
1 
 

 
 
 

Immunitary Gaming 
 

Mapping the First-Person Shooter 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 
 
 
 
Robert Andrew Cenci 

 
Doctoral Thesis 
 
Department of Media and Communications 
Goldsmiths, University of London 

 
 



2 
 

 
 
Declaration of Authorship  
I hereby declare that all the material contained in this thesis is my own work.  
 
ΧΧΧΧΧΧΧΧΧΧΧΧΧΧΧΧΧΧΧΧΧΧΧΧΧΧ 
Robert Andrew Cenci  
  



3 
 

Abstract  
 

Videogames have been theorised as an action-based medium. The original contribution to 

knowledge this thesis makes is to reconfigure this claim by considering popular multiplayer FPS 

games as reaction-based ς particularly, immune reactions.  L ǘŀƪŜ ǳǇ wƻōŜǊǘƻ 9ǎǇƻǎƛǘƻΩǎ ŎƭŀƛƳ 

that the individual in contemporary biopolitics is defined negatively against the other, controlled 

ŀƴŘ ǳƭǘƛƳŀǘŜƭȅ ƴŜƎŀǘŜŘ Ǿƛŀ ǘƘŜƛǊ ǊŜŀŎǘƛƻƴǎ ǘƻ ǇƻǿŜǊΩǎ ŎŀǇŀŎƛǘȅ ǘƻ ƛƴŎŜǎǎŀƴǘƭȅ ƎŜƴŜǊŀǘŜ ǘƘǊŜŀǘǎ. 

By inciting insecurity and self-protective gestures, FPS ƎŀƳŜǎ ƭƛƪŜ !ŎǘƛǾƛǎƛƻƴΩǎ Call of Duty 

ŦǊŀƴŎƘƛǎŜ ŀƴŘ 9!Ωǎ Battlefield series vividly dramatise 9ǎǇƻǎƛǘƻΩǎ ǘƘƻǳƎƘǘΣ ǇǊƻŘǳŎƛƴƎ ŀƴ 

immunitary gaming. 

 

Immunitary Gaming locates the FPS within key moments of change as well as evolution in 

Western image systems including the emergence of linear perspective, cartography and the 

early years of the cinema. The FPS appropriates these image systems, but also alters their 

politics. Giorgio Agamben has argued that the apparatuses of late modernity no longer 

subjectify like their forebears, but desubjectify the individual, producing an impotent neoliberal 

body politic. I trace a similar development here.  

 

My work also seeks to captǳǊŜ ǘƘŜ ǇƭŀȅŜǊΩǎ ƳƻǾŜƳŜƴǘǎ Ǿƛŀ ŀǳǘƻŜǘƘƴƻƎǊŀǇƘƛŎ ǿǊƛǘƛƴƎ that 

communicates the viscerally and intensity of the experience.  The FPS is framed as capable of 

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

ΨǎŜƴǎƻǊƛǳƳΣΩ ƛƴ ²ŀƭǘŜǊ .ŜƴƧŀƳƛƴΩǎ ǘŜǊƳǎ. In its valorisation of the individual and production of 

insecurity to incite action, this project argues that the FPS is a symbolic form of immunitary 

neoliberal governmentality.  
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1 

 

Stillness and Action; A Roadmap of the FPS and 
Immunitary Gaming 

 

1.0 Lights, camera, action! 

Alexander Galloway has defined the videogame as an action-based medium (2006: 2). However, 

L ǿƻǳƭŘ ƭƛƪŜ ǘƻ ǇǊƻǇƻǎŜ ŀ ǊŜǾƛǎƛƻƴΣ ƻǊΣ ŀǘ ƭŜŀǎǘ ŀ ǊŜŦƛƴŜƳŜƴǘ ǘƻ DŀƭƭƻǿŀȅΩǎ ŘŜŦƛƴƛǘƛƻƴ ƛƴ ǊŜƭŀǘƛƻƴ ǘƻ 

two commercially dominant competitive first-person shooter (FPS) franchises ς ActivisionΩǎ Call 

of Duty (2003-2016) ŀƴŘ ƛǘǎ ŎƻƳǇŜǘƛǘƻǊΣ 9!Ωǎ Battlefield (2002-2016) ς in approaching the 

gestures they produce as reactions. This thesis argues that these videogames should be read as 

apparatuses which catalyse an immunitary (Esposito 2008, 2011) response in the player, 

establishing a dialectic of inside and outside, self and other which continually transgressed. I 

hope to demonstrate that if the FPS hails the subject, it does so not as a call of duty, but as the 

call of insecurity ς a primary condition of the neoliberal subject (see Lazzarato 2009: 119-120 

and Chandler and Read 2016). To characterise the FPS in these terms, I map the FPS via 

autoethnographic reports of the intimate and intense experience of playing online. To 

complement this approach, I also chart how the genre represents relations of continuity and 

rupture with the aesthetic traditions and subject-object relations of the image systems of the 

last five hundred years: maps, perspectival construction and, particularly, the cinema. 

The reaction incited by the videogame is an input, a bodily gesture that makes tactile contact 

with a control device connected to computer hardware that runs as per the routines of 

software. However complex these bodily and technological processes are, the visible result of 

ǘƘŜ ǇƭŀȅŜǊΩǎ ƛƴƛǘƛŀƭ ƎŜǎǘǳǊŜ ƛǎ ŀ ŎƻǊǊŜǎǇƻƴŘƛƴƎ animation on screen. These movements are 

mapped live in the rectangular frame that is dominant in the Western tradition of picture 

making since the systematic construction of linear perspective by Leon Battista Alberti (2004) in 

the rŜƴŀƛǎǎŀƴŎŜΦ !ƴƴŜ CǊƛŜŘōŜǊƎ Ƙŀǎ ŀǊƎǳŜŘ ǘƘŀǘ Ǿƛǎƛƻƴ ǊŜƳŀƛƴǎ ƳŜŘƛŀǘŜŘ ΨǿƛǘƘƛƴ ǘƘŜ ŘŜƭƛƳƛǘŜŘ 

bounds of a frame and seen on a sŎǊŜŜƴΩ όнллфΥ тύ ǊŜƎŀǊŘƭŜǎǎ ƻŦ historically specific spectator-

image relations and associated ways of seeing and sensing. It is this interchange of corporeal 
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and technological activity, situated quite literally in the frame of Western aesthetic traditions 

ǿƘŜǊŜ L ƭƻŎŀǘŜ ǘƘŜ Ct{Ωǎ ŜǇƘŜƳŜǊŀƭ ƛƳŀƎŜ ŀƴŘ ǿƘŜǊŜ ǘƘƛǎ ǘƘŜǎƛǎ ŦƛƴŘǎ ƛǘǎ ƳŜŀƴƛƴƎΦ 

Martti Lahti (2003: 163) Ƙŀǎ ŜǾƻƪŜŘ ǘƘŜ ΨŘŜƭƛǊƛǳƳΩ ƻŦ the affective feedback loop between player 

and videogame, noting how the body writhes as evidence of its imbrication into a cybernetic 

system ǿƘƛŎƘ ƘŜ ŀƭƛƎƴǎ ǿƛǘƘ ǘƘŜ ǎƘƻŎƪŜŘ ŎƛƴŜƳŀǘƛŎ ǎǇŜŎǘŀǘƻǊ ƳŀǇǇŜŘ ōȅ .ŜƴƧŀƳƛƴ ƛƴ ΨaƻǘƛŦǎΩ 

(1999). .ǳǘ ǿƘŀǘ Řƻ L ƳŜŀƴ ōȅ ŀŦŦŜŎǘΚ L ǘŀƪŜ .Ǌƛŀƴ aŀǎǎǳƳƛΩǎ ŘŜŦƛƴƛǘƛƻƴ initially developed in his 

ǘǊŀƴǎƭŀǘƻǊΩǎ ƛƴǘǊƻŘǳŎǘƛƻƴ ǘƻ 5ŜƭŜǳȊŜ ŀƴŘ DǳŀǘǘŀǊƛΩs A Thousand Plateaus (1987), understanding it 

as a preconscious intensity of sensation that cannot be captured by language, exceeding 

representation while also framing ǘƘŜ ōƻŘȅΩǎ ŀōƛƭƛǘȅ ǘƻ ŀŎǘ. Massumi notes that affect:  

 

is a prepersonal intensity corresponding 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 preconscious intensity raises the question of whether affectivity is analysable. In 

response to this intellectual aporia, Massumi notes in Parables for the Virtual that affect is 

ΨǳƴŦƻǊƳŜŘ ŀƴŘ ǳƴǎǘǊǳŎǘǳǊŜŘΧƛǘ ƛǎ ƴƻǘ ŜƴǘƛǊŜƭȅ ŎƻƴǘŀƛƴŀōƭŜ ƛƴ ƪƴƻǿƭŜŘƎŜ ōǳǘ ƛǎ ŀƴŀƭȅǎŀōƭŜ ƛn 

effect, as effectΩ όнллнΥ нслύΦ ²ƛǘƘ ŀŦŦŜŎǘ ǿŜ ŀǊŜ ƭŜŦǘ ǿƛǘƘ ǘǊŀŎŜǎΣ ǿƛǘƘ consequences. It is these 

effects (gestures) that the videogame captures like the ripples in sand left by the surges of the 

ōƻŘȅΩǎ affective tide. Despite the hallucinogenic intensity and almost limitless variance of the 

interchange between body and technology, the content oŦ ǘƘŜ ǾƛŘŜƻƎŀƳŜΩǎ moving image is 

limited by what Massumi (2002: 137) has characterised ŀǎ ǘƘŜ ΨǇƻǎǎƛōƛƭƛǎǘƛŎΩ ƴŀǘǳǊŜ ƻŦ ǘƘŜ ŘƛƎƛtal. 

The pre-coded nature of the videogame frames future activity in the screen space, representing 

the visible output of what Patrick Crogan (2011: 5) has argued is the cybernetic logic that 

structures videogame experience. The possibilistic future-oriented nature of the visibility of the 

videogame signals the overarching authority of its ƎŀƳŜΩǎ ŎƻŘŜΦ !Ŏǘƛƻƴǎ ƻŎŎǳǊ ƛƴ ǿƘŀǘ Erwin 

Panofsky (1997: 30) might ƘŀǾŜ ŘŜǎŎǊƛōŜŘ ŀǎ ǘƘŜ ƎŀƳŜΩǎ ΨƳŀǘƘŜƳŀǘƛŎŀƭ ǎǇŀŎŜΩ ς which, just like 

the calculated perspectival construction of the renaissance, produces a sense of the infinite via 

an intensification of control over the finitude of the image (1997: 65). LŦ ǿŜ ǊŜǘǳǊƴ ǘƻ DŀƭƭƻǿŀȅΩǎ 

claim that action is the central characteristic of the videogame as a medium, the gestural 

movements articulated on-ǎŎǊŜŜƴ ŀǊŜ ŜǾƛŘŜƴŎŜ ƻŦ ǘƘŜ ƎŀƳŜΩǎ Ŝxistence ς its image and life. 

IƻǿŜǾŜǊΣ ǘƘŜǎŜ ŀŎǘƛƻƴǎ ŀǊŜ ŀƭǎƻ ŀƴ ŜȄǇǊŜǎǎƛƻƴ ŀƴŘ ƳƻŘǳƭŀǘƛƻƴ ƻŦ ǘƘŜ ǇƭŀȅŜǊΩǎ ƭƛŦŜ ǇǊƻǾƻƪŜŘ ōȅ 
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the screen, translated into a signal that is regulated by algorithms of the software and fed back 

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

 

Despite my focus on the way the videogame incites affective intensities in the body and 

captures echoes of these intangible processes in the movements of the image, this thesis 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 model of the cinema predicated on the 

transcendent, disembodied gaze (see 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 theory (see Baudry 

1974 and Metz 1982). This is taken to its extreme in explicit mappings of psychoanalytic ideas 

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

I also engage with the work of Freud borrowing his terminology around fear and emotion. In a 

more long-form way, the repetitive nature of the death drive (2010) ƛǎ ƳŀǇǇŜŘ ŀƎŀƛƴǎǘ ǘƘŜ Ct{Ωǎ 

ǊŜǎǇŀǿƴ ƳŜŎƘŀƴƛǎƳ ƛƴ ǘƘƛǎ ǘƘŜǎƛǎΩ Ŧƛƴŀƭ ŀƴŀƭȅǘƛŎŀƭ ŎƘŀǇǘŜǊΦ wŀǘƘŜǊ ǘƘŀƴ ŀǘǘŜǎǘƛƴƎ ǘƻ ǘƘŜ validity 

ƻŦ CǊŜǳŘΩǎ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ƳŜƴǘŀƭ ǘǊŀǳƳŀΣ this appropriation of his work is more of a thought 

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

ƻŦ ōƻǘƘΦ Lƴ ǘƘŜ ŎŀǎŜ ƻŦ ΨwŜǎǇŀǿƴΩ ǘƘƛǎ ǊŜǎǳƭǘǎ ƛƴ ŀ ǇǊƻŦƛǘŀōƭŜ ŘƛŀƭƻƎǳŜ ōŜƛƴƎ ŜǎǘŀōƭƛǎƘŜŘ ōŜǘǿŜŜƴ 

Freudian and Deleuzian (2004) repetition that emphasises the way affect is central to both 

ideas, but in different ways.  

 

1.1 Image, action and embodied perception 

¢Ƙƛǎ ŎŀǇǘǳǊŜ ƻŦ ǘƘŜ ǇƭŀȅŜǊΩǎ ƎŜǎǘǳǊŜǎ ōȅ ŀ ŎŀƭŎǳƭŀǘŜŘ ŦƻǊƳ ƻŦ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴ ƳŜŀƴǎ ǘƘŀǘ ǘƘŜ 

existence of the videogame medium and the player are entangled. Affective intensities cross 

into the body while the boŘȅΩǎ ƎŜǎǘǳǊŜǎ ŀǇǇŜŀǊ ƻƴ-screen. Hans Belting (2011: 29), has argued 

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

animated by the human body. Belting stresses that the role of the medium in producing the 

image is to provide a visibility that the body must endow with liŦŜΦ LƳŀƎŜǎ ŀǊŜ ƴŜǾŜǊ ǎƛƳǇƭȅ Ψƻǳǘ 

ǘƘŜǊŜΩΣ ōǳǘ ŀǊŜ ǇǊƻŘǳŎǘǎ ƻŦ ŀƴ ƛƴǘŜǊŀŎǘƛƻƴ ƻǊ ŜȄŎƘŀƴƎŜ ƛƴ ǿƘƛŎƘ ƘǳƳŀƴ ǇŜǊŎŜǇǘƛƻƴ ŀƴŘ 

imagination are key elements, also meaning that the image occupies a social and political space 
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(2009: 32). There appears to be a parallel ƘŜǊŜ ǿƛǘƘ DŀƭƭƻǿŀȅΩǎ ŎƻƴŎŜǇǘƛƻƴ ƻŦ ǘƘŜ ǾƛŘŜƻƎŀƳŜΣ 

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

Videogame actions are anthropological in the sense that they express a moment of negotiation 

with the human element. The FPS has been read by tŀǎƛ ±ŅƭƛŀƘƻ ŀǎ ŎƘŀǊŀŎǘŜǊƛǎŜŘ ōȅ ΨƘŜŎǘƛŎ 

rhythms that its players incorporate in patterns of movement, affectivity ŀƴŘ ŀǊƻǳǎŀƭΩ όнлмпΥ 

32). Any capacity for critical distance and reflection appears marginalised ς if not bypassed ς by 

the continual provocation to act and give the videogame life. Although the anthropological 

character of the FPS remains germane, videogames also animate the body translating its 

affective surges into an image of corporeal reflexes and processes.  

A ƪŜȅ ŘƛŦŦŜǊŜƴŎŜ ōŜǘǿŜŜƴ .ŜƭǘƛƴƎΩǎ ǳƴŘŜǊǎǘŀƴŘƛƴg of the anthropological nature of the image 

and the FPS lies in the way the videogame medium encloses the field of its animation. The FPS 

player is, as Espen Aarseth (1999), Lahti (2003) and Crogan (2011) have argued, ensnared in a 

cybernetic loop. This alters the 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 FPS claim the movement of the body within their own regime of representation. 

Much of this thesis is aimed at making this colonised and bodily image visible to the critical 

imagination, and trying to recover, map and explain the FPS as an expression and agent of 

neoliberal hopes and fears. 

With videogamesΣ ǘƘŜ ƛŘŜŀ ƻŦ ǘƘŜ ƛƳŀƎŜ ŀƴŘ ǘƘŜ ǇƭŀȅŜǊΩǎ ōƻŘȅ ōŜƎƛƴ ǘƻ enter a mutually 

constitutive relationship. The connection between action and perception is discussed in recent 

work by Alva Nöe, which suggests that vision is less like a static picture in the brain than it is 

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

senses afford us with visual impressions. For Nöe, the visual sense would be rendered 

ΨŜȄǇŜǊƛŜƴǘƛŀƭƭȅ ōƭƛƴŘΩ without the experiential coordination between seeing and movement. 

Here, the boundaries between different bodily capacities and sensitivities are diluted by their 

dynamic synthesis.  By intercepting the connection between movement and perception and 

diverting it into a cybernetic feedback loop, the videogame makes a wider claim to rewiring the 

human sensorium. As the player gestures, the visible changes. As the visible unfolds, new tactile 

inputs and sensations are motivatedΣ ǇǊƻŘǳŎƛƴƎ ǘƘŜ ǇƭŀȅŜǊΩǎ Ǿƛǎƛƻƴ ŀƴŘ ǎŜƴǎŜ ƻŦ ǘƘŜƛǊ 

environment as immanently and intimately tied to their gestures and the tactile texture of the 

experience. Aƴ ŀƭƛƎƴƳŜƴǘ ƻŦ bǀŜΩǎ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ǘƘŜ ǿƻǊƪƛƴƎǎ ƻŦ ǇŜǊŎŜǇǘƛƻƴ ŀƴŘ DŀƭƭƻǿŀȅΩǎ 
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conception of the videogame presents the opportunity to position the FPS as an experience 

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

the real and act. Similarly, Richard Grusin has argued that: 

ǿƘŜƴ ȅƻǳ ƳƻǾŜ ȅƻǳǊ ŀǾŀǘŀǊ ƛƴ ŀ ƎŀƳŜΧ ȅƻǳ ŀǊŜ ŀŘŘƛƴƎ ŎǊƻǎǎ-modal patterns of touch 
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 
ƻǘƘŜǊΣ ƛƴ ōƻǘƘ ǘƘŜ ǳǎŜǊΩǎ ŀǾŀǘŀǊ ƻǊ ŎǳǊǎƻǊ ŀƴŘ ǘƘŜ ƻǘƘŜǊ ƘǳƳŀn and nonhuman actors on 
screen. (2010: 95ς96) 

Grusin is describing an alteration in connection between perception, action and sensation 

ƛƴŀǳƎǳǊŀǘŜŘ ōȅ ǘƘŜ ǾƛŘŜƻƎŀƳŜ ŀǇǇŀǊŀǘǳǎΦ {ƛƳƛƭŀǊƭȅΣ WŀƳŜǎ !ǎƘ ŘǊŀǿǎ ǳǇƻƴ wƻƎŜǊ /ŀƛƭƭƻƛǎΩǎ 

όмфупύ ƴƻǘƛƻƴ ƻŦ ǘŜƭŜǇƭŀǎǘȅΣ ƴƻǘƛƴƎ ǘƘŀǘΥ ΨǘŜŎƘƴƻƭƻƎƛŜǎ Řƻ ƴƻǘ ƻƴƭȅ ǇǊŜ-empt what one can do 

and the ways in which one can do it; technology itself acts to pre-empt possibilities for sense by 

shapinƎ ǘƘŜ ǳǎŜǊΩǎ άǇƘŜƴƻƳŜƴŀƭ ŦƛŜƭŘέΩ όнлмлΥ пύΦ LƳǇƻǊǘŀƴǘ ƘŜǊŜ ƛǎ ǘƘŜ ƛŘŜŀ ǘƘŀǘ ǘƘŜ ŀŎǘƛƻƴǎ ŀƴŘ 

perceptions intercepted and translated by videogames generate a change in the body, not only 

when we play but also that alteration characterises the corpus from which future actions and 

perceptions become possible, or are foreclosed. 

5ƻǾŜǘŀƛƭƛƴƎ DŀƭƭƻǿŀȅΩǎ ƛŘŜŀ ǘƘŀǘ ǾƛŘŜƻƎŀƳŜǎ are action-based ǿƛǘƘ .ŜƭǘƛƴƎ ŀƴŘ bǀŜΩǎ ǇŀǊŀƭƭŜƭ 

works on the necessity for images and perception to be animated to come into being brings 

videogames into the field of image and body systems. The coordination of these theories, which 

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

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

prevailing in the Western world. This also produces a rupture in what Walter Benjamin (1999: 

171) might ƘŀǾŜ ǘŜǊƳŜŘ ǘƘŜ ΨǎŜƴǎƻǊƛǳƳΩ ƻŦ ǘƘŜ ²ŜǎǘŜǊƴ ōƻŘȅΦ Lƴ ǘƘƛǎ ǘƘŜǎƛǎΣ ǘƘŜ ǉǳŜǎǘƛƻƴ ƻŦ ǘƘŜ 

FPS as a mutation of the image ς as well as the capacities of the body to perceive and make 

sense of the world ςbecomes central in attempting to understand the political and economic 

character of our time. 

This connection to power places videogames within the sphere of Foucauldian concepts of 

ƎƻǾŜǊƴƳŜƴǘŀƭƛǘȅΣ ƛƴ ǊŜƭŀǘƛƻƴ ǘƻ ǿƘƛŎƘ bƛƪƻƭŀǎ wƻǎŜ Ƙŀǎ ƴƻǘŜŘ ǘƘŀǘ Ψ¢ƻ ƎƻǾŜǊƴ ƛǎ ƴƻǘ ǘƻ ŎǊǳǎƘ ǘƘŜ 

capacity to act, but to acknowledge it and utilise ƛǘ ŦƻǊ ƻƴŜΩǎ ƻǿƴ ƻōƧŜŎǘƛǾŜǎΩ όмфффΥ пύ. If 

videogames are indeed an action-based medium, these actions must not simply be understood 

as being aimed towards the politically neutral goal of the player adopting Ψŀ ƭǳŘƛŎ ŀǘǘƛǘǳŘŜΩ 

(Arsenault and Perron 2009: 111) where rules are embraced because the outcome of the game 
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itself is valourised (Juul 2005: 36). Instead, this thesis approaches ǘƘŜ ǇƭŀȅŜǊΩǎ ƳƻǾŜƳŜƴǘǎ ŀǎ ŀ 

reaction to a form of governmentality that, rather than dominating the body, brackets the scope 

of its activity, rendering each action a response. Tackling the videogame in this way means they 

need to be approached as dispositifs (see Agamben 2009) that use frameworks such as games 

and play to induce actions as seemingly positive expreǎǎƛƻƴǎ ƻŦ ǘƘŜ ǇƭŀȅŜǊΩǎ ŀƎŜƴŎȅ ŀƴŘ ƭƛōŜǊǘȅ 

but where taking power becomes indistinguishable from being colonised by it. 

 

1.2 Rupture in the apparatus 

Lƴ Ƙƛǎ ŜǎǎŀȅΣ ΨWhat is an Apparatus?Ω DƛƻǊƎƛƻ Agamben (2009) forwards the following definition 

ƻŦ CƻǳŎŀǳƭǘΩǎ ƛŘŜŀ ƻŦ ǘƘŜ dispositif: 

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 beings. (2009: 14) 

 

As contexts for bodily activity productive of images and modes of perception and embodiment, 

the FPS and videogames in general are certainly apt to be described as a type of apparatus. A 

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 wider techniques 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 an intimacy with the FPS will take shape as a dialogue 

with theoretical discourse surrounding Western image systems in their historical contexts as 

well as their social and cultural significance. These differing image-based apparatuses and their 

attendant subjects will be aligned with a characterisation our broader cultural, political and 

economic contexts. However, this thesis also charts the way the image cultures of perspectival 

painting, cartography and the cinema are not simply a point of contrast with the FPS, but are 

appropriated and remediated by it. I 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 

remediated visual forms through which player reactions are motivated and shaped have been 

theorised. 
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A central driver for this thesis lies in the first-ǇŜǊǎƻƴ ǎƘƻƻǘŜǊΩǎ ǊŜƭŀǘƛƻƴǎƘƛǇ ǿƛǘƘ ǘƘŜ ŎƛƴŜƳŀ ŀƴŘ 

modernity. Jonathan Crary has argued that modern media are predicated on certain 

technological infections of technique into the body, suggesting that vision is the product of a 

historically specific constitution of the senses (1992). For Crary, modernity was a historical 

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

processes are increasingly captured and disciplined by new epistemological formations for 

ultimately economic motivations (1992:24).  Writing over half a century earlier, Walter 

Benjamin argued that the intense and intimate sensations and rhythms of production that 

characterised mechanised industrial 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 

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

ŀǇǇŀǊŀǘǳǎ ƘŀŘ ƻƴ ǊŜŘǳŎƛƴƎ ǘƘŜ ŎŀǇŀŎƛǘȅ ŦƻǊ ŎǊƛǘƛŎŀƭ ŘƛǎǘŀƴŎŜ ƛƴ ǿƘŀǘ ƘŜ ŘŜǎŎǊƛōŜŘ ƛƴ ΨOne Way 

{ǘǊŜŜǘΩ ŀǎ a mass ƳŜŘƛŀ ƭŀƴŘǎŎŀǇŜ ƛƴ ƳƻŘŜǊƴƛǘȅ ǘƘŀǘ ǇǊƻŘǳŎŜŘ ŀ ΨǎǘƻƭƛŘΣ ŀōǊǳǇt, sensational 

proximityΩ όнллуΥ фтύ. This perceptual and bodily intimacy between the spectator and the 

cinematic apparatus was evidence of the role that media technology, rather than top-down 

political authority, played in producing what Foucault would go on to identify as the disciplinary 

society (1991). 

.ŜƴƧŀƳƛƴΩǎ ŀŦŦŜŎǘƛǾŜ ƻƴŜ-way street in which the cinema programmes the movements and 

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

the opposite direction ŀƴŘ ƳŀƴƛŦŜǎǘ ƻƴ ǘƘŜ ǎŎǊŜŜƴΦ IŜǊŜΣ ǘƘŜ ƴŜƎƻǘƛŀǘƛƻƴ ōŜǘǿŜŜƴ ǘƘŜ ǇƭŀȅŜǊΩǎ 

body and an image-based apparatus unfolds in visually unpredictable ways. This disorienting 

kaleidoscopic interchange suggests that the bodily logic of modernity mapped by Crary (1992) 

and Benjamin (1999) has undergone further change. Lahti (2003: 166ς167) has argued that 

videogames such as the FPS capture the player in precise high-velocity rhythms of action apt to 

be coordinated with industrial work. However, [ŀƘǘƛΩǎ alignment between the FPS and 

.ŜƴƧŀƳƛƴΩǎ ŀƴŀƭȅǎƛǎ ƻŦ ƛƴŘǳǎǘǊƛŀƭ ƳƻŘŜǊƴƛǘȅ ignores the fact that the Western political and 

economic context has changed radically since the industrialisation of the late 19th century.  

In our post-industrial societies and economies (see Bell 1999), it is notable that the FPS demands 

the movements of a lively, moving and feeling body. The connection between seeing, sensing 

and doing that the cinema disrupted is re-established (see also Crick 2010: 263). This occurs in a 

Western economic context in which action and corporeal movement in a workplace that was 
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defined by the tailoring of the body to move in concert with machinery appear greatly 

diminished as we sit immobile at our computer screens which become the locus of our actions 

(see Friedberg 2009: 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 of contemporary systems of governance. 

 

1.3 FPS as apparatus of neoliberal governmentality 

Despite being labelled with as a game, the FPS is approached in this thesis in terms of what 

.Ǌƛŀƴ wƻǘƳŀƴ Ŏŀƭƭǎ ǘƘŜ ƳŜŘƛǳƳΩǎ Ψa-signifying dimensionsΩ όнллуΥ унύ. For Rotman, these aspects 

sit ΨōŜƴŜŀǘƘ ǘƘŜ ƳŜŘƛǳƳΩǎ Ǌŀdar, as part of its unconscious, giving rise to effects not conveyed or 

represented by itΩ όнллуΥ унύΦ ¢ƘŜ ƳŜŀƴƛƴƎ ƻŦ ǘƘŜ Ct{ ƭƛŜǎ ƛƴ ǿƘŀǘ ƘŀǇǇŜƴǎ ǘƻ ǘƘŜ ǇƭŀȅŜǊΩǎ ōƻŘȅ 

and psyche when we play. As noted above, I approach the FPS as a medium that both animates 

and is animated by the body of the player, but also one in which in-game actions are carried in 

some sense into the world, beyond the circumference of any magic circle descried by the game 

(see Huizinga 1949: 10). However, this connection between the FPS and the conduct of the 

player is not linked ǘƻ ǘƘŜ ŎƻƴǘŜƴǘ ƻŦ ǘƘŜ ƎŀƳŜΩǎ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴ ƻŦ ǾƛƻƭŜƴŎŜ ƻǊ ǿŀǊΣ ŀǎ ƛƴ {ƛƳƻƴ 

tŜƴƴȅΩǎ (2006) work linking games like Doom (1993) to the wave of mass shootings that have 

afflicted the US. Rather, I attempt to read how the FPS reconditions actions as reactions. The 

FPS is approached as a symbolic form1 in the way minds and bodies are mapped as insecure and 

vulnerable, neoliberal subjects (Chandler and Reid 2016) who assert their identity and place in 

the world through apparently self-directed actions that have been incited and bracketed by 

power. 

Foucault characterised the transition in modernity towards a political system that sought to 

nurture and harness life in The Will to Knowledge ŀǎ ǿƘŜǊŜ ΨΧǘƘŜ ŀncient right to take life or let 

live was replaced by a power to foster life or disallow ƛǘ ǘƻ ǘƘŜ Ǉƻƛƴǘ ƻŦ ŘŜŀǘƘΩ (Foucault 1998: 

138). In modernity, the ancien regime ŀƴŘ ǘƘŜ ǎƻǾŜǊŜƛƎƴΩǎ ǊŜŎƻǳǊǎŜ ǘƻ ŘŜŀǘƘ ŀƴŘ ǇƻƭƛŎƛŜǎ ƻŦ 

ǿƘŀǘ CƻǳŎŀǳƭǘ Ŏŀƭƭǎ ΨŘŜŘǳŎǘƛƻƴΩ ŀǊŜ ǊŜǇƭŀŎŜŘ ōȅ ŀ ǇƻƭƛǘƛŎǎ ǘƘŀǘ ǎŜŜƪǎ ǘƻ ǘŀƪŜ ŎƘŀǊƎŜ ƻŦ ǘƘŜ ƘŜŀƭǘƘ 

                                                      
1 CƻƭƭƻǿƛƴƎ tŀƴƻŦǎƪȅ όмффтύΣ L ǎŜŜ ǘƘŜ Ct{ ŀǎ ŀ ǎȅƳōƻƭƛŎ ŦƻǊƳ ƛƴ ǘƘŜ ǎŜƴǎŜ ǘƘŀǘ ƛǘ ƛǎƴΩǘ ŀ ƴŀǘǳǊŀƭƛǎǘƛŎ 
manner of constructing and experiencing space, but a form that articulates a particularly Western way of 
seeing, understanding and encountering the world, as well as being connected to the particular forms of 
subjectivity produced by our political moment defined by neoliberal systems of governmentality. 
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and security of both the individual body and of the population. The result is disciplinary 

technologies that 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, this shift 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 dividing line 

between the Greek term zoe (animal life) and bios όΨŀ ŦƻǊƳ ƻǊ ǿŀȅ ƻŦ ƭƛǾƛƴƎ ǇǊƻǇŜǊ ǘƻ ŀƴ 

ƛƴŘƛǾƛŘǳŀƭ ƻǊ ƎǊƻǳǇΩ όмффуΥ мύ) upon which the assumptions of the political field as one relating 

solely to a juridical and abstract subject are based. Per Agamben (1998: 9), it is the political 

address to zoe that 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 Roberto Esposito (2008, 2011) produced the horrors and relative 

successes of biopolitical modernity in the dominant categories of biopolitical discourse ς its 

tendency towards affirming life and its thanatopolitics (see Campbell 2011), particularly those of 

Nazi Germany. 

However, any discussion of the FPS must consider its position as a popular entertainment and 

private money-making enterprise with political values that are at best opaque.  As such, this 

thesis approaches the FPS considering the political and economic landscape of the West; namely 

the paradoxically deregulating and controlling tendencies of neoliberal economics combined 

with the increase in insecurity that followed the 9/11 attacks, which struck at the symbolic heart 

of Western financial systems in New York. Neoliberalism is, of course, expressed differently in 

varying contexts. Foucault (2008: 79) himself was at pains to trace the differing genealogies of 

its application in the national politics of both the U.S.A. and post-war Germany. However, here I 

Ŧƻƭƭƻǿ /ƻƭƛƴ /ǊƻǳŎƘΩǎ definition that these more 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 are in particular to be 
preferred over states and politics, which are at best inefficient and at worst threats to 
freedom (2011: vii).  

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

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

CƻǳŎŀǳƭǘ Ŏŀƭƭǎ ΨƳƻŘƛŦƛŎŀǘƛƻƴǎ ƛƴ ǘƘŜ ǾŀǊƛŀōƭŜǎ ƻŦ ǘƘŜ ŜƴǾƛǊƻƴƳŜƴǘΩ όнллуΥ нсфύ Ŏŀƴ ǇǊƻŘǳŎŜ 

systematic responses on the part of the individual, even if these responses are otherwise 

ΨƛǊǊŀǘƛƻƴŀƭΩΦ ¢Ƙƛǎ ƭŜŀŘǎ CƻǳŎŀǳƭǘ ǘƻ ǎǳƎƎŜǎǘ ǘƘŀǘΣ ŎƻǳƴǘŜǊ ǘƻ ǘƘŜ ƴŀǊǊŀǘƛǾŜǎ ƻŦ ΨƭƛƎƘǘ-ǘƻǳŎƘΩ 

regulation, the economic analysis becomes so pervasive as to seek to govern almost every 

activity (2008: 270).  Foucault understands neoliberalism as a mode of governmentality that 

maps the individual at one remove by 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, where stimulus 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 focuses the way the player is exposed to fear, competition 

and insecurity as the stimulus for a form of distanced bodily training. However, the specifics of 

ǘƘŜ ǇƭŀȅŜǊΩǎ ǊŜŀŎǘƛƻƴ ǘƻ ǘƘŜǎŜ ƛƴŎƛǘŜƳŜƴǘǎ ƛǎ ŎǊǳŎƛŀƭΦ Lƴ ǘƘŜ ǇŀƎŜǎ ǘƘŀǘ Ŧƻƭƭƻǿ L ƴƻǘ ƻƴƭȅ ƳŀǇ ǘƘŜ 

first-person shooter as a set of conditions aligned with the values of neoliberalism, but chart the 

ǇƭŀȅŜǊΩǎ ǊŜǎǇƻƴǎŜǎ ǘƻ ǘƘŜ ƎŀƳŜ ŀǎ ŀƴ ƛƳƳǳƴŜ ǊŜŀŎǘƛƻƴΦ hƴŜ ǘƘŀǘΣ ŀǎ 9ǎǇƻǎƛǘƻ ŎƭŀƛƳǎΣ ƛǎ ŀ ΨǎŜƭŦ-

protective syndrome [that] ends up relegating all other interests to the background, including 

άƛƴǘŜǊŜǎǘέ ƛǘǎŜƭŦ ŀǎ ŀ ŦƻǊƳ ƻŦ ƭƛŦŜ ƛƴ ŎƻƳƳƻƴΧΩ όнлммΥ мрύΦ Immunitary Gaming is a map of the 

ǿŀȅ ǘƘŀǘ ǘƘŜ ŘŜǇƭƻȅƳŜƴǘ ƻŦ ŘŀƴƎŜǊ ŀƴŘ ǘƘŜ ǇƭŀȅŜǊΩǎ ŘŜŦŜƴǎƛǾŜ ǊŜŀŎǘƛƻƴǎ ǘƻ ƛǘ ƳŀȄƛƳƛǎŜ their 

protection from the common but also ultimately undermines their own security.  

 

1.4 Match beings inΧ a map of the FPS image  
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Figure 1.1 Countdown. Screen grab from Call of Duty: Black Ops (Activision, 2010). 

 

млΧфΧ 

Since the release of Call of Duty ƛƴ нллоΣ ŀƭƭ ǘǿŜƭǾŜ ƻŦ ǇǳōƭƛǎƘŜǊ !ŎǘƛǾƛǎƛƻƴΩǎ ōƭƻŎƪōǳǎǘŜǊ 

ŦǊŀƴŎƘƛǎŜΩǎ ƳǳƭǘƛǇƭŀȅŜǊ ƳŀǘŎƘŜǎ ǎǘŀǊǘ ǿƛǘƘ stasis. Not the still frame of a menu screen asking the 

ǇƭŀȅŜǊ ǘƻ ǎŜƭŜŎǘ ŀ ƎŀƳŜ ƳƻŘŜΣ ƘƻƴŜ ǘƘŜƛǊ ǿŜŀǇƻƴ ŎƻƴŦƛƎǳǊŀǘƛƻƴΣ ƻǊ ΨƭƻŀŘƻǳǘΩ ƻŦ ǇŜǊƪǎΦ LƴŘŜŜŘΣ as 

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

But here, seeing through the lens of the first-ǇŜǊǎƻƴ ǇŜǊǎǇŜŎǘƛǾŜ ŀƴŘ ǇƭƻǘǘŜŘ ǿƛǘƘƛƴ ǘƘŜ ƎŀƳŜΩǎ 

ƳǳƭǘƛǇƭŀȅŜǊ ΨƳŀǇΩ όǎŜŜ CƛƎǳǊŜ м.1), the link between input into the controller and output on-

screen is suspended.  Perhaps, this paralysis can be read like a loading screen 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 

ŎƻƳǇǳǘŀǘƛƻƴŀƭ ǇǊƻŎŜǎǎŜǎ ǘƘŀǘ ƻŎŎǳǊ ƻǳǘǎƛŘŜ ƻŦ ŀ ƎŀƳŜΩǎ diegesis, even as the computational 

processes they visualise act to construct it. 

However, where loading is usually denoted by conventions of addition towards an end-point of 

completeness, here we have a deduction towards zero ς a countdown. This could be read as a 

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

Ƙŀǎ ŎŀƭƭŜŘ ǘƘŜ ƎŀƳŜΩǎ ΨŦǳƭƭȅ ǊŜƴŘŜǊŜŘ ŀŎǘƛƻƴŀōƭŜ ǎǇŀŎŜΩ όнллсΥ соύΦ CƻǊ hƭƛǾŜǊ DǊŀǳΣ ΨƛƳƳŜǊǎƛƻƴ ƛǎ 

mentally absorbing and a process, a change, a passage from one mental state to another. It is 
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characterised by diminishing critical distance to what is shown and increasing emotional 

involvement with what is happeningΩ όнллоΥ моύ. Here, the countdown ensures that immersion 

reaches out, tentacle-like, programming the player before the round has started, revealing itself 

as a temporally complex process that is not determined solely by the beginning of the game and 

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

prepŀǊŀǘƛƻƴ ŘŜƳŀƴŘǎ ŀ ǊŜŘǳŎǘƛƻƴ ƛƴ ǘƘŜ ǇƭŀȅŜǊΩǎ ŜƴƎŀƎŜƳŜƴǘ ǿƛǘƘ ǘƘŜƛǊ ŜȄǘŜǊƴŀƭ ŜƴǾƛǊƻƴƳŜƴǘ 

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 actions that signal the start of the 

game.  

