaitSR o0& GKS ! o {Qa 6 NER 2y RNHzZZA | yR (SNNR!
entails addressing potential threats such as internationaloiesm and migration by relocating

these threats away from the language of war, and repositioning them within the biomedical

f SEAO2Y |yR (KS 062Ré 2F (GKS ylGA2yScrisash (K A& 0A:
(2010: 53).

For Mitchell, immunity & + LINPOSaa 2F GKNBIG yS3alrdAiazy GKIFG O
organismis defined by its faulty execution in the recent history, especially regarding the War on

Terror. In other words, the problem is not the immunitary operation of contemporargté/a
OA2LREAGAOE AG&ASETI o0dzi NI GKSNI I t£FO1 2F GFNBSGS

application of the immune metaphor are evidence of what Timothy Campbell (2011) has called
WEFFANYEFEGADBS 0A2LRE AGA O pdilive dspestoktheig®/&atce df 2 O2 vy (i S

the population, against its thanatopolitical or deathly drift.

¢CKS Ct{ LXIresSNRa 3Sadda2NBa 2F IAYAy3d I NBE AyRdzZOSR
threats on different levelg in terms of ludus (winningnd losing), affect (shock and protection)

and aesthetics (chaos and control). By permitting action via the movement of the perspective or

I YAO a1AYyXZ SKAOK OF LJWidzZNBa GKNBIFGA gAGKAY GKS A
eliminate them through a mcess of visual inclusion, the threatening nature of the contingent

spaces and, ultimately, enemy players can be controlled. Here, centring the frame, bringing

elements of the game into the crosshairs and firing produces both an image and a corporeal

gestNB 2F SEOQOft dz&AA2Y (GKNRIZAK AyOfdzaAzy FyR (Kgl NIa
establishment of a skitike interior and a threatening exterior in the form of the three

dimensional multiplayer map is only revealed as a mechanism ediskdhs when the player is

given gestural control over the perspective arahneutralise the threat of the exterior by
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framing these threats as part of its visual interior and gamic skin. It is at this moment, too, that
0KS LX Fe@SNRa aAidddigd S GiAAYyS S\BICRYERES ISR A &

spaces.

However, wherecentring the perspective and enacting the process of immersion and inclusion
allows the player to claim the multiplayer map as their individual territory and area of authority,
this gestural immune reaction is only a temporary cure. The actions of enemy players cannot be
determined or ordered by the player in situations where they have not been able to cultivate

the skills and knowledge that come with habitual play (see Ash 20b8)efore, any successful
FOG 2F FAYAY3I A& |y AYYdzyAdlINE 3ISaiddzNB GKI
contingencies by interiorising and neutralising them that is fleeting at best. At any moment, an
enemy player can enter the frame from thdly rendered actionable space at its borders and

set off another immune reaction. In this way, the capacity for the player to negate the threats to
their gamic skin that are put into play by the game is never complete, suggesting that the player
as an idividual is never free from insecurityhis requirement to continually immunise the self
from the game takes shape as an embodied behaytaitching, aiming, firing and as a

kaleidoscopic screened image.

4.3 Beyondhe skin

There is something missing in the above analysis, which needs to incorporate that which is

AYYS

SESH

FoaSyid FTNRY GKS NBFOK 2F (GKS LXIF@SNRna 3IFYAO aiiy
02 RA

consider how the gesture of aiming that seems to define the FPS image Kn8  LJ | @ SND a

activity by its centre exists as part of a system of player manipulation that also encroaches from

GKS 02NRSNER 2F (KS aONBSYyd® ¢KSNBF2NB:I GKS LX &St

to what wecanO | LJ{i dzNB @ A erspéchvé or &kin ahd @eimrdnitary negation that |

LISNODSAGS a 2LISNIXidAy3a Ay GKA&A aAddzr GA2yd ¢KAA A

factor in the FPS that is in some sense invisible in the form of the frame and its counterpart: the

out-of-field.

Mark J. P. Wolf has suggested that with the rendering of Haiegensional environments, the
action in the outof-field becomes as important as that visible on screen (1997: 20). Lahti has

also emphasised the importance of the enftfield in theFPS, noting tha# player of such
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games needs to be evepnscious of the fact that her nemesis could reside just outside the
GraroftS FTASERI NBIFRe& Iy RIngdchicask, yhare isi2tenilod a (i N2 &
created between the dangerous ibilities of the threedimensional environment and the

visible field, which has been revealed as essentially limited and vulnerable.

It is worth noting, therefore, that Gilles Deleuze state€inema N KEIGY AMFRI Aa £ AYA
(2005: 14) When Deleme conceptubises the frame as a limitatiohge suggests that vision has

been demarcated and standardised ensuring, the act of framing is a gesture of reduction
regardless of the movement of content within the frame, or movements by it in the form of
pansor tracking shots. The persistence of the frame in the FPS means that if there is a gamic
a1AY &a L KIS adz33dSaiaSRs Al SEA&aGAE FANXNE R
the perspective and the limitations and augmentations that theng imposes on these actions

by making them perceptible only via the frame itself.

5StSdd S o0nHnnpY mMo0 O2yOSLJidza t AaSa GKS FNIYS
asiQ 2F NBFItAGeT I 1AYyR 27F f 3iddhinis«flthé task 8f 0 2 i
picking using his philosophical toolset of the actual and the virtual. Conceived by the author as
FYy WAYT2NXIFGA2Yy &aeadsSyQs GKS FNIXYS {(F1Sa ackK
that manifest and behave depending dmetchosen mode of visual composition. For Deleuze,

the arrangement and movement of objects or subsets within the frame determines its capacity

to open virtual spaces, or produce a contemplative relation to time. In either case, the visible
field, though fked and limited, is made plastic and mobile because it always implies a virtual
element that exceeds the visible content projected onto the screen. This indeterminate quality

is what leads Agamben to draw a connection between cinema and gesture as pune (B6a7:

154). So far, | have conceptualised the FPS as gestural in the sense that it articulates a form of
immune reaction relatable to the bodily crisis mapped b}iaho in relation to early cinema.
Relocated to the axis of Agamben and Deleuze, theeiof the gesturality takes a less literal

turn. The question of the gesturality of the FPS is broadened to take account of wheathar it

open to the virtual and escape or exceed its fixed content.

Deleuze engages in a cartography of terms relatingnéopgroduction and organisation of the

F NI Y S Qéibe Wdencériedwith density (saturation and rarefaction), geometry or
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LIKEaAOltAled ¢KSAaS RAAGAYOlGA2ya o0St2y3a aljdd NBf &
G§KS LI NIiaQ o NGfudhdate§orising appraachean betapplied to the FPS because

its multiplayer maps are preoded mathematical spaces, leaving complex issues of
O2YLRaAlGA2ylf adGetsS GKFG t€SIF@S GKS 2NBFyAalGAzZYy
incitementto interioh 3 S Sy SYASa Ay (GKS OSy4NB 2F (GKS |!5d ¢
compositional control are limited by what Brian Massumi (2002: 137) has called the

W2 AAAOAEAAGA0Q yIGdzZNBE 2F GKS RAIAGIE @ / 2y PSNRESH
and mathemaitcal space is also precisely what enables the potentially chaotic (though never

random) encounters with other players. Far from producing a fixed relationship between the

player and the image, the mathematisation and visual rendering of the game spaee is t

predicate for the reproduction of insecurity and seemingly irrational behaviour.

Game log 4.3
Call of Duty: Black O2010) | Team DeathmatchW. M. DG} January 2012

| releasedhe shoulder buttorand my aim down a long corridor and turned my view to face a
doorway of threats to the left of the frame. | centred the crosshairs in some sense shooting the
open ground beyondThere were windows, doors, multiple pathwayto many. | aimed down

the sightsat each of these locations, limiting threats for a few beats, leaving others behind. | held
and released the left shoulder button and tagd the analogue stick, making my view twitch

from doorway to window and sweegcross the open ground. It swerved, lowkon to an enemy

and | hit the fire button following its insectile walk with my crosshairs. Popping sounds tell me |

have hit my mark and one hundred points flash up in the centre of the frame.