The first-person perspective defines a genre that has taken up a central position within the 

landscape of videogames since the release Wolfenstein 3D (id Software) in 1992 for the PC. The 

Call of Duty series, perhaps ƳƻǊŜ ŀǇǘƭȅ ŎŀƭƭŜŘ ŀ ΨŦǊŀƴŎƘƛǎŜΩ ōŜŎŀǳǎŜ ƻŦ ƛǘǎ ǘŜƴŘŜƴŎȅ ǘƻ ōŜ ŦŀǊƳŜŘ 

out to different developers while remaining a consistent formula has sold more than 

175,000,000 copies since 2003 according to its publisher Activision (Gamespot 2015). The FPS, 

has been central to the mainstream success and current ubiquity of video games and video 

game culture in the West. 

At the beginning of a multiplayer match of Call of DutyΣ ǘƘŜ ǇƭŀȅŜǊΩǎ ŦƛǊǎǘ-person perspective 

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

ǎŜŎƻƴŘǎ ŜƴŎƛǊŎƭŜŘ ōȅ ǘƘŜ ŎǊƻǎǎƘŀƛǊǎ ǘƘŀǘ ǎƛƎƴƛŦȅ ǘƘŜ ǇƭŀȅŜǊΩǎ ŀƛƳ όǎŜŜ CƛƎǳǊŜ мΦмύΦ In his 2006 

ǘƻǳŎƘǎǘƻƴŜ ŎƘŀǇǘŜǊ ƻƴ ǘƘŜ Ct{Ωǎ ΨƎŀƳƛŎ ǾƛǎƛƻƴΩΣ Dŀƭƭƻǿŀȅ ƳŀƪŜǎ ǘƘŜ ŎƭŀƛƳ ǘƘŀǘ ǘƘŜ mobile first-

person perspective embedded in a fully rendered actionable environment fulfils an aesthetic 

impulse within our visual culture for the moving image to achieve a closer approximation to 

ΨƘǳƳŀƴΩ Ǿƛǎƛƻƴ όнллсΥ срύ. However, the centring of the frame on a three-dimensional 

environment suggested 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 image that is the 

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 technology for the creation of 

computer-generated images. Technique seems to pulse at the centre of the image. The paralysis 

imposed at the start of a multiplayer match is a gesture towards the relation of power between 
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ǘƘŜ ǇƭŀȅŜǊΩǎ ŎŀǇŀŎƛǘȅ ǘƻ ŀŎǘ ŀƴŘ ǘƘŜ ƎŀƳŜΦ This thesis resists the idea that there is anything 

ŜǎǎŜƴǘƛŀƭƭȅ ΨƘǳƳŀƴΩ ƻǊ ΨŦǊŜŜΩ ŀōƻǳǘ ǘƘŜ Ct{Ωǎ ƳƻōƛƭŜ ǇŜǊǎǇŜŎǘƛǾŜ 

aȅ ŦƛǊǎǘ ŀƴŀƭȅǘƛŎŀƭ ŎƘŀǇǘŜǊ ΨThe Immune ImageΩ ŎŜƴǘǊŜǎ ƻƴ ŎƻƴŎŜǇǘǳŀƭƛǎƛƴƎ ǘƘŜ ǇƭŀȅŜǊΩǎ 

perspective as a gamic skin. I focus on its capacity to incite a nervous and reactive gestural style 

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

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

in a state of bodily and perceptual crisis. I then coordinate this crisis with wƻōŜǊǘƻ 9ǎǇƻǎƛǘƻΩǎ 

(2008, 2011) conception of biopolitical immunity as the interpretive category through which to 

read the dynamics of power in our time. A self-defeating reactive subject is produced by 

conceptualising the first-person perspective as a skin-like 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 secure the individual against community, against the 

outside. I see this immunity as a self-defensive and self-defeating process that is instigated by 

the fear of the other.  

уΧтΧс 

Lƴ ǊƘȅǘƘƳ ǿƛǘƘ ǘƘŜ ŎƭƻŎƪǿƻǊƪ ŀŎǘƛƻƴ ƻŦ ǘƘŜ ŎƻǳƴǘŘƻǿƴΣ ǘƘŜ ŀǾŀǘŀǊΩǎ ƘŀƴŘǎ ŀƴŘ weapon project 

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 by thŜ ǇƭŀȅŜǊΩǎ ŀŎǘƛƻƴǎ ŀǊŜ ŜȄŎƭǳŘŜŘ. At the 

same moment, the disconnection between the movement of the limb and ǘƘŜ ǇƭŀȅŜǊΩǎ ƛƴǇǳǘǎ 

seems to make plain that we are viewing a repeating cycle of a fixed animation, a bare 

repetition without difference or the capacity to become in Deleuzian terms (2004). Here, the 

player must wait for the moment when they can move the frame and act. Only then will the 

ƳƻǾŜƳŜƴǘǎ ƻŦ ǘƘŜ ŀǾŀǘŀǊΩǎ ŀǊƳǎ ǎŜŜƳ ŀ ƴŀǘǳǊŀƭ ŀƴŘ ŎƻƴǎǘƛǘǳŜƴǘ ǇŀǊǘ ƻŦ ōƻǘƘ their actions and 

the image.  

¢ƘŜ ŎƻǳƴǘŘƻǿƴΩǎ rupture between player action and the vital movements of our avatar can be 

at least partially explained regarding a more profound disjunction. This is because during this 

the countdown, it is unlikely that they will engage in any other activity that requires a change in 

the arrangement or location of the body. Stillness 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 appears to draw attention to its own internal contradiction, where 
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movement is implieŘ ōǳǘ ŦƻǊŜŎƭƻǎŜŘΦ IƻǿŜǾŜǊΣ ǘƘŜǊŜ ƛǎ ƻƴŜ ƳƻǊŜ ŀǎǇŜŎǘ ƻŦ ǘƘŜ ƛƳŀƎŜΩǎ ŀƴŀǘƻƳȅ 

ǘƘŀǘ L ǿƻǳƭŘ ƭƛƪŜ ǘƻ ŘǊŀǿ ǘƘŜ ǊŜŀŘŜǊΩǎ ŀǘǘŜƴǘƛƻƴ ǘƻΣ ŀƴŘ ƛǘ ƛǎ ƻƴŜ ǘƘŀǘ ƛǎ ŎǊǳŎƛŀƭ ǘƻ ǘƘŜ ǿŀȅ L ǊŜŀŘ 

the FPS: the mini-ƳŀǇ ǘƘŀǘ ƛǎ ŀ ǇŜǊƳŀƴŜƴǘ ŜƭŜƳŜƴǘ ƻŦ ǘƘŜ ǇƭŀȅŜǊΩǎ I¦5 (heads-up display; see 

Figure 1.1) 

In his work The Sovereign Map Christian Jacob suggests the map produces an ecstatic elevation 

ǘƻ ŀ ΨǇŀƴƻǇǘƛŎ ŀƴŘ ƻǾŜǊƭƻƻƪƛƴƎ ŜȅŜΧǎǘǊŀƴƎŜƭȅ ŘŜǘŀŎƘŜŘ ŦǊƻƳ ǘhe contingencies of the worldΩ 

(2006: 338) in its reader. The map has the effect of harnessing our lack of presence on its 

surface to mobilise not only acts of navigation, but also the psyche, for a form of escapism.  It is 

tempting to wonder if the mini-map, with its position locked in the frame, does not behave in a 

similar manner. We look at the mini-map to escape a static monochrome image that should 

move and adopt a transcendent, god-like gazŜ ŀōƭŜ ǘƻ ǊƻŀƳ ǘƘŜ ƳŀǇΩǎ ǎǇŀŎŜǎ. The problematic 

nature of the imposition of stillness is in some sense alleviated by the mini-ƳŀǇΩǎ ŀǳǘƘƻǊƛǘȅ ŀǎ ŀ 

cartographic image (Harley 2001). If our introductory tour of the image in the pre-match 

countdown has suggested that the game is attempting to preface our activity with anxiety, then 

the cartographic quality of the mini-map seems to work against this by implying that the player 

can escape the confines of both their immobilised body and screen. 

In, Ψ/ŀǊǘƻƎǊŀǇƘƛŎ DŀƳƛƴƎΣΩ I suggest that the FPS mini-map operates in a manner akin to 

contemporary GIS and GPS technologies in how it minimises the distance between viewing the 

map and action (see Wilson: 2014). I note how the mini-map operates by revealing the position 

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

threats, the game creates trajectories of movement. It is through these actions that I suggest a 

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

ƛƳŀƎŜ ŎŀǇŀōƭŜ ƻŦ ǘŜƳǇƻǊŀǊƛƭȅ ƻǾŜǊǿǊƛǘƛƴƎ ǘƘŜ ǇƭŀȅŜǊΩǎ ŎƻƴŦƭƛŎǘƛƴƎ ǎŜƴǎŀǘƛƻƴǎ ƻŦ ǇǊƻǇǊƛƻŎŜǇtion 

ǘƘŀǘ ŀǊŜ ǳƴŀōƭŜ ǘƻ ŎƻƴŦƻǊƳ ǘƻ ǘƘŜ ƎŀƳŜΩǎ ŜƴǾƛǊƻƴƳŜƴǘΦ IŜǊŜΣ ǘƘŜ ǇƭŀȅŜǊ ƭŜŀǊƴǎ ǘƻ ƴŀǾƛƎŀǘŜ ŀƴŘ 

ōŜŎƻƳŜǎ ƛƳƳŜǊǎŜŘ ǿƛǘƘƛƴ ǘƘŜ ƎŀƳŜΩǎ ŘƛŜƎŜǘƛŎ ǎǇŀŎŜǎΣ ƳŀƪƛƴƎ ŀ ǘǊŀƴǎƛǘƛƻƴ ŦǊƻƳ ŀƴ ǳƴƪƴƻǿŀōƭŜ 

external threat to a fear that can be mapped, neutralised and immunised against. 

рΧпΦΦΦ 

As the numbers continue to count down this period of stillness exists in an ever-shrinking 

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

strategies that are inflected with an understanding of the possible threats that the game poses. 
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In this way, the game produces a form of anxiety understood by Freud in Beyond the Pleasure 

Principle (2010) and more recent scholars such as Michael Barlow (2002: 64) as ΨΧŀ future-

oriented mood state in which one is ready or prepared to attempt to cope with upcoming 

negative ŜǾŜƴǘǎΩΦ IŜǊŜ, the certainty that the multiplayer match will start at a specific point in 

the future initiates a form of planning that is focused on helping the player cope 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 duration of paralysis suggests is that action can be excluded by the game at any time 

during the normal course of gameplay. This power-relation frames all player actions with the 

ever-present possibility of exclusion. An anxiety about anticipated movement is joined by a 

seemingly opposite concern about a return to a state of paralysis. This unmasking of the 

potential for stasis combined with a future-oriented anxiety over our actions produces in the 

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

being mapped into a posture of heightened anxiety that lends shape to the inputs and 

movements that follow. TƘŜ ǇƭŀȅŜǊΩǎ ŀŎǘƛƻƴǎ ŀǊŜ ǾƛǊǘǳŀƭƭȅ ǊŜƘŜŀǊǎŜŘΣ ǎƘŀǇŜŘ ŜǾŜƴ ōŜŦƻǊŜ ǘƘŜ 

contingencies of the match have been put into play. 

This tendency for the game to produce an anxious, future-oriented player is explored in Chapter 

сΣ ΨRespawnΦΩ I chart the fact that the player no longer generates chaotic gestures and attendant 

erratic spasms of ǘƘŜ ƎŀƳŜΩǎ Ǉƻƛƴǘ ƻŦ ǾƛŜǿΣ ōǳǘ ŜƴƎŀƎŜǎ ƛn repetitions that attempt to anticipate 

every possibility and contingency that the game throws at them. Here, I construct a map of the 

master player via a Deleuzian model of habituation adapted from Difference and Repetition 

(2004) related to a concept of pleasure developed by Freud in Beyond the Pleasure Principle. 

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

engaging in repetitive actions that attempts to minimise ǘƘŜ ƎŀƳŜΩǎ ŎŀǇŀŎƛǘȅ ǘƻ ǇǊƻŘǳŎŜ ŘǊŀǎǘƛŎ 

swings in stimulation. Here, the player would seem to reach a kind of end-point or death 

symbolised by the total self-automation of in-game actions ς a final and lasting immunity. 

However, rather than an end-point ƛƴ ǘƘŜ ƎŀƳŜΩǎ ǊŜƎƛƳŜ ƻŦ ƘŀōƛǘǳŀǘƛƻƴΣ ǿƘŀǘ ƛǎ ǎƛƎƴŀlled here is 

a built-in 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 circle back to the unhabituated player, 
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ōǳǘ ŀƭǎƻ ǊŜŦƭŜŎǘǎ ƻƴ ǘƘŜ ƛǘŜǊŀǘƛǾŜ ŜŎƻƴƻƳƛŎ ƳƻŘŜƭ ǘƘŀǘ ŘŜŦƛƴŜǎ Ƴŀƴȅ ƻŦ ǘƘŜ ǾƛŘŜƻƎŀƳŜ ƛƴŘǳǎǘǊȅΩǎ 

biggest intellectual properties, suggesting a wider parallelism between the experience of playing 

the FPS and consumer culture. 

оΧнΧмΧ 

LŦ ǿŜ Ŧƻƭƭƻǿ DŀƭƭƻǿŀȅΩǎ όнллсΥ нύ ŎƭŀƛƳ ǘƘŀǘ ǾƛŘŜƻƎŀƳŜǎ ŀǊŜ ŀōƻǳǘ ŀŎǘƛƻƴ ƻƴ ŀƴ ƻƴǘƻƭƻƎƛŎŀƭ ƭŜǾŜƭ 

the absence of the capacity to act in the countdown seemǎ ǘƻ Ŏŀƭƭ ǘƘƛǎ ŘǳǊŀǘƛƻƴΩǎ ǾƛŘŜƻgame-like 

quality into question. It is perhaps worth nothing that as ǇŜǊ !ŎǘƛǾƛǎƛƻƴΩǎ (Gamespot 2015) 

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

multiplayer matches of Call of Duty between 2010 and 2015. Like the 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 number that seems unreal, disorienting. This confusing character in the 

quantitative language of finance ǎŜŜƳǎ ǘƻ ŎƻƴŦƻǊƳ ǘƻ CǊŜŘǊƛŎ WŀƳŜǎƻƴΩǎ ŦŀƳƻus claim that late 

capitalism exceeds our capacity to cognitively map its landscape (1991). My point in flagging up 

this almost fantastical statistic is not to simply demonstrate the frequency of this process for 

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 

ƎŀƳŜΩǎ ǇƻǇǳƭŀǊƛǘȅ. Rather, the suggestion is that this mechaƴƛǎƳ ƛǎ ǇŀǊǘ ƻŦ ǘƘŜ ƎŀƳŜΩǎ ŜƴŘǳǊƛƴƎ 

appeal. 

 

Figure 1.2: Call of Duty Statistics. (Gamespot.com, 2015) 

 

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 

and Grusin 1999) almost the entire history of image-making in the West. 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 redresses this perceived lack. If this project is about uncovering the 

ǿŀȅǎ ƛƴ ǿƘƛŎƘ ǘƘŜ Ct{ ŎŀǇǘǳǊŜǎ ŀƴŘ ǘƘŜƴ ƳŀǇǎ ǘƘŜ ǇƭŀȅŜǊΩǎ ƎŜǎǘǳǊŜǎΣ ǎŜƴǎŜ ƻŦ ŜƳōƻŘƛƳŜƴǘ ŀƴŘ 

psyche as an immune reactionΣ ǘƘŜƴ ƛǘ ŘƻŜǎ ǎƻ ǳƴŘŜǊ ǘƘŜ ōŀƴƴŜǊ ƻŦ ŀ ƭƛōŜǊŀǘŜŘ ŀƴŘ ΨƘǳƳŀƴΩ 

relationship with the image. This at a time defined by an almost total victory of neoliberal values 
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in the Anglo-American world seems to offer little chance of resistance. The core values of 

deregulation and the advancement of individual interests and private concerns over those 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 of 9/11 and the War on Terror have become a 

kind of engine for the reproduction or cloning (Mitchell 2010) of threats to the West, whose 

actions in countering these threats have only served to feed their growth and spread, 

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

0Χ 
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2 

 

A Conceptual and Discursive Heads Up Display for the 

Study of the FPS 

 

2.0 Introduction  

This thesis asks how the Call of Duty and Battlefield FPS franchises produce psychic and somatic 

effects in the player, influence and incite the gestural movements of the first-person 

perspective, ŀƴŘ ŘƛŀƎǊŀƳ ǘƘŜ ǇƭŀȅŜǊΩǎ ŎŀǇŀŎƛǘƛŜǎ ƻŦ ǎŜŜƛƴƎΣ ǎŜƴǎƛƴƎ ŀƴŘ ōŜŎƻƳƛƴƎ ǘƻ Ŧƛǘ ǿƛǘƘ 

those of the dominant forms of governmentality in the West. However, the aim of this work is 

not to characterise ǘƘŜ ǇƭŀȅŜǊΩǎ ŜƴƎŀƎŜƳŜƴǘ ǿƛǘƘ ǘƘŜ ƎŀƳŜ ƛƴ ǘŜǊƳǎ ƻŦ ǘƘŜ ŀǳǘƻƳŀǘƛƻƴ ƻŦ 

ΨŘƛǎŎƛǇƭƛƴŜŘΩ ŀƴŘ ΨŘƻŎƛƭŜΩ ōƻŘƛŜǎ όǎŜŜ CƻǳŎŀǳƭǘ, 1991) but in respect of the production of a self-

interested and self-defensive subject. The process of subjectification energised by the FPS 

involves the incitement of self-regulating behaviours and the genre is characterised in this study 

as a new kind of apparatus congruent with neoliberalism and distinct from the dispositifs of 

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

economic and political structures. 

 

Conceptually speaking, this thesis represents a triangulation between discourses of videogame 

theory, Foucauldian ideas of governmentality and the history of Western image cultures such as 

cartography, perspectival construction and the cinema ς all in some sense readable as 

representing the mathematisation of the visible and of life (See Harley 2001, Panofsky 1997, 

Rabinbach 1990). This thesis rearranges and reimagines these influences with a view to 

producing a written map of contemporary subjectivity, its causes and possible effects. However, 

prior to this speculative cartography of the FPS as an apparatus, another act 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 undertaken. While this 

chapter surveys these discursive landscapes, it also entails their refashioning through a lens 

specific to the current work. Erwin Panofsky opened Perspective as Symbolic Form by quoting 
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Albrecht Durer and I will paraphrase his translation here: this chapter is not simply the 

arrangement and contextualisation of relevant works but the production of a perspective ς the 

art of ΨǎŜŜƛƴƎ ǘƘǊƻǳƎƘΩ όмффт: 27). The perspectival window that this chapter constructs is akin 

ǘƻ ǘƘŜ Ct{Ωǎ I¦5Σ ŀ ƭŜƴǎ ǘƘŀǘ ǿƛƭƭ prove vital for my attempt to capture the political essence of a 

form defined by its perspective. 

 

I begin ŎƻƴǎǘǊǳŎǘƛƴƎ ǘƘƛǎ ǘƘŜǎƛǎΩ ŘƛǎŎǳǊǎƛǾŜ ƭŜƴǎ ς or HUD ς by charting videogame theory before 

scoping into specific targets, much like the FPS player who scans the multiplayer map before 

zooming in, taking aim and firing: twitch, click, bang. Ludic and narrative analytical frameworks 

representing ŀ ōƛƴŀǊȅ ŎƻƴǘŜǎǘ ƻǾŜǊ ǘƘŜ ŦƻǊƳΩǎ ƛƴǘŜƭƭŜŎǘǳŀƭ ǎƻǳƭ are my first targets. This is 

followed by a foray into works dealing with videogame space. This overview of videogame 

discourse is followed by a narrowing of focus towards work that specifically approaches the FPS.  

 

¢Ƙƛǎ ŎƘŀǇǘŜǊ ƛǎƴΩǘΣ ƘƻǿŜǾŜǊΣ organised around a historical periodisation or genealogy of FPS 

games and the scholarly work that they have inspired, which might begin with aŀǊƪ WΦ tΦ ²ƻƭŦΩǎ 

(1997) taxonomy of videogame space in respect to Wolfenstein 3D (1992),  9ǎǇŜƴ !ŀǊǎŜǘƘΩǎ 

(1999) accouƴǘ ƻŦ ǘƘŜ ŜǊƎƻŘƛŎ ƴŀǘǳǊŜ ƻŦ ǘƘŜ ǎŀƳŜ ŘŜǾŜƭƻǇŜǊΩǎ Doom (1993) and its structures of 

aporia and epiphany, followed by Lantz ŀƴŘ ½ƛƳƳŜǊƳŀƴΩǎ ό2010) 1999 reading of Quake (1996) 

as a context of ΨƳŜŀƴƛƴƎŦǳƭ ǇƭŀȅΩΦ wŀǘƘŜǊΣ FPS scholarship is grouped into two interconnected 

approaches each centring on the player ς their vision, psyche, ethics, experience and bodily 

capacities. One approach is a dialogue of works that are connected by the concept of 

identification, the related issue of immersion and the way these states have been closely 

connected with the defining feature of the FPS: the first-person perspective. The second 

surrounds work that address the genre in general ς and publisher ActivisionΩǎ Call of Duty 

franchise in particular ς as powerful affective technologies of corporeal and perceptual training.  

 

¢ƘŜǎŜ ŀǇǇǊƻŀŎƘŜǎ ǘƻ ǘƘŜ Ct{Ωǎ ƛƴŦƭǳŜƴŎŜ ƻƴ ǘƘŜ ǇƭŀȅŜǊΩǎ ǎŜƴǎƻǊȅΣ ǇŜǊŎŜǇǘǳŀƭ ŀƴŘ ƳŜƴǘŀƭ 

capacities can each be interpreted as positioning the genre as a Foucauldian apparatus, which 

Giorgio Agamben has defined as a subjectifying machine with the ΨŎŀǇŀŎƛǘȅ ǘo capture, orient, 

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

ƻŦ ƭƛǾƛƴƎ ōŜƛƴƎǎΩ ό2009: 14). One of the primary contributions this thesis seeks to make within the 

discourse on videogames is a systematic exploration of the FPS as an apparatus involved in 
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modulating the player, which takes ƛƴ ǘƘŜ ōƻŘȅΩǎ ŀŦŦŜŎǘƛǾŜƭȅ ƛƴŘǳŎŜŘ ƎŜǎǘǳǊŜǎΣ ƛǘǎ ƎŜƴŜǊŀƭ 

behaviours, and elements related to more abstract constructs such as identity. As such, the 

works of Foucault and subsequent and connected thinkers like Gilles Deleuze, Agamben and 

Roberto Esposito form the intellectual and philosophical bedrock of this work. 

 

²ƘƛƭŜ ǇǊƻŘǳŎƛƴƎ ŀ ǎƘƻǊǘ ƘƛǎǘƻǊȅ ƻŦ ǘƘŜ ŘŜǾŜƭƻǇƳŜƴǘ ƻŦ CƻǳŎŀǳƭǘΩǎ ǘƘƻǳƎƘǘ, this chapter primarily 

focusses on his later work on the biopolitical nature of neoliberal governmentality (Foucault 

2008). The relevance of these later lectures lies in the way that CƻǳŎŀǳƭǘΩǎ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ 

liberal governmentality and the FPS parallel the tension that arises between the subject 

conceived as a rational being engaged in the pursuit of its interests with presumed right to act 

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

authority (see Chandler and Reid 2016). In the sphere of neoliberal governmentality, the 

ǎǳōƧŜŎǘΩǎ ƭiberty expressed in economic terms is both lionised and intensely managed by the 

overarching authority of the political order (Foucault, 2008: 252; see also Esposito 2008: 72). In 

ǘƘŜ ǾƛŘŜƻƎŀƳŜΣ ǘƻƻΣ ǘƘŜ ǇƭŀȅŜǊΩǎ ŀŎǘƛǾƛǘȅ ƛǎ ŎƻƴǘǊŀǎǘŜŘ ŦŀǾƻǳǊŀōƭȅ όǎŜŜ Dŀƭƭƻǿŀȅ 2006) against 

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 ludic constraints that the game puts 

into play. 

 

Foucault (2008: 66) understood ς along what we might call Deleuzian (2006) linesς the liberal 

ΨŘƛŀƎǊŀƳΩ ŀǎ ƳŀǎǘŜǊƛƴƎ ǘƘŜ ǎǳōƧŜŎǘ ŀǘ ƻƴŜ ǊŜƳƻǾŜ ōȅ ŎǳǊŀǘƛƴƎ ŀ ΨŘŀƴƎŜǊƻǳǎΩ ŀƴŘ ƛƴǎŜŎǳǊŜ 

context, characterised as laissez-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 liberty ς competing, 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 primary aims of this chapter. 

This thesis approaches the FPS as an apparatus involved in neoliberal modes of subjectification, 

as a diagram of contemporary governmentality at the intersection of technology, media and 

image cultures with politics. This thesis is situated in the hinterland of the discourses of 

videogame theory which thus far have centred on mapping the various forms that games take 
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and the actions of their players in terms of ludic, narratological and spatial theoretical 

frameworks. 

 

 

2.1 An atlas of videogame theory; narrative and ludic hemispheres 

ώ/ϐǳƭǘǳǊŜ ŀǊƛǎŜǎ ƛƴ ǘƘŜ ŦƻǊƳ ƻŦ ǇƭŀȅΣ ǘƘŀǘ ƛǘ ƛǎ ǇƭŀȅŜŘ ŦǊƻƳ ǘƘŜ ǾŜǊȅ ōŜƎƛƴƴƛƴƎΧLǘ ƛǎ 
through this playing that society expresses its interpretation of life and the world. 
Johan Huizinga, Homo Ludens, 1949, pg 46. 

 

Through storytelling, an otherwise unexceptional biological species became a more 
interesting thing, Homo narrans: that hominid who not only succeeded in negotiating 
ǘƘŜ ǿƻǊƭŘ ƻŦ ƴŀǘǳǊŜΧōǳǘ ŀƭǎƻ Ƙŀǎ ƭŜŀǊƴŜŘ ǘƻ ƛƴƘŀōƛǘ ƳŜƴǘŀƭ ǿƻǊƭŘǎ ǘƘŀǘ ǇŜǊǘŀƛƴ ǘƻ times 
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 Niles, Homo Narrans: The Poetics and Anthropology of Oral Literature, 1999, 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 a kind of struggle in which 

ludology ς the study of videogames primarily in relation to non-digital games and rule-based 

activities (see Juul 2005, Arsenault and Perron 2009, Eskelinen 2006, Frasca 1999) ς has sought 

to contest the application of narratological analytic frameworks that view games in terms of 

unfolding pre-scripted 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 human in the form of homo ludens and homo narrans ς the playing and the 

narrative species ς buttress and underpins their more modest and targeted claims. 

 

bŀǊǊŀǘƻƭƻƎƛŎŀƭ ŀǇǇǊƻŀŎƘŜǎ ƭƛƪŜ WŀƴŜǘ aǳǊǊŀȅΩǎ ǿƻǊƪ Hamlet on the Holodeck (1997) have argued 

that the potential of videogames lies in their development as a narrative and dramatic medium. 

aǳǊǊŀȅ ƴƻǘŜǎ ŜŀǊƭȅ ƛƴ ƘŜǊ ƳƻƴƻƎǊŀǇƘ ǘƘŀǘ ΨǘƘŜ ŎƻƳǇǳǘŜǊ ƭƻƻƪǎ ƳƻǊŜ ŜŀŎƘ Řŀȅ ƭƛƪŜ ǘƘŜ ƳƻǾƛŜ 

camera of the 1890s: a truly revolutionary invention mankind is just on the verge of putting to 

ǳǎŜ ŀǎ ŀ ǎǇŜƭƭōƛƴŘƛƴƎ ǎǘƻǊȅǘŜƭƭŜǊΩ όмффтΥ нύΦ Lƴ ǘƘŜ ƭŀǎǘ ǘǿŜƴǘȅ ȅŜŀǊǎΣ ƛƴǘŜǊǾŜƴǘƛƻƴǎ ōȅ ƴŜǿ ŦƛƭƳ 
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historians such as Tom Gunning (2006) and Thomas Elsaesser (2004) have challenged the idea 

that the current hegemony 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 to blockbuster 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 phase ς where its capacities of 

expression are explored in a kind of trial and error fashion ς to the 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 will give way to the portrayal of more complex 
prƻŎŜǎǎŜǎΧ. In this way, a new narrative art will come into expressive form. (1997: 93) 

 

aǳǊǊŀȅΩǎ ƴƻǿ ǘǿƻ-decade old prediction that combat games would be superseded by ŀ ΨƴŜǿ 

ƴŀǊǊŀǘƛǾŜ ŀǊǘΩΣ is yet to be fulfilled. If anything, the enduring commercial success of the Call of 

Duty and Battlefield franchises alone expresses the fact that videogames are on anything but a 

progressive and historically predictable trajectory towards a utopian narrative expressive form. 

However, while the establishment of such a destiny for the videogame threatens to impose a 

certain pathway for its development, even so-called kinetically driven twitch shooters such as 

Call of Duty: Advanced Warfare (2015) have complex narratives 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 game-like qualities is the way the two ideas have taken shape in 

binarily opposition 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 emotively aǎ ΨŎƻƭƻƴƛȊŜǊǎΩ 

(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 staunch defŜƴŎŜ ŀƎŀƛƴǎǘ ǘƘŜ ƭǳŘƻƭƻƎƛǎǘǎΩ ǿŀǊ ƻŦ ƭƛōŜǊŀǘƛƻƴ 

against the narrative qualities of videogames, Henry Jenkins has stressed that many games have 

ΨƴŀǊǊŀǘƛǾŜ ŀǎǇƛǊŀǘƛƻƴǎΩ όнллсΥ ммфύΦ ¢ƘŜ ŘŜǎƛǊŜ ǘƻ ǎƘǳǘ Řƻǿƴ ǿƻǊƪ ǘƘŀǘ ŘƻŜǎƴΩǘ ǾƛŜǿ ǾƛŘŜƻƎŀƳŜǎ 
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solely as game-like objects suggests a kind of theoretical monocular vision or purity should exist 

in their study. 

 

¢ƘŜ ǳǎŜ ƻŦ ǘƘŜ ŘŜǎƛƎƴŀǘƻǊ ΨƭǳŘƻƭƻƎƛǎǘǎΩ ς ŀ ŘŜǊƛǾŀǘƛǾŜ ƻŦ ǘƘŜ [ŀǘƛƴ ǘŜǊƳ ŦƻǊ ƎŀƳŜǎΥ ΨludusΩ ς for 

videogame theorists that think games should be approached as interactions between rules and 

ǘƘŜ ǇƭŀȅŜǊ ǇǊƻŘǳŎǘƛǾŜ ƻŦ Ǉƭŀȅ ŜŎƘƻŜǎ WƻƘŀƴ IǳƛȊƛƴƎŀΩǎ όмфпфύ Ǉƻǎƛǘƛƻƴ ŘŜǾŜƭƻǇŜŘ ƛƴ Homo 

Ludens where games and playing are positioned as the productive centres of human culture in 

ǿƘƛŎƘ ǇŜƻǇƭŜ ŀǊŜ ŎƛǾƛƭƛǎŜŘ ŀƴŘ ǘǊŀƛƴŜŘΦ ! ΨƭǳŘƛŎΩ ŀǇǇǊƻŀŎƘ ǘƻ ǾƛŘŜƻƎŀƳŜǎΣ ǘƘŜǊŜŦƻǊŜΣ Ŏƻƴǘŀƛƴǎ ŀƴ 

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 the game-like 

structures of human culture, but to actively participate in the creation of civilisation as part of its 

cultural essence. 

 

In his 2005 monograph Half Real, Jesper Juul defines ludology as the term that privileges the 

uniqueness or quintessence of the videogame and its scholarly endeavours (2005: 15). He traces 

ƭǳŘƻƭƻƎȅΩǎ ŜƳŜǊƎŜƴŎŜ ŀǎ ǘƘŜ ŜǎǎŜƴǘƛŀƭ ǘƘŜƻǊŜǘƛŎŀƭ ŦǊŀƳŜǿƻǊƪ ŦƻǊ ǘƘŜ ǎǘǳŘȅ ƻŦ ǾƛŘŜƻ ƎŀƳŜǎ ǘƻ 

DƻƴȊŀƭƻ CǊŀǎŎŀΩǎ мффф ŀǊǘƛŎƭŜ ΨLudology Meets Narratology: Similitude and differences between 

όǾƛŘŜƻύƎŀƳŜǎ ŀƴŘ ƴŀǊǊŀǘƛǾŜΩ.  IƻǿŜǾŜǊΣ CǊŀǎŎŀΩǎ ŀǊǘƛŎƭŜ ŘƻŜǎ ƴƻǘ ŀǇǇŜŀǊ ǘƻ ǊŜǇǊŜǎŜƴǘ ŀƴ ŜŦŦƻǊǘ ǘƻ 

conceptualise ǘƘŜ ǾƛŘŜƻƎŀƳŜ ŀǎ ŀ ŦƻǊƳ ŘŜƳŀƴŘƛƴƎ ƻŦ ŀ ΨǳƴƛǉǳŜΩ ŀǇǇǊƻŀŎƘ ƻǊ ŀǎ ŀ ΨǎŜǇarate 

ŀŎŀŘŜƳƛŎ ŦƛŜƭŘΩΣ ōǳǘ ƻƴŜ ǘƘŀǘ ǎƘƻǳƭŘ ōŜ understood under existing conceptions and theories of 

games and play. The 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 game-like, or ludic brings a pre-existing corpus of thought to bear 

on the form. The point here is not that this approach is unproductive, rather, that claims that 

videogames are unique and thus essentially game-like threaten to stymie and narrow thinking 

on the form by imposing the primacy of ideas of games and play onto future work. Ludology 

appears to gloss potential ruptures between contested conceptualisations of games and play on 

one level, and elide the fact that the videogame is a complex amalgamation of information and 

screen-based technologies with deep histories and even more tangled and changing 

relationships with their users on another. 
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The central critique laid at the door of narratological approaches by ludologists rests on the way 

narrative can be said to over-determine 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 narrative as an oversimplification of the multiple possibilities videogame 

action offers ǘƘŜ ǇƭŀȅŜǊΦ CǊŀǎŎŀ ƳŀƪŜǎ ŀ ǳǎŜŦǳƭ ŘƛǎǘƛƴŎǘƛƻƴ ƛƴ ǘƘƛǎ ǊŜƎŀǊŘΣ ǎǘŀǘƛƴƎ ǘƘŀǘΣ ΨǿŜ Ŏŀƴƴƻǘ 

claim that ludus and narrative are equivalent, because the first is a set of possibilities, while the 

second is a set of chained actionsΩ (Frasca 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 multiplicity 

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 players attempt 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 acknowledgement of the possibility for multiple branching pathways and different end-states 

means that a ludic approach grasps the way the temporality of the videogame is never set on a 

single trajectoryΦ CƻǊ WǳǳƭΣ ΨLǘ ƛǎ ŎƭŜŀǊ ǘƘŀǘ ǘƘŜ ŜǾŜƴǘǎ ǊŜǇǊŜǎŜƴǘŜŘ Ŏŀƴƴƻǘ ōŜ past or prior, since 

ǿŜ ŀǎ ǇƭŀȅŜǊǎ Ŏŀƴ ƛƴŦƭǳŜƴŎŜ ǘƘŜƳΧ ǘƘŜ ǎǘƻǊȅ ǘƛƳŜ ƛǎ now. Now, not just in the sense that the 

viewer witnesses events now, but in the sense that the events are happening now, and that 

what comes next is not yet determinedΩ όWǳǳƭ нллмύΦ At issue here is a matter of narrative pre-

determining gameplay and exerting a reductive force over time. In the broader context of 

ǘƘŜƻǊƛǎŀǘƛƻƴǎ ƻŦ ŘƛƎƛǘŀƭ ƳŜŘƛŀΣ {Ŝŀƴ /ǳōƛǘǘ Ƙŀǎ ŀǎǎŜǊǘŜŘ ǘƘŀǘ ΨŎƘǊƻƴƻƭƻƎƛŎŀƭ ƴŀǊǊŀǘƛǾŜ ƛǎ ŎŀǳƎƘǘ ƛƴ 

a story whose beginning and end have already been determined, and which therefore 

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

ǳƴŎŜǊǘŀƛƴ ŦǳǘǳǊŜΩ ό/ǳōƛǘǘ нллнΥ пύΦ Without relating specifically to videogames, this neatly 

captures the ceƴǘǊŀƭ ǇǊƻōƭŜƳ ƻŦ ǎƛǘǳŀǘƛƴƎ ƎŀƳŜǇƭŀȅΩǎ ŜȄǇŜǊƛŜƴǘƛŀƭ ǳƴǇǊŜŘƛŎǘŀōƛƭƛǘȅ ǿƛǘƘƛƴ ŀƴ 

analytic framework that patterns them after narrative models. However, conceptions of 

gameplay as a purely rule-based formation also inherently represent a pre-established 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 

ŀƴŀƭȅǘƛŎŀƭ ŦǊŀƳŜǿƻǊƪ ǿƘŜǊŜƛƴ ǇƭŀȅŜǊΩǎ ŀŎǘƛƻƴǎ ŀƴŘ ŘŜŎƛǎƛƻƴǎ ŀǊŜ ŎƘŀǊŀŎǘŜǊƛǎŜŘ ŜƛǘƘŜǊ ōȅ 

narrative progression or rule-based problem-solving with an ideal end-state being reached. The 

deeper the player can ƛƴǘŜǊƴŀƭƛǎŜ ŀƴŘ ƳƛƳƛŎ ǘƘŜǎŜ ǎȅǎǘŜƳǎΣ ǘƘŜ ΨōŜǘǘŜǊΩ ǘƘŜȅ ŀǊŜ ŀǘ ǇƭŀȅƛƴƎ ǘƘŜ 

game. This overlap between approaching videogames as narratives and as rule-based games 

dovetails ǿƛǘƘ !ŀǊǎŜǘƘΩǎ ŎƭŀƛƳ in Cybertext (1997: 5) that while differences exist, there are also 

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

 

Lƴ ǘƘŜƛǊ ŎƘŀǇǘŜǊ ΨLƴ ǘƘŜ CǊŀƳŜ ƻŦ ǘƘŜ aŀƎƛŎ /ȅŎƭŜΥ ¢ƘŜ /ƛǊŎƭŜǎ ƻŦ DŀƳŜǇƭŀȅΩΣ !ǊǎŜƴŀǳƭǘ ŀƴŘ 

Perron frame the videogame as requiring ΨǘŀƪƛƴƎ ƻƴΣ ŀǘ ŀ ŎŜǊǘŀƛƴ ŘŜƎǊŜŜΣ ŀ ƭǳǎƻǊȅ ƻǊ ƭǳŘƛŎ 

ŀǘǘƛǘǳŘŜΩ ό!ǊǎŜƴŀǳƭǘ ϧ tŜǊǊƻƴ нллфΥ мммύΦ ¢Ƙƛǎ ŀǇǇǊƻŀŎƘ ǊŜǎǘǎ ƻƴ ǎƛǘǳŀǘƛƴƎ ǾƛŘŜƻƎŀƳŜ ǊǳƭŜǎ ŀǎ 

explicit and determining structures within the context of our experience. However, if the player 

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

operating both within the context of videogames and to constitute the subject in contemporary 

lifeΦ ²Ƙŀǘ ƛǎ ΨƭǳŘƛŎΩΣ ŦƻǊ ŜȄŀƳǇƭŜΣ ŀōƻǳǘ ǘƘŜ ƛƴǾƻƭǳƴǘŀǊȅ ǘǿƛǘŎƘŜǎ ŀƴŘ ƎŜǎǘǳǊŜǎ ƻŦ ǘƘŜ 

unhabituated FPS player, both on-screen and in the body? What kind of attitude does the 

master FPS player articulate when pitching themselves into choke-points that will almost 

certainly lead to the predictable outcome of their in-game death? How can either of these 

essentially affect-ŘǊƛǾŜƴ ŀŎǘƛƻƴǎ ōŜ ǊŜŀŘ ŀǎ ŦƻǊƳǎ ƻŦ ΨǇƭŀȅΚΩ  

 

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

an external threat to ΨƴŀǘƛǾŜΩ ƭǳŘƻƭƻƎȅ ŀǇǇŜŀǊǎ ŀǎ ǎƻƳŜǘƘƛƴƎ ƻŦ ŀ ŦŀƭǎŜ ƻǇǇƻǎƛǘƛƻƴΦ ¢ƘŜǎŜ 

approaches are each predicated on the idea that the explicit narrative and game-like structures 

that videogames openly declare are productive of the player as a narrative or playing subject, 

ǿƘƛŎƘ ƛǎ ŎƻƴƎǊǳŜƴǘ ǿƛǘƘ ǘƘŜ ǇƭŀȅŜǊΩǎ ŘŜǎƛǊŜǎ ŀƴŘ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ǘƘŜ ŀŎǘ ƻŦ ŜƴƎŀƎƛƴƎ ǿƛǘƘ ǘƘŜ 

form. In contrast to this instrumentalist view, this thesis is involved in mining the experience and 

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

ƎŀƳŜΩǎ ǊǳƭŜǎ ƻǊ ǎǘƻǊȅΦ .Ǌƛŀƴ wƻǘƳŀƴ όнллуύ Ƙŀǎ ŦƻǊŎŜŦǳƭƭȅ ŀǊƎǳŜŘ ŀƎŀƛƴǎǘ ŀƴ ƛƴǎǘǊǳƳŜƴǘŀƭ 

understanding of media forms: 
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Communication media and semiotic apparatuses never coincide with their intended 
social uses or cultural purposes or their defined instrumentality or the effects sought 
and attributed to their manifest contents. Always something more is at work, a 
corporeal effect ς a facilitation, and affordance, a restriction, a demand played out on 
the bodyΧ ŀƴ ǳƴŘŜŎƭŀǊŜŘ ŀŦŦŜŎǘΣ ŀ ŦƻǊŎŜ ƻǳǘǎƛŘŜ ǘƘŜ ŀǇǇŀǊŀǘǳǎΩǎ ŜȄǇƭƛŎƛǘ ƛƴǎǘǊǳƳŜƴǘŀƭƛǘȅΦ 
(2008: 5ς6) 

 
Rotman attests to the fact that media shape and constitute bodies in ways that cannot be 

reduced to their surface aspirations.  For Rotman (2008: 2), writing, for example, cannot be 

understood as a simple instrument of expression, but structures what the writing subject can 

articulate within its medialogical scope. Similarly, games in the Call of Duty and 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 explicit relation to ǘƘŜ ŦƻǊƳΩǎ ǊǳƭŜǎΦ CƻƭƭƻǿƛƴƎ DǊǳǎinΩǎ ƛŘŜŀ ǘƘŀǘ ǾƛŘŜƻƎŀƳŜǎ 

ǇǊƻŘǳŎŜ Ψmodes of trans-modal or cross-ƳƻŘŀƭ ŀŦŦŜŎǘƛǾŜ ŀƴŘ ŎƻƎƴƛǘƛǾŜ ƳƻŘǳƭŀǘƛƻƴΩ όнлмлΥ фрύΣ I 

approach ǘƘŜ ǇƭŀȅŜǊΩǎ ŀŎǘƛƻƴǎ ŀǎ ŜȄǇǊŜǎǎƛƻƴǎ ƻŦ ōƻŘƛƭȅ ŘȅƴŀƳƛŎǎ ǘƘŀǘ ŜȄŎŜŜŘ ǘƘŜ ǇƻǿŜǊ ƻŦ ǘƘŜƛǊ 

ŘŜǎƛǊŜ ǘƻ ŜƴƎŀƎŜ ǿƛǘƘ ǘƘŜ ƎŀƳŜΩǎ ǎǘŀǘŜŘ ŀƛms. Whether winning the game is paramount to the 

player or not, the affective relation between them and the game is what makes it significant 

(see Väliaho  2014, Ash 2013). The FPS is not simply an instrument for producing the thrill of 

gaining ludic advantage 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 (see Väliaho  2014, Ash 2010 and 2013, Grusin 2010, 

Lahti 2003, among others). 

 

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 playeǊΩǎ ƎŜǎǘǳǊŜǎ όǎŜŜ !ǎƘ нлмлΥ нуύ. 

When we gesture into the game it constitutes the player as an on-screen 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 capacities for seeing and acting. This 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 doubled on-screen (Lahti 

2003: 163) and in the corpus that is unique to the game being played. By confining themselves 

to reading videogames through their narrative or ludic logics, the videogame theorists adopting 
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these frameworks effectively turn a blind eye to anything beyond the scope of the ŦƻǊƳΩǎ 

declared instrumentality. However, tƘŜ ǳƴƛƴǘŜƴŘŜŘ ŎƻƴǎŜǉǳŜƴŎŜǎΣ ǘƘŜ ƳŀǇǇƛƴƎ ƻŦ ǘƘŜ ǇƭŀȅŜǊΩǎ 

ōƻŘȅ ŀƴŘ ǇǎȅŎƘŜ ǿƘŜƴ ǇƭŀȅƛƴƎ ǘƘŜ Ct{Σ ŀǊŜ ƴƻ ƭŜǎǎ ƳŜŀƴƛƴƎŦǳƭ ƛƴ ǘŜǊƳǎ ƻŦ ǘƘŜ ŀǇǇŀǊŀǘǳǎŜǎΩ 

operation than those foreseen by its designers and users. Interestingly 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 the cinema, but by making it coterminous with the entire 
game, and in this way video games achieve a unique type of political 
transparency. (2006: 92) 
 

IŜǊŜ Dŀƭƭƻǿŀȅ ƛǎ ŀǊƎǳƛƴƎ ǘƘŀǘ ōȅ ŀŎǘƛǾŜƭȅ ŎƻƴŎŜŘƛƴƎ ǘƻ ǘƘŜ ƎŀƳŜΩǎ ǊǳƭŜǎ ŀƴŘ ōŜŎƻƳƛƴƎ ŦƭǳŜƴǘ ƛƴ 

its demands, the 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 

ǘƘŀǘ ƛǘǎ ǇƻƭƛǘƛŎŀƭ ǾŀƭǳŜǎ ŀǊŜ ƻŎŎƭǳŘŜŘΦ IƻǿŜǾŜǊΣ wƻǘƳŀƴΩǎ όнллуύ ǿƻǊƪ ŀǘǘŜǎts to the fact that the 

consequences of any medium for its user can never simply be transparent, meaning that the 

politics of the form are also embedded in the deep tissues of affect, emotion, perception and 

being. It is with this broadening of the explicit structures shaping player actions and the 

constitution of the player as a political subject in mind that I now turn to my final foray into 

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

explicit actions aimeŘ ŀǘ ƛƴǘŜǊŀŎǘƛƴƎ ǿƛǘƘ ŀ ƎŀƳŜΩǎ ǊǳƭŜǎ ƻǊ completing its narrative, but rather, 

the production of three-dimensional worlds in which players move, sometimes without specific 

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

 

 

2.2 Space 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 understood as 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 above-mentioned 

ŦǊŀƳŜǿƻǊƪǎΦ Lƴ WŀƳŜǎ !ǎƘΩǎ ǿƻǊƪ όнлмлύ ǘƘŜ ǾƛŘŜƻƎŀƳŜ ǇƭŀȅŜǊΩǎ ŘŜǎƛǊŜǎ ǘƻ ƳŀǇ ŀƴŘ ŜȄǇƭƻǊŜ 

space meets the way that their sense of self is subject to modulation and even negation by a 
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ƎŀƳŜΩǎ ŎƻƴǎǘǊǳŎǘƛƻƴ ƻŦ ǎǇŀŎŜΦ  This suggests a tension between the ǇƻǿŜǊ ƻŦ ǘƘŜ ƎŀƳŜΩǎ 

environment to determine player behaviour and the explosion of possible actions that a 

ǾƛŘŜƻƎŀƳŜΩǎ ΨŎƻƳǇƭŜǘŜΩ όDŀƭƭƻǿŀȅ нллсΥ спύ ŀƴŘ ŜȄǇƭƻǊŀōƭŜ ǎǇŀŎŜǎ ŦǳǊƴƛǎƘΦ !ǇǇǊƻŀŎƘƛƴƎ 

videogames via an analysis of their spatial constructs and the tension between the way that 

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

ǘƻ ǘƘŜ ŦƻǊƳ ǘƘŀǘ Ŏǳǘǎ ŀƎŀƛƴǎǘ ǘƘŜ ŘƛǎŎƻǳǊǎŜΩǎ ǘŜƴŘŜƴŎȅ ǘƻ ŎŜƴǘǊŜ ƛǘǎ ŀƴŀƭȅǎƛǎ ƻƴ ƳƻƴƻƭƛǘƘƛŎ 

determining frameworks such as narrative or ludus. 

 

Early in his book In 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 as a topos of Western visuality, citing Oliver 

DǊŀǳΩǎ όнллоΥ рύ ƻōǎŜǊǾŀǘƛƻƴ ǘƘŀǘ ǘƘŜ wƻƳŀƴǎ ǎƻǳƎƘǘ ǘƻ ŎǊŜŀǘŜ ΨƘŜǊƳŜǘƛŎŀƭƭȅ ŎƭƻǎŜŘ-off image 

ǎǇŀŎŜǎ ƻŦ ƛƭƭǳǎƛƻƴΩ ƛƴ ǘƘŜ ŦƻǊƳ ƻŦ ŦǊŜǎŎƻǎ ǇǊŜǎŜǊǾŜŘ ƛƴ tƻƳǇŜƛƛ ŀƴŘ ǊƻƻƳǎ ŘŜŘƛŎŀǘŜŘ ǘƻ ǘƘŜ 

simulation of imaginary worlds. Calleja (2011:17) suggests that the construction of illusionistic 

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

ǘƘŜ ǊŜƴŀƛǎǎŀƴŎŜ όŀƴŘ ƛǘǎ ǇŜǊǎǇŜŎǘƛǾŀƭ ΨǿƛƴŘƻǿΩ ς see Anne Friedberg 2009) and the policies of 

spatial construction of moderniǘȅΩǎ ƳƻǾƛƴƎ ƛƳŀƎŜ par excellence in the cinema. Within this 

continuum, cinematic space-time moves towards the production of temporally and spatially 

ŎƻƳǇƭŜǘŜ ǿƻǊƭŘǎΣ ǿƛǘƘ ǘƘŜ ǊŜŀƭƛǎǘ ƛƳǇǳƭǎŜ ŀǘ ǘƘŜ ŦƻǊŜŦǊƻƴǘ ƻŦ ŎƛƴŜƳŀΩǎ ŎƭŀƛƳǎ ǘƻ ǊŜǇǊƻŘǳŎŜ 

phenomenological perception and experience. The valorisation of the long take and deep focus 

cinematography by Andre Bazin (Bazin 1967: 21) is read by Calleja as an attempt to produce a 

continuous spatial and temporal environment in which the gaze of the spectator could freely 

ǊƻŀƳΦ Lƴ ŀ ǎƛƳƛƭŀǊ ƳƻǾŜΣ DŀƭƭƻǿŀȅΩǎ ŎƻƴŎŜǇǘ ƻŦ ǘƘŜ Ct{ ƎŜƴǊŜΩǎ ΨƎŀƳƛŎ ǾƛǎƛƻƴΩ όнллсύ ƛǎ ŀ ǇŀǊǘƛŀƭ 

ǇǊƻŘǳŎǘ ƻŦ ǘƘŜ ŦƻǊƳΩǎ ŎŀǇŀŎƛǘȅ ǘƻ ǊŜƭŜŀǎŜ ǘƘŜ ǇƭŀȅŜǊ ŦǊƻƳ ǘƘŜ ǎǇŀǘƛŀƭ ŀƴŘ ǘŜƳǇƻǊŀƭ ŀǳǘƘƻǊƛǘȅ ƻŦ 

ŎƛƴŜƳŀǘƛŎ ŜŘƛǘƛƴƎΦ hŦ ŎƻǳǊǎŜΣ ǘƘŜ ŜǘƘƻǎ ƻŦ .ŀȊƛƴΩǎ ƭƻǾŜ for Italian neorealism was indissolubly 

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). In line ǿƛǘƘ ǘƘƛǎΣ ǘƘŜǊŜ ƛǎ ŀ ƘǳƳŀƴƛǎǘƛŎ ŜƭŜƳŜƴǘ ǘƻ /ŀƭƭŜƧŀΩǎ ŀŎŎƻǳƴǘ ƻŦ ǘƘŜ 

drive towards the reproduction of mimetic spaces in which the construction of videogame space 

represents the latest achievement in a progressive trajectory towards the reproduction of our 

embodied perception within the space of the image. 
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The production of totalising, fully-rendered computer generated environments is understood by 

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

ΨƛƴǾƻƭǾŜƳŜƴǘΩ ǿƛǘƘƛƴ Ǿideogame spaces. CƻǊ /ŀƭƭŜƧŀΣ Ψ5ƛƎƛǘŀƭ ƎŀƳŜǎ ŀƴŘ ǾƛǊǘǳŀƭ ǿƻǊƭŘǎ ŀǊŜ 

particularly adept at facilitating spatial exploration that enables players not only to project their 

ƛƳŀƎƛƴŀǘƛƻƴ ƛƴǘƻ ǘƘŜ ǊŜǇǊŜǎŜƴǘŜŘ ƭŀƴŘǎŎŀǇŜǎ ōǳǘ ŀƭǎƻ ǘƻ ǘǊŀǾŜǊǎŜ ǘƘŜƳΩ ό/ŀƭƭŜƧŀ нлммΥ 73). This is 

the key break that the spatiality of games makes from the cinema as Galloway has argued ς the 

ƛƴǘǊƻŘǳŎǘƛƻƴ ƻŦ ǘƘŜ Ǉƻǎǎƛōƛƭƛǘȅ ŦƻǊ ŀŎǘƛƻƴΦ /ŀƭƭŜƧŀΩǎ ǊŜŦŜǊŜƴŎŜ ǘƻ ǘƘŜ ƛŘŜŀ ǘƘŀǘ ǘƘŜ ŎƛƴŜƳŀ 

produces a form of imaginative projection into its spaces ƛǎ ŀ ǊŜŎƛǘŀǘƛƻƴ ƻŦ ŀǇǇŀǊŀǘǳǎ ǘƘŜƻǊȅΩǎ 

ŎƻƴǘŜƴǘƛƻƴ ǘƘŀǘ ǘƘŜ ŎƻƴǎǘǊǳŎǘƛƻƴ ƻŦ ŎƛƴŜƳŀǘƛŎ ǎǇŀŎŜ ƻǇŜǊŀǘŜǎ ƛƴ ǘŜǊƳǎ ƻŦ ǘƘŜ ǎǇŜŎǘŀǘƻǊΩǎ 

psychoanalytic identification with the shot (see Baudry 1974) and their anticipation of the cut 

the suturing space to space (see IŜŀǘƘ мфттύΦ !ǎ ǇŀǊǘ ƻŦ ŎƛƴŜƳŀΩǎ ōƻŘƛƭȅ ǘǳǊƴΣ ¢ƘƻƳŀǎ 9ƭǎŀŜǎǎŜǊ 

ό9ƭǎŀŜǎǎŜǊ ŀƴŘ IŀƎŜƴŜǊ нлмлΥ мпнύ Ƙŀǎ ŀƭǎƻ ƴƻǘŜŘ ǎƻǳƴŘΩǎ ŎǊǳŎƛŀƭ ǊƻƭŜ ƛƴ ƻǊƛŜƴǘƛƴƎ ŀƴŘ ƎƛǾƛƴƎ ŀ 

sense of place to the spectator. In contrast, the spatiality of videogames is understood by both 

Calleja and Galloway as an uninterrupted edit-free space where any psychoanalytic model of the 

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

ƛǘǎŜƭŦΦ Lƴ ƻǘƘŜǊ ǿƻǊŘǎΣ /ŀƭƭŜƧŀΩǎ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ǘƘŜ ǎǇŀǘƛŀƭ ŀǘǘractions of videogames relates to 

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 Spatial pleasures? 

Calleja schematises his understanding of spatial pleasure in videogames as operating between 

ǘƘŜ ǇƻƭŜǎ ƻŦ ǎǳŎŎŜǎǎŦǳƭ ƴŀǾƛƎŀǘƛƻƴ ŀƴŘ ōŜƛƴƎ ƭƻǎǘΦ IŜ ƴƻǘŜǎ ǘƘŀǘ Ψ¢ƘŜ ƳƻƳŜƴǘ ǇƭŀȅŜǊǎ ǊŜŀƭƛȊŜ ǘƘŀǘ 

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 

ŜƴŘǎύΩ ό/ŀƭƭŜƧŀ нлммΥ тпύΦ ¢Ƙƛǎ ƳŜŀƴǎ ǘƘŀǘ ǎǇŀǘƛŀƭ ǇƭŜŀǎǳǊŜ ƛƴ ǘƘŜ ǾƛŘŜƻƎŀƳŜ is generated by 

problem-solving wherein the player must act and engage in explicit pathfinding 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 

Ψŀ ǎŜƴǎŜ ƻŦ Ƙŀōƛǘŀǘƛƻƴ ǿƛǘƘƛƴ ǘƘŜ ƎŀƳŜ ŜƴǾƛǊƻƴƳŜƴǘΩ όнлмлΥ трύ ƛǎ ǘƘŜ ǇǊƻŘǳŎǘ ƻŦ ǘƘŜǎŜ ŜȄǇƭƛŎƛǘ 

projects of navigation plotted by the player, much like the pleasure and sense of belonging 
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gained by the tourist who successfully navigates an unfamiliar cityscape. Importantly for this 

thesis, Calleja (2011: 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. 

 

!ƭǘƘƻǳƎƘ ƴƻǘ ƻƴŜ ƻŦ /ŀƭƭŜƧŀΩǎ ǘƘŜƻǊŜǘƛŎal influences, we can trace a possible connection of the 

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

aptness for cognitive mapping famously contrasted with postmodern hyperspace by Fredric 

WŀƳŜǎƻƴ ƛƴ ΨtƻǎǘƳƻŘŜǊƴƛǎƳΩ όмффмύΦ LŦ ƭŀǘŜ ƳƻŘŜǊƴƛǘȅ ƭŀŎƪǎ ƴŀǾƛƎŀōƭŜ ǎǇŀŎŜǎ ŀƴŘ ƭŜƎƛōƭŜ ǎȅǎǘŜƳǎ 

then the valorisation of gamic space by Calleja as connected to the pleasure of travelling or 

navigating between different in-game geographies can be positioned as a compensatory gesture 

ǇǊƻŘǳŎǘƛǾŜ ƻŦ ŀ ŦƻǊƳ ƻŦ ΨŎƻƎƴƛǘƛǾŜ ƳŀǇǇƛƴƎΦΩ WŀƳŜǎƻƴΩǎ ƛŘŜŀ that the disorienting and chaotic 

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

oriented subjectivity is required that effectively anchors the subject in political terms as a 

ǇǊŜŘƛŎŀǘŜ ŦƻǊ ŀƴȅ ŦƻǊƳ ƻŦ ǇƻƭƛǘƛŎŀƭ ǊŜǎƛǎǘŀƴŎŜΦ ¢ƘŜ ǇƭŜŀǎǳǊŀōƭŜ ƻǊƛŜƴǘŀǘƛƻƴ ǘƘŀǘ ƻŎŎǳǊǎ ƛƴ /ŀƭƭŜƧŀΩǎ 

understanding of the spatial pleasure of videogames, therefore, can be contextualised as an 

acting out of the desire for a cognitive 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 stand-in for the disorientation 

that is ǘƘŜ ƘŀƭƭƳŀǊƪ ƻŦ ǇƻǎǘƳƻŘŜǊƴ ƘȅǇŜǊǎǇŀŎŜΦ /ŀƭƭŜƧŀΩǎ ŀǇǇǊƻŀŎƘ ǘƻ ǾƛŘŜƻƎŀƳŜ ǎǇŀŎŜǎ ŀƴŘ 

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. However, positioning 

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

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

 

Lƴ ƘŜǊ ŀǊǘƛŎƭŜ ΨDŀƳŜǎ ŀǎ LƴƘŀōƛǘŜŘ {ǇŀŎŜǎΩΣ .ŜǊƴŀŘŜǘǘŜ Cƭȅƴƴ Ǉƻǎƛǘƛƻƴǎ ǘƘŜ ŜȄǇŜǊƛŜƴŎŜ of playing 

ǾƛŘŜƻƎŀƳŜǎ ŀǎ ΨƎǊƻǳƴŘŜŘ ƛƴ ƛƳƳŜǊǎƛǾŜ ŀŜǎǘƘŜǘƛŎǎΣ ƳŀǇǎΣ ǘƻǳǊǎΣ ƳƻŘŜǎ ƻŦ ƴŀǾƛƎŀǘƛƻƴ ŀƴŘ 

ƎŜƻƳŜǘǊƛŎ ƭŀƴŘǎŎŀǇŜǎΩ όCƭȅƴƴ нллпΥ рпΤ {ŜŜ ŀƭǎƻ CǳƭƭŜǊ ŀƴŘ WŜƴƪƛƴǎ мффрύΦ CƻǊ CƭȅƴƴΣ ŀǎ ƛƴ 

/ŀƭƭŜƧŀΩǎ ǿƻǊƪΣ ǿŜ Ŏŀƴ ǎŜŜ ƻǳǊ ƛƴǘŜǊŦŀŎŜ ǿƛǘƘ ǾƛŘŜƻƎŀƳŜ ǎǇŀŎŜ ƛƴ ǘŜrms of the flow of the 

encounter with those aspects that allow the player to take on the implicitly heroic role of 

explorer or cartographer. 
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IƻǿŜǾŜǊΣ ƛƴ ŀ ŘŜǇŀǊǘǳǊŜ ŦǊƻƳ ǘƘŜ ǳƴŎǊƛǘƛŎŀƭ ǘŜƴƻǊ ƻŦ /ŀƭƭŜƧŀΩǎ ǿƻǊƪΣ Cƭȅƴƴ Ǉƻǎƛǘƛƻƴǎ ǘƘŜ ǇƭŀȅŜǊΩǎ 

ability to generate ǎǇŀǘƛŀƭ ǇƭŜŀǎǳǊŜ ǘƘǊƻǳƎƘ ƳƻǾŜƳŜƴǘ ŀǎ Ψƴƻǘ ŀ ŎǳƭǘǳǊŀƭƭȅ ƴŜǳǘǊŀƭ ƻǊ ōŜƴƛƎƴ 

Ǉƻǎƛǘƛƻƴ ōǳǘ Χ ώƻƴŜ ǘƘŀǘϐ ŜȄǘŜƴŘǎ ƛŘŜƻƭƻƎƛŜǎ ƻŦ ǎǇŀǘƛŀƭ ŎƻƴǉǳŜǎǘ ŀƴŘ ŦǊƻƴǘƛŜǊ ƳȅǘƘǎΩ όCƭȅƴƴ нллпΥ 

ртύΦ CƻǊ CƭȅƴƴΣ Ψ¢ƘŜ Ŏƻƭƻƴƛŀƭƛǎǘ Ǉƭŀȅ ƻŦ άǿƘƻ ƎŜǘǎ ǘƻ Ǝƻ ǿƘŜǊŜέ ŀƴŘ άǿƘƻ ƎŜǘǎ ŘŜǎtroyed in the 

ǇǊƻŎŜǎǎέ ƛǎ ŜƴǘǊŜƴŎƘŜŘ ƛƴ ǘƘŜ ŦŀōǊƛŎ ƻŦ ŎƻƳǇǳǘŜǊ-ōŀǎŜŘ ǎǇŀǘƛŀƭ ŜƴƎŀƎŜƳŜƴǘΩ όнллпΥ ртύΦ Lƴ ǘƘƛǎ 

critical characterisation of gamic spatial involvement, the cartographic projects of colonialism as 

a mode of inscribing spatial authority and hierarchies of racial and cultural status transfers to 

the context of the pleasures of spatial involvement in videogame spaces. The FPS can be 

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

territories ς to go anywhere and do anything ς like a cartographer sent to map, rationalise and 

ŎƭŀƛƳ ŀ ǎǇŀŎŜ ŀƴŀƭƻƎƻǳǎ ǘƻ ŀƴ ǳƴƪƴƻǿƴ ƻǘƘŜǊ ƻǊ ΨŘŀǊƪ ŎƻƴǘƛƴŜƴǘΩΦ LŦ ǿŜ ǘŀƪŜ CƭȅƴƴΩǎ Ǉƻǎƛǘƛƻƴ ƻƴŜ 

step further, we can suggest that by colonising the geometry of the videogame, the player is not 

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 their in-game body and 

destiny. 

 

CƭȅƴƴΩǎ ǿƻǊƪ ǎǘǊŜǎǎŜǎ ǘƘŀǘ ǎǇŀǘƛŀƭ ǇƭŜŀǎǳǊŜ ƛƴ ǾƛŘŜƻƎŀƳŜǎ ƛǎ ƴŜǾŜǊ ŦǊŜŜ ƻŦ ǇƻƭƛǘƛŎŀƭ ǾŀƭǳŜǎΦ ¢Ƙƛǎ 

ǘƘŜǎƛǎ ŀǇǇǊƻŀŎƘŜǎ ǘƘŜ ƳǳƭǘƛǇƭŀȅŜǊ ΨƳŀǇǎΩ ƻŦ ǘƘŜ ƳƛƭƛǘŀǊȅ Ct{ ŀǎ ŀ ǎǇŀǘƛŀƭ ǎƛǘǳŀǘƛƻƴ ǿƘŜǊŜ ǘƘŜ 

ŘȅƴŀƳƛŎ ƻŦ ōŜƛƴƎ ƭƻǎǘ ŀƴŘ ŦƛƴŘƛƴƎ ƻƴŜΩǎ ǿŀȅ ǇǊƻƭƛŦŜǊŀǘŜΣ ōǳǘ Ǌŀǘher than being attached to the 

pleasure of engaging in explicit acts of navigation, trajectories of travel are mobile, fractured. 

This is because I approach navigation in the FPS not in terms of getting from one place to 

another, but where destinations become 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 

spatial ǇƭŜŀǎǳǊŜǎΦ Lƴ ǘƘŜ Ct{Σ ǘƘŜ ǇƭŜŀǎǳǊŀōƭŜ ŘȅƴŀƳƛŎ ōŜǘǿŜŜƴ ōŜƛƴƎ ƭƻǎǘ ŀƴŘ ŦƛƴŘƛƴƎ ƻƴŜΩǎ ǿŀȅ 

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 success (of shooting 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 of its specific values as Flynn argues, but queries whether pleasure 

ƛǘǎŜƭŦ ƛǎ ǘƘŜ ƎǳƛŘƛƴƎ ǇǊƛƴŎƛǇƭŜ ōŜƘƛƴŘ ǘƘŜ ǇƭŀȅŜǊΩǎ ǎǇŀǘƛŀƭ ƛƴǾƻƭǾŜƳŜƴǘΦ 
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2.2.2 The production of videogame space 

[ŀǳǊƛŜ ¢ŀȅƭƻǊ Ƙŀǎ ŀǊƎǳŜŘ ǘƘŀǘ ΨǾƛŘŜƻ ƎŀƳŜ ǎǇŀŎŜǎ ŀǊŜ ƳƻǊŜ ǘƘŀƴ ǎƛƳǇƭȅ ǘƘŜ sum of their code ς 

ǘƘŜȅ ŀǊŜ ŜȄǇŜǊƛŜƴǘƛŀƭ ǎǇŀŎŜǎ ƎŜƴŜǊŀǘŜŘ ǘƘǊƻǳƎƘ ŎƻŘŜ ŀƴŘ ǘƘŜ ǇƭŀȅŜǊΩǎ ƛƴǘŜǊŀŎǘƛƻƴ ǿƛǘƘ ǘƘŜ 

execution of that code through the medium of the screenΩ ό¢ŀȅƭƻǊ нллоύ. In other words, 

videogame spaces are at once fully rendered and rationalised arenas like the FPSΩs multiplayer 

maps but are also products of the playerΩs actions and the screen-based visualisation that these 

actions produce (see also Vŀɉliaho 2014: 33). The idea of Ψexperiential spacesΩ as products not 

only the particularity of ǘƘŜ ǇƭŀȅŜǊΩǎ ŜƴŎƻǳƴǘŜǊ ǿƛǘƘ ǘƘŜ ŜƴǾƛǊƻƴƳŜƴǘ ƎŜƴŜǊŀǘŜŘ ōȅ ǘƘŜ ƎŀƳŜΣ 

but by the medium of the screen is an important lesson explored in the chapters that follow. 

This thesis stresses the way ǘƘŜ ǇƭŀȅŜǊΩǎ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ǾƛŘŜƻƎŀƳŜ ǎǇŀŎŜ ƛǎ ŎƻƴŘƛǘƛƻƴŜŘ ōȅ ǘƘŜ 

screen 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 to the cinema, 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 GPS-ƭƛƪŜ ΨƳƛƴƛ-ƳŀǇΩ ǘƘŀǘ 

reimagines and tracks the playerΩǎ ƳƻǾŜƳŜƴǘǎΦ 

 

¢ŀȅƭƻǊΩǎ Ǉƻƛƴǘ ƛǎ ŀƴŀƭƻƎƻǳǎ ǘƻ IŜƴǊƛ [ŜŦŜōǾǊŜΩǎ όмффмύ ŎƻƴŎŜǇǘ ƻŦ ǘƘŜ ǎƻŎƛŀƭ ǇǊƻŘǳŎǘƛƻƴ ƻŦ ǎǇŀŎŜΣ 

where the bare dimensions of environments (ideal or mathematical space) are superseded as 

the object of analysis by how these spaces are experiŜƴŎŜŘ ŀƴŘ ǇǊƻŘǳŎŜŘΦ CƻǊ [ŜŦŜōǾǊŜΣ Ψ¢ƘŜ 

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 seek to run it ƛƴǘƻ ǘƘŜ ƎǊƻǳƴŘΣ ǘƻ ǎƘŀŎƪƭŜ ŀƴŘ ŜƴǎƭŀǾŜ ƛǘΩ όмффмΥ ннύΦ YŜȅ ƛƴ 

[ŜŦŜōǾǊŜΩǎ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ǎǇŀŎŜ ƛǎ ǘƘŜ ŦŀŎǘ ǘƘŀǘ ƛǘǎ ǇǊƻŎŜǎǎǳŀƭ ŀƴŘ ŜƳōƻŘƛŜŘ ǇǊƻŘǳŎǘƛƻƴ 

becomes endowed with political values and as a site of tension between the desires of authority 

and foǊƳǎ ƻŦ ǊŜǎƛǎǘŀƴŎŜΦ Lƴ ǘŜǊƳǎ ƻŦ ǘƘŜ Ct{Σ ƻƴƭȅ ōȅ ƎǊŀǇǇƭƛƴƎ ǿƛǘƘ Ƙƻǿ ǘƘŜ ǇƭŀȅŜǊΩǎ ƭŜƴǎ ƻƴ ǘƘŜ 

ƎŀƳŜΩǎ ǎǇŀŎŜ ƛǎ ƳŜŘƛŀǘŜŘ ōȅ ǎŎǊŜŜƴΣ I¦5 ŀƴŘ ǘƘŜ ŀŎǘƛƻƴǎ ƻŦ ŜƴŜƳȅ ǇƭŀȅŜǊǎ Ŏŀƴ ŀ ǎŜŎƻƴŘŀǊȅ ǎŜǘ 

ƻŦ ŎƻƴŘƛǘƛƻƴǎ ōǊŀŎƪŜǘƛƴƎ ǘƘŜ ǇƭŀȅŜǊΩǎ ǇǊƻŘǳŎǘƛƻƴ ƻŦ ǘƘŜ ǎǇŀŎŜ Ǿƛŀ ǘƘŜƛǊ actions be produced. 

 

Drawing on Lefebvre, Edvin Babic has argued that the production of space is in videogames is 

ΨǊŜƭŀǘƛƻƴŀƭΩΣ ŎƻƴŎƭǳŘƛƴƎ ǘƘŀǘΥ 
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Insofar as the design of space in computer games lƻǎŜǎ ƛǘǎ ƛƳǇŀŎǘ ƻƴ ǘƘŜ ǇƭŀȅŜǊǎΩ 
perceptions and actions, players can produce different maps of individual and collective 
spaces that coexist and overlap. (2007, para.21) 
 

IŜǊŜΣ ǎǇŀŎŜ ƛǎ ōǊƻǳƎƘǘ ƛƴǘƻ ōŜƛƴƎ ŀǎ ŀ ǎŜǘ ƻŦ ǊŜƭŀǘƛƻƴǎ ƻǊ ŀ ΨƳŀǇΩ ōŜǘǿŜŜƴ ǘƘŜ ǎǘŀǘƛŎ ŜƭŜƳŜƴǘǎ 

and the agents that inhabit and experience it. In 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 computer-generated environment, does not emerge from its bricks and mortar 

or polygons, so to speak. Rather, it is this performance of the space that brings its properties to 

ƭƛƎƘǘΦ [ŜǾ aŀƴƻǾƛŎƘ Ƙŀǎ ǎǘŀǘŜŘ ǘƘŀǘ ΨǊŀǘƘŜǊ ǘƘŀƴ ŎƻƴǎƛŘŜǊƛƴƎ ƻƴƭȅ ǘƘŜ ǘƻǇƻƭƻƎȅΣ ƎŜƻƳŜǘǊȅ ŀƴŘ 

logic of a static space, we need to consider the way in which space functions in computer 

culture ς ŀǎ ǎƻƳŜǘƘƛƴƎ ǘǊŀǾŜǊǎŜŘ ōȅ ŀ ǎǳōƧŜŎǘΣ ŀǎ ŀ ǘǊŀƧŜŎǘƻǊȅ ǊŀǘƘŜǊ ǘƘŀƴ ŀƴ ŀǊŜŀΩ όaŀƴƻǾƛŎƘ 

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 of movement trajectories that these 

spaces produce. 

 

If we are to understand how videogame spaces are produced in political terms, we must attend 

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

through which these actions 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 values. To make this kind of analysis possible, 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 acknowledgement that this process of this 

Ƙŀōƛǘǳŀǘƛƻƴ ŦǳƴŎǘƛƻƴŀƭƭȅ ŀƭǘŜǊǎ ƎŀƳŜ ǎǇŀŎŜǎΦ ¢ƘŜ ǇƭŀȅŜǊΩǎ ǇǊƻŘǳŎǘƛƻƴ ƻŦ ǎǇŀŎŜ ƛǎ ǘƘǳǎ ƴŜǾŜǊ ŦƛȄŜŘ 

in their imagination, but alters as they engage with it bodily whether through reactive twitch-

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

 

2.3 The FPS: genealogy, identification, body 

The FPS appears to incite critical work because of its capacity to visualise and in some sense 

ƛƴǘŜǊŎŜǇǘ ŀƴŘ ƳŀƴŀƎŜ ǘƘŜ ǇƭŀȅŜǊΩǎ ǇŜǊŎŜǇǘƛƻƴ ŀƴŘ ǎŜƴǎŜ ƻŦ ŜƳōƻŘƛƳŜƴǘ ƛƴ ŀ ƳƻǊŜ ΨŘƛǊŜŎǘΩ 

manner than either well-established moving image cultures or other genres of videogame (see 
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aƻǊǊƛǎ нллнύΦ ²ƘŜǘƘŜǊ ŦƛƎǳǊŜŘ ǘƘǊƻǳƎƘ ǘƘŜ ŎƻƴŎŜǇǘ ƻŦ ƛƳƳŜǊǎƛǾŜ ΨƎŀƳƛŎ ǾƛǎƛƻƴΩ όDŀƭƭƻǿŀȅ 

2006), cybernetic simulation and its effects on experience (Crogan 2011), 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, Vŀɉliaho 2014), the discernible common thread is the 

ŦƻǊƳΩǎ ŀǇǇŀǊŜƴǘƭȅ ƳƻǊŜ ŘƛǊŜŎǘ ŎƻǊǊŜƭŀǘion with the embodied perception and mental states of 

the player ς a raising of the stakes of playing videogames. 