After this stream of action, the possibility of my firsirfg position tarted to take hold,flooding
into my hands as possibigestures making its presence felt by its absen@éhen | was a
younger | slept facing the wall, sometimes staring at the textured wallpaper as if | could see there

the shape of the heaad of the shadow at my back.

| waved this survey of the open ground away with a flick of the left stick to dispel the limitation
with another crouch and zoom towards the light of that first doorway down the long draw of the
warehouse But something was mang there now, interrupting the uniform block of light. Bright

pixels turned dark, revealing a form | could only see long entmgke.The frame flinched with
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the impacts of thefirst bullets and | pressed the right stick, fighting to compose the engintiye
centre of my frame, my crosshairs. The bullets seemed to impact the screen. | gripped the pad
hard, making the plastic creak and manage a shot of my own with a tap of the right shoulder
button before the frame was sprayed with red and my avatar, moxmoored, fell forward as if

the glue that held it to theHUD and connected it to my bothad vaporised.

I G6AGOKAY3I 3SaildzNI f horydhahfor dufol-fisldlisSaRicuatdd init KS  F NI Y S ¢
GKS 3IYS 23 +10620Sd ¢K2YIl & -sfrdehpacesks aplac®@ K I NI O S NR 2
WGgKSNBE GKNBhiuaAY Ot 0 ® A RE®HS @ 8N all Imagésiare.ainfated y 3Qa A RS
by the imagination of the viewer either virtually or anthropologically, in his terms (2011). They

are in this way, not fixed, but gestural, always exceeding the sum of their bare physical presence
(Agamben 2007: 153). This reading lends thedatdtfteld an ethical dimension as a space where

the viewer, spectator or playeranprocess and resist the fixed elements of the image. It is how

this aspect is modulated by the threatening nature of the-otifield ¢ the multiplayer map

where enemies lurk and its relationship to the gestures of tipgayer that | would like to

consider here.

Deleuze argued tha¥ (i K Sof-fieldzéfers to what is neither seen nor understood, but is

YSOSNIKSEt Saa LISNFSOGE & LINBuvtSaypiotesséstofitiepY MT O @ ¢ KA 2
cinematic frame always existitside of its borders and are central to its ability to escape

limitation as a closed information system. Here, the image is no longer fixed by its

representational content, but is mobile. The notion of mobility is not limited to the fact that the

cinema poduces the illusion of movement, but is endowed by teey the frame obtains a kind

2F QANLdzZ € LIXFaGdgAOAdGe gKSy Al Ad FYAYFGSR 08 (K
aspect is positioned as the key to its relationadjfys ability b travel and connect with the

20KSN) WRFKGFasSdaQ GKIG YIFT1S dzLJ NBFfAdGe o

This virtual, invisible and unreachable phantom is understood as evidence of the way the

O2YLJX SEAGE 2F (GKS OAYSYlF Aa NBOSHESR o6& Fy F LILIK )
that broadly seeks to emphasise the mobility of forms and destabilise empirical givens and

commonsense assumptions by understanding reality as a product of an interchange between

the virtual and the actual (see Deleuze 2004). A simple cinematic exaffrtpis process can be
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found in the way that characters and objecentransgress the interiority of the frame without

the spectator assuming they have ceased to exist or fallen into an abyss. Similarly, the frame can

move beyond these objects if the canagoans or tracks through space without these spaces

RAAFLIWISEFNAY3I FNRY GKS aLSOGlF Gd2NDa

realities for theg objects and bodies to inhabit. However, these virtual and ghostly objects are

not consciously mapped by the spectator. This would place a demand on their attention that

threatened immersion with the film and its narrative. The -offield is constructedn an

AYFIAYSR OAyS)

to map the progress of eacreen action, the spectator creates ephemeral virtualaidtield

dzy O2yaOA2dza LINPOSaa 2F LI aargsS aeyidkSaira GKIG Y
the virtual space of the frame with its actualisation. Each frame, even when we watch a film
F3FLAYysS Aa +Fftgrea || ySg 7TwmedecaubefitsprodiiceRyF FSNByY i >

synthesis of its prior repetitions and the specificity of their conditions of actualisation (see also

Williams 2003).

However, the virtual operation of the owf-field is altered by the FPS as a fundamental trait of

its construction of space. In the FPS, theofdi A St R 2 F

GKS 3FYSQa

Ydzt G A LI |

in real time, represented and actualisamcreate threedimensional spaces in which player

actions occur. In a game 6All of Dut® a

GSIY RS ( gagér m@pranddhk &tiovsdzt (i A

of the other players are being processed live, server lag permitting. Because of this spatial and

temporal continuity and the capacity for player action that it enables, the unseen and

unknowable presence of the owif-field thatlurks beyond the gamic skin becomes available for

AyOtdzaArzy @Al GKS FOGA@AGE 2F (K

S LXresSNRa 3Sai

cinema solidify as the player moves the frame and the colours of each pixel are calculated and

mapped omo the screen, including them within the gamic skin, within its reach. When the
L I @SNDR& 02RAf&@ AYUGSNA2NI FyR LISNBRLSOGADS Y20Ss
AYF3AYAy3Ia odzi | NBGSIEtAy3a 2F (KS dBrisufdthesi Fdz f &

players.Sincethe unhabituated player lacks what we might call a functioning mental or

O23aAYAGADBS YI LI 64SS al &adzYA HANHY

movements of enemy players, the eat-field is characterisedat only as a place where threats
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present and absent. Unknown hazards are always on the threshold of breaking into the interior
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The calcification of this calculated sffreen space means that the importance of the unseen
FYR dzyly26y Fad I RNADSNI F2NJ (KS-adsthe cihdmb. @ SNDa 3IS:
The outof-field stops beingirtual and becomes concretga fully rendered and mathematically
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gamic skin, leaving it vulnerable to unpredictable attack and the surges of stimulatibocime

Ff2y3 gAGK GKSY 6aSS +ta2 [FTKGA HnnoY mMpdhpud 5S¢ ¢
FNFYSQa SYFYyOALI 2N NBfFGAZ2Y (2 2LSyySaa Aa (K¢
FPS frame appears almost totally encased by the multiplayer majxias of fully determined

standAy F2NJ 6KS @ANIidzZ tY Fy dzyaSSy SEGSNR2NI LINBaSy
GKS OAYSYlIQa @OANIdz f FaLISOG YI1Sa AG F1Ay (G2 (K¢
F2NJ GKS Ct { ARty ionbvé theififérBe tHrdugh §eStikaisi onlly realised by an
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It does not quite follow, though, that the presence of a fully rendered cartographiofiigld

cancels the capacity to proda its virtual counterpart. Rather, | would like to suggest that the

product of the cartographicomf-F A St RQ& GKNBFGSyAy3a LRGEGSYGAlIt Aa |
creation of virtual spaces and threats within the imagination of the player. This ifitati®n of

the unseen is also an intensification of the sensation of insecurity that can be put to work in

explaining the nervous and spasmodic gestural movement of the frame as it produces a desire

to include the imagined and mapped data beyond its rirergln this situation, the player is

forced into a position of vulnerability where they must gesturally speculate upon and mentally

construct potential spaces and activity outside of the frame.