 

2.3.1 Gamic vision: Identification, immersion, apparatus 

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

on-ǎŎǊŜŜƴ ƳƻǾŜƳŜƴǘǎ ŀƴŘ ǘƘŜ ǇƭŀȅŜǊΩǎ Ƴŀƴǳŀƭ ƎŜǎǘǳǊŜǎ ŀǊŜ ǳƴŘŜǊǎǘƻƻŘ ǘƻ ŦƻǊƳ ŀ ŎƻƴŘǳƛǘ ƻŦ 

cause and effect between player and game, which is productive of a sense of identification 

between the body/psyche and the apparatus. Lƴ Ψ¢ƘŜ [ŀƴƎǳŀƎŜ ƻŦ bŜǿ aŜŘƛŀΣΩ [ŜǾ aŀƴƻǾƛŎƘ 

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 words, it functions as a new kind of mirror that 
reflects not only the human image but human activities. This is a different kind of 
narcissism ς not passive contemplation but action. (2002: 235) 

 

aŀƴƻǾƛŎƘΩǎ ŜǾƻŎŀǘƛƻƴ ƻŦ ǘƘŜ ƭŀƴƎǳŀƎŜ ƻŦ ǇǎȅŎƘƻŀƴŀƭȅǎƛǎ ƘŜǊŜ ƛǎ ǎǘǊƛƪƛƴƎ ŀƴŘ ǎǳƎƎŜǎǘƛǾŜ ƻŦ ǘƘŜ 

continued influence of the axis of Freud and Lacan and related theories concerned with the 

cinematic apparatus produced by Jean-Louis Baudry (1974) and his protégé Christian Metz 

(1982) upon thinking about so-called new media. This despite 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 studies, beginnƛƴƎ ǿƛǘƘ {ǘŜǾŜƴ {ƘŀǾƛǊƻΩǎ ǿƻǊƪ The 

Cinematic Body ǇǳōƭƛǎƘŜŘ ƛƴ мффоΦ {ƘŀǾƛǊƻ ŎƘŀǊŀŎǘŜǊƛǎŜŘ ǇǎȅŎƘƻŀƴŀƭȅǘƛŎ ŦƛƭƳ ǘƘŜƻǊȅ ŀǎ ŀ ΨǇƘƻōƛŎ 

ŘƛǎŎƻǳǊǎŜΩ όмффоΥ мрύ ƛƴ ǿƘƛŎƘ ǘƘŜ ǇƭŀǘƻƴƛŎ ƛŘŜŀ ǘƘŀǘ ǘƘŜ ŎƛƴŜƳŀǘƛŎ ƛƳŀƎŜ ōƻǘƘ ƭŀŎƪǎ ŀƴŘ ǎǘŀƴŘǎ 

in for the fullnesǎ ŀƴŘ ǘǊǳǘƘ ƻŦ ǇŜǊŎŜǇǘƛƻƴ ǊŜǇǊŜǎŜƴǘǎ ŀƴ ŀǘǘŜƳǇǘ ǘƻ ƳƛǘƛƎŀǘŜ ǘƘŜ ǘƘŜƻǊƛǎǘΩǎ ŦŜŀǊ 

ƻŦ ƛǘǎ ΨǿŜƛǊŘ ŦǳƭƭƴŜǎǎΩ ŀƴŘ ŀŦŦŜŎǘƛǾŜ ŀƴŘ ŎƻǊǇƻǊŜŀƭ ǇƻǿŜǊΦ 

²ƘŜƴ aŀƴƻǾƛŎƘ Ƙŀƛƭǎ ǘƘŜ ΨƴŜǿ ƳƛǊǊƻǊΩ ƻŦ ƴŜǿ ƳŜŘƛŀΣ ƘŜ ŘƻŜǎ ƴƻǘ ǎƛƳǇƭȅ ǊŜŎŀƭƭ ǘƘŜ ǊŜŦƭŜŎǘƛǾŜ 

ǎǳǊŦŀŎŜ ƻŦ [ŀŎŀƴΩǎ ƳƛǊǊƻǊ ǎǘŀƎŜΣ ƘŜ ŜǾƻƪŜǎ ǘƘŀǘ ΨƻƭŘΩ ƳƛǊǊƻǊ ƻŦ ǘƘŜ ŎƛƴŜƳŀΩǎ ǎŎǊŜŜƴ ς that 
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ǾƻȅŜǳǊƛǎǘƛŎ ƳƛǊǊƻǊ ƛƴ ǿƘƛŎƘ ΨǘƘŜ ǎǇŜŎǘŀǘƻǊ ƛǎ ŀōǎŜƴǘ ŦǊƻƳ ǘƘŜ ǎŎǊŜŜƴ ŀǎ perceived, but 

ŀƭǎƻΧǇǊŜǎŜƴǘ ǘƘŜǊŜ ŀƴŘ ŜǾŜƴ άŀƭƭ ǇǊŜǎŜƴǘέ ŀǎ perceiverΩ όaŜǘȊ мфунΥ рпύΦ CƻǊŜƎǊƻǳƴŘƛƴƎ 

aŀƴƻǾƛŎƘΩǎ ǳǎŜ ƻf an essentially Lacanian lexicon in the reference to the mirror-screen 

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 that have been at 

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

aŀƴƻǾƛŎƘΩǎ ŎƘŀǊŀŎǘŜǊƛǎŀǘƛƻƴ ƻŦ ƴŜǿ ƳŜŘƛŀΣ ǘƘŜ ǿƻǊƪǎ ŘƛǎŎǳǎǎŜŘ ōŜƭƻǿ ŀƭǎƻ ǊŜƭŀǘŜ ǘƻ 

psychoanalytic models of the relationship between player and screen, albeit in highly modified 

and sometimes indirect form which privilege action, rather than the dream-like gaze 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 movement of the in-ƎŀƳŜ ŎŀƳŜǊŀ ŀƴŘ ǘƘŜ ǇƭŀȅŜǊΩǎ ǾƛǎƛƻƴΣ ǘƘŜǎŜ ǿƻǊƪǎ 

(Galloway 2006, Morris 2002, Taylor 2003) attempt to schematise how the player becomes 

present, or immersed within the environment displayed on the screen. No longer is the player 

ƭƻƻƪƛƴƎ ƻƳƴƛǇƻǘŜƴǘƭȅ ŀƴŘ ǾƻȅŜǳǊƛǎǘƛŎŀƭƭȅ Ǿƛŀ ǘƘŜ ƎŀȊŜΩǎ ƛŘŜƴǘƛŦƛŎŀǘƛƻƴ ǿƛǘƘ ǘƘŜ ŎŀƳŜǊŀ ŎƻƴǘǊƻƭƭŜŘ 

by the apparatus. Rather, a mirror for identification is created in which the player is projected 

into the space and their presence and likeness is confirmed by the apparatuses capacity to 

mirror their actions.  

Lƴ Ƙƛǎ ƴƻǿ ŎŀƴƻƴƛŎŀƭ ŎƘŀǇǘŜǊ ΨhǊƛƎƛƴǎ ƻŦ ǘƘŜ CƛǊǎǘ-tŜǊǎƻƴ {ƘƻƻǘŜǊΩ όнллсύ, Alexander Galloway 

ǎƛǘǳŀǘŜǎ ǘƘŜ Ct{ ǿƛǘƘƛƴ ŀ ƎŜƴŜŀƭƻƎȅ ƻŦ ǿƘŀǘ ƘŜ ǘŜǊƳǎ ŎƛƴŜƳŀΩǎ ŦƛǊǎǘ-ǇŜǊǎƻƴ ΨǎǳōƧŜŎǘƛǾŜ ǎƘƻǘΩ ŀƴd 

contrasts this marginal film aesthetic with the FPS as an action-based first-person form of vision. 

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

ǘƻ ǘƘŜ ǎǇŜŎǘŀǘƻǊΩǎ ǇƘŜƴƻƳŜƴƻƭƻƎƛŎŀƭ ǾƛǎƛƻƴΣ ǿƘƛŎƘ ŎŀƴŎŜƭǎ their capacity to identify with the 

ƛƳŀƎŜΦ Lƴ ŎƻƴǘǊŀǎǘΣ ǘƘŜ Ct{ ƛǎ ŎƻƴŎŜǇǘǳŀƭƛǎŜŘ ƛƴ ŀ ōƛƴŀǊȅ ǊŜƭŀǘƛƻƴ ǘƻ ǘƘƛǎ ΨŦŀƛƭŜŘ ŜȄǇŜǊƛƳŜƴǘΩ ƛƴ 

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

and the movement of the pŜǊǎǇŜŎǘƛǾŜ ǇǊƻŘǳŎŜǎ ŀ ŦƻǊƳ ƻŦ ƛŘŜƴǘƛŦƛŎŀǘƛƻƴΦ DŀƭƭƻǿŀȅΩǎ ŎƭŀƛƳ 

ǊŜƎŀǊŘƛƴƎ ǘƘŜ Ct{Ωs ǇǊƻŘǳŎǘƛƻƴ ƻŦ ΨƎŀƳƛŎ ǾƛǎƛƻƴΩ ǊŜǇǊŜǎŜƴǘǎ ŀ ǾŀƭƻǊƛǎŀǘƛƻƴ ƻŦ ǘŜŎƘƴƻƭƻƎƛŎŀƭ 

ǇǊƻƎǊŜǎǎ ŀǎ ŀ ΨǳƴƛǾŜǊǎŀƭ ŘǊƛǾƛƴƎ ŦƻǊŎŜΩ ό½ƛŜƭƛƴǎƪƛ нллсύ ǿƘŜǊŜ ǘƘŜ ŀŎǘƛƻƴ-based technological 

present of 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 adoption of the idea of a definitive break 

ōŜǘǿŜŜƴ ΨƻƭŘΩ ŀƴŘ ΨƴŜǿΩ ƳŜŘƛŀ Ǿƛŀ ǘƘŜ ƛŘŜŀ ƻŦ ƛƴǘŜǊŀŎǘƛƻƴ Ƙŀǎ ŎƻƳŜ ǳƴŘŜǊ ƛƴŎǊŜŀǎƛƴƎ ǇǊŜǎǎǳǊŜ ƛƴ 

recent years, with an entire field in Media Archaeology militating against such approaches that 

demonstrate a disregard for the complex past of media forms and their uses (see Huhtamo and 

tŀǊƛƪƪŀ нлммΥ мύΦ !ǎ ǿŜ ǎƘŀƭƭ ǎŜŜΣ ǘƘŜ Ct{Ωǎ ƎŜƴŜŀƭƻƎƛŎŀƭ ŎƻƴƴŜŎǘƛƻƴ ǘƻ ǘƘŜ ŎƛƴŜƳŀ ƛǎ ōȅ ƴƻ 

means the only narrative tracing its origins as competing lineages are also being proposed, 

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

 

Despite the uncertainty in tracing an origin 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 

diegetic world as a techno-cultural ŦƻǊƳŀǘƛƻƴ ƻŦ ΨǘƘŜ ǊŜŀƭΩΣ ŀƴŘ ǎƻ ƻƴΦ LƴŘŜŜŘΣ ǘƘƛǎ ǎǘǳŘȅ ǎǇŜƴŘǎ 

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 relationship in terms of the FPS 

addressing the limitations of film and film spectatorship, my work focusses on the way that the 

form actively remediates it. 

 

! ƪŜȅ ǇŀǊǘ ƻŦ DŀƭƭƻǿŀȅΩǎ ŀǊƎǳƳŜƴǘ ŦƻǊ ŀ ŘŜŦƛƴƛǘƛǾŜ ōǊŜŀƪ ōŜǘǿŜŜƴ ǘƘŜ Ct{ ŀƴŘ ǘƘŜ ŎƛƴŜƳŀ ƭƛŜǎ ƛƴ 

his analysis oŦ ǎǇŀŎŜ ŀƴŘ ǘƛƳŜΦ CƻǊ DŀƭƭƻǿŀȅΣ Ψgamic vision requires fully rendered, actionable 

ǎǇŀŎŜΧ ώǘƘŀǘ ƛǎϐ ΧŜȄƘŀǳǎǘƛǾŜƭȅ ŜȄǇƭƻǊŀōƭŜΦΩ όDŀƭƭƻǿŀȅ нллсΥ соς64). Gamic vision is predicated 

on the production of seamless gamic spaces in which these movements can occupy and cover. 

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 field and, in genres such as the 

FPS, to alter the perspective itself by directly moving an in-game camera. The 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 2003). This 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 the in-game 

camera across the space independent of these movements in a phenomenological analogue of 

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

of the body through space.  
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IƻǿŜǾŜǊΣ ŀōǎŜƴǘ ƛƴ DŀƭƭƻǿŀȅΩǎ ŎƻƴŎŜǇǘƛƻƴ ƻŦ Ct{ ǎǇŀŎŜ ŀǎ ΨŦǳƭƭȅ ǊŜƴŘŜǊŜŘΩ ƛǎ ǘƘŜ ŦŀŎǘ ǘƘŀǘ ǘƘƛǎ 

rendering operates to encase vision and action 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 

ǘŜǊƳ ΨƳŀǇΩ ƛƴ ƎŀƳƛƴƎ ǇŀǊƭŀƴŎŜ ǘƻ ǊŜŦŜǊ ǘƻ ǘƘŜ Ct{Ωǎ ƳǳƭǘƛǇƭŀȅŜǊ ǎǇŀŎŜǎ ƛǎ ǎǳŎƘ ŀ ǇƻǘŜƴǘ ǎŜƳŀƴǘƛŎ 

clue, because it alludes to the way the apparently mimetic three-dimensional space of the game 

and its possibilities for action have been created by an authority external to the player and 

ǊŜŀƭƛǎŜŘ ǘƘǊƻǳƎƘ ŀ ǎȅǎǘŜƳŀǘƛŎ ŦƻǊƳ ƻŦ ŎŀƭŎǳƭŀǘƛƻƴΦ DŀƭƭƻǿŀȅΩǎ ŎƛƴŜƳŀǘƛŎ Ŧramework reveals the 

way the FPS can ōǊŜŀƪ ŦǊƻƳ ǘƘŜ ǎǇŀǘƛŀƭ ŎƻƴǎǘǊŀƛƴǘǎ ƻŦ ŀ ǇǊŜǾƛƻǳǎ ƳŜŘƛǳƳΩǎ ŀǘǘŜƳǇǘ ǘƻ ǇǊƻŘǳŎŜ ŀ 

first-person moving image. However, because of the interpretive narrowing that this approach 

ŜƴǘŀƛƭǎΣ ǘƘŜ ŎǊƛǘƛŎŀƭ ǎŎƻǇŜ ƻŦ DŀƭƭƻǿŀȅΩǎ ŀǊƎǳƳent halts at the threshold of his characterisation of 

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. 

 

¢Ƙƛǎ ǘŜƴŘŜƴŎȅ ǘƻ ǊŜŀŘ ǘƘŜ Ct{Ωǎ ǎǇŀǘƛŀƭƛǘȅ ƛƴ ōǊƻŀŘƭȅ ǳǘƻǇƛŀƴ ǘŜǊƳǎ ƛǎ ǊŜǇƭƛŎŀǘŜŘ ƛƴ DŀƭƭƻǿŀȅΩǎ 

consideration of the related issue of its temporality. In perhaps the key claim of his chapter, he 

argues that: 

 

Where film montage is fractured and discontinuous, game-play is fluid and continuous. 
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 attempts to triangulate cinematic, gamic and human vision along with polar 

temporal characteristics of fluidity and fracture that has implications the way Galloway appears 

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

ŀǎ ΨŦǊŀŎǘǳǊŜŘ ŀƴŘ ŘƛǎŎƻƴǘƛƴǳƻǳǎΩΣ Dŀƭƭƻǿŀȅ ŀǇǇŜŀǊǎ ǘƻ ŘƛǎƳƛǎǎ ǘƘŜ ǇƻǿŜǊ ƻŦ Ŏƻƴtinuity editing as 

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 

DŀƭƭƻǿŀȅΩǎ ŎƘŀǇǘŜǊΣ ƛǘ ƛǎ ŀƭǎƻ ǎǳǊǇǊƛǎƛƴƎ ǘƘŀt there is no reference to the way spectatorial 

ƛŘŜƴǘƛŦƛŎŀǘƛƻƴ Ƙŀǎ ōŜŜƴ ǘƘŜƻǊƛǎŜŘ ǇŀǊǘƛŎǳƭŀǊƭȅ ƛƴ ǘŜǊƳǎ ƻŦ ǘƘŜ ΨǎǳǘǳǊŜΩ ƻŦ Ǿƛǎǳŀƭ ŦǊŀƎƳŜƴǘǎ ƛƴ 

cinematic editing (see Heath 1977). 
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Although, no concept of human vision is referenced or established by Galloway, we can 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. What ǿŜ ǎŜŜ ƛƴ DŀƭƭƻǿŀȅΩǎ ŎƘŀǇǘŜǊ ƛǎ ŀ ƪƛƴŘ 

of reversal of the work by various authors that emphasise the way the senses and concepts of 

ƘǳƳŀƴƛǘȅ ƳƻǊŜ ƎŜƴŜǊŀƭƭȅ ŀǊŜ ŎƻƴǎǘƛǘǳǘŜŘ ōȅ ǘŜŎƘƴƻƭƻƎȅ ƛƴ ǘƘŜ ŦƻǊƳ ƻŦ ΨǘŜŎƘƴƛŎǎΩ όStiegler 1998, 

Rotman 2008, Parikka 2012) and by political and historical forces (Benjamin 1999, Crary 1992).  

For Galloway, the human and the cinematic exist in radically different and unbridgeable 

relations regarding the connection between visual perception, action, space and time. Within 

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

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

actionable environments and temporalities as founding conditions for the FPS 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 vision is problematic.  

 

²ƘƛƭŜ ǘƘƛǎ ǘƘŜǎƛǎ ǎƘŀŘƻǿǎ ŜƭŜƳŜƴǘǎ ƻŦ DŀƭƭƻǿŀȅΩǎ work in suggesting linkages to existing 

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. This interest ƛƴ ǘƘŜ ƳƛƴǳǘƛŀŜ ƻŦ ǘƘŜ ǇƭŀȅŜǊΩǎ ƎŜǎǘǳǊŜǎ ƛǎ ŎƻƳōƛƴŜŘ 

with an analysis of the graphical elements of the HUD, like the crosshairs and the mini-map in 

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

as a basic condition of the genre, but as outputs of reactions that the games I 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 Morris (2ллнύ Ƙŀǎ ŀƭǎƻ ŎŜƴǘǊŜŘ ƻƴ ǘƘŜ ƛǎǎǳŜ ƻŦ ƛŘŜƴǘƛŦƛŎŀǘƛƻƴ ǿƛǘƘ ǘƘŜ Ct{Ωǎ 

perspective, suggesting a transition from a passive gaze to an active control over the movement 

ƻŦ ǘƘŜ ƛƳŀƎŜΣ ǇǊƻŘǳŎƛƴƎ Ψŀ ǎŜƴǎŜ ƻŦ ƛƳƳŜǊǎƛƻƴ ŀƴŘ ǇǊƛƳŀǊȅ ƛŘŜƴǘƛŦƛŎŀǘƛƻƴ ŦŀǊ ƎǊŜŀǘŜǊ ǘƘŀƴ ǘƘat 

ŜǎǘŀōƭƛǎƘŜŘ ƛƴ ǊŜƭŀǘƛƻƴ ǘƻ ƻǘƘŜǊ ǎŎǊŜŜƴ ƳŜŘƛŀΩ όнллнΥ флύΦ !ƭǘƘƻǳƎƘ ǘƘŜ ŎƻƴƴŜŎǘƛƻƴ ōŜǘǿŜŜƴ 

identification, action and immersion is almost identical to that proposed by Galloway, Morris 

explicitly maps the role that action plays in immersing the player wƛǘƘƛƴ ǘƘŜ ƎŀƳŜΩǎ ƳǳƭǘƛǇƭŀȅŜǊ 

maps regarding aŜǘȊΩǎ ŎƻƴŎŜǇǘ ƻŦ ΨǇǊƛƳŀǊȅ ƛŘŜƴǘƛŦƛŎŀǘƛƻƴΩ which involves the spectator in 
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ƛŘŜƴǘƛŦȅƛƴƎ ǿƛǘƘ ǘƘŜ ΨŀōǎŜƴǘΩ ƎŀȊŜ ƻŦ ǘƘŜ ŎŀƳŜǊŀΣ ǇǊƻŘǳŎƛƴƎ ǘƘŜ ƛƭƭǳǎƛƻƴ ƻŦ ǿƘŀǘ aŜǘȊ Ŏŀƭƭǎ Ψŀƴ ŀƭƭ-

seeing and all-ǇƻǿŜǊŦǳƭ ǎǳōƧŜŎǘΩ (Metz 1982: 48)Φ ¢ƘŜ ƛƳǇƻǊǘŀƴŎŜ ƻŦ ǘƘŜ ǎǇŜŎǘŀǘƻǊΩǎ ŦŀƴǘŀǎƛŜǎ ƻŦ 

power and mastery to apparatus theory is something that Morris (2002) applies to the FPS. 

IƻǿŜǾŜǊΣ ǊŀǘƘŜǊ ǘƘŀƴ ŀŘƻǇǘƛƴƎ ǘƘŜ ƎŀȊŜ ƻŦ ǘƘŜ ŎŀƳŜǊŀ ŀǎ ǎǇŜŎǘŀǘƻǊΩǎ ƻǿƴΣ ƛǘ ƛǎ ǘƘŜ ŎŀǇŀŎƛǘȅ ŦƻǊ 

the FPS player to act and perceive within FPS environments or maps by moving the camera that 

ǇǊƻŘǳŎŜǎ ǘƘƛǎ ǎŜƴǎŜ ƻŦ ƳŀǎǘŜǊȅ ƛƴ aƻǊǊƛǎΩ ǿƻǊƪΦ 

 

{ƘŜ ƎƻŜǎ ƻƴ ǘƻ ƴƻǘŜ ǘƘŀǘ ΨLƴ ǘƘŜ ƎŀƳŜΣ ǇƭŀȅŜǊǎ Ŏŀƴ ǎŜŜ ǘƘŜƳǎŜƭǾŜǎ ŀǎ ǇǊƻŘǳŎŜǊǎ ƻŦ ǘƘŜ ŦƛŎǘƛƻƴ 

(despite the authorial staƳǇ ƻŦ ǘƘŜ ƎŀƳŜΩǎ ǇǊƻƎǊŀƳƳŜǊǎ ŀƴŘ ŘŜǎƛƎƴŜǊǎ ƻŦ ǘƘŜ ƎŀƳŜΩǎ ŜƴƎƛƴŜ 

and graphics) because of their active roleΩ όaƻǊǊƛǎ нллнΥ флύΦ ¦ƴƭƛƪŜ DŀƭƭƻǿŀȅΩǎ ŘŜǇƻƭƛǘƛŎƛǎŜŘ 

ŎƻƴŎŜǇǘ ƻŦ ƎŀƳƛŎ ǾƛǎƛƻƴΣ aƻǊǊƛǎΩ ǿƻǊƪ ŀǘǘŜƳǇǘǎ ǘƻ ŜȄǇƭŀƛƴ ǘƘŜ ŎƻƴƴŜŎǘƛƻƴ ōŜǘǿŜŜƴ ŀŎǘƛƻƴΣ 

agency, ƛŘŜƴǘƛŦƛŎŀǘƛƻƴ ŀƴŘ ƛƳƳŜǊǎƛƻƴ ǿƛǘƘƛƴ ǘƘŜ Ct{Ωǎ ǎǇŀŎŜǎ ŀǎ a form of psychic manipulation 

via !ƭǘƘǳǎǎŜǊΩǎ ŎƻƴŎŜǇǘ ƻŦ ƛƴǘŜǊǇŜƭƭŀǘƛƻƴ όмфтмύΦ ¢Ƙƛǎ ŀŎƪƴƻǿƭŜŘƎŜǎ ǘƘŀǘ ǇǊƻŎŜǎǎŜǎ ƻŦ 

identification ς whether predicated on the adoption of a transcendent gaze or on the 

connection between action and immersion ς are never free of political valuesΦ IƻǿŜǾŜǊΣ aƻǊǊƛǎΩ 

choice in patterning her analysis on an Althusserian (1971) model of power has implications for 

ƘŜǊ ǊŜŀŘƛƴƎ ǘƘŀǘ ƴŜŜŘ ǘƻ ōŜ ǳƴǇŀŎƪŜŘΦ Lƴ Ƙƛǎ ŎƘŀǇǘŜǊ ΨLŘŜƻƭƻƎȅ and Ideological State 

!ǇǇŀǊŀǘǳǎŜǎΩ !ƭǘƘǳǎǎŜǊ ŀǊƎǳŜǎΥ 

 

LŘŜƻƭƻƎȅ ΨŀŎǘǎΩ ƻǊ ΨŦǳƴŎǘƛƻƴǎΩ ƛƴ ǎǳŎƘ ŀ ǿŀȅ ǘƘŀǘ ƛǘ ΨǊŜŎǊǳƛǘǎΩ ǎǳōƧŜŎǘǎ ŀƳƻƴƎ ǘƘŜ 
ƛƴŘƛǾƛŘǳŀƭǎ όƛǘ ǊŜŎǊǳƛǘǎ ǘƘŜƳ ŀƭƭύΣ ƻǊ ΨǘǊŀƴǎŦƻǊƳǎΩ ǘƘŜ ƛƴŘƛǾƛŘǳŀƭǎ ƛƴǘƻ ǎǳōƧŜŎǘǎ όƛǘ 
transforms them all) by that very precise operation which I have called interpellation or 
hailing, and which can be imagined along the lines of the most commonplace everyday 
ǇƻƭƛŎŜ όƻǊ ƻǘƘŜǊύ ƘŀƛƭƛƴƎΥ ΨIŜȅΣ ȅƻǳ ǘƘŜǊŜΩ όмфтмΥ мтпύ 

 

aƻǊǊƛǎ ǘŀŎƛǘƭȅ Ǉƻǎƛǘƛƻƴǎ ǘƘŜ Ct{ ŀǎ ŀƴ ƛŘŜƻƭƻƎƛŎŀƭ ǎǘŀǘŜ ŀǇǇŀǊŀǘǳǎΣ ǿƘƛŎƘ ΨƘŀƛƭǎΩ ǘƘŜ ǇƭŀȅŜǊ ŀƴŘ 

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 being an individual to becoming a subject 

because of their interaction with the game. Morris sees evidence of interpellation being 

replicated in the social elements of play, particularly acts of linguistic communication between 

ǇƭŀȅŜǊǎΣ ƴƻǘƛƴƎ ǘƘŀǘ ΨǇƭŀȅŜǊ ŎƻƳƳǳƴication in multiplayer games sometimes takes on an 

ŜƭŜƳŜƴǘ ƻŦ ǘƘŜ ŀƎƎǊŜǎǎƛǾŜ ǉǳŀƭƛǘȅ ƎŀƳŜΩǎ ǇǊŜ-ǇǊƻƎǊŀƳƳŜŘ ǎǘŀǘŜƳŜƴǘǎΩ όнллнΥ фпύΦ ²ƘƛƭŜ ǘƘŜǎŜ 

interactions ōŜǘǿŜŜƴ ǇƭŀȅŜǊǎ ǇǊƻǾƛŘŜ ŀ ŎŜǊǘŀƛƴ ŎƻƴŎǊŜǘŜƴŜǎǎ ǘƻ aƻǊǊƛǎΩ analysis, the activity of 

the players within the game remains unaddressed. The 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 thesis argues that while FPS provides a context in which the player is constituted as a 

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 act to assert their place in the 

game. The centrality of action to videogames means that the Althusserian (1971) concept of the 

relationship between apparatuses and ideology represents a poor fit with the experience of 

play. Rather, this thesis progresses with the idea that the player is placed in a context in which 

they are encouraged to actively constitute themselves as a subject ς not because of a 

misidentification with the image which is controlled by an invisible author, but by the expression 

of their authority in 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 incites the player to actively 

produce themselves as a subject. 

 

The model of subjectification utilised by this thesis ƻǿŜǎ ƳƻǊŜ ǘƻ CƻǳŎŀǳƭǘ όнллуύ ŀƴŘ 9ǎǇƻǎƛǘƻΩǎ 

(2008, 2011) work in charting neoliberal values of self-determination, competition and 

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

of self-Ŏƻƴǎǘƛǘǳǘƛƻƴ ŘƻŜǎ ƴƻǘ ǎǳƎƎŜǎǘ ŀ ǊŜǘǳǊƴ ǘƻ ŀ ŎƻƴŎŜǇǘ ƭƛƪŜ DŀƭƭƻǿŀȅΩǎ ΨƎŀƳƛŎ ǾƛǎƛƻƴΩΣ ƛƴ 

which a kind of liberated player can ŀŎǘ ǳƴƘƛƴŘŜǊŜŘ ōȅ ǘƘŜ ƎŀƳŜΩǎ ǇƻƭƛǘƛŎŀƭ ǾŀƭǳŜs. Rather, that 

the politics at play need to be characterised in terms of those operating in the production and 

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

active entrepreneurial venture whose conduct is only ever governed and regulated at one 

remove. 

 

aƻǊǊƛǎ ŎƭƻǎŜǎ ƘŜǊ ŎƘŀǇǘŜǊ ōȅ ƴƻǘƛƴƎΥ Ψ¢ƻ ǊŜǇƘǊŀǎŜ .ŀǳŘǊȅΣ ǘƘŜ Ct{ ŎƻƳǇǳǘŜǊ ƎŀƳŜ Ŏŀƴ ōŜ ǎŜŜƴ 

as affecting an artificial psychosis that gives the player the illusion of full controlΩ όнллнΥ фрύΦ 

Rather than producing an artificial psychosis and an illusion of mastery, this thesis takes the 

Ǉƻǎƛǘƛƻƴ ǘƘŀǘ ǘƘŜ Ct{ Ǉǳǘǎ ǘƘŜ ǇƭŀȅŜǊ ƛƴ ŀ ǎƛǘǳŀǘƛƻƴ ƻŦ ƛƴǘŜƴǎŜ ǾǳƭƴŜǊŀōƛƭƛǘȅ ƭŜƎƛōƭŜ ƛƴ ǘƘŜ ǇƭŀȅŜǊΩǎ 

corporeal gestures that twitch and jerk the in-game camera. I suggest that the FPS activates a 

ǘŜƴǎƛƻƴ ōŜǘǿŜŜƴ ǘƘŜ ƛƭƭǳǎƻǊȅ ΨŦǳƭƭ ŎƻƴǘǊƻƭΩ ƻŦ ǘƘŜ ŎƛƴŜƳŀǘƛŎ ƎŀȊŜ ŀƴŘ ǿƘŀǘ WŀƳŜǎ !ǎƘ Ƙŀǎ 
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characterised as the opposite operation of videogames in giving the player a pervading sense of 

being lost (2010: 14). I 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 self-defensive 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. 

 

Lƴ ōƻǘƘ DŀƭƭƻǿŀȅΩǎ όнллсύ ŀƴŘ aƻǊǊƛǎΩǎ όнллнύ ǿƻǊƪΣ ǘƘŜ ƪŜȅ ŎƭŀƛƳ ƛǎ ǘƘŀǘ ǘƘŜ ŀŎǘƛǾŜ ŦƛǊǎǘ-person 

ǇŜǊǎǇŜŎǘƛǾŜ ǇǊƻŘǳŎŜǎ ŀ ǎŜƴǎŜ ƻŦ ƛƳƳŜǊǎƛƻƴ ǿƛǘƘƛƴ ǘƘŜ Ct{Ω ƳǳƭǘƛǇƭŀȅŜǊ ƳŀǇǎΦ ¢ƘŜ Ǉƻƛƴǘ ƘŜǊŜ ƛǎ 

that the FPS is approached in terms of how the first-person perspective can blur the distinction 

between player and apparatus in a way that is specific to the point-of-view, perhaps because 

action remains a consistent feature across diverse videogame genres. From third-person action 

ƎŀƳŜǎΣ όǎǳŎƘ ŀǎ bŀǳƎƘǘȅ 5ƻƎΩǎ Uncharted series) to real-time strategy (RTS) games where the 

player controls huge armies (like the long-running Total War series by The Creative Assembly) 

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

 

2.3.2 Identification problematised? 

Drawing on the same Lacanian (2006) psychoanalytic framework that runs through apparatus 

theory, Laurie Taylor (2003) Ƙŀǎ ŀǊƎǳŜŘ ǘƘŀǘ ǘƘŜ ŀōǎŜƴŎŜ ƻŦ ŀƴ ŀǾŀǘŀǊ ƛƴ ǘƘŜ Ct{Ωǎ ǇŜǊǎǇŜŎǘƛǾŜ 

ƳŜŀƴǎ ǘƘŀǘ ǘƘŜ ǇƭŀȅŜǊ Ψƛǎ ŀōƭŜ ǘƻ ŦǳƴŎǘƛƻƴ on the space, but not within ǘƘŜ ǎǇŀŎŜΩ όнллоύΦ For 

Taylor, the videogame player requires an image of a body upon which to project their sense of 

self. Lƴ ¢ŀȅƭƻǊΩǎ ŀƴŀƭȅǎƛǎ ƻŦ ǘƘŜ ƎŀȊŜ ƻŦ ǘƘŜ ƛƴ-game camera in third-person videogames, the 

perspective operates to place the playeǊΩǎ ƴŀǊŎƛǎǎƛǎǘƛŎ ƳƛǊǊƻǊ ƛƳŀƎŜ όƻǊ ŀǾŀǘŀǊύ ƛƴ ǘƘŜ ƎŀƳŜ 

world, abstracting them from their embodied position in the actual. Here we might draw a 

ŎƻƴƴŜŎǘƛƻƴ ōŜǘǿŜŜƴ ¢ŀȅƭƻǊΩǎ ŀƴŀƭȅǎƛǎ ŀƴŘ aǳƭǾŜȅΩǎ όмфтрύ ŎƭŀƛƳ ǊŜƎŀǊŘƛƴƎ ǘƘŜ ǎǇŜŎǘŀǘƻǊΩǎ 

narcissistic identification with on-screen characters and their inter-diegetic looks in the cinema. 

²ƛǘƘƛƴ ¢ŀȅƭƻǊΩǎ ǊŜŀŘƛƴƎ όнллоύΣ ǘƘŜǊŜŦƻǊŜΣ ǘƘŜ Ct{ ǇƭŀȅŜǊΩǎ ǇŜǊǎǇŜŎǘƛǾŜ ōŜƛƴƎ ƳŜǊƎŜŘ ǿƛǘƘ ǘƘŀǘ 

of the camera fails to provide a mirror image in the form of an avatar, making the formation 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 image as 

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

όaŜǘȊ мфунύΣ ƻǊ ƻŦ ƻƴŜ ƻŦ ŎƛƴŜƳŀΩǎ ƳŀƭŜ ƎŀȊŜǎ όaǳƭǾŜȅ мфтрύΦ Lǘ ŀƭǎƻ Ŏǳǘǎ ŀƎŀƛƴǎǘ ŘƻƳƛƴŀƴǘ ƭƛƴŜǎ 

of thinking on the immersive capacities of the FPS predicated on the idea of a mirror of action 

articulated initially by Manovich above. ¢ŀȅƭƻǊΩǎ ŎƭŀƛƳ ǘƘŀǘ ǘƘŜ ǇƭŀȅŜǊ ŀŎǘǎ ƻƴΣ ǊŀǘƘŜǊ ǘƘŀƴ ōŜƛƴƎ 

ƛƳƳŜǊǎŜŘ ǿƛǘƘƛƴΣ ǘƘŜ ƎŀƳŜΩǎ ƳŀǇs suggests the production of a surface separating the vision 

and psyche of the player and the Ct{Ωǎ ǘƘǊŜŜ-dimensional spaces. Without prefiguring the 

coming analysis, there are elements of the FPS image, like the HUD ς a consistent convention of 

ǘƘŜ Ct{ ŦǊƻƳ ƛŘΩǎ Wolfenstein 3D όмффнύ ǘƻ ǘƘŜ ǎŀƳŜ ŘŜǾŜƭƻǇŜǊΩǎ нлмс ǊŜōƻƻǘ ƻŦ Doom ς that 

appear to back up the idea that the HUD is an internal space or lens separate from that of the 

ƎŀƳŜΩǎ ŜƴǾƛǊƻƴƳŜƴǘΦ The dialectic of inside and outside that the construction of surface and 

depth produces is an important element of my approach to the first-person perspective 

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

one apt for training and aligning with Foucauldian thought (1991).  

 

 
2.3.3 The FPS, cybernetic simulation and violence 

Drawing on an idea of Foucauldian discipline, Simon Penny has characterised FPS games ς such 

ŀǎ ƛŘΩǎ Doom and Quake ς as simulations apt for the purposes of training a kind of seek and 

ŘŜǎǘǊƻȅ ƻǊ ƪƛƭƭƛƴƎ ƳŜƴǘŀƭƛǘȅ ƛƴ ǘƘŜ Ct{ ǇƭŀȅŜǊΤ ƘŀǊŘƭȅ ǿƘŀǘ CƻǳŎŀǳƭǘ όмффмύ ǿƻǳƭŘ Ŏŀƭƭ ŀ ΨŘƻŎƛƭŜ 

ōƻŘȅΩΦ tŜƴƴȅ (2006: 75ύ ŎƻƴƴŜŎǘǎ ǘƘŜǎŜ ƎŀƳŜǎ ǘƻ ǘƘŜ ¦{ ƳƛƭƛǘŀǊȅΩǎ ŘŜǾŜƭƻǇƳŜƴǘ ƻŦ ŎƻƳǇǳǘŜǊ-

based SIMNET and STOW combat simulations in the 1980s and 1990s. This linkage between 

ƳƛƭƛǘŀǊȅ ǎƛƳǳƭŀǘƛƻƴǎ ŀƴŘ ǘƘŜ Ct{ ƛǎ Ƴƻǎǘ ǎǘǊƛƪƛƴƎ ƛƴ tŜƴƴȅΩǎ ƻōǎŜǊǾŀǘƛƻƴ ǘƘŀǘ ǘƘŜ ǿƛƭŘƭȅ ǇƻǇǳlar 

Doom was licensed by the US Marines for the purposes of combat training. Randy Nichols has 

also more recently noted that games such as !ƳŜǊƛŎŀΩǎ !ǊƳȅ (2002) are powerful military 

ǊŜŎǊǳƛǘƳŜƴǘ ǘƻƻƭǎ ǿƘƛŎƘ ƘŀǾŜ ΨǇǊƻǾŜƴ ǘƘŜ ŜŦŦƛŎŀŎȅ ƻŦ ǎƛƳǳƭŀǘƛƻƴ ŦƻǊ ǘǊŀƛƴing both soldiers and 

personnelΩ όнлмлΥ пфύΦ Joel Penny (2010) has also written in this vein about Call of Duty, 

suggesting it is an armature of the soft power of the US military. In Simon tŜƴƴȅΩǎ ŎƘŀǇǘŜǊ 

(2006), there is a bleed-through between the context of the training of the shock-troops of the 

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

influence of a broader milieu of structural violence in tƘŜ ŦƻǊƳ ƻŦ ǘƘŜ ΨƳƛƭƛǘŀǊȅ-entertainment 
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ŎƻƳǇƭŜȄΩ ǳƴŘŜǊǎǘƻƻŘ ōȅ [ŜƴƻƛǊ ŀƴŘ [ƻǿƻƻŘ όнллоύ ŀǎ ǘƘŜ ǎȅƳōƛƻǘƛŎ ǊŜƭŀǘƛƻƴǎƘƛǇ ōŜǘǿŜŜƴ ƎŀƳŜǎ 

and cinema industries and the complex web of private and government agencies involved in the 

procurement processes for the US military. 

 

tŜƴƴȅΩǎ ŎƘŀǇǘŜǊ ƛǎ ƘƛƎƘƭȅ ƛƴŦƭǳŜƴŎŜŘ ōȅ ǘƘŜ ǿƻǊƪ ƻŦ 5ŀǾƛŘ DǊƻǎǎƳŀƴ όмффсΤ DǊƻǎǎƳŀƴ ŀƴŘ 

DeGaetano 1999) who argues that representations of violence in videogames and the cinema, as 

well as training the act of aiming and firing are drivers for gun-violence in the United States. 

DǊƻǎǎƳŀƴ ŎƭŀƛƳǎ ǘƘŀǘ ΨǿƘŜƴ ǘƘŜ ŎƘƛƭŘǊŜƴ Ǉƭŀȅ ǾƛƻƭŜƴǘ ǾƛŘŜƻƎŀƳŜǎΣ ǘƘŜȅΩǊŜ ŘǊƛƭƭƛƴƎΣ ŘǊƛƭƭƛƴƎΣ 

drilling [like soldiers] ς not two times a year ς every night, to kill every living creature in front of 

youΩ όŎƛǘŜŘ ƛƴ tŜƴƴȅ нллс: 77). Here the argument is twofold: 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, there is what 

WŀƳŜǎ !ǎƘ Ƙŀǎ ŎŀƭƭŜŘ όŦƻƭƭƻǿƛƴƎ IŜƛŘŜƎƎŜǊύ ŀ ǎŜƴǎƛǘƛǎŀǘƛƻƴ ƻǊ ΨŀǘǘǳƴŜƳŜƴǘΩ όнлмоύ ǘƻ ǘƘŜ ŀŎǘ ƻŦ 

aiming and firing, capacities that are positioned as essential behavioural modifiers that function 

to neatly explain the spree-killings of Columbine in 1999 and Jonesboro in 1998. 

Penny (2006: 76-7) establishes this seemingly common-sense connection between the 

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

ǊŜōǳǘǘŀƭ ǘƻ [ŀƴǘȊ ŀƴŘ ½ƛƳƳŜǊƳŀƴΩǎ όнлмлύ ŜȄǇƭƛŎƛǘƭȅ ludic reading of QuakeΣ ƛŘΩǎ ƳǳƭǘƛǇƭŀȅŜǊ-

focussed follow-up to Doom. Their defence of Quake as having more in common with tennis 

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

readings of the genre. However, ƛƴ ǘƘŜ ŎƻƴǘŜȄǘ ƻŦ DǊƻǎǎƳŀƴΩǎ όмффсΤ DǊƻǎǎƳŀƴ ŀƴŘ DeGaetano 

1999) attempt to tidy away complex events, like /ƻƭǳƳōƛƴŜΣ ƛƴǘƻ ŀ ǎŜŀƭŜŘ ōƻȄ ƭŀōŜƭƭŜŘ ΨǾƛƻƭŜƴǘ 

ǾƛŘŜƻƎŀƳŜǎΩΣ ǘƘŜ ƳƻǘƛǾŀǘƛƻƴ ŦƻǊ ǘƘƛǎ ŘŜŦŜƴǎƛǾŜ ǊŜŀŎǘƛƻƴ ƛǎ ƘŀǊŘƭȅ ŘƛŦŦƛŎǳƭǘ ǘƻ ǳƴŘŜǊǎǘŀƴŘΦ tŜƴƴȅΣ 

follƻǿƛƴƎ DǊƻǎǎƳŀƴΩǎ ƭŜŀŘΣ ƎƻŜǎ ƻƴ ǘƻ ŎƭŀƛƳ ǘƘŀǘΥ 

 

Χaccording to the logic of the game, that any approaching stranger is an enemy and 
Ƴǳǎǘ ǘƘŜǊŜŦƻǊŜ ōŜ ōƭƻǿƴ ŀǿŀȅ ƛƳƳŜŘƛŀǘŜƭȅΧ{ǳŎƘ ƭŜŀǊƴŜŘ ōŜƘŀǾƛƻǳǊǎ ŀǊŜ ǘǊƛƎƎŜǊŜŘ 
without conscious decision making. (2006: 82) 

 

This is a reprisal of a hypodermic model of media effects encapsulated by Harold Dwight 

[ŀǎǎǿŜƭƭΩǎ όнллпΥ пфύ мфнт ŎƭŀƛƳ ǘƘŀǘ ŀƭƭƛŜŘ ǇǊƻǇŀƎŀƴŘŀ ƛƴ ǘƘŜ CƛǊǎǘ ²ƻǊƭŘ ²ŀǊ ƻǇŜǊŀǘŜŘ ŀǎ Ψŀ 

subtle poison which industrious men injected into the veins of a staggering people.Ω  There is an 
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ƻōǾƛƻǳǎ ŀƘƛǎǘƻǊƛŎŀƭ ŜƭŜƳŜƴǘ ǘƻ tŜƴƴȅΩǎ ǿƻǊƪ ƛƴ ǘƘŜ ǎŜƴǎŜ ǘƘŀǘ ǎǇǊŜŜ-killings have a complex 

history that predates the FPS and crosses national, cultural as well as historical boundaries. 

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

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

5ǳǿŜ ƛǎ ŀǘ Ǉŀƛƴǎ ǘƻ ƴƻǘŜ ǘƘŜ ǎƛƎƴƛŦƛŎŀƴŎŜ ƻŦ ŎƻƳǇƭŜȄ ǎƻŎƛŀƭ ŦŀŎǘƻǊǎΣ ŀǎ ǿŜƭƭ ŀǎ ǘƘŜ ƳŜŘƛŀΩǎ ǊƻƭŜ ƛƴ 

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 economic drivers with a simple 

swipe of the tecƘƴƻƭƻƎƛŎŀƭ ŘŜǘŜǊƳƛƴƛǎǘΩǎ ōǊǳǎƘΦ 

 

However, his reading (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 

ŀǇǇŀǊŀǘǳǎΦ /ǊǳŎƛŀƭƭȅΣ tŜƴƴȅΩǎ ŀǇǇǊƻŀch liberates the FPS from a ludic framework that seeks to 

downplay their social and political significance and emphasise their game-like qualities.  In 

ŜŦŦŜŎǘΣ ŀƭǘƘƻǳƎƘ tŜƴƴȅΩǎ ŎƻƴŎƭǳǎƛƻƴǎ ŀǇǇŜŀǊ ǘƻ ǇǊƻǇƻǎŜ ŀ ǊŀǘƘŜǊ ǎƛƳǇƭƛǎǘƛŎ ƘȅǇƻŘŜǊƳƛŎ ǊŜƭŀǘƛƻƴ 

between a representation, player action and the effects of the establishment of this cybernetic 

loop on the playing subject, his work underscores 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 above, Patrick Crogan (2011) has produced a genealogy of the FPS as a 

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

understood as counter-ƘƛǎǘƻǊȅ ǘƻ DŀƭƭƻǿŀȅΩǎ όнллсύ ŎƛƴŜƳŀǘƛŎ ƭƛƴŜŀƎŜ ƻŦ ǘƘŜ ŦƻǊƳΣ ǿƘƛŎƘ 

eschews aesthetic concerns and attempts to situate the genre as a techno-cultural form that 

emerges specifically from military research and development of information technology. 

However, where Penny (2006) and Nichols (2010) figure the FPS videogame as a deathly 

technology in the sense that they represent training simulations productive of killing behaviour, 

ƛƴ /ǊƻƎŀƴΩǎ ǿƻǊƪΣ ŘŜŀǘƘ ŀǇǇŜŀǊǎ ŀǎ ŀ ƳƻǊŜ ŀōǎǘǊŀŎǘ ŎƻƴŎŜǊƴΣ ŜƴǘŀƛƭƛƴƎ ǘƘŜ ǿƛǘƘŜǊƛƴƎ of player 

experience and potentiality. 
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For Crogan, ǘƘŜ Ct{Ωǎ ΨƻǊƛƎƛƴΩ ƭƛŜǎ ƛƴ experiments conducted by the mathematician and founder 

ƻŦ ŎȅōŜǊƴŜǘƛŎǎ bƻǊōŜǊǘ ²ƛŜƴŜǊ ƛƴ мфпл όнлммΥ ȄȄƛύΦ /ǊƻƎŀƴ όнлммΥ пύ ŎƘŀǊŀŎǘŜǊƛǎŜǎ ²ƛŜƴŜǊΩǎ !! 

predictor as a technology predicated on the development of a predictive cybernetic system that 

consisted of a modelling all the elements in play ς 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. Lƴ ŦƻǊŜƎǊƻǳƴŘƛƴƎ ²ƛŜƴŜǊΩǎ ǿƻǊƪ, Crogan suggests that the 

FPS should 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. 

Lƴ ǘƘƛǎ ǎŜƴǎŜΣ ²ƛŜƴŜǊΩǎ ǿƻǊƪ Ŏŀƴ ōŜ ŎƘŀǊŀŎǘŜǊƛǎŜŘ ŀǎ ǇŀǊǘ ƻŦ ǘƘŜ ǉǳŀƴǘƛǘŀǘƛǾŜ calculation of life 

(see Foucault 1998) that 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 screen-based entertainment and similar mathematising tendencies of both the 

image and viewer in image cultures as diverse as renaissance perspectival construction (see 

Panofsky 1997), cartography (Harley 2001) and the cinema (See Rabinbach 1990 Vŀɉliaho 2010). 

While I am not proposing a kind 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 

remediated by the FPS. Here the genre is considered as representing both a rupture and a topos 

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

 

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

ǘƘŜ ΨǘŜŎƘƴƻŎǳƭǘǳǊŀƭ ǘŜƳǇƻǊŀƭƛȊŀǘƛƻƴ ƻŦ ŜȄǇŜǊƛŜƴŎŜΩ ό/ǊƻƎŀƴ нлммΥ сύΦ Lƴ ƻǘƘŜǊ ǿƻǊŘǎΣ ŎȅōŜǊƴŜǘƛŎǎ 

seeks to imbricate experience within its own abstract informational model of reality. The deeper 

logic of this calculation and temporal management of experience comes 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 capable of actions 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 shapes the subject, 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 upon the limited scope of the ludic and narratological, and even the 

ŎƛƴŜƳŀǘƛŎ ŦǊŀƳŜǿƻǊƪǎ ŘƛǎŎǳǎǎŜŘ ŀōƻǾŜΦ Lƴ ǇŀǊǘ ǘƘƛǎ ƛǎ ōŜŎŀǳǎŜ /ǊƻƎŀƴΩǎ ƎŜƴŜŀƭƻƎȅ ǊŜƭƻŎŀǘŜǎ ǘƘŜ 

origins of the FPS from the history of games, narrative and visual forms and situates them 

squarely in terms of the governance of the player by powerful techno-cultural forces such as the 

US military. By identifying experience as the primary target of the FPS, Crogan elucidates the 

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

the capacity to access the reality in more general terms. 

 

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

by calculated possibilities takes on the character of an apparatus or dispositif of power in 

respect to the future itself.  Massumi has claimed ǘƘŜ ŘƛƎƛǘŀƭΩǎ ΨŜƴƻǊƳƻǳǎ ǇƻǿŜǊ ƻŦ ǘƘŜ 

ǎȅǎǘŜƳŀǘƛȊŀǘƛƻƴ ƻŦ ǘƘŜ ǇƻǎǎƛōƭŜΩ όнллнΥ мотύΦ ¢ƘǊƻǳƎƘ ǘƘƛǎΣ ǘƘŜ ƻōƧŜŎǘ ƻŦ ǘƘŜ ƛƴŦƻǊƳŀǘƛƻƴ 

ǎȅǎǘŜƳΩǎ ŎƻƴǘǊƻƭ ƛǎ ŀƭǿŀȅǎ ƻǊƎŀƴƛŎΣ ŀƴŘ ŜȄǇǊŜǎǎŜŘ ƛƴ ŦƭŜǎƘ ŀnd blood. However, when the 

ŀǇǇŀǊŀǘǳǎ ǊŜǇǊŜǎŜƴǘǎ Ψŀ ƳƻŘŜƭƭƛƴƎ ƻŦ ǊŜŀƭƛǘȅ ŦƻǊ ǘƘŜ ǇǳǊǇƻǎŜǎ ƻŦ ŀǳǘƻƳŀǘƛƴƎ ƭŜǘƘŀƭ ŎƻƴǘǊƻƭ ƻǾŜǊ 

ƛǘΩ ό/ǊƻƎŀƴ нлммΥ фмύΣ ǘƘŜ ǉǳŜǎǘƛƻƴ ǊŀƛǎŜŘ ƛǎ ǘƘŜ ŜȄǘŜƴǘ ǘƻ ǿƘƛŎƘ ƳƻŘŜƭƭƛƴƎ ǘƘŜ ŜƴŜƳȅ ƻǊ ǘŀǊƎŜǘ 

as an essential a priori element for this 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 the Ǌŀƛǎƻƴ ŘΩŜǘǊŜ of cybernetic systems lies in the 

repetition of the production of ever more threatening possible futures 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 of this future-proofing technology is 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. 

 

/ǊƻƎŀƴΩǎ ǿƻǊƪ ƛƴ ǊŜŀŘƛƴƎ ǘƘŜ Ct{ ŀǎ ŀ ǘǊŀƴǎƭŀǘƛƻƴ ƻŦ Ŏȅōernetic values into the sphere of 

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 the theoretical framework for this thesis. 

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

genealogy, the way ǘƘŜ ǇƭŀȅŜǊ ƛǎ ƛƴŎƛǘŜŘ ōȅ ǿƘŀǘ !ŀǊǎŜǘƘ Ƙŀǎ ŎŀƭƭŜŘ ǘƘŜ Ct{Ωǎ ΨŎȅōŜǊƴŜǘƛŎ ƭƻƻǇΩ 

(Aarseth 1999) and acts within this context is beyond the scope of his work. In this sense, this 

ǘƘŜǎƛǎΩǎ ŀƴŀƭȅǎƛǎ ōŜƎƛƴǎ ǿƘŜǊŜ /ǊƻƎŀƴΩǎ ƎŜƴŜŀƭƻƎȅ ŜƴŘǎΦ ¢Ƙƛǎ ŘŜǎƛǊŜ ǘƻ ƎŜǘ ǘƻ ƎǊƛǇǎ ǿƛǘƘ ǘƘŜ 

specifics of how the FPS influences the player immanently and with an eye on contemporary 

neoliberal governmentality has much in common with Pasi VŀɉliahoΩs (2014) recent chapter 

ΨCǳǘǳǊŜ tŜǊŦŜŎǘΥ CƛǊǎǘ-tŜǊǎƻƴ {ƘƻƻǘŜǊǎΣ bŜǳǊƻǇƻǿŜǊΣ tǊŜŜƳǇǘƛƻƴΩ. 

 

 

2.3.5 The politics of the FPS 

Vŀɉliaho charts the way Call of Duty: Modern Warfare 3 (2011) produces a contingent context of 

threats that energises a primal desire to survive. This motivation is articulated in specific relation 

to emerging discourses of neuroscience that understand the brain as an adaptive system that 

operates to continually simulate and predict 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 environments and conditions, but one that is driven by a single unchanging urge ς 

survival. The FPS is understood here as a context in which these dynamics of survival and 

ǇǊŜŜƳǇǘƛƻƴ ŀǊŜ ǊŜƛŦƛŜŘ ŀƴŘ ǇƭŀȅŜŘ ƻǳǘ ōȅ ŀ ΨŎŜǊŜōǊŀƭ ǎǳōƧŜŎǘΩΦ IƻǿŜǾŜǊΣ ƛǘ ŀƭǎƻ Ŏƻƴǎƛǎǘǎ of a form 

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 FPS operates, Vŀɉliaho 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 work by Alva Nöe (2006) that attempts to understand the way perception and 

movement are co-dependent rather than separate capacities. Echoing Nöe, for Vŀɉliaho Ψplayers 

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

they perceive as space varies per ǘƘŜƛǊ ƳƻōƛƭŜ ŀƴŘ ŜƴŀŎǘƛǾŜ ǾƛŜǿǇƻƛƴǘΩ όнлмпΥ орύΦ ¢ƘŜ ǎǇŀŎŜ ƻŦ 

the game is only produced through player movements; it is perceptual and sensorial in its 

construction. 



52 
 

 

These movements are key to DŀƭƭƻǿŀȅΩǎ ǎǳƎƎŜǎǘƛƻƴ ǘƘŀǘ ǘƘŜ Ct{ ǇǊƻŘǳŎŜǎ ŀƴ ƛƳƳŜǊǎƛǾŜ ƎŀƳƛŎ 

vision. Rather than valourise immersion, Vŀɉliaho adopts Oliver GrauΩs (2003: 13) 

characterisation where it is figured as a state in which the capacity of the player to critically 

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

that the game makes of us. For Vŀɉliaho, Ψthe screenΩs animations resonate within the intimate 

ƛƴǘŜǊƛƻǊ ƻŦ ǘƘŜ ƎŀƳŜǊΩǎ ōƻŘƛŜǎΩ όнлмпΥ нфύΦ ¢Ƙƛǎ ŎǊŜŀǘŜǎ ŀ ǎƛǘǳŀǘƛƻƴ ƛƴ ǿƘƛŎƘ ǘƘŜ images displayed 

on-ǎŎǊŜŜƴ ŀǎ ŀ ƴƻǘƛƻƴŀƭ ŜȄǘŜǊƛƻǊ ŎǊƻǎǎ ƛƴǘƻ ǘƘŜ ōƻŘȅ ƻŦ ǘƘŜ ǇƭŀȅŜǊ Ƨǳǎǘ ŀǎ ǘƘŜ ǇƭŀȅŜǊΩǎ ŀŎǘƛƻƴǎ 

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

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

ŎǳƭƳƛƴŀǘŜ ƛƴ ǘƘŜ Ct{Ωǎ ƛƳŀƎŜ ŀǎ ŀ Ǉƻƛƴǘ ƻŦ ƳŜǊƎŜǊ ōŜǘǿŜŜƴ ǘƘŜ ǘǿƻΦ ¢ƘŜ ƛǎǎǳŜ ǘƘŜƴ ōŜŎƻƳŜǎ ƻƴŜ 

of attempting to measure the balance of force between player and game in producing both the 

ƎŀƳŜΩǎ ŀŜǎǘƘŜǘƛŎ ŀƴŘ ǘƘŜ ōŜƘŀviours and sensorium that it articulates. 

 

For Vŀɉliaho, players introduce Ψstyle and learned skills but also imperfection, interruption and 

randomness to otherwise predictable, functional and self-repetitive universe of computer codes 

and rulesΩ όнлмпΥ ом). This means that he does not figure the FPS as a totalising apparatus of 

control. If we consider the fixed code as a closed system, then Vŀɉliaho suggests that not only are 

players able to open these spaces virtually, but that actions can enter FPS environments 

producing difference in a Deleuzian sense (see Deleuze 2014). This suggests the FPS can 

generate player actions and affirmative readings on the part of the theorist. As a vital 

counterbalance to this suggestion, VŀɉliahoΩs chapter sets about mapping the factors that 

manage and regulate these movements that are both neuroscientific and political (2014: 58). 

Vŀɉliaho 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 (2006), he seeks to understand the way it is bracketed by 

ǘƘŜ ƎŀƳŜΩǎ ƳŜŎƘŀƴƛŎǎ ǘƘŀǘ ōƻǘƘ ǊŜŦƭŜŎǘ ŀƴŘ ǇǊƻŘǳŎŜ ŀ ǇƻƭƛǘƛŎŀƭ ǎǳōƧŜŎǘ ǿƛǘƘƛƴ ōƛƻǇƻƭƛǘƛŎŀƭ 

neoliberal cultures. 

 

In this sense, VŀɉliahoΩs work answers my main critique of GallowayΩs chapter by constructing 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, especially considering /ǊƻƎŀƴΩǎ όнлммύ ǿƻǊƪΦ ¢Ƙƛǎ ǘƘŜǎƛǎ ǘakes the approach that player 
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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 potentiality that the idea of 

randomness suggests means that for Vŀɉliaho, the game acts to shut down openness dynamically 

in the process of governing play. My thesis understands the FPS as a situation in which change 

that is not in some sense pre-approved and regulated by the game is excluded from the outset 

on philosophical grounds. This contrasting characterisation of the FPS does not suggest an 

unbridgeable gap between my work and VŀɉliahoΩs. Rather, the classification of FPS 

environments as threatening spaces and the resulting anticipatory actions that follow are a key 

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 of it considering our 

contemporary biopolitical and neoliberal systems of governance. 

 

James Ash (2013) has written about Call of Duty 4 in 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 insisting that we 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 /ŀƭƭ ƻŦ 5ǳǘȅΩǎ multiplayer maps as characterised by 

their capacity to intensify contingency and vulnerability in novice players. Theses intense spaces 

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

ǇƭŀȅŜǊΩǎ ǇƘȅǎƛŎŀƭ ŎŀǇŀŎƛǘƛŜǎ ǘƻ ǘƘƻǎŜ ŘŜƳŀƴŘŜŘ ōȅ ǘƘŜ ƎŀƳŜΦ 

 

!ǎƘΩǎ ƴƻǘƛƻƴ ƻŦ ǎƻƳŀǘƛŎ ŀǘǘunement (2013: 36) relates to the kinetic and haptic corporeal skills 

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

όǎŎǊŜŜƴ ƳƻǾŜƳŜƴǘύ ǊŜǉǳƛǊŜŘ ƛƴ ƳƻǾƛƴƎ ǘƘŜ ŎǊƻǎǎƘŀƛǊǎ ŀŎǊƻǎǎ ǘƘŜ ƎŀƳŜΩǎ ǎǇŀŎŜǎΦ ¢ƘŜǎŜ 

combinations ƻŦ Ƴŀƴǳŀƭ ŀƴŘ ƻŎǳƭŀǊ ƳƻǾŜƳŜƴǘǎ ŀǊŜ ƛƴŎǳƭŎŀǘŜŘ ƛƴǘƻ ǘƘŜ ǇƭŀȅŜǊΩǎ ōƻŘȅ ƳŜƳƻǊȅΣ 

non-ŎƻƴǎŎƛƻǳǎ ƎŜǎǘǳǊŜǎ ǘƘŀǘ Ŏǳǘ ŀŎǊƻǎǎ ŘƛŦŦŜǊŜƴǘ Ct{ ΨŦǊŀƴŎƘƛǎŜǎΩ ŀƴŘ ŜǾŜƴ ŀŎǊƻǎǎ ŘƛŦŦŜǊŜƴǘ 

ǾƛŘŜƻƎŀƳŜ ƎŜƴǊŜǎΦ tŜƴƴȅΩǎ όнллсύ ŀǊƎǳƳŜƴǘ ŀōƻǾŜ ƴƻǘŜǎ ǘƘŜ way players are disciplined by FPS 

games to shoot and kill in an automatic or non-conscious manner. The fact that FPS games train 

certain actions and capacities at the expense of others seems self-evident; for example, players 

become more adept at aiming and firing over time. 
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Where Ash complicates this purely corporeal form of training is in the concept of analytical 

ŀǘǘǳƴŜƳŜƴǘ όнлмоΥ оуύΦ IŜǊŜΣ ǘƘŜ ǇƭŀȅŜǊΩǎ ŜȄǇŜǊƛŜƴŎŜΣ ǇŀǊǘƛŎǳƭŀǊƭȅ ǘƘŜƛǊ ǎǇŀǘƛŀƭ ŜȄǇŜǊƛŜƴŎŜ όŀƴŘ 

ability to cognitively map the game space and its sight lines), their ability to map enemy player 

ƘŀōƛǘǎΣ ŀǾƻƛŘ ƻǊ ƻǘƘŜǊǿƛǎŜ ŜȄǇƭƻƛǘ ΨŎƘƻƪŜ-ǇƻƛƴǘǎΩ ŀƴŘ ΨƪƛƭƭȊƻƴŜǎΩ ŘǊƛǾŜǎ ǘƘŜƳ ǘƻ ōŜƘŀǾŜ ƛƴ ŀ 

complementary dynamic with their gestural (or somatic) skills. With both somatic and analytical 

attunements, the key issue is that the plaȅŜǊΩǎ ǾǳƭƴŜǊŀōƛƭity signals the opening of the body to 

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

ǘƘŜ ƳƻŘǳƭŀǘƛƻƴ ŀƴŘ ƳŀǇǇƛƴƎ ƻŦ ǘƘŜ ǇƭŀȅŜǊΩǎ ōƻŘȅ ōȅ ǘƘŜ ƎŀƳŜ ǎǇŀŎŜ όŀƴŘ ǘƘŜ ƳƻǾŜƳŜƴǘ 

capacities of the POV) rests not on a closing of the body to sensation, but on an opening, is a key 

move in understanding how a game such as Call of Duty 4 can map the player. For Ash: 

 
to gain competence with Call of Duty 4Σ ƻƴŜ Ƙŀǎ ǘƻ ƻǇŜƴ ǳǇ ƻƴŜΩǎ ōƻŘȅ ŀƴŘ ōŜŎƻƳŜ 
affectively ǾǳƭƴŜǊŀōƭŜΧ ǘƘƛǎ ǎŜƴǎƛǘƛǾƛǘȅ ōŜŎƻƳŜǎ ƛƴǘŜǊƴŀƭƛȊŜŘ ƛƴǘƻ ǘƘŜ ōƻŘȅ ŀǎ ǇŀǊǘƛŎǳƭŀǊ 
forms of somatic and analytic attunement. (2013: 45) 

 

!ǎƘΩs insistence that FPS games are involved in a sensitisation of the body is an important 

intervention in dominant narratives 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 

one of whether the game trains the body because of a cybernetic interaction with its perceptual 

or corporeal sensitivities, but one of the kind of body that results from this process. What are 

the stakes of a body captivated and sensitised (made vulnerable) to a kind of technics or 

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

emerges from this process is inevitably altered ς losing some movements and sensations and 

ŀŎǉǳƛǊƛƴƎ ƻǘƘŜǊǎΦ Lǘ ƛǎ !ǎƘΩǎ ŀǇǇŜŀƭ ǘƻ ǘƘŜ ƛŘŜŀ ƻf sensitivity and ideas of opening that acts to 

redirect his article away from the kinds of (although reductive and simplistic) critical readings 

ǘƘŀǘ ōǊŀŎƪŜǘ ǘƘŜ ŘƛǎŎƻǳǊǎŜ ŀǊƻǳƴŘ ǾƛƻƭŜƴǘ ǾƛŘŜƻƎŀƳŜǎ ǎƻ ŎŜƴǘǊŀƭ ƻŦ tŜƴƴȅΩǎ ŀǊƎǳƳŜƴǘ ŀōƻǾŜΦ 

However, the captivated and attuned FPS player (whether sensitised or numbed (see Penny 

2006) ς I argue both ς emerges as a specific kind of affectively sculpted subject. The fact of the 

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

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

body ς however affirmative or egregious ς must be coordinated with what Deleuze (2006) called 

a diagrammatic form of power operating more widely in culture. 
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2.4 The ΨǎŜƭŦ-ƳŀŘŜΩ ƴŜƻƭƛōŜǊŀƭ ǎǳōƧŜŎǘ 

In Discipline and PunishΣ CƻǳŎŀǳƭǘ ǘǊŀŎŜǎ ǘƘŜ ƳƻƳŜƴǘ ǘƘŀǘ ǎƻǾŜǊŜƛƎƴǘȅΩǎ ŀǘǘƛǘǳŘŜ ǘƻ ǘƘŜ 

transgression of its laws transitioned from the spectacular punishment of public execution in the 

ancien regime to a system that sought to normalise the abnormal individual as a bodily 

singularity (Foucault 1991). Roberto Esposito notes that this transition ς CƻǳŎŀǳƭǘΩǎ ΨǘƘǊŜǎƘƻƭŘ ƻŦ 

ƳƻŘŜǊƴƛǘȅΩ ς is a moment in which authority altered its focus from an appropriation and 

protection of the land and its resources ǘƻ Ψŀ ŎƻƴǘǊƻƭ ƻŦ ōƻŘƛŜǎ ŀƴŘ ǿƘŀǘ ǘƘŜȅ ŘƻΩ ό9ǎǇƻǎƛǘƻ нллуΥ 

34). Given the FPS literature discussed above, it seems clear that the investment of politics in 

the body represents an opportunity to coordinate the videogamŜ ǿƛǘƘ CƻǳŎŀǳƭǘΩǎ ǿƻǊƪΦ Foucault 

argued that: 

 

Lƴ ǘƘŜ ǎŜǾŜƴǘŜŜƴǘƘ ŀƴŘ ŜƛƎƘǘŜŜƴǘƘ ŎŜƴǘǳǊƛŜǎΣ ŀ ŦƻǊƳ ƻŦ ǇƻǿŜǊΧōŜŎƻƳŜǎ ŀ ƳŀǘǘŜǊ ƻŦ 
obtaining productive service from individuals in their concrete lives. And, in 
ŎƻƴǎŜǉǳŜƴŎŜΣ ŀ ǊŜŀƭ ŀƴŘ ŜŦŦŜŎǘƛǾŜ ΨƛƴŎƻǊǇƻǊŀǘƛƻƴΩ of power was necessary, in the sense 
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 necessitated the fostering of life, which, in turn, required 

regulating for it to become a useful resource for the state. Foucault labelled this construction of 

ǘƘŜ ƛƴŘƛǾƛŘǳŀƭ ǎǳōƧŜŎǘ ΨǎǳōƧŜŎǘƛŦƛŎŀǘƛƻƴΩ ŀƴŘ ǎƛǘǳŀǘŜŘ ƛǘ ŀǎ ǘƘŜ ƳŜŀƴǎ ǘƘŀǘ ŜƴŀōƭŜŘ ǘƘŜ ǇǊƻŘǳŎǘƛƻƴ 

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, 

apparatuses ς most famously the panopticon ς were required to affect this change. Although 

the idea of the disciplined subject is first articulated by Foucault in relation to the body of the 

individual in Discipline and Punish (1991), in The Will to Knowledge (1998), it takes shape as two 

distinct but interrelated technologies of power: the transparent discipline and normalisation of 

the self-ŀǿŀǊŜ ƛƴŘƛǾƛŘǳŀƭ ōƻŘȅ ŀƴŘ ǘƘŜ ōƛƻǇƻƭƛǘƛŎŀƭ ŎƻƴǘǊƻƭ ƻǾŜǊ ǘƘŜ ǎǇŜŎƛŜǎΩ ōƻŘȅ ŀŘƳƛƴƛǎǘŜǊŜŘ 

at the level of the population. 

 

Foucault notes that both disciplinary and biopolitical apparatuses 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 industrial economy through the gathering of statistics and public 

health initiatives (1998: 141). This dual address to the individual and the masses relied on 

ǘŜŎƘƴƛǉǳŜǎ ƻŦ ǘǊŀƛƴƛƴƎ ŀƴŘ ŀ ōƛƻƳŜŘƛŎŀƭ ƛƴǾŜǎǘƳŜƴǘ ƛƴ ǘƘŜ ƘŜŀƭǘƘ ƻŦ ǘƘŜ ǎǇŜŎƛŜǎ όƻǊ ΨǊŀŎŜΩύ ǘƘŀǘ 

constituted the individual and their identity. For example, whereas 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 notions of a unitary 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). 

 

{ƛƳƛƭŀǊƭȅΣ CƻǳŎŀǳƭǘΩǎ ǇǊƛƳŀǊȅ ŎŀǎŜ ǎǘǳŘȅ όмффмΥмфрύ ƻŦ ǘƘŜ ǇǊƛǎƻƴŜǊ ǎǳōjected to the threat of 

panoptic oversight by the non-ŘƛǎŎǳǊǎƛǾŜ ŀǊǊŀƴƎŜƳŜƴǘ ƻŦ ǇƻǿŜǊŜŘ Ǿƛǎƛƻƴ ƛƴ WŜǊŜƳȅ .ŜƴǘƘŀƳΩǎ 

panoptic apparatus of surveillance produces types of bodily movement, just like the soldier on 

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

contagious deviance of the prisoner, both by their removal into a space of confinement and 

ǘƘǊƻǳƎƘ ǘƘŜ ǎǳǇǇƻǎŜŘ ǇǊƻŎŜǎǎ ƻŦ ǊŜŦƻǊƳ ǘƘŀǘ ǿŀǎ .ŜƴǘƘŀƳΩǎ Ŧƛƴŀƭ ŀƛƳΦ LƴŘŜŜŘΣ even though 

biopolitics represents a generŀƭƛǎƛƴƎ ŎƻƴǘǊƻƭ ƻǾŜǊ ǘƘŜ ǎǇŜŎƛŜǎΩ ōƻŘȅΣ ǘƘŜ Ŏƻƴǎǘƛǘǳǘƛƻƴ ƻŦ ǘƘŜ 

individual as an individual through subjectification 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 mid-twentieth century European fascism and its deathly or 

ΨǘƘŀƴŀǘƻǇƻƭƛǘƛŎŀƭΩ όǎŜŜ /ŀƳǇōŜƭƭ нлммύ ŎƻƴǎŜǉǳŜƴŎŜǎ όǎŜŜ !ƎŀƳōŜƴΩǎ Homo Sacer, 1998 and 

State of ExceptionΣ нллрύΣ CƻǳŎŀǳƭǘΩǎ ǊŜŎŜƴǘƭȅ ǘǊŀƴǎƭŀǘŜŘ ǿƻǊƪ όнллуύ ŦƻŎǳǎŜǎ ƻƴ ōƛƻǇƻƭƛǘƛŎǎ ŀǎ ŀ 

counterpart to the development of liberalism and neoliberal economic systems now dominant 

in the West. David Harvey has defined neoliberalism as:  

 

A theory of political economic practices that proposes that human well-being 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, 

Wŀǎƻƴ wŜŀŘ Ƙŀǎ ƴƻǘŜŘ ǘƘŀǘ ǘƘŜ ŦƻǊƳŜǊΩǎ ŦƻŎǳǎ ǿŀs on Ƙƻǿ ΨƴŜƻƭƛōŜǊŀƭƛǎƳ ƛǎ ƴƻǘ Ƨǳǎǘ ŀ ƳŀƴƴŜǊ ƻŦ 

governing states or economics, but is intimately tied to the government of the individual, to a 

ǇŀǊǘƛŎǳƭŀǊ ƳŀƴƴŜǊ ƻŦ ƭƛǾƛƴƎΩ όнллфΥ нтύΦ This biopolitical aspect has led Giardina and Newman to 

argue that neoliberalism centres itself on the body (2011: 527). For Foucault (2008: 222ς223), 

neoliberal economics takes as its object the subject or person who works and their labour as the 

exercise of their capacities and will. This means that for economies and the fluctuations 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 that privileged rational self-interest 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 economies is superseded by a need to schematise and understand the 

qualitative human element ς 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 which a rationalisation of these activities becomes visible is in the 

concept of human ŎŀǇƛǘŀƭΦ IŜ ƴƻǘŜǎ ǘƘŀǘΣ Ψit is a capital which in practical terms is inseparable 

ŦǊƻƳ ǘƘŜ ǇŜǊǎƻƴ ǿƘƻ ǇƻǎǎŜǎǎŜǎ ƛǘΩ όнллуΥ ннпύΦ ¢Ƙƛǎ ƳŜŀƴǎ ǘƘŀǘ ǘƘŜ ǎǳōƧŜŎǘ ƛǎ ǇŜǊŎŜƛǾŜŘ ōȅ what 

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 individual. For Foucault, human capital is a measure of the scale 

of investment that people can leverage 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 humanity itself is conceived and categorised. Here, the species is essentially 

re-classified as homo economicus, man (or woman) as Ψŀƴ ŜƴǘǊŜǇǊŜƴŜǳǊ ƻŦ ƘƛƳǎŜƭŦΩ όCƻǳŎŀǳƭǘ 

2008: 226). This is 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 technology of power that operates at 

ǘƘŜ ǎǇŜŎƛŜǎ ƭŜǾŜƭΣ ǘƘŜƴ CƻǳŎŀǳƭǘΩǎ ǎǳƎƎŜǎǘƛƻƴ ƻŦ ŀ ŎƘŀƴƎŜ ƛƴ ǘƘŜ ōƛƻƭƻƎƛŎŀƭ ƴƻƳŜƴŎƭŀǘǳǊŜ ŦǊƻƳ 

homo sapiens to homo economicus ensures this broader technology of power remains germane 
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to what might otherwise be considered in broadly disciplinary terms ς i.e. in acts of training, 

such as schooling aimed at the acquisition of human capital. 

 

wŜŀŘ Ƙŀǎ ƴƻǘŜŘ ǘƘŀǘ ƘƻƳƻ ŜŎƻƴƻƳƛŎǳǎ ƳŀƪŜǎ ŀ ǘǊŀƴǎƛǘƛƻƴ ŦǊƻƳ Ψŀƴ ŜȄŎƘŀƴƎƛƴƎ ŎǊŜŀǘǳǊŜ ǘƻ ŀ 

ŎƻƳǇŜǘƛǘƛǾŜ ŎǊŜŀǘǳǊŜΩ όнллфΥ суύΦ IǳƳŀƴƛǘȅ as discerned by neoliberalism takes shape only in a 

competitive relation to the human capital accumulated by other individuals. In this way, homo 

economicus is an individual and a species that constitutes itself not within universal humanistic 

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

assert internal existence and value aƎŀƛƴǎǘ ǘƘŀǘ ǿƘƛŎƘ ƛǎ ΨƻǳǘǎƛŘŜΩ brackets the individual in 

terms of constant insecurity and reframes the self as something that must always be active 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 propagation of insecuǊƛǘȅ ŀƴŘ ŀ Ŏƻƴǘƛƴǳŀƭ ƴŜŜŘ ǘƻ ŀǎǎŜǊǘ ƻƴŜΩǎ 

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 is homo economiŎǳǎΩǎ vulnerability to changes in its competitive environment that led 

Foucault to argue that, despite its apparent liberty regarding apparatuses of top-down political 

ŀǳǘƘƻǊƛǘȅΣ ǘƘŜ ƴŜƻƭƛōŜǊŀƭ ǎǳōƧŜŎǘ ƛǎ ǎƻƳŜƻƴŜ ǿƘƻ ΨǘƘǊƻǳƎƘ ƳŜŎƘŀƴƛǎƳǎ ƻŦ ǊŜƛƴŦƻǊŎŜƳŜƴǘΣ ŀ 

ƎƛǾŜƴ Ǉƭŀȅ ƻŦ ǎǘƛƳǳƭƛΧ ƛǎ ŜƳƛƴŜƴǘƭȅ ƎƻǾŜǊƴŀōƭŜΩ όнллуΥ нтлύΦ ¢Ƙƛǎ ƳŜŀƴǎ ǘƘŀǘ ŀ ŎŜǊǘŀƛƴ ǘǳǊƴ ǘŀƪŜǎ 

place where neoliberalism transitions from an analysis of human action and a schematisation of 

its selfish but rational drives which are equated with moral values (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, 

ΨǎŀǘǳǊŀǘŜ ǘƘŜ ŦƛŜƭŘ ƻŦ ŀŎǘƛƻƴǎ ŀƴŘ ǇƻǎǎƛōƭŜ ŀŎǘƛƻƴǎΩ όнллоΥ нуύ Ǿƛŀ ǘƘŜ ǇǊƻŘǳŎǘƛƻƴ ƻŦ ŀ ǊŀƴƎŜ ƻŦ 

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 a transparent 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 

ǎǘŀǘŜ ŦǳƴŎǘƛƻƴ ƭŜǎǎ ŀǎ ŀ ΨǎŀŦŜǘȅ ƴŜǘΩ ŀƴŘ ƳƻǊŜ ŀǎ ŀ ƳƻŘǳƭŀǘƻǊ ƻŦ ǘƘŜ ǿƻǊƪŜǊΩǎ ŀŦfective states and 

behaviour via the power of fear: 
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/ƻƴǘŜƳǇƻǊŀǊȅ ǇƻƭƛŎƛŜǎ ǊŜƎŀǊŘƛƴƎ ŜƳǇƭƻȅƳŜƴǘΣ ŦƻǊ ŜȄŀƳǇƭŜ ΨǿƻǊƪŦŀǊŜΩΣ ǿƘƛŎƘ ŦƻǊŎŜǎ 
those in receipt of assistance to work, are policies that introduce degrees of insecurity, 
instability, uncertainty, economic 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: 119ς120) 

 

Here, the apparatus of the welfare state takes a step back from practices such as explicit 

discipline and, instead, begins to operate at one remove from the subject by immersing them 

within a precarious and insecure environment dictated by market forces. Insecurity operates as 

the lever here producing a vulnerable 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 foregrounded ς social security mutates into social insecurity. Here, 

ǘƘŜ ŦŀŎǘ ƻŦ ǘƘƛǎ ƳŀƴƛǇǳƭŀǘƛƻƴ ƛǎ ƻŎŎƭǳŘŜŘ ŀǎ IŀǊǾŜȅ Ƙŀǎ ƴƻǘŜŘ ōȅ ƴŜƻƭƛōŜǊŀƭƛǎƳΩǎ Ŏƻƭƻƴƛǎŀǘƛƻƴ ƻŦ 

common-ǎŜƴǎŜ ǳƴŘŜǊǎǘŀƴŘƛƴƎǎ ŀǎ Ψŀ ƴŀǘǳǊŀƭ ǿŀȅ ŦƻǊ ǘƘŜ ǎƻŎƛŀƭ ƻǊŘŜǊ ǘƻ ōŜ ǊŜƎǳƭŀǘŜŘΩ όнллрΥ пмύΦ 

The subject, in effect, takes what appears to them to be self-directed 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 insecurity fostered by neoliberalism. Chandler and 

Reid have argued this means that the neoliberal subject needs to be understood not as a go-

ƎŜǘǘƛƴƎ ŜƴǘǊŜǇǊŜƴŜǳǊΣ ōǳǘ Ψŀ ƘǳƳōƭŜΣ ŘƛǎŜƳǇƻǿŜǊŜŘ ōŜƛƴƎ ǘƘŀǘ ƭƛǾŜǎ ŀ ƭƛŦŜ ƻŦ ǇŜǊƳŀƴŜƴǘ 

ignorancŜ ŀƴŘ ƛƴǎŜŎǳǊƛǘȅΩ όнлмсΥ ру). 