However, the unhabituated player does not have the spatial knowledge (what Ash (2013) calls

Wy lf@aGAOFt | G0GdzySYS y-offiefdinto dcuali€aiiohs/fhatSéndedse S A NI dzl f
into authoritative gestures that internalise and neutralise likdramune reaction. The

interchange between virtual and cartographic enftfield spaces produces an intense cycle

where imagined spaces and their possible threats must be tested and actualised, but where this
actualisation is never sufficient to provide anse of security because of the limited nature of

GKS FTNIYS Ay O2yiGNIad G2 GKS 3AFYSQa Ydz GALX I & SNJI

potential for the player to be shocked and taken by surprise lurks at the margins of the frame
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and augments the powesf the first immunitary negation, inviting twitches, reflexes and

O2y @dzt aA2ya 2F GKS LXIF@SNAQ 62Reé Ay GKS | OdGdzt |
the margin and the centre of the HUD puts the player and the image into a state ofvdréesis

every gesture that attempts to include the threats lurking outside of the frame within the

AYYdzyS aeaidSy 2F GKS AYydSNA2NI 2F GKS L)X I &@SNRa 0+
a0FNIa 2dzi Fa Iy FadSYLIW | potedtial folsHogk thg @rpus & S O dzNA (i ¢
ends up intensifying this threat, generating a feedback loop that relegates other gestures and

possible actions. Although the FPS can be considered through a ludic lens as fundamentally

being about shooting and thus destroyiagemies who are clearly intended to be threats, my

thinking here is focused on the Fingrfaceitself asthe primary threat

- . - - . -
o Kiled By - - S -

Figure 4.3Taken by surprise. Screen grab from Call of Duty: Black Ops (Activision, 2010)

If we take the shooting of enemy players as a more concrete example, the act of successful

internalisation of the multiplayer map within the gamic skin leads directly to its undoing as the

object that is centred and consumed by the orifice of the crosshalestroyed. Even the

apparently authoritative action of successfully aiming and firing is characterised by the fact that

each successful act of inclusion causes its object (the enemy player) to literally vanish. The act of

centring as a gesture of theegation of the danger posed by an external other both empties the

LI F @ SNDa O2NlJdza 2F Ada 262800 FyR RNIgsa GKS LI I ¢
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threats regenerate at the speed of their negation. In turn, this problematisation of image and

player can only be corrected by seeking out new threats to centre by imagining and then acting
ontheoutof FASt Rd ¢KA& YSIya GKFG GKS FdzZ FAEYSyld 27F 0
and corporeal security is the mechanism through which the vulnénabii the player is

continually reproduced. Here, tHelf | @ SNDRa ISEY&NAYHNRY| BSFAYAYy 33 Y

and the influence of the ouwbf-field take shape not simply as ludic actions aimed at increasing

0KS LJX I @SNRa Ay RA Jadomgulsive yblé inivhichythe player ditferEiptsdodzi | &

I OKAS@S I aSyasS 2F aSOdNRGe sAGK NBaLSOL G2 GKS
environments that ends up exacerbating the feeling of insecurity.

4.3.1Thedouble negation of the novice player

This seHdefeating mode of selfINR 1 SOG A2y ONRARYy A& dza o @112 | O2y:

16) concept of immunity as an interpretive category, and principally its4ribt in the concept

2F WR2dzoft S yS3AFGA2Y Q 2Iosioikshtifidsy RA BA RWzv tzpA 6 B QA A KA ¢
designator of inside and outside as well as being a mechanism that excludes the outside by

including it within its defenses is that this process has an inherently destructigeobyct. The

inclusive nature ofhis form of seHdefense allows threat to linger in its system in the same

manner that our biological immune systems preventsnfection by preserving a kind of

memory-bank of every disease we have ever contracted inside our bodies. Here, the threatened

individual being ends up being coded and constituted by a form of reversal that places the

KETFNR AG Aa FGdSYLWGiAy3a G2 RSaidNRe G AGa OSydNF
of the corpus and in the more metaphorical sense thatitbeSain  KS f AYOKLIAY 2F {(KSE

behaviour.

For Esposito, the inclusionary exclusion creates a rhythm of flux in the dialectic between inside
and outside that undermines the distinction between the individual and that which threatens it.
Ironically, thisselfprotective mechanism places a question mark on the whole notion of a stable
and unified self, be it a nation state or a body. The-poiht of this fluctuation between the

interior and the exterior caused by a compulsive desire for protection isthigatorpus acquires
threats and the shadow of death in small but corrosive doses that run in its blood. In this way,

biopolitical immunity patterns the body that it seeks to protect in the very image of what
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threatens it. For Esposito:

this selfprotective syndrome ends up relegating all other interests to the background
AyOfdzZRAY3 aAYyGSNBaidée AdaStFT +ra | F2N¥Y 2F fATF
opposite of what is desired. Instead of adapting the protection to the actual level of risk,

it tends to adapt the perception of risk to the growing need for protectjonaking

protection itself one of the major risks. (2011: 16)

Esposito describes a form of adtamunity above in which the individual body (be it state or

human) compulsively includes and devours the external other in the name gdrsgdiction.
LYYdzyAGéQa GSyRSyOeé (2 OF (S32 N&al BterachOsoNieA y I (2 )
bordered system as threat responses. Actions are reconceptualised as reabiiming)

including and neutralising danger, the individual becomes a kind einski€ed biological

automaton determined by its defensive reflexe®re] the systems that protect the individual

subject lead directly to a form of desubjectification when pushed to their logical extreme.

However, a further consequence of this process is that new frontiers of risk are continually

being opened up, perpetuitg the process of desubjectification. As soon as a threat is included

and neutralised within the interior, the borders of this system meet a new exterior against

which it must define itself. Thus, the immune system produces more threats by the very

operation through which it attempts to nullify them. For Esposito, it is this secondary increase of

threat both internally to the behaviour of the individual, and externally in the production of the

20KSN) GKFG LINRPRdzOS& A Y Y-dejeatiig@iduible nBoatorzo 2 SOG A Fe Ay 3 |

LYYdzyAGeéQa yladz2NB Ay adzlld FyaAay3a OdAz2ya 6A0K NEX
provocation by concretising and reinforcing dialectics of inside and outside, us and them, safety

and danger. This necessitates a radical chamgiee operation of immunitary apparatuses that

must function via incitements and provocations, breaking from the training of the body via

disciplinary regimes (see Foucault: 1991). Immunitispositifsdo not transparently discipline

and subjectify théndividual, rather they incite an immune behaviour that must be gestured into

reality by the subject as a seqdfotective reaction.

| opened my introduction by noting that the FPS image must provoke the player fior dce
gametooccurasaneventlBg aA 12Qa 02y OSLIidzZt AalrdAzy 2F 02y (S
the FPS as an immunitadispositifthat governs the player by inciting them to desubjectify and

govern themselves, ironically by attempting to protect themselves. Thigpsmkctive
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syndrone is both a form of visuality and a suite of bodily gestures shaped as a reaction to the

I YSQa YIFyALWzAzA FGA2y 2F GKS LX I &@SNRa o02Reé |yR 02
GKIG SEGSYR 0Se82yR (KS O2yGSE( exnFafthofeAyadd ¢KS |
indirect governance by the apparatus, which ends up both affirming and cancelling the

AYRA@GARdIzZ t &dzo 2SOl Qe reryzhiKg2Heplayeér is at@rSphidg o K SA NJ 6 2 R &

protect.

4.3.2 Immune image

| have shown that the novice play@ a | O A2y a OFy 68 NBFIR & NBIFOUGA:
allusion to the aesthetic values of renaissance perspective and the cinematic frame that is

constantly put in a state of imbalance that has an affective charge of bodily insecurity that the

playermust repair. In an aesthetic sense, the player acts out the rationalising values of visual

cultures in a manner that can never reach a state of fulfilment. Regimes of perspective and

centring that have persisted since the renaissance are always incomelete at the very

moment that they appear to solidify. The gestural and virtual nature of the cinematic image,

conversely, is always present and actualised, transitioning from a mental process to a bodily

activity, a reflex action to the threats to thelpe SN a OF LJ OAde G2 aSOdaNB GKS

the uncertainties of the game posed by its thréenensional environment.

In addition, the aesthetic issues discussed above are layered with processes of corporeal
ARSYUGAFAOIGAR2Y® ¢KAA YSIya (GKS LI IF&SNRa NBfIFGA2y
becomes aligned with much more fundamental issues relating to the se@ufity (0 KS LJ I @ SNDa
body and status as an existentially whole individual. However, my reading of the movement of

the gamic skin suggests this process of mastering the other and securing the self are constantly

alluded to, actualised and then negated. The pdg@a | (0 G S Y téirggamicakirmteS O dzNB

rendered momentary victories at best. A cycle of alienation and immersion, of insecurity and

security, of mapping and the emergence of new frontiers establishes a compulsive rhythm
explaining how players areerdzNJ 3SR (2 Kdzy i AYGSNYIfA&S YR ySc
dzy {y26ya® hyteée GKNRdIdAK O2yadzyAy3d GKS SEGSNA2NI 27
themselves. The unhabituated player is constantly kept off balance in a reactive state where the

stakes of contrtling the space become commensurate with securing their bodily interior. The
Fdzi2 Yl GA2Yy adz23SaGSR o0& @ASgAy3d GKS LI F&@SNRa NBI
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explaining why novice players persist in playing the game, even when their gestures are so often

fractured, nervous and ultimately fail.