 

Beyond state-organised dispositifs of control, we need to understand how the subject comes to 

internalise and even desire a reproduction of this competitive and insecure self in what might 

ƻǊŘƛƴŀǊƛƭȅ ōŜ ŎƻƴǎƛŘŜǊŜŘ ΨŦǊŜŜ ǘƛƳŜΩΦ Lƴ Ƙƛǎ Ŝǎǎŀȅ Ψhƴ {ƻƳŜ aƻǘƛŦǎ ƛƴ .ŀǳŘŜƭŀƛǊŜΩ Walter 

Benjamin identified a situation where the film spectator freely sought out a repetition of the 

ǎƘƻŎƪƛƴƎ ǎǘƛƳǳƭƛ ƻŦ ƳŜŎƘŀƴƛǎŜŘ ƭŀōƻǳǊ ƛƴ ǘƘŜ Ǿƛǎǳŀƭ ΨŎƻƴǾŜȅŜǊ ōŜƭǘΩ ƻŦ ǘƘŜ ŎƛƴŜƳŀ ό.ŜƴƧŀƳƛƴ 

1999: 171). In this case, media technologies take shape as part of the landscape of interlocking 

dispositifs that reflect and produce broader operations of power functioning at any given 

historical moment. Industrial capitalism needed habituated and docile bodies for its economic 

ǎȅǎǘŜƳǎ ǘƻ ƻǇŜǊŀǘŜ ǎƳƻƻǘƘƭȅΣ ōǳǘ ƛǘ ŀƭǎƻ ǇǊƻŘǳŎŜŘ ŀ ŎƻǊƻƭƭŀǊȅ ƛƴ ǘƘŜ ŎƛƴŜƳŀ ǘǊŀƴǎǇƭŀƴǘƛƴƎ ΨǘƘe 

ƛƴŘǳǎǘǊƛŀƭ ǊŜǾƻƭǳǘƛƻƴ ǘƻ ǘƘŜ ŜȅŜΩ ό.ŜƭƭŜǊ нллсΥ фύΦ .ŜƴƧŀƳƛƴΩǎ ǿƻǊƪ ŀǘǘŜǎǘǎ ǘƻ Ƙƻǿ ǘƘŜ 

mechanisation of labour in the factory produces a new sensorium for the spectator reflected in 

the production line of mechanised sensations that the cinema represented. In the 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 sense prefigured the turn towards the cinematic 

image theorised as full of affective charge (see Shaviro 1993 and Vŀɉliaho 2010). 

 

CƻǊ .ŜƴƧŀƳƛƴΣ ŀǘǘǊŀŎǘƛƻƴǎ ƭƛƪŜ ǘƘŜ ŎƛƴŜƳŀ ŀƴŘ ǘƘŜ ƳŜŎƘŀƴƛǎŜŘ ǊƛŘŜǎ ƻŦ ǘƘŜ ŦǳƴŦŀƛǊ ǊŜǇǊŜǎŜƴǘŜŘ Ψŀ 

taste of the drill to which the unskilled labourer is subjected to in the factoryΩ ό.ŜƴƧŀƳƛƴ мфффΥ 

тнύΦ ¢ƘŜ ǎŜƴǎƻǊȅ ŘƛǊŜŎǘƴŜǎǎ ƻŦ ǘƘŜ ΨǘŀǎǘŜΩ ƻŦ ǘƘƛǎ ŘǊƛƭƭƛƴƎ ƛǎ ƴƻ ŀŎŎƛŘŜƴǘ ƻǊ ǎƛƳǇƭŜ ƳŜǘŀǇƘƻǊƛŎŀƭ 

flourish. For Benjamin, the systematic production of shocks and the habituation of the body to 

this stimulus provided 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 sensations has particularly high stakes for Benjamin in 

ǿƘŀǘ ƘŜ Ŏŀƭƭǎ ƳƻŘŜǊƴƛǘȅΩǎ ΨƛƴŎǊŜŀǎƛƴƎ ŀǘǊƻǇƘȅ ƻŦ ŜȄǇŜǊƛŜƴŎŜΩ ό.ŜƴƧŀƳƛƴ мфффΥ мррύΦ ¢ƘŜ 

ƳŜŎƘŀƴƛǎŜŘ Ŧƭƻǿ ƻŦ ǘƘŜ ŎƛƴŜƳŀΩǎ ōƻŘƛƭȅ ŀǘǘǊŀŎǘƛƻƴǎ ŀƴŘ ŀǳǘƻƳŀǘƛƻƴ ƻŦ ǘƘŜ ŎƻǊǇǳǎ ƻŦ ǘƘŜ 

spectator is, of course, exactly the kind of automated body required for industrial capitalism to 

flourish. 

 

IƻǿŜǾŜǊΣ ƎƛǾŜƴ .ŜƴƧŀƳƛƴΩǎ ŀŎŎƻǳƴǘ ƻŦ ǘƘŜ ŎƻǊǊŜƭŀǘƛƻƴ ōŜǘǿŜŜƴ ǘƘŜ ŎƻƴǎǘǊǳŎǘƛƻƴ ƻŦ ǘƘŜ ōƻŘȅ ƻǊ 

sensorium in mass production and the mass media, it seems appropriate that videogames 

described as aƴ ΨŀŎǘƛƻƴ-ōŀǎŜŘ ƳŜŘƛǳƳΩ ōȅ Dŀƭƭƻǿŀȅ όнллсΥ нύ Ŏŀƴ ōŜ ŀǇǇǊƻŀŎƘŜŘ ŀǎ ŀ ǇƻǎǎƛōƭŜ 

corollary to the production of the active and insecure entrepreneurial individual in more 

ŜȄǇƭƛŎƛǘƭȅ ŜŎƻƴƻƳƛŎ ƻǊ ƎƻǾŜǊƴƳŜƴǘŀƭ ŎƻƴǘŜȄǘǎΦ [ŀȊȊŀǊŀǘƻΩǎ όнллфύ ƛŘŜŀ ǘƘŀǘ ǘƘŜ ǇǊƻŘǳŎǘƛƻn of 

ƛƴǎŜŎǳǊƛǘȅ ōȅ ǘƘŜ ŀǇǇŀǊŀǘǳǎ ƻŦ ǘƘŜ ǿŜƭŦŀǊŜ ǎǘŀǘŜ ƛǎ ŀ ǎǘǊŀǘŜƎȅ ǘƘŀǘ ƭŜǾŜǊŀƎŜǎ ǘƘŜ ōƻŘȅΩǎ ŀŦŦŜŎǘƛǾŜ 

sensitivities is a hallmark of neoliberal governmental practices can be correlated with and 

CƻǳŎŀǳƭǘΩǎ ǎǳƎƎŜǎǘƛƻƴ ǘƘŀǘ ǘƘŜ Ŏƻƴǎǘƛǘǳǘƛƻƴ ƻŦ ŀ ŎŜǊǘŀƛƴ ƪƛƴd of stimulating environment can 

govern actions indirectly in neoliberal governmentality. 

 

In both cases, the seemingly self-directed and self-interested actions of the neoliberal subject 

are shaped by both their bodily sensitivities and how authority stimulates 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 self-directed actions in videogames are the product of more than 
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ǎƛƳǇƭȅ ǘƘŜ ǇƭŀȅŜǊΩǎ ŀƎŜƴŎȅ ƻǊ ƎŀƳƛŎ Ǿƛǎƛƻƴ όDŀƭƭƻǿŀȅ нллсύΣ ǘƘŜ ŀǇƻƭƛǘƛŎŀƭ ǇƭŀȅƛƴƎ ƻŦ ŀ ƎŀƳŜ 

(Lantz and Zimmerman 2010) or the absorption in the pleasure of storytelling (Murray 1997). 

Instead, the neoliberal tendency to shape the subject at one remove via the opaque production 

of a general environment of economic insecurity and deliver it via specific dispositifs such as the 

welfare state suggests that a whole interlocking mosaic of apparatuses are at work both 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 modernity and an 

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. 

 
 
 
 
2.4.1 An affective map for late capitalism? 
Where Foucault explores 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 economic policies has 

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 manner suggested above. Colin Crouch 

όнлммύ Ƙŀǎ ŜȄǇƭƻǊŜŘ ǿƘŀǘ ƘŜ Ŏŀƭƭǎ ƴŜƻƭƛōŜǊŀƭƛǎƳΩǎ ΨǎǘǊŀƴƎŜ ƴƻƴ-ŘŜŀǘƘΩ considering its manifest 

failures in producing and perpetuating the 2008 financial crisis. Crouch notes a historical 

anomaly in the way so-called failed economic policies like Keynesianism have traditionally given 

way to new approaches that has not occurred in the case of neoliberalism (2011: 1). Rather, for 

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 and political 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 

greatly because of the continuation and intensification of neoliberal fiscal policies. 
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¢ƘŜ ŎƻƴǘƛƴǳŜŘ ΨƭƛŦŜΩ ƻǊ ǇŜǊƘŀǇǎ ŀŦǘŜǊƭƛŦŜ ƻŦ ƴŜƻƭƛōŜǊŀƭƛǎƳ Ŏŀƴ ōŜ ǎƛǘǳŀǘŜŘ ƛƴ ǘŜǊƳǎ ƻŦ CǊŜŘǊƛŎ 

WŀƳŜǎƻƴΩǎ όмффмύ ŎƭŀƛƳ ǘƘŀǘ ǘƘŜ ŎƻƴŦǳǎƛƴƎ ƘȅǇŜǊ-spatiality of late modernity creates a 

disorienting crisis in political orientation and forecloses the possibility for active resistance to a 

ŘŜǊŜƎǳƭŀǘŜŘ ǎǇŀǘƛŀƭƛǘȅ ŘŜǘŜǊƳƛƴŜŘ ōȅ ŎƘŀƻǘƛŎ Ŧƭƻǿǎ ƻŦ ŎŀǇƛǘŀƭΦ WŀƳŜǎƻƴΩǎ ŎƭŀǊƛƻƴ Ŏŀƭƭ ŦƻǊ ŀ 

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 framed as the restoration of political 

consciousness but of political orientation. For Jameson: 

 

this latest mutation in space ς postmodern hyperspace ς has finally succeeded in 
transcending the capacities of the individual human body to locate itself, to organize its 
immediate surroundings perceptually, and cognitively to map its position in a mappable 
ŜȄǘŜǊƴŀƭ ǿƻǊƭŘΦΩ όмффмΥ ппύ 

 

However, this lack of orientation within the disorienting and inscrutable spaces and structures 

of late capitalism has seemingly become a boon to the loose conglomeration of connected 

interests that support and promote neoliberalism. What I think this crisis of orientation points 

towards is a situation where the necessity of a cognitive map has been rendered obsolete (or at 

least obscured) by the intensification of insecurity and its affective, biopolitical address to the 

ōƻŘȅ ŀƴŘ ǇǎȅŎƘŜ ƻŦ ǘƘŜ ƴŜƻƭƛōŜǊŀƭ ǎǳōƧŜŎǘΦ LŦ CƻǳŎŀǳƭǘΩǎ Ǉƻǎƛǘƛƻƴ ǊŜƎŀǊŘƛƴƎ ǘƘŜ ǎȅǎǘŜƳŀǘƛǎŀǘƛƻƴ ƻŦ 

behaviour that neoliberalism and its apparatuses stimulate via their capacity 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 affective tool as a means of governance. In this situation, the more 

insecure the environment becomes because of neoliberal economic policies, the more powerful 

and entrenched these apparatuses of insecurity become as a biopolitical technology. By inciting 

conduct 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 action-based, 

they represent a potential model where neoliberal values can be enacted and the player 

governed. In effect, the multiplayer maps of games such as Call of Duty: Black Ops III (2016) take 

ǎƘŀǇŜ ŀǎ ǘƻƻƭǎ ŦƻǊ ŎŀǇǘǳǊƛƴƎ ǘƘŜ ǇƭŀȅŜǊΩǎ ŀŎǘƛƻƴǎΣ ŜǾŜƴ ǿƘŜƴ ǘƘŜǎŜ ŀŎǘƛƻƴǎ ŀǇǇŜŀǊ ŀǎ ŜȄǇǊŜǎsions 
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of the liberty of movement and action that the videogame makes possible. Throughout this 

thesis, I approach the FPS as a dispositif that produces a particularly acute situation of insecurity 

in respect to the contingencies or risks inherent in the competitive arena of multiplayer maps. 

This manufacture of danger with all its 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 pervasive and intentional reproduction of an enduring mood 

of crisis in the neoliberal world. 

 

2.4.2 Other Players in a neoliberal apparatus  

 

As noted in the previous section, the Foucauldian critical literature on neoliberalism that 

ǇǊƻǾƛŘŜǎ ƻƴŜ ƻŦ ǘƘƛǎ ǘƘŜǎƛǎΩ ǇǊƛƳŀǊȅ ŎǊƛǘƛŎŀƭ ƭŜƴǎŜǎ ŜƳǇƘŀǎƛǎŜǎ ǘƘŜ ƳŀƴƴŜǊ ƛƴ ǿƘƛŎƘ ǇƻƭƛŎƛŜǎ ƻŦ 

ŘƛǊŜŎǘ ǎǘŀǘŜ ŘƛǎŎƛǇƭƛƴŜ ƘŀǾŜ ōŜŜƴ ǎǳǇŜǊǎŜŘŜŘ ōȅ ƴŜƻƭƛōŜǊŀƭƛǎƳΩǎ ǇǊƻŘuction of a kind of open 

market for the self, wherein horizontal market-based competition replaces vertical hierarchies 

of state power. This is a situation in which subjects pit their human capital against others ς a 

competitive, dog-eat-dog context where ǘƘŜ ǇŜǊƛƭǎ ƻŦ ŦŀƛƭƛƴƎ ǘƻ ΨǿƛƴΩ ŀǊŜ Ŏƻƴǘƛƴǳŀƭƭȅ ǊŜǇǊƻŘǳŎŜŘ 

as a motivating factor for human conduct. This production of an insecure and competitive 

ǊŜƭŀǘƛƻƴǎƘƛǇ ōŜǘǿŜŜƴ ǎŜƭŦ ŀƴŘ ƻǘƘŜǊ ƛǎ ŀǇǇǊƻŀŎƘŜŘ ƛƴ ǘƘƛǎ ǘƘŜǎƛǎ ƛƴ ǘŜǊƳǎ ƻŦ Ƙƻǿ ǘƘŜ Ct{Ω 

interface and the graphical 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 FPS as a 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 complication to its argument.  

 

Wright, Breidenbach and Boria have argued that Ψ²ƘŜƴ ȅƻǳ Ǉƭŀȅ ŀ ƳǳƭǘƛǇƭŀȅŜǊ Ct{ ǾƛŘŜƻ ƎŀƳŜΣ 

like Counter-Strike, you enter a complex social world, a subculture, bringing together all of the 

problems and possibilities of power relationships dominant in the non-virtual world (2002). They 

suggest players ΨŀŎǘƛǾŜƭȅ ŎǊŜŀǘŜ ǘƘŜ ƳŜŀƴƛƴƎ ƻŦ ǘƘŜ ƎŀƳŜ ǘƘǊƻǳƎƘ ǘƘŜƛǊ ǾƛǊǘǳŀƭ ǘŀƭƪ ŀƴŘ ōŜƘŀǾƛƻǊΩ 
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(2002, see also aŀƴƴƛƴŜƴ нллмύΦ 5ǊŀǿƛƴƎ ƻƴ 5ƛŎƪ IŜōŘƛƎŜΩǎ όмфтфύ ǿƻǊƪ ƻƴ ȅƻǳǘƘ ǎǳōŎǳƭǘǳǊŜǎ 

and Brian Sutton-{ƳƛǘƘΩǎ The Folkgames of Children (1972) The authors argue that the 

interaction between the players (whether teammates or enemies) in Counter-{ǘǊƛƪŜ ƛǎ ŀƴ Ψŀƴǘƛ-

ǎǘǊǳŎǘǳǊŀƭΩ ŎƻƴǘŜȄǘ ƛƴ ǘŜǊƳǎ ƻŦ ƛǘǎ ǘŜŎƘƴƛŎƛǘȅ ǘƘŀǘ ŦƻǎǘŜǊǎ ŀ ǳǘƻǇƛŀƴ ǊŜŦŀǎƘƛƻƴƛƴƎ ƻŦ ƭƛŦŜΣ ōǊƻŀŘƭȅ 

understood as a form of creative and collective resistance to the social norms and possibilities 

produced by the power-ǊŜƭŀǘƛƻƴǎ ƻŦ ǘƘŜ ΨǊŜŀƭΩ ǿƻǊƭŘΦ   

 

More recently, Manninen and Kujanpää (2005) have engaged in an exhaustive and largely 

descriptive mapping of the possible forms of interaction between teammates in 5L/9Ωǎ 

Battlefield 1942 (2002), a predecessor to Battelefield 4 with a largely unchanged template for 

team play. Manninen and Kujanpää argue that the impetus for collaboration between 

teammates was driven by a desire for a positive ludic end-state and as an end in itself for the 

ǇǳǊǇƻǎŜǎ ƻŦ ŦŜŜƭƛƴƎǎ ƻŦ ΨǎƻŎƛŀƭ ǘƻƎŜǘƘŜǊƴŜǎǎΩΦ Lƴ ōƻǘƘ ŀōƻǾŜ ǿƻǊƪǎΣ ǘƘŜ ǊŜƭŀǘƛƻƴǎƘƛǇ ōŜǘǿŜŜƴ 

players engaging with multiplayer team-based games with varying degrees of similarity to 

Battlefield 4 and the Call of Duty franchise are foregrounded as not only essential to the 

experience in a ludic sense, but also as sites of playful cooperation and conflict constituting 

emerging cultures in their own right. In 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 the FPS as a technical 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 

accounts abƻǾŜ ǘƘŀǘΥ Ψ¢ƘŜ ƘƻǊƛȊƻƴ ƻŦ ǘƘŜ ǊŜƭŀǘƛƻƴǎ ōŜǘǿŜŜƴ ǘƘŜ ƛƴŘƛǾƛŘǳŀƭ ŀƴŘ ƻǘƘŜǊ ǇƭŀȅŜǊǎ ƛǎ 

ǘŜŎƘƴƛŎŀƭΩ όнлммΥ ммфύΦ CƻǊ /ǊƻƎŀƴΣ ǘƘŜ ƛŘŜŀ ǘƘŀǘ ƳǳƭǘƛǇƭŀȅŜǊ ƻƴƭƛƴŜ ƎŀƳŜǎ Ŏŀƴ ōŜ ǳƴŘŜǊǎǘƻƻŘ ŀǎ 

conduits for an essentialised, stable or non-technical human identity and becomings is not only 

impossible in terms of the games themselves, but ignores the co-constitutive relation between 

ǘƘŜ ƘǳƳŀƴ ŀƴŘ ǘŜŎƘƴƻƭƻƎȅ ǘƘŀǘ ǇǊŜŎŜŘŜǎ ǘƘŜƛǊ ǳǎŜ όǎŜŜ {ǘƛŜƎƭŜǊ мффуύΦ  LƳǇƻǊǘŀƴǘƭȅΣ /ǊƻƎŀƴΩǎ 

application of Heidegger (with the important caveat regarding his idea of a proper form of non-

technical being) means that other players are understood as constitutive of game space, via the 

ŎƻƴŎŜǇǘ ƻŦ ǘƘŜ ǊŜƎƛƻƴΦ ¢Ƙƛǎ ŦǳǎƛƴƎ ƻŦ ǎǇŀŎŜ ŀƴŘ ƻǘƘŜǊ ΨǇǊƛǾƛƭŜƎŜǎ ŘƛǎǘŀƴǘΣ ŀŦŦŜŎǘƛǾŜΣ ǎƻƳŜ ǿƻǳƭŘ 
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say quasi-tribal engagements over local, national, or existing political regions of situated 

ǎƻŎƛŀƭƛǘȅΩ όнлммΥ мнлύΦ  /ǊƻƎŀƴ ŎƘŀǊǘǎ ǾŀǊƛƻǳǎ ƛƴǘŜǊǾŜƴǘƛƻƴǎ against this tendency from digital 

artists, suggesting that ΨƛŘƛƻǎȅƴŎǊŀǘƛŎ ƛǘŜǊŀǘƛƻƴΩ Ƙŀǎ ǘƘŜ ŎŀǇŀŎƛǘȅ ǘƻ ŀƭǘŜǊ Ƙƛǎ Ǌŀǘher negative 

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 

ǎƻƳŜǿƘŀǘ ǳǇ ƛƴ ǘƘŜ ŀƛǊ ƛƴ /ǊƻƎŀƴΩǎ ŀŎŎƻǳƴǘΣ Ƙƛǎ ŎƘŀǇǘŜǊ does develop a philosophical framework 

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 Call of Duty in terms of the motivation of players, Beatriz Elena Marcano 

Lárez has noted that players:   

 

Ŏŀƴ Ǝƻ ǘƘǊƻǳƎƘ ŀ Ǿŀǎǘ ŀǊǊŀȅ ƻŦ ŜƳƻǘƛƻƴŀƭ ǎǘŀǘŜǎ ǿƘƛŎƘ ǊŀƴƎŜ ŦǊƻƳ ǘƘŜ ΨŦŜŀǊΩ ƻŦ ŘȅƛƴƎ 
όōŜƛƴƎ ŜƭƛƳƛƴŀǘŜŘύ ǘƻ ǘƘŜ ΨŀƴƎǳƛǎƘΩ ƻǾŜǊ ǘƘŜ Ŏƻƴǎǘŀƴǘ ǘƘǊŜŀǘǎ ƻǊ ǘƘŜ ΨǳƴŎŜǊǘŀƛƴǘȅΩ ƻŦ ƴƻǘ 
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 approaches Call of Duty in a broadly uncritical manner 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 affect-driven training of the body. In her reading, 

complex and non-ƭǳŘƛŎŀƭƭȅ ŘǊƛǾŜƴ ŎǳƭǘǳǊŜǎ ƻŦ ǘƻƎŜǘƘŜǊƴŜǎǎ ƛƴ ǿƘƛŎƘ ǘƘŜ ƎŀƳŜ ƛǎ ŀ ΨŦǊŜŜΩ ŎƻƴǘŜȄǘ 

for experimentation in which both the meaning of the game and broader social and cultural 

contexts can be fashioned by 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.  

 

While thŜ ŎƻƳǇƭŜȄƛǘȅ ƻŦ ǘƘŜ ǇƭŀȅŜǊΩǎ ŜƴŎƻǳƴǘŜǊ ǿƛǘƘ ƻǘƘŜǊǎ ƛƴ ƳǳƭǘƛǇƭŀȅŜǊ ƳŀǘŎƘŜǎ ƛǎ ƴƻǘ 

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 phantom-like subject haunting the 

player could provide a fruitful area for further work. However, my game logs, the immunitary 

framework that this thesis adopts and its dialogue with neoliberalism have led to a series of 

ǊŜŀŘƛƴƎǎ ƛƴ ǿƘƛŎƘ ǘƘŜ ŦŜŀǊ ƻŦ ǘƘŜ ƻǘƘŜǊ ŀƴŘ ǘƘŜ ǇƭŀȅŜǊΩǎ ǊŜǎulting defensive reactions end up 
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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, of self-defence and 

aggression, in which fear of the other regulates behaviour in such a way as to shape the player 

in its imagined image. 

 

 
2.4.3 Immunity and the insecure individual 
 
wƻōŜǊǘƻ 9ǎǇƻǎƛǘƻΩǎ ŎƻƴŎŜǇǘ ƻŦ ƛƳƳǳƴƛǘȅ ŘŜǾŜƭƻǇŜŘ ŀŎǊƻǎǎ Communitas (2010), Bios (2008) and 

Immunitas (2011), establishes ŀ ǇƘƛƭƻǎƻǇƘƛŎŀƭ ƳƻŘŜƭ ŘŜǎŎǊƛōƛƴƎ ŎƻƴǘŜƳǇƻǊŀǊȅ ōƛƻǇƻƭƛǘƛŎǎΩ 

production of the subject as a kind of self-negating individual.  The importance of the individual 

ƛƴ ²ŜǎǘŜǊƴ ǘƘƻǳƎƘǘ ǇŜǊƳŜŀǘŜǎ 9ǎǇƻǎƛǘƻΩǎ ǿƻǊƪ ŀƴŘ ƛǎ ƭŜƎƛōƭŜ ƴƻǘ Ƨǳǎǘ ƛƴ Ƙƛǎ ŎǊƛǘƛŎŀƭ 

understanding of the body but extends to all things conceived as a corporeal unity, most notably 

in the form of the nation-state (2011: 128). Esposito casts the process of immunisation as the 

hidden logic of a biopolitical power that constitutes the modern subject by programming a self-

defensive reaction in the individual against the threat of its dissolution by the other of 

community. 

 

Lƴ 9ǎǇƻǎƛǘƻΩǎ ǿƻǊƪΣ ƛƳƳǳƴƛǘȅ ŀƴŘ ŎƻƳƳǳƴƛǘȅ enter a relationship in which the former is cast as 

an exemption from the obligations and connections to the latter, constituting and protecting the 

ƛƴŘƛǾƛŘǳŀƭ ŀƴŘ ǿƘŀǘ ƛǎ ǇǊƻǇŜǊ ǘƻ ǘƘŜƳΦ Lƴ ŎƻƴǘǊŀǎǘ ǘƻ ƛƳƳǳƴƛǘȅΩǎ ǘŜƴŘŜƴŎȅ ǘƻ ŜǎǘŀōƭƛǎƘ ōƻǊŘŜǊǎ 

of individual selfhood and property (see also Haraway 2001), Esposito notes that community, or 

Ψcommon life is what breaks the identity-making boundaries of individuals, exposing them to 

ŀƭǘŜǊƴŀǘƛƻƴΧ ƛǘ ǘŜƴŘǎ ǘƻ ŎƻƴŦǳǎŜ ǘƘŜ ōƻǳƴŘŀǊƛŜǎ ōŜǘǿŜŜƴ ǿƘŀǘ ƛǎ ǇǊƻǇŜǊ ǘƻ ŜŀŎƘ ƛƴŘƛǾƛŘǳŀƭ ŀƴŘ 

what belongs to everybody and hence to nobodyΩ όнлммΥ ннύΦ LƳǇƻǊǘŀƴǘ ƛƴ ǳƴŘŜǊǎtanding the 

ƎŜƴŜǊŀƭ ǘƘǊǳǎǘ ƻŦ 9ǎǇƻǎƛǘƻΩǎ ǿƻǊƪ ƛǎ ǘƘŀǘ ƴŜƛǘƘŜǊ ǘƻǘŀƭ ƛƳƳǳƴƛǘȅ ƴƻǊ ƛǘǎ ƻǇǇƻǎƛǘŜ ƛƴ ŎƻƳƳǳƴƛǘȅ 

are positioned on opposite sides of a moral or political map. It is for this reason that Timothy 

Campbell (2011: 78) has identified an affirmative reŀŘƛƴƎ ƻŦ ōƛƻǇƻƭƛǘƛŎǎ ƛƴ 9ǎǇƻǎƛǘƻΩǎ ǿƻǊƪ ŀƴŘ 

Mitchell (2010:53) has suggested a healthy national immune system as a metaphor for 

increasing security in the face of external threats, like terrorism.  

 

Esposito positions the immune reaction against that which seeks to in some sense envelop and 

ŎƻƴŦǳǎŜ ǘƘŜ ōƻŘȅΩǎ proper borders in the form 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 negative policy, which secures the individual. The effect of this 

extension of 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 negation in which the affirmative protection of life slides seamlessly into a self-negating 

operation because all interests outside of a compulsive desire for self-protection have been 

cancelled, leading to the disqualification of life as anything other than a compulsion to protect 

ƻƴŜΩǎ ǎŜƭŦΦ 

 

9ǎǇƻǎƛǘƻΩǎ ǿƻǊƪ ǳƴŘŜǊǎǘŀƴŘǎ ǘƘŜ ƛƴŘƛǾƛŘǳŀƭ ŀǎ ŀ ŦƛƎǳǊŜ ōƻǊƴ ŀǘ ǘƘŜ ǎŀƳŜ ƳƻƳŜƴǘ ŀǎ ǘƘŜ ƻǘƘŜǊ ƛǎ 

recognised and seen as a threat. This danger to the individual is characterised by Esposito in a 

number of ways: as pathogens that strike the population, computer viruses, the movement of 

migrant populations, the threat of terrorist attack and the interests other nation states (2011: 

2ς3). In each case, the insecurity that arises is that these violations of the sanctity of the 

individual and national body might transgress and ultimately destroy from within via the 

ǳƴŎƻƴǘǊƻƭƭŜŘ ŎƻƴǘŀƳƛƴŀǘƛƻƴ ƻŦ ǇƭǳǊŀƭƛǘȅΦ ¢ƘŜ ōǊƻŀŘŜǊ ƛŘŜŀ ƘŜǊŜΣ ƛƴ ƭƛƴŜ ǿƛǘƘ CƻǳŎŀǳƭǘΩǎ 

conception of homo economicus, is that what threatens that which is proper to the individual ς 

their resources, their human capital ς also 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 or dispositif in neoliberal and Western systems of thought is 

protected by a fixation upon that which threatens it.  

 

As Timothy Campbell (2011: 78) has queried, 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 body as an individual. For Esposito, this turn towards the individual 

is due to an ƛǊƻƴȅ ŀǘ ǘƘŜ ƘŜŀǊǘ ƻŦ ǘƘŜ ƴƻǘƛƻƴ ƻŦ ōƛƻǇƻƭƛǘƛŎǎ ǿƘŜǊŜƛƴ ΨΧǘƘŜ ǎǘŀǘŜ ŘƻŜǎ ƴƻǘ ŜȄƛǎǘ 

outside of the bodies of the individuals who compose itΩ ό9ǎǇƻǎƛǘƻ нлммΥ мотύ. Here, there is an 

upwards extension in the concept of the individual that comes with the development 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 composes the state. This two-way street locates the interests of 

the state squarely in maintaining and therefore regulating 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 degree to govern its subjects 

understood as purely economic actors. 

 

In the second chapter of Bios, 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 immunitary lens. He concludes that: 

 

¢ƻ ǘƘŜ ŘŜƎǊŜŜ ǘƘŀǘ ƛǘ ƛǎƴΩǘ ƭƛƳƛǘŜŘ ǘƻ ǘƘŜ ǎƛƳǇƭŜ ŜƴǳƴŎƛŀǘƛƻƴ ƻŦ ƭƛōŜǊǘȅ ōǳǘ ƛƳǇƭƛŎŀǘŜǎ ǘƘŜ 
organization of conditions that make this effectively possible, liberalism contradicts its 
own premises. (2008: 74) 

 

In this sense, the concept of the individual within liberal Western thought and resulting political 

structures always requires a form of self-defeating regulation or immunisation from its own 

worst excesses to prevent a situation where homo economicus becomes homini lupus or man as 

the wolf that preys on other men, as famously articulated by Hobbes (1985) in Leviathan. 

However, Esposito does not understand contemporary political techniques as achieving their 

regulative effects through the disciplinary apparatuses Foucault (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 
ǇǊŜǎŜǊǾŜǎ ǘƘŜ ƻǊƎŀƴƛǎƳΧōǳǘ ŘƻŜǎ ƴƻǘ Řƻ ǎƻ ŘƛǊŜŎtly, immediately, or frontally; on the 
contrary, it subjects the organism to a condition that simultaneously negates or reduces 
its power to expand. (2008: 46) 
 

At the heart of the quote above is the way immunisation functions ς not as a top-down 

maintenance of the political order, but as a mechanism that manipulates the individual into 

negating their freedom in the very act of its protection. This self-defensive reaction makes the 

individual predictable, and thus governable. Immunisation is fundamentally indirect in the sense 

that it threatens at one remove, relying on the self-defensive action of the individual body. 

Here, the monstrous other is produced, introduced into the environment and administered to 

impel the individual into a defensive posture ς one 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 self-governance. The upshot of this is not of an 

extension of protectiƻƴΣ ōǳǘ ƻŦ Ǌƛǎƪ ŀƴŘ ƛƴǎŜŎǳǊƛǘȅΦ LŦ ǿŜ ǊŜǘǳǊƴ ǘƻ CƻǳŎŀǳƭǘΩǎ όнллуύ ŎƻƴŎŜǇǘ ƻŦ 

the neoliberal subject as homo economicus, we 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 market-driven economic systems. Only by 

continually producing vulnerability and insecurity can the self-defensive, competitive and active 

subject required by neoliberal economic models be produced and maintained.  

 

I approach the FPS as instigating relations of interiority and exteriority on multiple levels, 

wherein the player is forced to protect themselves from the outside to continue playing the 

game. There is the basic structure of us (or I) and them intrinsic to the competitive multiplayer 

modes of both Call of Duty and Battlefield in which the enemy must be encountered to be 

negated. In terms of aesthetics, thŜ ǇƭŀȅŜǊΩǎ ΨƎŀƳƛŎ ǾƛǎƛƻƴΩ ƛǎ ŘŜŦƛƴŜŘ ōȅ ǘƘŜ ǎŎƻǇŜ ƻŦ ǘƘŜ ǇƛŎǘƻǊƛŀƭ 

frame, outside of which threats lurk and can only be neutralised when they are brought into 

Ǿƛǎƛōƛƭƛǘȅ ŀƴŘ ŎŜƴǘǊŜŘ ƛƴ ǘƘŜ ƛƳŀƎŜΩǎ ŎǊƻǎǎƘŀƛǊǎΦ tŜǊƘŀǇǎ ƳƻǊŜ ŦǳƴŘŀƳŜƴǘŀƭƭȅΣ ōȅ ŎƻƴǎǘƛǘǳǘƛƴƎ ǘƘŜ 

player in a cybernetic loop, the FPS produces a technically unified individual, just as it supplies 

the threats to our encapsulation by the apparatus in the form of the possibility of in-game 

deaths, which interrupt the connection between action, identification and immersion. While I 

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 that the dispositif merely 

incites that drive subjectification.  