If we consider the distinction between gesture and image proposed by Agamben, where gesture

is always open and plastic, and the image is something fixed, then we can see how the FPS takes

command of gestures and masters the player in such a way as theynbesn image. Thi®rm
of this colonisation of gesture by the image is revealed as a compulsive and aggdetengve
actionci KS R2dzotS yS3ardizy GKIFIG A& GKS KIFffYlFN]
L O2y OSLJidz f A & Sestiirés s rgagtigha 10 e indtementS 0f R desuBjectifying
apparatus, which produces the player not as an individual subject but as an immuge. ima
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The double negation of the inclusionary exclusion that is driven by our desire to assert our
individuality at the expense of others not only reflects the concept of umity noted above,

but also actively trains bodies into a seNR2 4§ SOGA FS | yR LINBRAOGIO6TE S
defined by aggressive attempts to cement the borders separating us and them. But at the same
moment, this very attempt causes a fluxtire individual that renders theravailable to power

and thus reproduces the very threat that the body attempted to defended itself against

4.3.4 Vaccination

The question that the desubjectification of the novice FPS player and their construction as an
immune image raises is exactly what sense this seemingly degenerative process makes from the
perspective of neoliberal governmentality. In other words, why doedlibpositifof the FPS

incite the player to become an immune imageAlBody Worth Defendingd Cohen produces

a history of vaccination from its origins as a means of preventing infection by smallpox via the
deliberate introduction into the human body of the cowpox virus by Edward Jenner in the
eighteenth century. Cohen charts how the birth of viaation and the defeat of smallpox was
achieved specifically via the introduction of a secondary and lesser threat. Cohen makes the

point that the argument for the widespread vaccination of the population was then made with

specific reference tothe decréaS R NR a1 FNRBY (GKAa WAYOGSyidAazyl f
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W OOARSYGIHEQ AYyFSOlAz2y 6KSNB avYltftLRE gl & O2yiN
understood as aelsser risk than smallpox its€#009: 116121)

But what is the threat, the snl@ox thatthe FPSandlil KS 3 YSQ&a o0A2LRf AGAOFt O2
player as an immune image, is attempting to protect the player fr@im® emergence of the FPS

as a means of producing the player as an immune image comes at a moment when theorists like

Brian Rotmary albeit in the tenor of a broadly techratopian agenda; have forcefully

guestioned the enduring reality of the individual within our networked digital media ecology

(2008: 103). If we take this dissolution of the individual by digital tedgyoht face value, there

Ad |y 200A2dza O2yFEAOG 6AGK yS2f A0SNIfAaYQa NBf )
selfinterested entrepreneurial life in the form dfomo economicuésee Foucault 2008). Here,

the issue for neoliberalispositifshecanes not only maintaining the life of the body, but also

the bodyasan individual that competitively pursues its own interests and security, which

become indistinguishable from the interests of the neoliberal economy.

Fredric Jameson, iRostmodernismargues that the inscrutable labyrinths of late capitalism

the mall, the hotel complex, the city without landmarkeperate as confusing and disorienting
spaces, often to the detriment of their own success as capitalist enterprises (1991: 44). In their
very lack of methods of successful orientation, these spaces signpost what Jameson calls a
transition from a modernist space which actively presents itself as a legible environment and
GKEFEG KS GSNX¥a WLRaldY2RSNY Keé LIS NAflnkllys8coeddedVl YSaz2y (
in transcending the capacities of the individual human body to locate itself, to organise its
immediate surroundings perceptually, and cognitively to map its position in a mappable external
G2NI RQ omdpdpmY nnod oKae cdpiaicin pradecSshelviroknehdStaR LI O S
put their inhabitants into a state of crisis in which the disorienting microcosms of individual
buildings come to reflect a broader disturbance in the previously stable relationship between

the individual andlte totality, which is governed by the systems of global capitalism.

When thespaceis constructed but also impossible to orient ourselves within, the latter is
fractured and ultimately threatened with dissolution. This feedback to the individual is
undersi 22 R o0& WFYS&az2y |a NBadzZ GAy3a FTNRBY 2dzNJ Ayl oAf A

capitalism. In this deficit in orientation, our spatial and social confusion is productive of
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continual and chaotic movement that neutralises our capacity to resigfféxt social change

(1991: 54). However, alspand perhaps equally importamtthis spatial confusion results in a

certain rupture in the pedagogy of capitalism as an economic system. This means that (despite
GKS al NEA&G GSy2 N gritivewlaprishatt a/palitical @l bd esobomic K S O 2

remedy to postmodern hyperspace.

¢CKS Fdzi2YlFGA2Yy 2F GKS AYRAGARdzZ f LINPRdJzOSR o8&
interests outside of the desire for sgifotection, also acts as a vaccinatimn the symptoms of
postmodern hyperspace and the economic risks that this situation poses. The player as an
AYYdzyS AYF3AS A& y2 f2y3aASNI Wi2a0QF odzi 2NRSYy
the FPS. The immune image is, however, a fafromy the creation of a cognitive map for

capitalism that Jameson suggests is the remedy for the damaging effects of postmodernity.
Rather, it represents the negation of the political subject. | would like to argue that the novice

LI | @ SNR& 3 $&dibleaztid Hody Comgitd térmsiwith a form of orientation that

bypasses cognitive processes and addresses the corpus directly: an affective mapping of gesture.
The game posits the risk of disorientation and the dissolution of the firm boundariesatew

body from its environmento neutralise this dangeg not by the production of a subjectified

and positioned individual who knows where they are and thus who they are (see Conley 2007),

but by inciting the player to orient and govern themselvesiagffectdriven, sefdefensive,

immunitary image. This mode of governmentality operates by decoupling thensmiésted

economic actor from their own autonomy by making the individual so insecure that they are
mastered by their own desire for salefence. In this way, the FPS functions in an almost

paradoxical manner by securing the body as am@lfecting corpus while simultaneously taking

control of this body and its gestures.

¢KS AYYdzyS AYF3IS (KF{G NBadzd & TanYuggsasdhatOS LI | & St

the ultimate threat posed to the West is not the external dangers of, for example, migration or
other forms of contamination from the outside. Rather, {wémary danger is reframed as a
dissolution of the sensibility of its own econonaled political systems. What we see with the

Ct{ AayQid Iy FdGdSYLG G2 YIS aSyasS 2F G4KSaS
altogether.Forthis confusing economic and political sphere to persist and prosper, subjectified

individuals must be dedjectified and retrained into becoming reactive, immunitary bodies
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fixed in their insecurity and calculated in terms of their activity. In the promulgation of the
threat of disorientation and the administration of a radical desubjectifiying vaccine, FPS
franchises such a3all of Dutymaintain control over the body and renounce the necessity to
challenge the confusing spatiality of the economies and cultures of the neoliberal West that

have so manifestly eclipsed governmental control since the 2008 firlamises.

4.5 Conclusion

I have mapped the aesthetic elements of the HUD as a gamic skin and sought to use this concept

todzy RSNE (| Yy R KGalbof Dufsériesoh canmpatigive ultiplayer FPS titles put the

Yy2OBA0S LY IFeSNna 3SaddzNBa Ay G2 | adridsS 2F ONRAaA:
read as a form of vaccination that produces a-dgelfensive gestural reaction and that

immunises the plger from the disorienting spatiality of Western culture after modernity. This

g OOAY L GA2Y RSadzo2SOGAFTASA GKS LIXFESNIEFA |y AYYc
has been intensified by the apparatus as a means of bringing them under itelcditite player

as an authorised and managed image is one that seeks to compulsively internalise and

YySdziNF t AaS GKS 20KSNJ 2F GKS 3l YSQa Ydzf GALX F&SNJI )
state of conflict with the world. This state is one wherdhalf § SNB adia 2dziaiARS 2F (KS
as an individual have been negated, but one in which the very status of the sabjacubject

is made uncertain. What emerges here is a tension in our contemporary world between the

disorienting nature of postmaernity and the requirement that individuals are oriented in such

a way that they continue to be governable and productive for neoliberal biopolitical interests.

Tocite the FPS as a technology where these crises of the body and psyche could be induced, t

movements of the frame have been conceptualised as gestures. These corporeal projections

2LISNIF 0S8 G2 YI1S GKS 02R&8Qa NBIOGA2ya G2 Alda LRa:
cinema visible ahistoricalY 2 YSy G a® | 26 S@OSNE Jbifity ta ioSe ti@tffrgm® G KS LI |
truncates the distance between gesture and the formal qualities of the medium. Here, gestures

and aesthetic traditions collide arahter aconflict or negotiation that cannot reach fulfilment.

In this situation, the image itself bemes gestural down to its visual organisation; yet, more
GSttAy3afesr GKS LIXIF&SNRa 3SaddNBa YIFE1S | 0N yaaiir
nomoscg or the law¢ to something determined and captured by technology and politics: an

image.

146



Twoimmune behaviours of the gestural frame emerged from this section. The first took the

F2N)Y | O2yadzYLliAzy 2F GKS 3IFrYyYSQa aLl O0Sa yR 4l a
A1AY 2F O2NLRNBFf ARSY(GATFAOL (At@cfntre, iitBrnalisk S OF LI OA
YR FSaGKSGAOFtte NIdGA2ylFfAaS (KSca3payiddcd SEG SNy |
twitching of the frameg has been read as a futile attempt to neutralise the threat posed by the

3 YSQa Rdz f YI yAck-RE. Herd thecdléulatddfullyrdadere@ dmée
RAYSyaArzylft aLl OS o6Seé2yR (GKS LXIF&@SNDa WalAyQ LINZ

virtuality of the cinematic frame and an increase in its threatening potentiality.

Each of these movements waiewed through the lens of an immune reaction. In the first

AyaildlyoOSzs Ay ljdzAGdS | fAGSNIYt aSyasSszs GKS LX I &SNR:
the outsideg not by preventing these threats froentering visibility but by including and

centring them within the crosshairs. When considering the-@fdfield. | mapped how aiming,

YIELIWAY3I YR ARSYGAFeAYyd gAGK GKS 3IFYSQa LISNERLISOL
tension that encroached from its borders or frame. The product of theseinfluences was a

gestural crisis in which the novice player is induced to continually move and jerk the perspective

Ay NBaLkRyasS (2 GKS LRGSYydAlrf 2F GKS 3AFYSQa dzyl y:
almost infinite actions available to the pky what emerged here was a narrowing of the

L F @ SNR& LROSYOGAFtAGRY |y WAYIF3ISQ 2F RS&adzmaSOdGA
LINPGSOGA2YE 2N Iy AYRAGARdAzZ f yS3IFGSR FyYyR RS&dz &8¢
immunitary interpretive famework. Here, immunity is no longer a matter of natsiates, nor

of microbes and white blood cells. Rather, it becomes a matteonéfluct

LG Aa @2NIK y2iAy3 GKFG GKS SYSNHSBefishe3D2 T G KS Ct {
(1992) coincidedw it K G KS Llzof AOF A2y 2F WFYSaz2yQa adaNBSe
modernity in his worlPostmodernissh y Mdpdomd LF ¢S GF1S 21t GSNJ . Syal
dzy RSNAR Gl YRAY3I 2F (GKS adz2NLINAASR 2NJighNAIKGSYSR 02F
watermark (1999: 171) and consider my conceptualisation of the immune image, each occur at
Y2YSyidGa 2F aLl aY2RAO FftGSNIGA2ya Ay (GKS Y2RIf AG¢
reaction to the emergence of mechanised urban modernity charted by Bemja&xgamben and

V{iaho (see also Gunnir&P06) ¢ has been foregrounded here, but the FPS dominates in a
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context where the rational forces behind the mechanised city are breaking down, and political
and economic discourses are those of crisis. This stuadiquires its own vaccine and immune
reaction to maintain thénealthygovernance of population§hischapter argues that where the
cinema may have performed the role of habituating the psyche and body in relation to
modernity, the FPS seeksitomuniseus from the bodily shocks of a contemporary political and

economic context.

Where Jameson identifies the late modern hetehlFhybrid as an architectural manifestation

of the spatial confusion that is produced without a cognitive map for late capitdlibelieve

that the FPS makes this lack of a cognitive map tolerable by automating the player as a totem of

the unified and sefprotecting individual, albeit one that is fatally compromised and

desubijectified. If there is no cognitive map for late castalas Jameson has suggested, then

the mechanics of the FPS elucidate a situation where maps have been discarded altogether.

PFGSNI LEf2 6KIFG dza S R 28hase very Rapatitzdo Badvdittetestd AR WA Y RA ¢
been relegated to a compulsionwards seldefenceg have for a map, or for cognition for that

matter?

However, this nervous, unhabituated and mastered player is not a monolithic and inevitable

output of our engagement with games such@ail of Dutyand its various iterations and
O2YLISGAG2NE® ¢KS LI I &SNDa NBI-héigetuyed budl yy2 (G &A YL
something that develops in time as more authoritative movements. In the next chapter, | turn to

more explicit cartographic representans such as the GHi8e minimap and consider how this

competing form of representation acts to compose the fragmented gesturality of the player into

a more fully embodied and assertive actor. No FPS player is ever totally fixed or complete;

instead, thee is something more akin to a cycle of habituation (or even a lifecycle) that takes

place and it is with a view to charting these changes that | proceed in the next chapter.
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Cartographic Gaming

5. Introduction

In the following pages, | argue that the mmap stitched into the margin of the HUD in t@all

of Dutyd S NR& S & Battiéfield Sevedaiies thewower2 ¥ OF NI 2 ANJ LIK& G2 WNBRST)
LISNOS LI A 2y Q andprodde a prostheticaid redwcéd proprioceptive sefaethe

player by provokingensemaking trajectories of navigation. A form of cartographic gaming

SYSNHS& KSNB (KIG Sy3dlr3asa GKS LXF@SNIAY | YI LILRA )
neutralisingoSy Syeé LX I @SNAR |yRXI Y2NB (GStftAay3atez I RALF AT
embodiment in both psychic and corporeal terms that deepens the reactive immunitary

character of the experience.

My attempt to grasp the importance of the miniap in the competitivenultiplayer modes of

H n M @al &f Duty: Advanced Warfagictivisiond) |y R Baitlefield 402A Digital lllusions)

Aad asSié F3AFLAyad | aAaddzr GA2Yy Ay g-Ehleékvatarasid { S GKS 3
visual allusion to the way inwhiéhA RS2 31 YSa SEOf dzRS 2NJ FGaGSYLIWG G2 1
F20dza 2y (GKS 3AFYSQAa NBRAzOGAGS Yl yALWdzZ FGA2y 2F LI
intentional action (Gallagher 2006) and enabling acts of corporeal navigation (Massumi 2002). |

approach cartographic visuatsf these gameand their effect on player actions as acting to

NBEO2y aidNHzOG | Oenkildtzshe gaine thbeRcBedls the YidrvauS Gesturality

imposed by the construction of a sensitised and insecure gamic skin.

Oncethe character of the excluded proprioceptive sense is established, this chapter seeks to

understand the role of the minnap in in the process of generating a sense of player

identification with the cartographic symbol on its surface as the opening redjfiireregimes of

embodiment to take hold. To understand how this process occurs, | ask how the map answers

GKS WFANRG [[dSadAaz2yQ oWFHO26 Hnncy 2F GKS OF NI23N
AYIF3SE F2tt28Ay3 ¢2Y /| 2hf tireaq2007) alsddunctoys toO F NIi 2 3 NI LIk
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FYyagSNI GKS [[dzSadAz2y WgK2 Y L kdretbddpgroadhy G Af a |
unwedded to either psychoanalytical or corporeal conceptions of the self. This connection to

identity leads me to consider the mimap in terms of the concept of body imagkat Shaun
DFffl3KSNJ RSaONAoSa |aYy Wk d8aGSY 2F LISNODSLIiAz2Yy:
02R@Q OHnncY HNO® | SNB>X L aLISOdzZ 4SS 2y K2g (GKS )

that feedsback into their perception of their body image.