 

2.5 Conclusion: a conceptual HUD to target the FPS 

By mapping the essentially instrumentalist nature of ludic (see Juul 2005, Arsenault and Perron 

2009, Eskelinen 2006, Frasca 1999) and narrative (Jenkins 2006, Murray 1997, Laurel 1991) 

approaches to the videogame, I could suggest how these frameworks exclude the complex 

affective relationship between player and game (Lahti 2003, Grusin 2010, Ash 2013) that 

ŦǳƴŘŀƳŜƴǘŀƭƭȅ ƴƻǘ ƻƴƭȅ ǎƘŀǇŜǎ ǘƘŜ ǇƭŀȅŜǊΩǎ ŀŎǘƛƻƴǎ ŀǊƛǎƛƴƎ ŦǊƻƳ ǘƘŜƛǊ ǎŜƴǎƻǊƛǳƳΣ ōut also 

influences the aesthetic form of the image itself ς its 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 captured 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 of the other. These threats could be competitive neoliberal subjects vying for 



70 
 

job opportunities or refugees crossing the Mediterranean ς demonised as plagues of insects 

draining the resources of the nation-state 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), I 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 in the discourse of film 

studies (Morris 2002, Taylor 2003). In general, these works counterpose the now contested, 

even obsolete, characterisation of the passive and dream-like gaze of the film spectator by 

apparatus theory with an active form of vision. This simplification of the viewing position 

produced by the cinema offers readings of the FPS that variously retain the reading of the 

ŀǇǇŀǊŀǘǳǎΩǎ ƛŘŜƻƭƻƎƛŎŀƭ ǇƻǿŜǊ όaƻǊǊƛǎ нллнύ ƻǊ ŘƛǎŎŀǊŘƛƴƎ ƛǘ ƛƴ ŦŀǾƻǳǊ ƻŦ ŀ ǇŜǊǎǇŜŎǘƛǾŜ ǘƘŀǘ 

ƘƛƎƘƭƛƎƘǘǎ ǘƘŜ ŜǎǎŜƴǘƛŀƭƭȅ ΨƘǳƳŀƴΩ qualities of gamic vision (Galloway 2006). My reading of these 

works took shape as an argument that neither Althusserian (1971) ideas of ideology nor a form 

ƻŦ Ǿƛǎƛƻƴ ƭƛōŜǊŀǘŜŘ όǊŀǘƘŜǊ ǘƘŀƴ ŎƻƴǎǘƛǘǳǘŜŘύ ōȅ ǘŜŎƘƴƻƭƻƎȅ ŀǊŜ ŀǇǘ ǿŀȅǎ ǘƻ ǳƴŘŜǊǎǘŀƴŘ ǘƘŜ Ct{Ωǎ 

relationship with the subject. This thesis argues that what the player does, their actions, needs 

to be analysed in-process and in relation to a close reading of the graphical qualities of the 

perspective in order that the politics (or lack thereof) of this activity 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 on violenceΦ ²ƘŜǊŜ tŜƴƴȅ όнллсύ ƭƛƴƪŜŘ ǘƘŜ Ct{Ωǎ ǳǎŜ ŀǎ ŀ ƳƛƭƛǘŀǊȅ ǘǊŀƛƴƛƴƎ 

simulation to outbreaks of mass murder supposedly by FPS players and Nichols (2010) cited the 

ƎŜƴǊŜ ŀǎ ŀ ǊŜŎǊǳƛǘƳŜƴǘ ǘƻƻƭ ŦƻǊ ǘƘŜ ¦{ ŀǊƳŜŘ ŦƻǊŎŜǎΣ /ǊƻƎŀƴΩǎ όнлммύ ǿƻǊƪ ǘǊŀŎŜŘ ŀ ŘŜŜǇŜǊ ƭƻƎƛŎ 

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 

ŀǇǇǊƻŀŎƘƛƴƎ ŘƛŦŦŜǊŜƴǘ ƛǘŜǊŀǘƛƻƴǎ ƻŦ !ŎǘƛǾƛǎƛƻƴΩǎ Call of Duty franchise, James AshΩs (2013) 

application of a Heideggerian concept of attunement was particularly useful as a template for 

exactly how the FPS player becomes habituated by the game, with VŀɉliahoΩs (2014) insightful 

coordination of FPS gameplay with neoliberalism being the key influence on this thesis. 
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I opened this chapter with a third-hand quote from Albrecht Durer (Panofsky 1997) that defined 

ǇŜǊǎǇŜŎǘƛǾŜ ŀǎ ǘƘŜ ŀǊǘ ƻŦ ΨǎŜŜƛƴƎ ǘƘǊƻǳƎƘΩΦ !ƴŘΣ ǿƘƛƭŜ ǘƘŜ ŘƛǎŎƻǳǊǎŜ ƻƴ ǘƘŜ Ct{ ƛǎ ŀƴ ŜǎǎŜƴǘƛŀƭ 

influence and sounding board for this thesis, the unique lens ς or conceptual HUD ς 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 than frontally. By 

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 

9ǎǇƻǎƛǘƻΩǎ ŎƻƴŎŜǇǘ of biopolitical immunity (2008, 2011), a conceptual HUD for understanding 

ǘƘŜ Ct{Ωǎ ǇƻƭƛǘƛŎǎ ōƻǘƘ ŀǘ ǘƘŜ ƭŜǾŜƭ ƻŦ ǘƘŜ ƎŀƳŜ ŀƴŘ ǘƘŜ ǇƭŀȅŜǊΩǎ ǊŜŀŎǘƛƻƴǎ ǘƻ ƛǘ has been 

established. The empirical chapters of this thesis will test the aptness of this lens in terms of 

different elements of gameplay and at 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 

ƻŦ Ƙƻǿ ǘƻ ƳŀǇ ƻǊ ŎŀǇǘǳǊŜ ŜƭŜƳŜƴǘǎ ŀǎ ŘƛǾŜǊǎŜ ŀǎ ǘƘŜ ŘƛƎƛǘŀƭ ŎƻŘŜ ǳƴŘŜǊƭȅƛƴƎ ǘƘŜ ǾƛŘŜƻƎŀƳŜΩǎ 

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 I now turn the question of 

method. 
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3 

 

Mapping the Apparatus: Event, Image and Subject 

 

 

3.0 An interplay of methods 

This thesis produces a cartography of how movement ƻŦ ǘƘŜ Ct{Ω interface is incited, enacted 

and sensed. The aim of this act of aesthetic ŀƴŘ ŎƻǊǇƻǊŜŀƭ ƳŀǇǇƛƴƎ ƛǎ ǘƻ ŎƻƻǊŘƛƴŀǘŜ ǘƘŜ ǇƭŀȅŜǊΩǎ 

activity with the operation of macroscopic political techniques. For Foucault (2008), 

neoliberalism is a form of governmentality wherein there is an extension of free market 

ōŜƘŀǾƛƻǳǊΣ ǘƘŜ ǇǊƻŘǳŎǘƛƻƴ ƻŦ ŀŦŦŜŎǘƛǾŜƭȅ ƛƴǘŜƴǎŜ ΨŘŀƴƎŜǊƻǳǎΩ ŎƻƳǇŜǘƛǘƛǾŜ ŜƴǾƛǊƻƴƳŜƴǘǎ ŀƴŘ ǘƘŜ 

subjectification of self-interested insecure actors into every sphere of existence: biology, family, 

criminality (Foucault 2008: 223). Suturing this contagious and mutating economic doctrine with 

the FPS entails a move away from the desire to approach the videogame apparatus in terms of 

ƛǘǎ ŜȄǇƭƛŎƛǘ ǇǊƻƎǊŀƳƳƛƴƎ ƻŦ ƎŜǎǘǳǊŜǎΣ ǎǳŎƘ ŀǎ ǘƘƻǎŜ ǇŀǘǘŜǊƴŜŘ ƛƴ ǘƘŜ ƛŎƻƴƛŎ ǎǇŀŎŜǎ ƻŦ CƻǳŎŀǳƭǘΩǎ 

ŘƛǎŎƛǇƭƛƴŀǊȅ ǎƻŎƛŜǘȅ όмффмύΦ L ŀƳ ŎƻƴŎŜǊƴŜŘ ǿƛǘƘ ǊŜŀŘƛƴƎ ǘƘŜ ǇƭŀȅŜǊΩǎ ŀŎǘƛƻƴǎ ŀƴŘ ǘƘŜƛǊ ŎŀǳǎŜǎ ŀǎ 

ŀ ŦƻǊƳ ƻŦ ƛƴŘƛǊŜŎǘ ƎƻǾŜǊƴŀƴŎŜΣ ŀƴ ΨŀŎǘƛƴƎ ǳǇƻƴ ŀŎǘƛƻƴΩ όwƻse 1999) that constitutes and manages 

the individual in Western culture defined by the tension in liberalism between fostering 

freedom and the need to manage its expression within certain parameters (see also, Esposito 

2008:74). 

 

This thesis has a double-edged methodological approach. As noted in my introduction, recent 

work by Alva Nöe (2006) has highlighted the co-constitution of perception and action, and the 

FPS is an apparatus that reproduces this dynamic synthesis of the senses. The interception of 

this linkage between seeing and doing means that the ludic, story and spatial elements 

encountered by the player are only concretised by their unpredictable gestures and may be 

elided altogether as the perspective is pushed and dragged, raking and twitching into and across 

the multiplayer maps of Call of Duty: Black Ops III (2016), for example. This raises the 

ƳŜǘƘƻŘƻƭƻƎƛŎŀƭ ǉǳŜǎǘƛƻƴ Ƙƻǿ ǘƻ ŎŀǇǘǳǊŜ ǿƘŀǘ aŀǊǘǘƛ [ŀƘǘƛ Ƙŀǎ ŎŀƭƭŜŘ ǘƘŜ ΨŘŜƭƛǊƛǳƳΩ όнллоύ ŀƴŘ 
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Pasi Väliaho ǘƘŜ ΨǊƛŎƘ ǊƘȅǘƘƳƛŎ ǎŜƴǎƻǊȅ ǎǘǊŜŀƳΩ όнлмпΥ ор) of these unique visual, psychological 

and somatic events? In Postmodernism, Jameson (1991) quotes a lengthy passage from Michael 

IŜǊǊΩǎ Dispatches (1978), report from the Vietnam War ŀǎ ŀ ŎǊȅǎǘŀƭƛǎŀǘƛƻƴ ƻŦ ǘƘŜ ŦƻǊƳŜǊΩǎ ƛŘŜŀ 

regarding the changing spatiality of postmodernity which also seemed to resonate with the 

hallucinatory and affectively dense screened and embodied event of playing the FPS: 

 
He was a moving-target-survivor subscriber, a true child of the war, because except for 
rare times when you were pinned or stranded the system was geared up to keep you 
ƳƻōƛƭŜΣ ƛŦ ǘƘŀǘ ǿŀǎ ǿƘŀǘ ȅƻǳ ǘƘƻǳƎƘǘ ȅƻǳ ǿŀƴǘŜŘΧǘƘŜ ƳƻǊŜ ȅƻǳ ƳƻǾŜŘ ǘƘŜ ƳƻǊŜ ȅƻǳ 
saw the more besides death and mutilation you risked, and the more you risked of that 
the more you would have to leǘ Ǝƻ ƻŦ ƻƴŜ Řŀȅ ŀǎ ŀ ΨǎǳǊǾƛǾƻǊΦΩόŎƛǘŜŘ ƛƴ WŀƳŜǎƻƴ мффмΥ прύ 

 

Lǘ ƛǎ ǘƘŜ ŜǾƻŎŀǘƛǾŜ ǾƛǎŎŜǊŀƭ ǇƻǿŜǊ ƻŦ IŜǊǊΩǎ ŀŎŎƻǳƴǘ ς which is not an authoritative cartography of 

the conflict taking in its broader context with a panoptic and god-like gaze but like a first-person 

ǊǳǎƘ Řƻǿƴ ǘǳƴƴŜƭǎ ƻŦ Ǌƛǎƪ ǿƛǘƘ ǿƘƛŎƘ ŀƴ ŀŎŎƻǳƴǘ ƻŦ ǘƘŜ Ct{Ωǎ ǇƻǿŜǊ ŀǎ ƛǘ ƛǎ ŜȄǇŜǊƛŜƴŎŜŘ ŀƴŘ 

sensed should begin. Similarly, I write front-line autoethnographic accounts of the intimate 

experiential texture of playing rather than beginning with the analysis of isolated, fixed and 

ǊŜŎǳǊǊƛƴƎ ƛƴǘŜǊŀŎǘƛƻƴǎ ŘŜǘŜǊƳƛƴŜŘ ōȅ ǘƘŜ Ct{Ωǎ ƭǳŘƛŎ ǊǳƭŜǎΣ ƴŀǊǊŀtive structures or spaces. 

Adams, Jones and Ellis note that Ψ¢ƘŜ ǘŜǊƳ ŀǳǘƻŜǘƘƴƻƎǊŀǇƘȅ ƛƴǾƻƪŜǎ ǘƘŜ ǎŜƭŦ όŀǳǘƻύΣ ŎǳƭǘǳǊŜ 

(ethno), and writing (graphy). When we do autoethnography, we study and write culture form 

ǘƘŜ ǇŜǊǎǇŜŎǘƛǾŜ ƻŦ ǘƘŜ ǎŜƭŦΩ όнлмрΥ псύΦ IƻǿŜǾŜǊΣ ƛƴ ǘƘƛǎ ǘƘŜǎƛǎΣ ǘƘŜ ΨǎŜƭŦΩ ǘƘŀǘ ƛǎ ōŜƛƴƎ ōƻǘƘ 

produced and revealed is the product of the FPS as a particular technocultural apparatus of 

power. The perspectƛǾŜ ƻŦ ǘƘƛǎ ΨǎŜƭŦΩ ƛǎ ƭŜǎǎ ŀ ǎŜƭŦ-reflexive writer-ethnographer than it is a report 

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 of the written word, that Brian Rotman 

όнллуύ Ƙŀǎ ŀǊƎǳŜŘ ǘƘŀǘ ǘƘŜ ŀƭǇƘŀōŜǘ ŎŀƴŎŜƭǎ ǘƘŜ ōƻŘȅΩǎ ǎǇŜŎǘǊǳƳ ƻŦ ƎŜǎǘǳǊŀƭ ŜȄǇǊŜǎǎƛƻƴΦ ¢ƘŜǊŜ ƛǎ 

an irony, then, in the fact that I attempt to articulate manual and on-screen gestures and 

sensations through autoethnographic writing ς ŀ ΨŘƛǎŜƳōƻŘȅƛƴƎΩ ƳŜŘƛǳƳΣ ƛƴ wƻǘƳŀƴΩǎ ǘŜǊƳǎ 

(2008: 3). This apparent detachment from the body is exacerbated by the fact that the 

ŀǇǇŜŀǊŀƴŎŜ ƻŦ ǘƘŜ ǇƭŀȅŜǊΩǎ ƎŜǎǘǳǊŜǎ ƻƴ ǘƘŜ ǎŎǊŜŜƴ ƛǎ ǎǳŎƘ ǘƘŀǘ ǘƘŜȅ ƘŀǾŜ ŀƭǊŜŀŘȅ ōŜŜƴ ǘǊŀƴǎƭŀǘŜŘ 

into code and this code itself has mutated into a screen-based aesthetic by technical processes 

of calculation and graphical rendering. The written word is not a portal into the body or 
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experience of the player, but 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 this autoethnographic alphabetical inscription of the 

event of playing, I also analyse repeating or visually ineluctable elements of the FPS interface, 

ǎǳŎƘ ŀǎ ǘƘŜ ƎǊŀǇƘƛŎ ŜƭŜƳŜƴǘǎ ƻŦ ǘƘŜ I¦5Φ 9ƴŎƻƳǇŀǎǎƛƴƎ tŀƴƻŦǎƪȅΩǎ ǘƘǊŜŜ-stage search of the 

intrinsic meaning of the image in Studies in Iconology (1972), I complicate the hermeneutic 

distance implied by tŀƴƻŦǎƪȅΩǎ ƳŜǘƘƻŘ with more contemporary conceptualisations of the 

image that emphasise how it is animated by the body (Belting 2011) while also having its own 

desires and fetishistic lacks (Mitchell 2005). However, in a situation like the FPS, this animation 

is not simply a colonisation of the body by a desirous and ghost-like entity, but a lack that 

demands action, hailing the body and bringing the image closer to a corporeal and technological 

event. Gerere, ǘƘŜ [ŀǘƛƴ Ǌƻƻǘ ƻŦ ǘƘŜ 9ƴƎƭƛǎƘ ǿƻǊŘ ƎŜǎǘǳǊŜ ƳŜŀƴǎ ƭƛǘŜǊŀƭƭȅ Ψǘƻ ŎŀǊǊȅΣ ƳŀƴŀƎŜΣ 

ŎƻƴŘǳŎǘΩ. When we consider the image of the FPS, we have a gesturing that is not just 

expressive of the player, but one that carries the ƛƳŀƎŜΩǎ ŘŜǎƛǊŜǎ ƛƴǘƻ ǘƘŜ ǿƻǊƭŘ via the interface.  

The boundaries between the animation of the image and the self-directed activity of the player 

are enmeshed in a situation in which the image is not only anthropological, but the human being 

ς the anthropos ς is invaded and shaped as an image. 

 

¢ƘŜ ǊŜŀŘŜǊ ƳƛƎƘǘ ŀǎƪ Ƙƻǿ ȅƻǳ Ŏŀƴ ōŜ ŀǘ ƻƴŎŜ ǘƘŜ ǎǳōƧŜŎǘ ƻŦ ǘƘŜ ƎŀƳŜΩǎ ŀŦŦŜŎǘƛǾŜ ǊŜƎime and 

adopt the posture, reserve and objectivity of the analyst. However, this tension between 

apprehending the FPS as an experience and as an image is both replicated and explored in this 

thesis in the sense that the apparatuses of modernity and late modernity colonise and subjectify 

the individual often through the power of the image, fogging subjectτobject relations via the 

production of cinematic bodies, for example (see Shaviro 1993, Barker 2009).  In videogames, 

the player has the means to respond to this colonisation of the imagination and the body by the 

apparatus in that they 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 

screen-based movement. However, a player does not look at their hands when they play, but at 

the screen ǿƘƛŎƘ ƛǎ ǘƘŜ ǎƛǘŜ ƻŦ ǘƘŜ ƎŀƳŜΩǎ ǾŜǊƛŘƛŎŀƭƛǘȅ.  But what of previous approaches to 

analysing the FPS? What can the methodological strategies that shape the discourse and 

conception of the FPS reveal. And what omissions and inclusions do their maps articulate? 
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3.1 Capturing the ΨeventΩ of the videogame 
 
²ǊƛǘƛƴƎ ŀōƻǳǘ ƛŘΩǎ Doom (1993), Espen Aarseth sought to distinguish between ergodic forms 

such as the videogame and 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 time it is engaged. Thus, a film such as The Sound of Music or a 
copy of a novel such as Finnegans Wake is not ergodic... The experiences of their 
audience, though individual in an interpretational sense, are singular as far as the 
material sign production is concerned. (1999: 33) 
 

The visual variety of a videogame such as Doom means that the hermeneutic method of textual 

ŀƴŀƭȅǎƛǎ ŀƴŘ ǎǘǊŀǘŜƎƛŜǎ ŀǎ ŘƛǾŜǊǎŜ ŀǎ {ŀǎǎǳǊƛŀƴ ǎŜƳƛƻǘƛŎǎ ŀƴŘ tŀƴƻŦǎƪȅΩǎ ƛŎƻƴƻƭƻƎȅ that take the 

concrete referent or signifier as a common source ς if not definitive of meaning ς can no longer 

lay claim to grasping the ergodic phenomena.  However, where the cinema might generate its 

own body ï to each film its corpus ï the videogame is not only a unique semiotic event but a 

singular affective and psychological ƳƛǊǊƻǊ ƛƳŀƎŜ ƻŦ ǘƘŜ ǇƭŀȅŜǊΩǎ ƳƻŘǳƭŀǘƛƻƴ ōȅ ǘƘŜ ŀǇǇŀǊŀǘǳǎ. 

When we play an FPS, the semiotic sequence is unique, not because the technology is involved 

in generating a randomised image, but rather because the body that gestures this sequence into 

visibility is a multiplicity of sensations and perceptions that are both conscious and non-

conscious. Each sharp intake of breath, the kneading of slick palms, the ticks of the analogue 

sticks contaminate the screen in small and unmeasurable ways. !ŀǊǎŜǘƘΩǎ ƛƴǎƛƎƘǘŦǳƭ 

characterisation of the ergodic nature of videogames suggests that there is an intangibility to 

their enaction that ƛǎ ŀƭƳƻǎǘ ŀƴǘƛǘƘŜǘƛŎŀƭ ǘƻ ŎƭƻǎŜ ŀƴŀƭȅǎƛǎ ōǳǘ ǘƘƛǎ ƛǎƴΩǘ ǎƛƳǇƭȅ ŀ ǎŜƳƛƻǘƛŎ ǾŀǊƛŀƴŎŜ 

(a variance of signs) but a total contamination of the sign by the body and vice versa.  

The problem of capturing ergodic videogames in their totality has led to a range of 

methodological responses that have deep implications for the way in which they have been 

theorised. When ludologists analyse play (see Juul 2005, Lantz and Zimmerman 1999), they do 

ǎƻ ǊŜƎŀǊŘƛƴƎ ǘƘŜ ŦƻǳƴŘŀǘƛƻƴ ǇǊƻǾƛŘŜŘ ōȅ ŀ ƎŀƳŜΩǎ ǊǳƭŜǎΦ 9ǉǳŀƭƭȅΣ ŀǇǇǊƻŀŎƘing videogames in 

terms of narrative (see Jenkins 2006, Murray 1997) seeks to grasp them by their plot points, 
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storytelling mechanisms and pleasures. Each approach takes the problem of the uniqueness of 

the videogame as a visual and bodily event and binds it to the concrete and accessible.  

Whether games are viewed through the lens of their narrative, ludic, spatial or other qualities, 

textual analysis and its recourse to fixed elements remains an important facet of work on 

videogames in the humanities. Rather than produce an exhaustive survey of these 

methodological strategies, I would like, instead, to take Mia Consalvo and Nathan DuttonΩǎ нллс 

article ΨDŀƳŜ !ƴŀƭȅǎƛǎΥ 5ŜǾŜƭƻǇƛƴƎ ŀ aŜǘƘƻŘƻƭƻƎƛŎŀƭ ¢ƻƻƭƪƛǘ ŦƻǊ ǘƘŜ vǳŀƭƛǘŀǘƛǾŜ {ǘǳŘȅ ƻŦ DŀƳŜǎΩ 

as an explicit and emblematic example of the costs and benefits of such an approach. Consalvo 

and Dutton propose the production and categorisation of discrete data-sets, each containing a 

total mapping of the possibilities of objects, interfaces, interactions and explorations. Their 

approach to the first of these categories ςŀƴ ΨƻōƧŜŎǘ ƛƴǾŜƴǘƻǊȅΩ ς is useful in crystallising some of 

the overriding issues at stake. The creation of an object inventory entails cataloguing and 

ŀǊŎƘƛǾƛƴƎ Ψall known objects that can be found, bought, stolen or created, and produce a 

detailed list or spreadsheet that ƭƛǎǘǎ ǾŀǊƛƻǳǎ ǇǊƻǇŜǊǘƛŜǎ ƻŦ ŜŀŎƘ ƛǘŜƳΩ (Consalvo & Dutton 2006). 

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 in-game. This totalising strategy has some obvious advantages. For example, in 

competitive multiplayer FPS titles such as those in the Call of Duty and Battlefield franchises, a 

full survey of the different weapons available to the player could certainly act as a textual base 

from which to map their effects on the more open gestural and perceptual rhythms of gameplay 

ς including on the connection between different kinds of weapon and the play-styles that they 

enable or foreclose. However, for this information to be useful, it would still require a riskier 

plunge into the game as an uncertain and unique event. Without recourse to the game in these 

terms, there seems little use in isolating objects for their own sake. 

Additionally, this task would re-cast the researcher as a kind of fevered archivist. In his 

meditation on the archive, technology and Freud, Jaques Derrida noted that Ψarchivization 

ǇǊƻŘǳŎŜǎ ŀǎ ƳǳŎƘ ŀǎ ƛǘ ǊŜŎƻǊŘǎ ǘƘŜ ŜǾŜƴǘΩ όмфф6: 17). This means that the act of recording and 

storing is not simply an attempt to preserve past events and texts, but shapes the future of 

whatever practice the archive seeks to maintain. Derrida speculates how a technology such as 

email would have not only recorded and collated, but shaped the broad practices of 

psychoanalysis, for example. And we can see, too, how a utility such as an 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 it in practices like accounting. 

The desire to fix and know every element of a game such as 9!Ωǎ Battlefield 4 would reduce the 

ǘƘŜƻǊƛǎǘΩǎ ŀŎǘƛǾƛǘȅ ƻŦ ǇƭŀȅƛƴƎ ǘƻ ŀ ŦŜǾŜǊŜŘ ŘƛƎƛǘŀƭ ƪƭŜǇǘƻƳŀƴƛŀΣ ŀƴ ŀǊŎƘƛǾŜ ŦŜǾŜǊΦ Lƴ Ƙƛǎ ŦƛǊǎǘ ǘƘŜǎƛǎ 

conceptualising this malady Derrida records its symptoms:   

It is to burn with a passion. It is never to rest, interminably, from searching for the 
arcƘƛǾŜ ǊƛƎƘǘ ǿƘŜǊŜ ƛǘ ǎƭƛǇǎ ŀǿŀȅΧIt is to have a compulsive, repetitive, and nostalgic 
desire for the archive, an irrepressible desire to return to the origin, a homesickness, a 
nostalgia for the return to the most archaic place of absolute commencement. (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 and DuttonΩǎ ŘŜǎƛǊŜ ǘƻ ǘǊŜŀǘ ǘƘŜ 

videogame event as an object, to save it from its own live temporal flow, but also ǘƻ ΨŦƻǊƎŜǘΩ ƛǘǎ 

context. To analyse the videogame as a text is to archive, to preserve but also to destroy. A 

situation arises in which the videogame is enveloped by its methodology. The opportunity cost 

of such an approach in terms of capturing the gameplay of the FPS appears almost total, and the 

overall method is a gesture of control or fixing in a medium that, as Galloway (2006) has 

emphasised, should be approached in terms of 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 visibility and suggest a potential approach to contextualising the 

Ŧƭƻǿ ƻŦ ǘƘŜ ǇƭŀȅŜǊΩǎ ŜȄǇŜǊƛŜƴŎŜ.  

 

3.2 The materiality and technicity of the videogame 

This thesis approaches the FPS as an apparatus of neoliberal power, and, particularly charts how 

ǘƘŜ ŀŜǎǘƘŜǘƛŎ ŜƭŜƳŜƴǘǎ ƻŦ ǘƘŜ I¦5 ǎƘŀǇŜ ǘƘŜ ǇƭŀȅŜǊΩǎ ƛƴǘŜǊŀŎǘƛƻƴ ǿƛǘƘ ƛǘǎ ƛƴǘŜǊŦŀŎŜΦ !ǎ ǎǳŎƘΣ 

there is a focus on the generation of player action and experience between the body, the screen 

and the three-dimensional world beyond its surface which does 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 anthology Signal Traffic (2015) Lisa Parks 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 telephone masts in 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 match of Call of Duty or Battlefield. 

Respawn rates dictating the rhythms of life and death which structure our play, levels of server 

ΨƭŀƎΩ ǘƘŀǘ Ŏŀƴ ŘŜǘŜǊƳƛƴŜ ǘƘŜ ƻǳǘŎƻƳŜ ƻŦ ŀƴ ŜȄŎƘŀƴƎŜ ƻŦ ŦƛǊŜ ŀǊŜ ōƻǘƘ ŘŜǇŜƴŘŜƴǘ ƻƴ ƛƴǘŜǊƴŜǘ 

infrastructures that have a material and divisive presence. In this way, material and 

infrastructural inequalities are translated into in-game 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 

ΨŦǊŜŜΩ ƳƻǾŜƳŜƴǘ ƻŦ ƛƴŦƻǊƳŀǘƛƻƴ ōŜŎƻƳŜ ŜƴǘŀƴƎƭŜŘ ǿƛǘƘ ǘƘŜ ŘŜǎƛǊŜǎ ƻŦ ǘƘŜ ƳƛƭƛǘŀǊȅ ƛƴŘǳǎǘǊƛŀƭ 

complex and both signal and produce economic deprivation (Starosielski 2015: x - see also 

Crogan 2011ύΦ ¢ƘŜǊŜ ƘŀǾŜ ŀƭǎƻ ōŜŜƴ Ŏŀƭƭǎ ŦƻǊ ŀ ΨƳŀǘŜǊƛŀƭ ǘǳǊƴΩ ƛƴ ƎŀƳŜ ǎǘǳŘies itself, notably by 

Apperley and Jayemane:  

The noise that a PS3 game makes when it is pushed into the blu-ray drive, the cables 
over which Xbox LIVE arcade games are downloaded, and the wars and environmental 
depletion taking place to produce the coltan-ōŀǎŜŘ ōŀǘǘŜǊƛŜǎ ƛƴ ȅƻǳǊ ǿƛǊŜƭŜǎǎ ŘŜǾƛŎŜǎΧ 
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). 

Although the various strata and breadth of the materiality of videogames clearly operates as 

part of an interrelated media ecology (see Fuller 2005) and affects the temporality of online 

ƎŀƳŜǇƭŀȅ ƛǘǎŜƭŦΣ ǘƘƛǎ ǘƘŜǎƛǎΩ ŀƛƳ ƛǎ ǘƻΣ ǊŀǘƘŜǊΣ ȊƻƻƳ ƛƴ ƻƴ ǘƘŜ Ƴƛƴǳǘƛŀ ƻŦ ǘhe interface as they are 

perceived, sensed and processed by the player and reflected upon in autoethnographic field 

notes. However, this emphasis on the visual and the experiential texture of the FPS also means 

that the technical (and mathematical) processes operating locally between the software, 

hardware and display device ς while constructing the image and defining its spatial and 

temporal character ς are not the subject of analysis.  

Mark J. P. Wolf (2009) has produced a historical account of the development of three-

dimensionality in videogames which charts a telic trajectory towards the real-time rendering of 
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photorealistic environments. Crudely speaking, the rendering of three dimensional polygonal 

shapes is achieved via the plotting of numerically expressed graph coordinates called vertices in 

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 model and the object it represents. This passage numerical coordinate to 

recognisable object is not a one-off mathematical process, but must be recalculated and 

rendered in accordance with the perspective of the player and their movements. Wolf (2009: 

164) notes that three-dimensional objects contain the same number of polygons regardless of 

ǘƘŜƛǊ ŘƛǎǘŀƴŎŜ ŦǊƻƳ ǘƘŜ ǇƭŀȅŜǊΩǎ ƛƴ-game camera, meaning that the act of looking in a three-

dimensional multiplayer map is contingent in terms of its computational load. Wolf (2009:163) 

also states that the invention of the Z-buffer in 1974 meant that any part of the polygonal object 

ǘƘŀǘ ǿŀǎ ƻŎŎƭǳŘŜŘ όŜƛǘƘŜǊ ōŜŎŀǳǎŜ ƻŦ ǘƘŜ ƳƻǾŜƳŜƴǘ ƻŦ ǘƘŜ ǇƭŀȅŜǊΩǎ ǇŜǊǎǇŜŎǘƛǾŜΣ ƻǊ ōŜŎŀǳǎŜ ƻŦ 

an object being placed between the perspective and ǘƘŜ ƻōƧŜŎǘύ ǿŀǎ ŜƭƛƳƛƴŀǘŜŘ ŦǊƻƳ ǘƘŜ ƎŀƳŜΩǎ 

rendering budget. 

In effect, these potential costs and savings to the amount of calculation required to produce the 

image mean ǘƘŀǘ ǘƘŜǊŜ ƛǎ ŀ ŎƻƴƴŜŎǘƛƻƴ ōŜǘǿŜŜƴ ǘƘŜ ǇƭŀȅŜǊΩǎ ƳƻǾŜƳŜƴǘ ŀƴŘ ǘƘŜ ŎƻƳǇǳǘŀǘƛƻƴŀƭ 

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 openness of the multiplayer 

map, the more rendering power necessary to calculate the appearance of the object. In turn, 

the mobility of objects (including other players and in-ƎŀƳŜ ŜǾŜƴǘǎ ŀƴŘ ŜŦŦŜŎǘǎύ ƛƴǘƻ ǘƘŜ ǇƭŀȅŜǊΩǎ 

perspective has the same effect. A player who constantly 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 (discounting the 

refresh rate of the screen technology being used) sets the speed at which the game can refresh 

ǘƘŜ ƛƳŀƎŜΣ ƻŦǘŜƴ ǊŜŦŜǊǊŜŘ ǘƻ ŀǎ ŦǊŀƳŜǊŀǘŜΦ ²ŜōǎƛǘŜǎ ƭƛƪŜ ǘƘŜ 9ǳǊƻƎŀƳŜǊ ƎǊƻǳǇΩǎ 5ƛƎƛǘŀƭ CƻǳƴŘǊȅ 

offshoot have been created specifically to analyse videogames from this technological 

standpoint, often centring on the trade-off between the number of pixels which compose the 

ƛƳŀƎŜ όǊŜǎƻƭǳǘƛƻƴ ƻǊ ΨǉǳŀƭƛǘȅΩύ ŀƴŘ ǘƘŜ ŀōƛƭƛǘȅ ƻŦ ǘƘŜ ŎƻƳōƛƴŀǘƛƻƴ ƻŦ ǎƻŦǘǿŀǊŜ ŀƴŘ ƘŀǊŘǿŀǊŜ ǘƻ 

render these pixels temporally as a frame-rateΣ ƻŦǘŜƴ ǊŜŦŜǊǊŜŘ ǘƻ ŀǎ ŀ ƎŀƳŜΩǎ ΨǇŜǊŦƻǊƳŀƴŎŜΩ 

(Morgan 2013). When Wolf refers to the mathematical processes sketched above there is a 
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conflation of rendering time (framerate) and so-ŎŀƭƭŜŘ ΨǊŜŀƭ ǘƛƳŜΩ ǿƘƛŎƘ ǊŜƳŀƛƴǎ ǳƴŀŘŘǊŜǎǎŜŘ ƛƴ 

a critical sense. For Wolf, there is an attendant assumption that the higher the number of 

polygons being rendered, the more photorealistic the image. However, the combination of 

ǇƭŀȅŜǊ ŀŎǘƛǾƛǘȅΣ ǘƘŜ ǎŎƻǇŜκŎƻƳǇƭŜȄƛǘȅ ƻŦ ǘƘŜ ƛƳŀƎŜΣ ƛǘǎ ΨǉǳŀƭƛǘȅΩ ŀƴŘ ǘƘŀǘ ƻŦ ǘƘŜ ƘŀǊŘǿŀǊŜ ŀƴŘ 

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, like Battlefield 4 and the Call of Duty franchise at 60 

frames per-second to ensure a consistent performance, especially important in competitive 

play. 

The rendering of each frame and the mathematical processes required at each minute interval 

ǘƻ ǇǊƻŘǳŎŜ ǘƘŜ ǘŜƳǇƻǊŀƭ ŀƴŘ ǎǇŀǘƛŀƭ ΨǊŜŀƭƛǘȅΩ ƻŦ ǘƘe FPS image is its structure on the micro level, 

a purely technical process. My interest in the rendering of the frame starts with its affective and 

experiential texture. I cross-ǊŜŦŜǊŜƴŎŜ ǘƘŜǎŜ ƛƳǇǊŜǎǎƛƻƴǎ ǿƛǘƘ ǘƘŜ ƛƴǘŜǊŦŀŎŜΩǎ ŀŜǎǘƘŜǘƛŎ ŜƭŜƳŜƴǘǎ 

to capture gestures in the movements in and by the pictorial frame and of the body.  I 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 intervals and the 

mathematical processes which occur therein to make these gestures possible. While the 

mathematical production and supporting material infrastructures ƻŦ ǘƘŜ ǾƛŘŜƻƎŀƳŜΩǎ ǊŜŀƭƛǘȅ are 

ŜǎǎŜƴǘƛŀƭ ŦƻǊ ǘƘŜ ǇƭŀȅŜǊΩǎ ŎŀǇǘǳǊŜ ōȅ ǘƘŜ ŀǇǇŀǊŀǘǳǎ ƛƴ ǘƘŜ ŦƛǊǎǘ ƛnstance, they do not fully 

ŘŜǘŜǊƳƛƴŜ ǘƘŜ ŎƘŀǊŀŎǘŜǊ ƻŦ ǿƘŀǘ ŦƻƭƭƻǿǎΤ ǾƛŘŜƻƎŀƳŜǎ ǊŜǉǳƛǊŜ ǘƘŜ ǇƭŀȅŜǊΩǎ ƳƻǾŜƳŜƴǘǎ ŀƴŘ ƭƛŦŜ 

to occur as an event (see Galloway 2006 and Giddings 2014). While not tracing the same 

technical and mathematical construction of the image as that above, James Ash (2015) has 

recently approached how Call of Duty 4 (2007) and versus fighter Street Fighter IV (2008) 

ƳƻŘǳƭŀǘŜ ǘƘŜ ǘŜƳǇƻǊŀƭƛǘȅ ƻŦ ǘƘŜ ǇƭŀȅŜǊΩǎ ŎŀǇŀŎƛǘȅ ŦƻǊ ŀǘǘŜƴǘƛƻƴ Ǿƛŀ ŎƘŀƴƎŜǎ ƛƴ ƛƴ-game loadouts 

ŀƴŘ ǘƘŜ ǇǊŀŎǘƛŎŜ ƻŦ ΨŦǊŀƳŜ ŎƻǳƴǘƛƴƎΩΦ LƴŘŜŜŘΣ ǘƘŜ ǇǊƻŘǳŎǘƛƻƴ ƻŦ ƳƻǾŜƳŜƴǘ ƛƴ ǾƛŘŜƻƎŀƳŜǎ ŀǎ ŀ 

result of intervals of calculation and rendering is an approach that 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  

This thesis aǊƎǳŜǎ ǘƘŀǘ ǘƘŜ ƛƳƳǳƴƛǘŀǊȅ ƻǇŜǊŀǘƛƻƴ ƻŦ ǘƘŜ ŎƻƴǘŜƳǇƻǊŀǊȅ Ct{Ωǎ ƛƴǘŜǊŦŀŎŜ ǇǊƻŘǳŎŜǎ 

an insecure, aggressive-defensive and self-defeating form of predictable, standardized 

individuality apt to be aligned with the desires of neoliberalism. It is, in effect, a series of 

autoethnographic reflections from within an apparatus whose 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 of self-governŀƴŎŜΣ ƛǘΩǎ ŦƻŎǳǎ ƻƴ ǘƘŜ 

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 Battlefield and Call of Duty franchises out of the frame.   

Foucault notes in his discussion of human capital that this measure of homo economicus 

determines not only the nature of the labour of the neoliberal subject, but also its free time for 

which the rewards for work are exchangŜŘΦ CƻǳŎŀǳƭǘ ŎƭŀƛƳǎ ǘƘŀǘ Ψ¢ƘŜ Ƴŀƴ ƻŦ ŎƻƴǎǳƳǇǘƛƻƴΣ 

insofar as he consumes, is a producer. What does he produce? Well, quite simply, he produces 

Ƙƛǎ ƻǿƴ ǎŀǘƛǎŦŀŎǘƛƻƴΩ όнллуΥ 226). There is a zone of indistinction between production and 

consumption for the neoliberal subject. As a service, the purchase of a game like Battlefield 4, is 

legible not 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 another arena in 

which production continues with in-game purchases, but also in terms of the production of the 

subject. This blurring of consumption and production, in labour and leisure is a feature of work 

on this area.  

In Games of Empire (2009) Dyer-Witherford and de Peuter produce a case-study of EA, the 

developer and publisher of the Battlefield series, through the lens of the concept of cognitive 

capitalism. Following Vercellerone (2007), the authors characterise cognitive capitalism as a 

situation where the old 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 (2009:37), this apparent extension of the power of capital into 

the very locus of the enlightenment subject (their mind) poses a threat to authority as the 

ΨƳŀŎƘƛƴŜǎΩ ǇǊƻŘǳŎƛƴƎ ŎƻƎƴƛǘƛǾŜ ŎŀǇƛǘŀƭ ƛƴǘǊƻŘǳŎŜ ǘƘŜ Ǉƻǎǎƛōƛƭƛǘȅ ƻŦ ǊŜǎƛǎǘance as the now living 
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(and potentially unruly) cogs and gears of production. The indeterminate nature of capture and 

ǊŜǎƛǎǘŀƴŎŜ ƛƴ ŎƻƎƴƛǘƛǾŜ ŎŀǇƛǘŀƭΣ ƘƻǿŜǾŜǊΣ ǊŜƳŀƛƴǎ ŘƻǳōǘŦǳƭ ƛƴ ǘƘŜ ŎŀǎŜ ƻŦ 9!Ωǎ ōǳǎƛƴŜǎǎ ǇǊŀŎǘƛŎŜǎ 

with the authors glossing the company in their close to the chapter as follows:  

9!Ωǎ ƭƛŎŜƴŎŜŘ-property game factories are a massive presence in the game business; the 
ŎƻǊǇƻǊŀǘƛƻƴΩǎ ǾŜǊǘƛŎŀƭ ŎƻƴǘǊƻƭ ƻŦ ǇǊƻŘǳŎǘƛƻƴΣ ǇǳōƭƛǎƘƛƴƎΣ ƭƛŎŜƴŎƛƴƎΣ ŀƴŘ ŘƛǎǘǊƛōǳǘƛƻƴ ƎƛǾŜǎ 
it a pervasive presence; and it exemplifies tendencies toward concentration of 
ownership, repetitions licenced franchises, world-ƳŀǊƪŜǘ ōǳǎƛƴŜǎǎ ǎǘǊŀǘŜƎƛŜǎΧŀƴŘ ǘƘŜ 
highly disciplined and exploitative control of its cognitariat workforce ς increasingly 
prominent in cognitive capitalism generally (2009: 66)  

Lƴ ǘŜǊƳǎ ƻŦ 9!Ωǎ ǊŜƭŀǘƛƻƴǎƘƛǇ ǘƻ ƛƴŘŜǇŜƴŘŜƴǘ ŘŜǾŜƭƻǇŜǊǎ, the authors report a macro-level of 

financial dog-eat-dog that subverts and intercepts competition at the level of consumer choice. 