Rather thamapproaching the miamap asa static image, ask how it immanentlynfluences

navigational practice andkFeNNJ y3Sa G KS WOl NRamebhddpvind Q 2F (GKS LI
cartographically endowedrosthetic proprioceptive sense. Critical GIS scholar Matthew Wilson

has noted the necessity for GIS and locati@sed technologies to be understood as interfaces

0K Goptimi&IF NI aLISOAFAO OF LI OAGASa 62F (TKRdzAKGk!| OG A
OSyiGNYXftAGe 2F FOlGAzy (2 2AatazyQa OFff F2NJ I ySyg
practice of using technologies such as Google Maps is freed from discussions of cartography as a
technology of the disembodied gaze. Instead, the ways ld@ationbased devices modulate

GKS OGA2ya 2F YILI dzaSNAER GN}YO1SR Ay WNBIf GAYSQ
Gordon Calleja (2011) have written about how video game environments and interfaces

produce altered senses of embodiment, refigngrithe body and its orientation (or cardinality) to

GKSANI 26y NBIAYSaA 2F aLl GAlLf Ay@2f @dSYSyldod ¢2 S| (
that GP&nabled devices govern the thoughts and actions of the map reader in mind, to each

map its body.

2 KSNE GKS fFad OKFLIWISNI LISNOSAYGSR (GKS dzyKI 0 A Gdzl ¢
affective shocks and unanticipated moments of fright, here | turn to desar emotional

response Freud understands as being bound up with knowledge and codrtectespecific

object (2010: 12)Fear in this case is not simply aligned with affect, but represents the moment

it is processed and categorised, brought into knowledge as an emotion. For Massumi:

Emotion is a qualified intensity, the conventional, sensual point of intersection of
intensity into semantically and semiotically formed progressions, into narrativizable
actionreaction circuits, into function and meaning. It is intensity owned and recognized.
(2002: 28)
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I chart the minimap as being abl® produce a kind of body for the player, albeit one produced

through fearinduced movements thallB LINS & Sy (i | & Kffedtieyaverdyftheli KS Ct { Q3
authority of the cartographicimageé 2 ljdzZr f AF& | yR 2NHlFIyAaS (GKS LXIe&s
with the game This does not mean that affeist cancelled or blockedther, that it is

modulated and orderedby the power of the maprhis tallies with the general thrust of this

thesis as an attempt to complicate the idea that ludic goals are the drivieg fighind regimes

of action and involvement in contemporary videogames.

Finally, | embark on a more speculative analysis that takes thebfessad construction of the

cartographic body image and subjects it to an analysis-ghine situations where thedears

multiply in temporally and spatially unpredictable ways. Here, | suggest that an overload of

cartographic information and competing trajectories of fémsed ation puts the rational basis

fori KS O2yaidNUWzOGA2Yy 27F G KS Sanethiry @kin todhe RvéchilgY I 3S  dzy RS
body in a state of gestural crisiseenerges here, extending its interior multiple directions It

is not commensurate with a senseaking subjectified individual corpus, but extends untidily

Ayili2 GKS 3t Ysiinga précésh adddesubjectificatibis In this case, the space of the

body is extended to the boundaries of the mimap itself, taking on the aspect of the interior,

invaded and infected by pathogens that must be fought off in a return of the concept of

biopolitical immunity.

5.1The wound and its suture: proprioception, action, navigation

What if our eyes were made in such a way as to prevent our seeing any part of
our body, or some diabolical contraption were to let us move our hands over
things, whilepreventing us from touching our own body? ...Such a body would
not reflect itself; it would be an almost adamantine body, not really flesh, not
really the body of a human being. There would be no humanity.

(MerleauPonty1993: 125)

Game log 5L

There are instances, moments of stillness, when | take up a position in some nook or imagined

cukde-sac in a multiplayer match &all of Dutyor Battlefieldthat afford some sense of
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protection from the threatposed by thed | Y S Q &cormpdredl delifel wait in ambush for an

enemy player to break into the firgterson perspective, to wander into my crosshairs, aiming for

YSo® aé KIyRa G(SyR (2 NBflIEZ K2f RAy3I (GKS LI R t2248

killing zones, making tightérames, but these actions lack a definitive objective. The tension

So0o0a FNRY Y& KIyRaod ¢KS aSyasS 2F QdzZ ySNI oAt AGER
wane.Wisibility is a traf{1991: 200Foucault tells us in his reading of the panopticon in

Discipline and Punisind | have made the frame a trap for my enemmst, ling in wait, | find

myself drifting from the game, my actions lawgpurpose.

In one of these moments of imagined security, | found myself panning the frame down towards

myaval I NQa 0 2 R& qenkenyy adlidh $r tHe m@uSigh@nBexclusion of the g&ne

spaces within the frame that signals compulsive viseaitralization | sought out my own

graphically rendered physical form. The shock to any player of a game of A&iyxall &f Duty

serie€ 2NJ AG& O2 dza A Battlefigl®wh®ehgageSii 4 sin@ladindve i€xat instead

2F aSSAy3a GKSANI I @I {1 NRAGjuSt2midlyRpadcey R 60220343 GKS@

LIN

This image, one of absence, produced an instantofcdntiy’ | & Y& | @l i NR&a KIFyRa

seemed simply to pivot in midir. This action has no corresponding proprioceptive or kinesthetic

aSyalirzyod ¢KS o02ReQa OFLIOAGASA F2NI NSIAAGSNAyYy3

trunk, the surge of flexing mukes from my feet, up through my calves and core, bracing for this
change in balance, were as absent as the expected image of my aMagaintensity of my grip

on the gamepad increased and a general tension gripped my body, not as a precursor to a
dynamicprojection through space, but as part of the action, the movement of the body required

to maintain a perplexed stillness.

Where am |? What am 1?
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Figure 4.1Where am IScreen grab frorBattlefield 4(EA, 2013)

In the game log above, a duration where threats seemed less imminent and lacking in affective
intensity led me to seek out my avatar. It was a moment when concerns seemingly beyond a
compulsive desire for security on aesthetic, ludic and personal levets wanifested in an

action that sought to secure the visual corpus ofimgame representation. | wanted to find

the image of myody and saythere | amQHowever both Call of Duty y R Battledieid

games do not allow the player to fulfinis impulse using the firgterson perspective. There is

no torso, no legs or feet that | might turn my weapon upon. This rupture in the principle of line
of-sightgyvital for the action of aiming and firingat | have argued is such a significant inflae

on what we do in the FR&nd how the player comes to identifyith and is immersed within its
spaceg; is puzzling. Suddenly something that should/tsibleis withheld and a visual anomaly

is introduced that seems to place a question mark on myemweswithin the game in terms of

my avatarand the action of firing that | have understood as productive of fleeting moments of
immersion within its multiplayer maps. My body escapes my aim.

ThisWs NAANVY £ BRQS I YSQa L2 g SNJI ditheMbBliphyeramByséemédk S O2y (i §
to dial me back into my body, still manifestly present in the actual. As | began to attend to my
corpus the absence or fracture ohé onscreen avatar produced another fracture in my

involvement with the gameMy crossed legand hunched shouldersadethemselves known,
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tensions in my muscles became consciously presertt,stretcheof my limbs stood on the

edge ofextension In other words, there was a growing awareness of my proprioceptive and

other tactile senses reportqymy bodily position. My attentiveness its selfrelations and

sensations of discomfort emphaSiR G KS NMzLJi dzZNBE LINP RdzOSR o6& Y& RAAf
multiplayer map from that new body with its different movements, sensations, vision and

drives thegame had constructed for me. The visual absence of a representation a¥#tar

gl a R2dz0f SR AY LINBLINA2OSLIIAGS GSNya oée F 101 21

environment.

If anembodied presence in the FPS is endowed by the synchronicitamfiahinputs and on

screen actions as suggested by Susan Morris (280ander Galloway (200&hd Martti Lahti
(2003) this impression must vie with proprioceptive, visceral, as well as pressure and
temperature senses that are nesynchronougphysicakignals with respect to how we move

and what we see omcreen. Theideogame apparatus fragments sense perceptions that usually
operatecollectivelyby capturing the player in a cybernetic feedback loop of cause and effect
between corpus and technolly (s@ also Aarseth 1999 and Crogan 2014 this situation, the

game attempts to produce a sense of embodiment with those capacities that are at its disposal,
leaving the corpus understood in an essengeadiand normative manner as endowed with a

predetermired and unified suite of sensé a state of injury.

The relationship between the FPS and our proprioceptive seitise mechanism through which
0KS 02R& WAYGSAINI(ISwae Ada 2y LRairAdAizya |yR NB
straightforwardasil KS 062 R&Qa aSyaz2NE YI LI 2F A0aSt¥F OFyyz2i

AV

fully rendered environments. The FPS has recourse to a limited set of sensory registers; namely

vision and the haptic impressions afforded by manual gestilv&sare conjoined by cause

and effect relatioshipbetweeninput device and screert. proprioception cannot be fully

LI GOKSR AyidG2 GKS 3 YSQfarthd wily D&theXPifdstera a seidaiof a | LINE
embodiment and corporeal preseneéthin its reality. Inef SOG > GKS LX I @SNDa aSya!
embodiment in videogame space is the product of a visual and tactile-arotknd that

LINE RdzOS& |+ NYzLJidzNB 6Si6SSy (GKS aSyalGAz2ya LINE R

and haptic sensitivities. Embodiment in the gabsgins with a wound.
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To put this injury into perspective, Shaun Gallagher has argued that proprioception is

Fdzy RF'YSyiGlf G2 GKS o02Reé&Qa OFLIOAGE G2 GF1S AyidSy
inability of the ingame body to registeits movemeris within its spaces suggests not ottlg

SEOfdzaAz2zy 2F | adzAdS 2F aSyalGAzyas odzi 'y Ayeadz
actions that are meaningful. However, the charac&tion of action as a central aspect of the

videogame medim (Galloway 2006: 4) and experience means that theralisjanction

betweenthe way that proprioception has been conceptgall as so crucial to intentional action

and the reality of the practice of playing videogameékis idecause all movemenia the FPS

cannot be read adesubijectifiectwitches suggesingthat a proxy or prosthetic capable of

providing asense ofoyeli G A 2y (2 (aKo@inglibferh ® GieISaHirected] Brid

meaningful action must be put into play.

Yetmore than simply stablishing the conditions for action, Gallagher suggests that the
proprioceptive sense is a foundational element of a broader conception of humanity understood

in his work as a conscious being able to interact with others and its environment:

Movementand the registration of movement in a developing proprioceptive system
(that is, a system that registers its own selbvement) contributes to the self

organising development of neuronal structures responsible not only for motor action,
but for the way wecome to be conscious of ourselves, to communicate with others, and
to live in the surrounding world. (Gallagher 2006: 1)

Here, the proprioceptive sense and the movement capacities with which it endows the body are
understoodto bethe nonconscious root bmany of the elements of conscious thought.

Moreover, proprioception takes up a pivotal role in formulating our sense of selband

capacity to form and articulate relatiohgswith the people around us. In a similar vein, Maxine
Sheetslohnstone hasrgued for the primacy of movement (of which proprioception is a

founding condition) in not only our immediate capacity to make sense of the world, but in the
production of transcendental subjectivity, that is, consciousness (2011: 139). In both Gallagher
and SheetsV2 Ky a(i2y $Qa 62N] = GKS LINPLINA2OSLIIAGS aSyas
discourses of consciousness away from neurological theories that understand the bpaings

the seat of personhood and towards theore complexa prioridynamic of the body. If our
corporeal actions and our capacity to sense these actions can be invgaytgjacked and

reproduced by the videogamthere are attendant consequences for how we thimk, behave
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and more for what we carbe andbecome.

5.1.2Navigation:proprioceptive autopilot

Brian Massum({2002: 179has argued for the importance of the proprioceptive sense to

dynamics of navigatiorizor Massumi proprioception endows the body with®m dzii 2 LIA £ 2 (1 Q

function that carriesisfrom A to B, supersiing the influence of visual perception andncepts

of cognitive mappingredicated on the ide#hat we navigate by constructing visual records of

AL 0Sa Ay 2dz2NJ YAYRaA® C2NJ al dadzYAX Ay | AAYAL I NI ¢
of the propilioceptive sense, our ability to intuitively sense and construct a tactile map of our

bodies is not restricted to registering its position, but also assembles these impressions into

f I NHSN) OKIFAya 2F aSyaldAazys 27T ofPenggepl@ydlinA 2y | yR |

action as norconscious trajectories of navigation.

I 1Se LRAYyG G2 YIS KSNBX Aa GKIFIG AF GKS o02Re f I (
no corporeal basis for acts of navigatidiithere is no proprioceptive sense fbnt or back in

terms of the orientation of the body, then even if you know where yauld like to go,

coordinatingthe corpus irsuch a way as to get there becomes impossible. Massumi suggests

that proprioceptionprovidesnot only an immediate sense 8fSSRol 01 2F (G(KS o02ReéQa
and posture, but also exists in n@onscious memory wherein complex rhythms of

proprioceptive sensation are stored allowing the body to navigate familiar spaces on a form of

corporeal autopilotHe believes thapropriocegive navigation is the dominant method that

bodies use to get where theare going. The question that this raises is that if proprioception is

excluded from the videogamemeaningg S | NB WYA A aAy3IQ | FdzyOuAz2yl f 0o
travel from here tahere ¢ then how is this sense reconstructed, this injury healed? And further,

does the lack of a proprioceptive or corporeal map of the hiodhe FPS suggest a more

general deficit of orientation commensurate with the lack of what Frederic Jam@€&1i: 54)

has called a cognitive map fotdacapitalism?

WI YS a2y Qa satod ¢f Bidiliditatiniindate capitalism characse as the lack of a
cognitive map should not be conflated with the theory of cognitive mapping critiqgued by
al aadzyA & aitlqiedfgeydhélagical notions obgnitive mappingharacterises it aan
idea limited to the discourses of spatial experienghich argues that we navigate by
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constructing and memasing exacting visual maps of spaces in our minds. Here, navigation is a

function of the connection between vision and memory in which a kind of model is constructed

by the brain, like a threglimensional GPS mdbat is used in conjunction with visual perception

in order that the body can be plotted towards its destination. This model is explicitly visual and
consciousand casts the body as a passive carrier for the thinking brain. Massumrefites
thisunderstanding of navigatioa @ a il GAy3 GKIFG WgS g2dzZ RyQi KI @S
KFR GKSY Ay 2 dzNin othéd wordsitie explicityvisuél amdyanstious model of

cognitive mapping excludes the contribution of primgeption from navigation, while the

presence of visual aidsyuch agnaps, also suggests that the notion of cognitive maps is at best a

partial mechanism for navigation.

With the seeming importance of the proprioceptive sense for bodily action, corswéss,
communication and navigation, a characsation of this norvisual sense as excluded from the
videogame poses myriad problems to understanding tmsvplayermakes sense of and ast
withintheCt { Q& ¥ dzfsfade{sBESoAIRVGNIDEE: 6B) a manner that exceeds the
reflex-like automatism discussed in the previous chapter. However, the suggestion here is also
that if we did have a map in our brains, then the necessity for the proprioceptive sense for
navigation wouldbe put under question. lis this situation that | believe occurs whtre player

refersto the minkmap while playing the FPS.

5.1.3Proprioception and the visual prosthesis

I NBGdzNYy (G2 DIFff 3K HHefedeivesBeNddy image dnd LI2 NI yi KSNB o
proprioceptively endowedody schemas beingeparate, but interrelated systems. Gallagher

describes a medical case study in which a pathesta missing proprioceptive senget could

function normally by a continual conscious and visnanitoring of their body (200644). Thé

suggests that the visual sense and our conscious body image can produce a functional proxy for

the nonconscious proprioceptive sense. In turn, this raises the possibility that technologies

capable of immanently imagining, monitoring and orientingth®@ Ay aLJ} OSZ- t A1 S (K¢
map and GPS tracking devicesuld act as prosthesis for proprioception. However, the

particularity of these technical prosthes must not be left unattended as such an alteration to

0KS 02Re QasclNBISNBEYyARRE 2H YR 2NASYy G dA2yY AYyS@OAll o

shaping by technological and political forces.
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The relatioshipbetween consciously processed images of the body and its sensory sati@ami

by proprioception has been explored byzBleth Grosz in her wolkolatile Bodie$1994)under

the notion of body imagewhich incorporates what Gallagher would call both its schema and its

image Grosz produces a genealogy of tuely imagehat suggests, far from being anatomically
determined,our bodies are constructed by psychological and cultural conceptions that migrate

from its exteriorOfferingaf SYA YA d0d NBIF RAyYy 3 2 Fwork (1984, 1983S NRAY | YR {
1978), Grosargues that our conception and experience of our bodies is alwdyjed to

alteration because all anatomical aspects and behagiare psychologically resdid. Within

GKAA& NBIFRAY3IAI arRageandirfeiSabibitydizdpBoprioae@vely map thdir body

are combined in the body image, which is always mobiatile and vulnerable to external acts

of mappingby power! i G KS NRB2G 2F DNRal Q& FR2LIiA2y 2F { OK;
image lies a will to reveal the patterning and training that the gendered body undergoes within

patriarchal culture. FoGrosz:

the body image cannot simply be unequivocally identified with sensations provided by a
LJdzNBf & FylFrid2YAOFLf 062Reéd® ¢KS o62Reé AYF3AS Aa | &
psychology and sociohistorical context as of anatomy. (1994: 79)

The greatinsighie ¥ DNR a1l Q&4 O2N1LIRNBIFf FSYAyArAay Aa GKFEG A
that operate to construct the unity of the body in contemporary Western culture as culturally

and politically determined-der workalso suggests that the body image is the domtrfantor in

shaping both our crystaéd (but plastic) selimage and how the body is sensed, felt and moves

¢ its proprioceptivesensgd | SNB X 2dzad | & ofthe midsifgiplo@idcéptiv® a OF a S &
sense, forces of monitoring and control are calgatf overwriting or compensating for the

0 2 R @n&xdmically endowedapacities of orientation and satfgansation. If the FP§ and

videogames in generglare to be understood as captag and shaping the body imaghen

first the idea that theconstruction of this body can be achieved via the image, and second that

this process is inherently tied to the politics prows@deway of interpreting videogame

embodiment in terms offie body image seen as a technocultwaipus

This suggesthat thefirst-LISNB 2y &aK223GSNJ A& | 102X NIMQIARY QA Y Ft ¢
borrow Merleaut 2 y 1@ Q& LIKN} aS3> GKFGX NI GKSNJ GKFyYy NBYRSNJ
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unded 122 R | & WRESYAFSRTUIRJIZAXSYRSR SYoRRBRAYSYdiQ oD
2009: 68) by creating a rupture or injury in the exclusion of the proprioceptiveesand then

offering a visual meanaf repairing this wound, albeit via specifechniqguesthat cannot be

approached as politically neutral. | would like to arguet tha key to understanding why a

f AGSNI £ AYl 3 §ank bodyiok vatarHodsd sppeEr in thi fifsperson

LISNRLISOGADS |yR GKS AYLI AOAG ¢l & GKIG GKAA £ dzFf
lies in the way the mianapdoesvisualise and orient our irgame bog. In this sense, the

LJ | &Btieddpiesence on the mianap is read as a supplementary cartographic avatar

Although my work in Chapter 4 sought to contribute to debates regarding how the player can

identify with the firstperson perspective as a gamic cutaneous layer through which the player

senses in tactile and visual ways, | read immersion within the garisoement as a gunshet

j dzA 01 &aSyasS 2F 6SAy3a GKSNBI 2F 06SAy3a SYO2RASRD |
take up residence in the game space, | wansuggest that the mianap can provide proxy

F2NJ GKS LJ I @ SNRA& | @h to the\lreedinmeds®ialimodelf ofthe Y2 RAFASR ¥
Uncharted200CcH nMmc 0 aSNAS&Q bl GKI Yy 5 Nhnhi®TomBRdef | NI / NB ¥F
(1996:2016) franchiseRegardinghe latter,9 4 LISY !  NASGK KFa | NBdzZSR (KL
even see herbody, buBsS G KNRB dz3K Al FyR LI &G AGQ 6HnncY nyou
undertow of gender politics at play here, the central point is that, for Aarseth, the

representational form of the avatar is irrelevant to the kinds of actions and sense of

embodiment poduced in and by the player because it is in some sense unéédgle the FPS

player may also be able to see past the mnivgip because of its compositional marginality, they

also relyon it for crucial information regarding the landscape of the multiplayap, the

locations of friends and foes and the orientation of thetfiperson perspective.lie idea that its

representational form is irrelevant to the player seems remdecontrast, Ewan Kirkland has

argued that:

¢CKS @il NRa v lerthdeNsBgubari andyvariedirathelf tian udiforimKThis
produces different subjective positions, and different experiences of embodiment,
according to the body of the avatar and the body of the ug2012: 140)

For Kirkland, the avatar and the body of thlayer are entangled in a fluid negotiation that
0SINAR 2y GKS LXF&2@SNRna aSyasS 2F SYO02RAYSyido LYLR!

159



the way the playeR @ O NJIi 2 3 NXkitudked ddd repebetitedNithin the cartography of

the minikmap has consequences for the kind of actions the player can take because it is crucial

Ay GKS LINPRdzOGAZ2Y 2F | o02R@& AYI3ISdinessidaz Ad aid
multiplayS NJ Y I LJASX adzZa3SadAy3 O2yONBGS O2yaShisdzSyoSa F2

raises the question of how exactly the mimap relates to the dominance of the figperson

(

perspective and queries the more general effect of the appearance of capbig

representations in screen media.

5.2Maps within maps

InCartographicCinenla ¢ 2Y /2y f Sé& adza3SadGa GKS YILQ& | LIWSHN
is defined by a kind of doubledged disposition. For Conley, cinematic maps simultaneously aid

in the construction of cinematic space and pladenmersing the spectator in cinematic worlds

¢ and disrupt the fictional geographies and related regimes of psychic transcendence and bodily

F FFSOG GKFG oNXO1Sd GKS aLlS@én(@eNaRdhefogti A YE UGS NBT
cause of this split personality of the cinematic map is its alterity within the frame. It is always

020K Sy@St2LISR gAGKAY (GKS OAYSYIFIGAO AYIFIASTI Ay@2f
imagination and an outsider signallingdh I NI A FAOS 2F OAYSYIFGAO 62NI Ra

perceptual illusion.

For Conley, when maps appear on screen, they raise issues of positionality. Fiefleetive

mode of spectatorship produced by the cinematic map extends back not only toséi@niag of

FAfYQa &GN GS3IASE 2F aLISOGFG2NI ARSYGATFAOLGAZY |y
odzi Ffaz2 G2 S6ARSNI AaadzsSa 2F aLISOdFG2NRa LIt AGAO:
wider culture and its structures (2007:4). Thésqa G A 2y / 2y f SeéQa 62N} Ll2asSa A
the current analysis of the FPS and the mmaip is whether videogame cartography has the

alYyS WHftGiSNRGEQ AUGKAY (GKS cCct{Qa AYI3IS Ia G4KS YI
cinema. In turn, the anger to this question will determine whether an affirmative reading of

theminkY I LIQa LI2fAGAOA o6l AaSR dzLllry GKA& YSRAFGAO 20GKS

In the FPS, there is a poitat-point and temporally live relationship between the multiplayer

map and the minimap in terms of geographic accuracy and between the movement of the
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