This tallies with a neoliberal context in which so-called open and deregulated markets, according 

ǘƻ IŀǊǾŜȅΣ ΨŘŜǇƛŎǘŜŘ ƛŘŜƻƭƻƎƛŎŀƭƭȅ ŀǎ ŀ ǿŀȅ ǘƻ ŦƻǎǘŜǊ ŎƻƳǇŜǘƛǘƛƻƴ ŀƴŘ ƛƴƴƻǾŀǘƛƻƴΣ ōŜŎŀƳŜ ŀ 

ǾŜƘƛŎƭŜ ŦƻǊ ǘƘŜ ŎƻƴǎƻƭƛŘŀǘƛƻƴ ƻŦ ƳƻƴƻǇƻƭȅ ǇƻǿŜǊΩ όнллрΥ нсύΦ ¢ƘŜ ŎƻƴǎƻƭƛŘŀǘƛƻƴ ƻŦ ƛǘǎ ǊƛǾŀƭǎΣ ǘƘŜ 

production of a vertically integrated system of production, publishing and distribution 

undertaken by EA, has, as noted by Dyer-Witheford and Peuter above, stifled innovation in 

videogame development. ¢Ƙƛǎ ƳŜŀƴǎ ǘƘŜǊŜ ƛǎ ŀ ŎƻƴƴŜŎǘƛƻƴ ōŜǘǿŜŜƴ 9!Ωǎ ƳŀǊƪŜǘ-oriented 

corporate strategy, its means of production via cognitive capitalism and the experience of the 

player.  

In relation to cognitive capitalism, Dyer-Witherford and Peuter describe (in the working 

conditions faced by EA staff and its relationship with smaller companies with which it 

outsources work) a tendency to transfer the risks and work of production down the food-chain. 

By keeping their workers in a cƻƴǎǘŀƴǘ ǎǘŀǘŜ ƻŦ ΨŎǊǳƴŎƘ ǘƛƳŜΩ - defined by long working hours 

under extreme pressure -  and with management using the language of winning and losing 

(2009:59) to characterise this struggle in competitive terms, EA produces a state of precarity and 

risk for its workers. Importantly, this transfer of risk is one that EA actively works to negate in 

relation to the business as a whole in its monopolistic corporate strategy. While EA certainly 

stands, as Dyer-Witherford 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 schematised 

earlier in this chapter.  
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Whereas Dyer-²ƛǘƘŜǊŦƻǊŘ ŀƴŘ ŘŜ tŜǳǘŜǊ ǇǊƻōƭŜƳŀǘƛǎŜ ǘƘŜ ǊŜǇŜǘƛǘƛǾŜ ƴŀǘǳǊŜ ƻŦ 9!Ωǎ ƻǳǘǇǳǘ ŀǎ 

ŀǊƛǎƛƴƎ ƭŀǊƎŜƭȅ ŦǊƻƳ ǇǊŀŎǘƛŎŜǎ ŀǘ ǘƘŜ ΨŦǊƻƴǘ-ŜƴŘΩ ƻŦ ǇǊƻŘǳŎǘƛƻƴ ŀƴŘ ƭŀōƻǳǊΣ ŀƴ ŀƴŀƭȅǎƛǎ ƻŦ ǘƘŜ 

ŜȄǇŜǊƛŜƴŎŜ ƻŦ ǇƭŀȅƛƴƎ 9!Ωǎ ƎŀƳŜǎ ŀƴŘ ǘƘŜ kind of political and economic reality they produce is 

largely absent. Where there is an implied collapse in the distinction between production and 

consumption, between labour and leisure, ƛƴ ǘƘŜ ŦƻŎǳǎ ƻƴ ǘƘŜ ŦŀƭƭŀŎƛƻǳǎ ΨǿƻǊƪ-as-ǇƭŀȅΩ ƛŘŜŀƭ ƻŦ 

the games industry, the extent to which playing videogames can be conceptualised as a form of 

ƭŀōƻǳǊ όǘƘŜ ƻǇǇƻǎƛǘŜ ŀƴŀƭȅǘƛŎŀƭ ǘǊŀƧŜŎǘƻǊȅύ Ŏŀƴ ōŜ ŦƻǳƴŘ ƛƴ WŀƳŜǎ !ǎƘΩǎ ƳƻƴƻƎǊŀǇƘ The Interface 

Envelope (2015) via the concept of attention economy.  

Ash draws on Bernard SǘƛŜƎƭŜǊΩǎ Taking Care of Youth and the Generations (2010) which, while 

formulating attention as always technically conditioned, identifies contemporary media forms as 

ǇǊƻŘǳŎƛƴƎ ŀ ƴŜǿ ŦƻǊƳ ƻŦ ŀǘǘŜƴǘƛƻƴ ǘƘŀǘ ōƭƻŎƪǎ ǊŜŦƭŜȄƛǾƛǘȅ ŀƴŘ ŎǊƛǘƛŎŀƭƛǘȅΦ CƻǊ {ǘƛŜƎƭŜǊΣ ΨǘƘŜ 

appearance of so-called new media leads directly to the hypersocialisation of attention through 

the increasing collaboration among the programming industries to capture audiences, to the 

ŘŜǘǊƛƳŜƴǘ ƻŦ ŘŜŜǇ ŀǘǘŜƴǘƛƻƴΩ όнлмлΥ фпύΦ According to Stiegler, this capture, commodification 

and acceleration of attention 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 JohnŀǘƘŀƴ .ŜƭƭŜǊΩǎ ǿƻǊƪ όнллсύ ǎŜŜƪƛƴƎ to reconceptualise the cinema as the 

standard-bearer for contemporary modes of production as a means of extracting value from 

ƘǳƳŀƴ ŎƻƎƴƛǘƛƻƴ ƛƴ ǿƘƛŎƘ Ψǘƻ ƭƻƻƪ ƛǎ ǘƻ ƭŀōƻǳǊΩ όнллсΥ нύΦ .ǳǘ ǘƘƛǎ ǎŎƻǇƛŎ ǿƻǊƪ ƛǎ ƴƻǘ ǎƛƳǇƭȅ 

limited to an explicit monetisation of attentiƻƴ ŀƴŘ ǘƘŜ ƛǎǎǳŜǎ ǘƘƛǎ ǊŀƛǎŜǎ ŦǊƻƳ .ŜƭƭŜǊΩǎ aŀǊȄƛǎǘ 

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 governmental value which enter 

into a mutually beneficial feedback loop for late capitalism.  

Lƴ ŀ ǊŜŦǳǘŀǘƛƻƴ ƻŦ {ǘƛŜƎƭŜǊΩǎ ƛŘŜŀ όнлмлύ ǘƘŀǘ ŎƻƴǘŜƳǇƻǊŀǊȅ ƳŜŘƛŀ ǘŜŎƘƴƻƭƻƎƛŜǎ ǊŜǎǘǊǳŎǘǳǊŜ 

attention as a staccato rhythm of ephemeral and superficial retentions, Ash contends that 

videogames produce an immŜǊǎƛǾŜ ŦƻǊƳ ƻŦ ŀǘǘŜƴǘƛƻƴΥ Ψ¢ƘŜ ƎŀƳŜǎ ŀƴŘ ǎŜǊǾƛŎŜǎ ŘƛǎŎǳǎǎŜŘ ƛƴ ǘƘƛǎ 

book are not concerned with producing an incapacity to pay attention for long periods of time, 

ōǳǘ ŀǊŜ ǇǊŜŎƛǎŜƭȅ ŀōƻǳǘ ŀƴ ŀƳǇƭƛŦƛŎŀǘƛƻƴ ŀƴŘ ƻǇŜƴƛƴƎ ƻŦ ǘƘŜ ƴƻǿΩ όнлмрΥ молύΦ !ǘ ǎǘŀƪŜ ƘŜǊŜΣ for 

!ǎƘΣ ƛǎ ƴƻǘ ŀ ǘƘǊŜŀǘ ǘƻ ǿƘŀǘ {ǘƛŜƎƭŜǊ Ŏŀƭƭǎ ΨŘŜŜǇ ŀǘǘŜƴǘƛƻƴΩ ōǳǘ ǘƘŀǘ ƻŦ ŀ ōƻŘȅ ƳŀƴŀƎŜŘ ŀƴŘ 
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directed intensively toward the challenges of the present, wherein the capacity for critical 

reflection and taking action aimed at future goals is continually smothered by the now. Whether 

ǘƘŜǊŜ ƛǎ ŀ ǎǘǊƛŎǘ ŘƛŦŦŜǊŜƴŎŜ ōŜǘǿŜŜƴ !ǎƘΩǎ ǊŜŀŘƛƴƎ ŀƴŘ {ǘŜƛƎƭŜǊΩǎ ƻŦ ǘƘŜ ǇǊƻōƭŜƳ ƻŦ ǘƘŜ ŀǘǘŜƴǘƛƻƴ 

economy of the interface remains, however, slightly unclear. Where it may be valid to point out 

that videogames manage attention ƛƴ ŀ ǎǳǎǘŀƛƴŜŘ ƳŀƴƴŜǊ ǘƘŀǘ ǳƴŘŜǊƳƛƴŜǎ {ǘƛŜƎƭŜǊΩǎ 

observation regarding its acceleration in contemporary media technology, the key problems for 

contemporary attention that Stiegler identifies in Taking Care of Youth and the Generations 

ŀǊŜƴΩǘ ǘƘƻǎŜ ƻŦ ŘǳǊŀǘƛƻƴΣ ōǳǘ ƻŦ ŘŜǇǘƘΣ ǿƘŀǘ /ǊƻƎŀƴ ŀƴŘ YƛƴƎǎƭŜȅ ƘŀǾŜ ŘŜǎŎǊƛōŜŘ ŀǎ Ψŀ ǎǘǊǳƎƎƭŜ 

ŦƻǊ ŎǊƛǘƛŎŀƭƛǘȅΩ όнлмн ммύΦ  ²ƘƛƭŜ ŀǘǘŜƴǘƛƻƴ ŀƴŘ ƛǘǎ ŜŎƻƴƻƳƛŎ ŘƛƳŜƴǎƛƻƴǎ ς whether an issue of 

duration or depth ς ƛǎƴΩǘ a concept deployed in this thesis, it shares the key aim of bringing 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 presenting 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 reflex-like reactive tics, 

cartographically motivated trajectories of navigation, or endlessly rehearsed and repeated 

gestures, attention fluctuates. However, in each case, I read an immunitary dynamic at play 

that, rather than being a facet of neoliberal governmentality and having an explicitly economic 

ŘƛƳŜƴǎƛƻƴΣ ƛƴǘŜǊǎŜŎǘǎ ǿƛǘƘ ƴŜƻƭƛōŜǊŀƭƛǎƳΩǎ ǊŜǉǳƛǊŜƳŜƴǘ ŦƻǊ ƛƴǎŜŎǳǊŜ ǎǳōƧŜŎǘǎ ǘƘŀǘ ƻǇŜƴ 

themselves to manipulation just as they defend their right to freedom. Because of this focus on 

ǘƘŜ ƛƳƳǳƴƛǘŀǊȅ ƴŀǘǳǊŜ ƻŦ ǘƘŜ ǇƭŀȅŜǊΩǎ ƛƴǘŜǊŦŀŎe with the FPS apparatus, important aspects of the 

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, however, 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 

Another solution to the methodological challenges of analysing ergodic forms which does not 

centre on its technicity, materiality or economic dimensions which is specific 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. Such an approach seeks to broadly characterise the 

experience of play as a product of the history from which the FPS emerges. Most notably, 

!ƭŜȄŀƴŘŜǊ DŀƭƭƻǿŀȅΩǎ chapter ΨhǊƛƎƛƴǎ ƻŦ ǘƘŜ CƛǊǎǘ-ǇŜǊǎƻƴ {ƘƻƻǘŜǊΩ όнллсύΣ ǎǳƎƎŜǎǘǎ that the 

Ct{Ωǎ ƳƻōƛƭŜ ŀƴŘ ǘŜƳǇƻǊŀƭƭȅ ǇŜǊǎƛǎǘŜƴǘ ƎŀƳƛŎ Ǿƛǎƛƻƴ ƛǎ ǘƘŜ result of an essentially compromised 

cinematic aesthetic tradition, a destiny that the videogame form emerges to fulfil. This search 

for an origin reveals a reluctance to approach the FPS on its own terms, via the creation of a 

lineage from which an essence can be identified and its present concretised. In this way, the 

performative aspect of gamic vision, which is otherwise manifestly present in delirious 

experience of playing, is subordinated ǘƻ ŀ ǇǊŜǾƛƻǳǎ ƛƳŀƎŜ ŎǳƭǘǳǊŜΩǎ ǇŜǊŎŜƛǾŜŘ ƭƛƳƛǘŀǘƛƻƴǎ. 

In a methodologically similar fashion, Patrick Crogan (2011) has engaged in what could be 

considered a counter-history ǘƻ DŀƭƭƻǿŀȅΩǎ ǎǳƎƎŜǎǘƛƻƴ ƻŦ ŀ ŎƛƴŜƳŀǘƛŎ ƻǊƛƎƛƴ ŦƻǊ ǘƘŜ Ct{ ƛƴ ǘƘŜ 

form of exploring its relationship to the development of information systems in the 1940s and 

1950s. Where Galloway situates the FPS as a kind of reaction against the limitations of an extant 

image culture, Crogan charts the form as a continuation of the logic of cybernetics that operates 

ōȅ ƛƳǇƭƛŎŀǘƛƴƎ ƘǳƳŀƴ ōŜƛƴƎǎ ƛƴ ǿƘŀǘ !ŀǊǎŜǘƘ όмфффύ Ƙŀǎ ŎŀƭƭŜŘ ΨŎȅōŜǊƴŜǘƛŎ ƭƻƻǇǎΩ that bracket 

and enframe their potentiality. Aǎ ƛƴ DŀƭƭƻǿŀȅΩǎ ǿƻǊƪΣ Crogan locates the meaning of what 

happens when the FPS is played in a historiographic narrative of its past. Despite the mention of 

experience ƛƴ ǘƘŜ ǘƛǘƭŜ ǘƻ Ƙƛǎ ŎƘŀǇǘŜǊΣ /ǊƻƎŀƴΩǎ ǿƻǊƪ ǇŀǳǎŜǎ ŀǘ ǘƘŜ ǘƘǊŜǎƘƻƭŘ ƻŦ ŀƴŀƭȅǎƛƴƎ ǘƘŜ 

embodied event and screened image of the FPS itself. At issue for Crogan is the broader concept 

of experience and its bracketing by cybernetic systems with which the FPS player becomes 

entangled. In this way, by producing an account of the general parameters established by the 

ǾƛŘŜƻƎŀƳŜΩǎ ƻǊƛƎƛƴǎ ƛƴ ƛƴŦƻǊƳŀǘƛƻƴ ǘŜŎƘƴƻƭƻƎȅ ŀƴŘ ŎȅōŜǊƴŜǘƛŎ ǎȅǎǘŜƳǎΣ /ǊƻƎŀƴ ŀǾƻƛŘǎ ŀ 

totalising ǊŜŀŘƛƴƎ ƻŦ ǘƘŜ ǇŀǊǘƛŎǳƭŀǊƛǘȅ ƻŦ ǘƘƛǎ ŜȄǇŜǊƛŜƴŎŜ ŀǎ ŜǎǎŜƴǘƛŀƭƭȅ ΨƘǳƳŀƴΦΩ 

While this construction of an origin avoids the opportunity cost involved in attempting to render 

the uniqueness and contingency of the event as a text-like ƻōƧŜŎǘΣ ǘƘŜ ŎƻƴŎŜǇǘǎ ƻŦ ΨƎŀƳƛŎ ǾƛǎƛƻƴΩ 

ŀƴŘ ΨŜȄǇŜǊƛŜƴŎŜΩ ŀǊŜ ƘƛǎǘƻǊƛŎŀƭ ƭŜƴǎŜǎ ŦƻǊ ŀƴŀƭȅǎƛƴƎ ǘƘŜ ƎŀƳŜ ŀǎ ŀƴ ŜǾŜƴǘ ǊŀǘƘŜǊ ǘƘŀƴ ŜǾƛŘŜƴŎŜ ƻŦ 
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this analysis itself. Disregarding the complex and entangled relationship the FPS has with 

previous image regimes and technological developments would decontextualise it from its past, 

but the idea that such analyses and arguments for its origins can somehow solve the problem of 

the intangibility of the unique event of the process of playing risks yoking the FPS to narratives 

of its descent.  

In his Ŝǎǎŀȅ ΨbƛŜǘȊǎŎƘŜΣ DŜƴŜŀƭƻƎȅΣ IƛstoryΣΩ CƻǳŎŀǳƭǘ ŎƘŀǊŀŎǘŜǊƛǎŜǎ the genealogical method 

against the search for origins and continuities in traditional historiographic narrative approaches 

as follows: 

Genealogy does not oppose itself to history as the lofty and profound gaze of the 
philosopher might compare to the molelike perspective of the scholar; on the contrary, 
it rejects the metahistorical deployment of ideal significations and indefinite teleologies. 
It opposes itself to the search for 'origins.Ω όмфу4: 77) 

CƻǳŎŀǳƭǘΩǎ ƳŜǘƘƻŘ ƻǇŜǊŀǘŜǎ ǘƻ ŘŜŎƻǳǇƭŜ Ƙƛstories such as those of mental illness and 

imprisonment from their common-sense historiographical narrative chains and produce an 

encounter with these epistemic and institutional forms as singularities. Militating against both 

continuity and destiny, the genealogical method rejects the idea that the present state of a 

discourse can be rationalised under a single originary essence and instead seeks to approach 

objects as products of their moment, often in terms of accidents, errors or intentions lost in the 

depths of time. Later in his essay, CƻǳŎŀǳƭǘ ƴƻǘŜǎ ǘƘŀǘΣ ƎŜƴŜŀƭƻƎȅ Ψǿƛƭƭ ƴƻǘ ōŜ ǊŜǘƛŎŜƴǘ-in 

άŜȄŎŀǾŀǘƛƴƎ ǘƘŜ ŘŜǇǘƘǎΣέ ƛƴ ŀƭƭƻǿƛƴƎ ǘƛƳŜ ŦƻǊ ǘƘŜǎŜ ŜƭŜƳŜƴǘǎ ǘƻ ŜǎŎŀǇŜ ŦǊƻƳ ŀ ƭŀōȅǊƛƴǘƘ ǿƘŜǊŜ 

no truth had evŜǊ ŘŜǘŀƛƴŜŘ ǘƘŜƳΩ όмфупΥ 80). Foucault suggests that we approach the past like 

an archaeologist who by necessity only has recourse to an encounter with the unearthed object 

itself and the strata of earth from which it is excavated. The systematic description of discursive 

and non-discursive objects liberates them from unitary narratives of the past, reintroducing 

heterogeneity and diversity. Time, in other words, is not an evolutionary chain in which the 

present is an inevitable outcome of a Darwinian survival of the fittest, but is defined by its 

ŜƴƻǊƳƻǳǎ ŀƴŘ ƛƳǇŜƴŜǘǊŀōƭŜ ŘŜǇǘƘΣ ǿƘŀǘ {ƛŜƎŦǊƛŜŘ ½ƛŜƭƛƴǎƪƛ Ƙŀǎ ŎŀƭƭŜŘ ΨŘŜŜǇ ǘƛƳŜΩ όнллсύΦ  

Referring to epistemic changes in the calculation of the age of the earth in the nineteenth 

century in which biblical timelines came to be challenged by palaeontological and geological 

deep time, Zielinski emphasises how a palaeontological (2006: 3) rather 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. Zielinski (2006: 7) 

Ƙŀǎ ŀǊƎǳŜŘ ŦƻǊ ǿƘŀǘ ƘŜ Ŏŀƭƭǎ ŀ ΨǾŀǊƛŀƴǘƻƭƻƎȅΩ ƻŦ ǘƘŜ ƳŜŘƛŀ that seeks out dead-end technologies, 

approaching them as singularities, ruptures and potential moments of flux. Such an approach 

aims to apprehend media objects as individual variations that held the potentiality for alternate 

futures. This approach acknowledges that origins are never singular, essential or the 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 forms such as the FPS? 

In promotional material released by Activision (Activision Blizzard 2015) celebrating the release 

of Call of Duty: Advanced Warfare, the text proudly proclaims that over one hundred billion 

ƳǳƭǘƛǇƭŀȅŜǊ ƳŀǘŎƘŜǎ ƘŀǾŜ ōŜŜƴ ǇƭŀȅŜŘ ƻƴ ǘƘŜ ŦǊŀƴŎƘƛǎŜǎΩ ǎŜǊǾŜǊǎ ς amounting to almost three 

hundred million (300,000,000) English football 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 some localisable genetic 

threshold. Just one franchise of FPS has, over a relatively short period, accumulated its own 

deep time, aeons of player experience that conversely multiply and accelerate in a fathomless 

present in which the event of playing seems to become entombed. Acknowledging that the 

present also has a temporality akin to a deep time in which coming 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 understanding, and that 
ǿŜ ƴŜŜŘ ŀ άǇŀƭŜƻƴǘƻƭƻƎȅ ƻŦ ǘƘŜ ǇǊŜǎŜƴǘΣέ ŀ ǊŜǘƘƛƴƪƛƴƎ ƻŦ ƻǳǊ ŎƻƴŘƛǘƛƻƴ ƛƴ ǘƘŜ 
perspective of deep time, in order to produce a synthesis of the arts and sciences 
adequate to the challenges we face. (2005: 324) 

An archaeology of the deep ǘƛƳŜ ƻŦ ǘƘŜ Ct{Ωǎ ǇǊŜǎŜƴǘ is required in which the aeons of player 

experience that have accumulated in less than two decades are excavated and encountered first 

hand and made present. Vivian Sobchack has characterised this excavation and literal re-

ǇǊŜǎŜƴǘƛƴƎ ƻŦ ǘƘŜ ŘŜŜǇ ǘƛƳŜ ƻŦ ǘƘŜ ƳŜŘƛŀ ŀǎ ŀ ǊŜŎƻǾŜǊȅ ŀƴŘ ŘŜǎŎǊƛǇǘƛƻƴ ƻŦ ΨǘƘŜ ΨǘŜŎƘƴƻ-historical 

ŜǾŜƴǘΩ όǘƘŜ ŜǇƛǎǘŜƳƛŎ ŀƴŘ ǎŜƴǎǳŀƭ ŎƻƴŘƛǘƛƻƴǎ ŎŀƭƭŜŘ ƛƴǘƻ ōŜƛƴƎύ that each of these artefacts 

inaugurates through a transhistorical operative practiceΩ όнлммΥ онпύΦ Given the intangibility of 

the intense act of playing the FPS, which is evidenced by both its rapid generation of experience 

and the way ǘƘƛǎ ǘŜƳǇƻǊŀƭƛǘȅ Ƙŀǎ ōŜŜƴ ǎƻƳŜǿƘŀǘ ŜȄŎƭǳŘŜŘ ŦǊƻƳ ǿƻǊƪ ǇǊƛǾƛƭŜƎƛƴƎ ǘƘŜ ŦƻǊƳΩǎ 

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 mapping the technical, 

material, economic and historical conditions that have produced the FPS and continue to 

influence how players act within its sphere. What the approaches discussed above provide is an 

alternative mode of bringing the FPS to light from the problematic position that textual analysis 

takes up regarding the videogame. In terms of the historiographic work discussed above, by 

suggesting that ŜƛǘƘŜǊ ŀ ƎŜƴŜǊŀƭ ŀƴŘ ƘǳƳŀƴ ΨƎŀƳƛŎ ǾƛǎƛƻƴΩ ƻǊ ŀ ƪƛƴŘ ƻŦ ƛƴǘŜƴǎƛǾŜ ŀŘƳƛƴƛǎǘǊŀǘƛƻƴ 

of experience are the products of playing, Crogan and Galloway can analyse the form without 

becoming entangled with its event: its intense contingency of image and sensation, its 

confusing, hallucinatory and corporeal flow and deep time. This project seeks to allow an 

encounter with the military FPS to complement work on its technicity, materiality, economy and  

pre-history. While certainly engaging with the history of the FPS, I primarily approach the event 

of playing decoupled from its historical discourse, mapping the production of the intimate 

cybernetic feedback loop between player and game (see also Giddings 2014) necessitating what 

Foucault called ΨeventualizationΩΥ 

!ǎ ŀ ǿŀȅ ƻŦ ƭƛƎƘǘŜƴƛƴƎ ǘƘŜ ǿŜƛƎƘǘ ƻŦ ŎŀǳǎŀƭƛǘȅΣ άŜǾŜƴǘǳŀƭƛȊŀǘƛƻƴέ ǘƘǳǎ ǿƻǊƪǎ ōȅ 
ŎƻƴǎǘǊǳŎǘƛƴƎ ŀǊƻǳƴŘ ǘƘŜ ǎƛƴƎǳƭŀǊ ŜǾŜƴǘ ŀƴŀƭȅȊŜŘ ŀǎ ǇǊƻŎŜǎǎ ŀ άǇƻƭȅƎƻƴέ ƻǊΣ ǊŀǘƘŜǊΣ 
άǇƻƭȅƘŜŘǊƻƴέ ƻŦ ƛƴǘŜƭƭƛƎƛōƛƭƛǘȅΣ ǘƘŜ ƴǳƳōŜǊ ƻŦ ǿƘƻǎŜ ŦŀŎŜǎ ƛǎ ƴƻǘ ƎƛǾŜƴ ƛƴ ŀŘǾŀƴŎŜ ŀƴŘ 
can never be taken as finite. One has to proceed by progressive, necessarily incomplete 
saturation. (2002: 227) 

Foucault approached the past by cutting the chains of historiographic causality, but he also 

acknowledged that by approaching specific objects and discourses as events that no totalising 

account of their operation or practice could be theorised. Similarly, by thinking about the act of 

playing the FPS as an event, there entails a degree to which the origins, technicity, materiality 

and economics of the form need to be, if not discarded, then put to one side in order that the 

process of playing can be elucidated on its own terms. And like CƻǳŎŀǳƭǘΩǎ approach, 

ŦƻǊŜƎǊƻǳƴŘƛƴƎ ǘƘŜ ǇƭŀȅŜǊΩǎ ŘȅƴŀƳƛŎ ŀƴŘ ǎƛƴƎǳƭŀǊ ŜƴŎƻǳƴǘŜǊ ǿƛǘƘ ǘƘŜ ŀǇǇŀǊŀǘǳǎ ƻŦ ǘƘŜ ƎŀƳŜ Ŏŀƴ 

never be taken as a definitive or final statement. An eventualisation of the FPS from its delirious 

present, from its baffling accumulation of deep time, is the process of mapping its sensorial 

conditions, but like an archaeologist who infers the shape of an amphora from a shard of its rim, 

a fragment from which to imagine the whole is all that can be grasped.   
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3.5 An autoethnography of the FPS 

In his work charting how Call of Duty 4 captivates the bodily and spatial skills of its player, James 

Ash (2013) has undertaken research of FPS players consisting of ethnographic interviews he 

coordinates with insights gained from his own experiences of playing the game. In relation to 

expressing the way the affectivity of the game produces a combination of intense physical 

ŜŦŦŜŎǘǎ ŀƴŘ ŀ ƭƻǎǎ ƻŦ ƳŜƳƻǊȅΣ ƻƴŜ ƻŦ !ǎƘΩǎ ǇŀǊǘƛŎƛǇŀƴǘǎ ǊŜǇƻǊǘǎ ǘƘŀǘ the game-ǘƛƳŜ Ψbecomes 

ƭƛƪŜ ŀ ōƭǳǊΦ L ŦŜŜƭ ǇƘȅǎƛŎŀƭƭȅ ŜȄƘŀǳǎǘŜŘ ŀŦǘŜǊ ŀ ƭƻƴƎ ǎŜǎǎƛƻƴΣ ȅŜǘ L ŎŀƴΩǘ ǊŜŀƭƭȅ ǊŜƳŜƳōŜǊ ǿƘŀǘ ǿŜƴǘ 

ƻƴΧL ŀƳ ƭŜŦǘ ǿƛǘƘ ƳƻǊŜ ƻŦ ŀ ŦŜŜƭƛƴƎ ǘƘŀƴ ǊŜƳŜƳōŜǊƛƴƎ ǘƘƛƴƎǎΦ όнлмоΥ поύ 

 

A strength of the use of ethnographic interviews lies in the way that it takes the contingency of 

ǿƘŀǘ !ŀǊǎŜǘƘ Ŏŀƭƭǎ ǘƘŜ ƎŀƳŜΩǎ ǳƴƛǉǳŜ ΨǎŜƳƛƻǘƛŎ ŜǾŜƴǘΩ όмфффΥ ооύ ŀƴŘ ŎƻƻǊŘƛƴates it with 

impressions of the experience of playing. The use of ethnographic methods the study of digital 

media is by no means exclusive to research into videogames and their players with Pink et al. 

όнлмсύ ƘƛƎƘƭƛƎƘǘƛƴƎ ǘƘŜ Ƙƻǿ ŜǘƘƴƻƎǊŀǇƘƛŜǎ ƻŦ ǘƘŜ ŘƛƎƛǘŀƭ ΨƘƛƎƘƭƛƎƘǘ ǘƘŜ ŎŜƴǘǊŀƭ ǊƻƭŜ ƻŦ ƳŜŘƛŀ 

ǇƭŀǘŦƻǊƳǎ ƛƴ ǎƘŀǇƛƴƎ ǘƘŜ ǎŜƴǎƻǊȅ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ǘƘŜ ǿƻǊƭŘ ƛƴ ŀƴŘ ǘƘǊƻǳƎƘ ŘƛƎƛǘŀƭ ƳŜŘƛŀΩ όнлмсΥ 

24). Ethnographic techniques of observation and recording (through writing or by other means) 

ǇǊƻǾƛŘŜ ǘƘŜ ǊŜǎŜŀǊŎƘŜǊ ǿƛǘƘ ŀ ƎƭƛƳǇǎŜ ƛƴǘƻ ǿƘŀǘ ƳƛƎƘǘ ōŜ ǘŜǊƳŜŘ ǘƘŜ ΨƛƴǎƛŘŜΩ ƻŦ ŀ ǇŀǊǘƛŎǳƭŀǊ 

ŎǳƭǘǳǊŜ ǘƻ ǘƘŜ ǊŜǎŜŀǊŎƘŜǊΦ Lƴ !ǎƘΩǎ ǿƻǊƪ ǿƘƛƭŜ Ƙƛǎ ƛƴǘŜǊǾƛŜǿǎ ǎǳǇǇƭȅ the necessary corollary of 

player perception and sensation to what otherwise might be reduced to a description of the 

flow of images at sixty frames per second, the interview also distils this sequence into language, 

rendering it accessible to a hermeneutic analysis of the second order; gameplay translated into 

a text in relation to which the researcher can maintain, or claim to maintain a distance or 

neutrality. The reports of his participants essentially mediate between Ash (outside) and the 

game (the inside), crystallising in written text as a form of evidence that also supplies a scholarly 

distance and appearance of objectivity. 

 

!ǎƘΩǎ ŀǊǘƛŎƭŜ ƛǎ ǘƘŜƻǊŜǘƛŎŀƭƭȅ ŀƴŘ ŀƴŀƭȅǘƛŎŀƭƭȅ ǊƛƎƻǊƻǳǎΣ Ƙƛǎ ŀǊƎǳƳŜƴǘ ƛǎ ŎƻƴŎŜǊƴŜŘ ǿƛǘƘ ŎƘŀǊǘƛƴƎ 

the affective relationship between the FPS and the player but stops short of attempting to 

ŎƻƴƴŜŎǘ ǘƘƛǎ ǘƘŜƻǊƛǎŀǘƛƻƴ ǿƛǘƘ ǿƘŀǘ ǘƘƛǎ ΨŀǘǘǳƴŜƳŜƴǘΩ ƻŦ ǘƘŜ ōƻŘȅ ŀƳƻǳƴǘǎ ǘƻ ƛƴ ŀ ŎǊƛǘƛŎŀƭ ǎŜƴǎŜ, 

further explored in his monograph The Interface Envelope (2015). Pink et al. note that one of the 

key aims of digital ethnography lies in the desire not to simply elucidate a particular technology 

ŀƴŘ ǘƘŜ ŎƻƴŘƛǘƛƻƴǎ ƛǘ ōǊƛƴƎǎ ƛƴǘƻ ōŜƛƴƎΣ ōǳǘ Ƙƻǿ ǘƘŜǎŜ ŎƻƴŘƛǘƛƻƴǎ ŦƻǊƳ ƻǳǊ ΨƳŀǘŜǊƛŀƭΣ ǎŜƴǎƻǊȅ ŀƴŘ 
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ǎƻŎƛŀƭ ǿƻǊƭŘǎΩ όнлмсΥтύΦ While !ǎƘΩǎ ƳŜǘƘƻŘƻƭƻƎƛŎŀƭ ŀǇǇǊƻŀŎƘ articulates how the affective 

ǊŜƎƛƳŜ ƻŦ ǘƘŜ Ct{ ŎƻƴƴŜŎǘǎ ǘƻ ǾŀǊƛƻǳǎ ǳƴŘŜǊǎǘŀƴŘƛƴƎǎ ƻŦ ǘƘŜ ōƻŘȅΩǎ Ŏƻƴǎǘƛǘǳǘƛƻƴ ōȅ ǘŜŎƘƴƻƭƻƎȅΣ 

the meaning of this constitution is demarcated by the limits of the text itself. The question 

ǊŀƛǎŜŘ ōȅ ǘƘŜ ǉǳƻǘŜ ŦǊƻƳ !ǎƘΩǎ ŜǘƘƴƻƎǊŀǇƘƛŎ ƛƴǘŜǊǾƛŜǿǎ ƛǎ ǿƘŀǘ ǘƘŜ ǾƛŘŜƻƎŀƳŜΩǎ ǇƻǿŜǊǎ ǘƻ 

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 the ΨƻǳǘǎƛŘŜǊΩ ǇŜǊǎǇŜŎǘƛǾŜ ƻŦ ǘƘŜ ŜǘƘƴƻƎǊŀǇƘŜǊ ŀƴŘ ƛǘǎ ŜŦŦŜŎǘ ƻƴ ǘƘŜ 

target of the research ς ǘƘŜ ΨƛƴǎƛŘŜΩ ƻŦ ǘƘŜ ǇƭŀȅŜǊ-game system need to be challenged. In effect, 

the cybernetic event of playing the game ς an entanglement that challenges the very horizons of 

internal body and external world ς 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 I experienced when playing the FPS that demanded 

I undertake this thesis to gain some sense of what was happening.  Adams, Jones and Ellis 

όнлмрΥмлύ ƘŀǾŜ ŜƳǇƘŀǎƛǎŜŘ Ƙƻǿ ŀǳǘƻŜǘƘƴƻƎǊŀǇƘȅ ƛǎ ōƻǊƴŜ ƻǳǘ ƻŦ ǘƘŜ ƘǳƳŀƴƛǘƛŜǎΩ ΨŎǊƛǎƛǎ ƻŦ 

ǊŜǇǊŜǎŜƴǘŀǘƛƻƴΩ ŀƴŘ ǘƘŜ ŀŘƳƛǎǎƛƻƴ ǘƘŀǘ ǊŜǎŜŀǊŎƘŜǊs are always part of the world which they 

observe and, of course, the corollary that the world is also part of us. In his monograph 

Biopolitical Screens, Pasi Väliaho (2014: 33) has written brief first-person reports of playing Call 

of Duty: Modern Warfare 3Ωǎ ƳǳƭǘƛǇƭŀȅŜǊ ƳŀǘŎƘŜǎ with a view to grasping how his experience 

can be tallied with a reading of the FPS as a neoliberal apparatus that produces an anxious 

player. I take this first-person reporting of the FPS experience and I extend and intensify it, 

taking an explicitly autoethnographic approach to reporting gameplay. Even when I analyse the 

graphic qualities of the HUD, I do so because these compositionally locked elements have 

shaken me out of the apparent given or utilitarian nature of their appearance or operation. This 

ǘŀƭƭƛŜǎ ǿƛǘƘ !ŘŀƳǎΣ WƻƴŜǎ ŀƴŘ 9ƭƭƛǎΩ ƛƴǎƛǎǘŜƴŎŜ ǘƘŀǘΥ 

 

!ǳǘƻŜǘƘƴƻƎǊŀǇƘȅΧƻŦŦŜǊǎ ƴǳŀƴŎŜŘ ŎƻƳǇƭŜȄΣ ŀƴŘ ǎǇŜŎƛŦƛŎ ƪƴƻǿƭŜŘƎŜ ŀōƻǳǘ ǇŀǊǘƛŎǳƭŀǊ 
lives, experiences, and relationships rather than general information about large groups 
of people. (2015: 21) 

 

The writers are, of course alluding to the generalising method of so-ŎŀƭƭŜŘ ΨƘŀǊŘΩ ŘƛǎŎƛǇƭƛƴŜǎ 

against the more singular insights of qualitative research. But what is more important than 

drawing out the stakes of a methodological contrast, is how autoethnography particularises the 
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general ƛƴ ǘŜǊƳǎ ƻŦ ǘƘŜ ǊŜǎŜŀǊŎƘŜǊΩǎ ŜȄǇŜǊƛŜƴŎŜ όǎŜŜ ŀƭǎƻ DƛŘŘƛƴƎǎ нлмпΥ срύ. Later, Ellis quotes 

her own work The Autoethnographic I, noting that, ΨL ǿǊƛǘŜ ǿƘŜƴ ǘƘŜ ǿƻǊƭŘ Ŧŀƭƭǎ ŀǇŀǊǘ ƻǊ ǘƘŜ 

meaning I have constructed for myself is in danger of doing soΩ όcited in Adams, Jones & Ellis 

2015: 39). ! ƳƻƳŜƴǘ ƻŦ ǊǳǇǘǳǊŜ ƛƴ ǘƘŜ ǊŜǎŜŀǊŎƘŜǊΩǎ ǳƴŘŜǊǎǘŀƴŘƛƴƎ of her experience, productive 

of a void, needs to be written to be understood.  When I write about the commonplace artefacts 

of the FPS interface, like the crosshairs or the mini-map, I do so because what had seemed like a 

simple, common-sense or instrumental element of the interface suddenly became an enigma to 

me, a black box of potential actions and sensations that demanded decoding.  

 

Kathleen Stewart has suggested in the context of her own exploration of bereavement that 

ǇŜǊǎƻƴŀƭ ǿǊƛǘƛƴƎ ƛǎ ŀōƭŜ ǘƻ ŎƘŀǊǘ ΨƘƻǿ ŦƻǊŎŜ Ƙƛǘǎ ōƻŘƛŜǎΣ Ƙƻǿ ǎŜƴǎƛōƛƭƛǘƛŜǎ ŎƛǊŎǳƭŀǘŜΩ (2016: 661). 

The FPS is a radically different context to that being explored by Stewart. However, she is 

describing how writing can capture and reproduce the moment in which affects crystalise into 

emotions and generalise into forms of conduct which act like a contagion. If there is 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 noting how Lahti Ƙŀǎ ŀǘǘŜǎǘŜŘ ǘƻ ǘƘŜ ΨŜƳǇŀǘƘŜǘƛŎΩ 

parallel and doubled movements in which players crane their necks for better views on objects 

displayed on a two-dimensional screen and jerk away from sources of danger (2003: 163) as 

evidence of the close circuit of identification between the player and the game (see also Crick 

2010: 266, Swalwell 2008: 87). This kinesthetic mirroring is evidence of the blurring of subjectς

object relations ǘƘŀǘ ƻŎŎǳǊ ƛƴ ǾƛŘŜƻƎŀƳŜ ǇƭŀȅΦ .ǳǘ ǘƘŜ ōƻŘȅ ƛǎƴΩǘ ǎƛƳǇƭȅ ŀ ǎǳǊŦŀŎŜ ƻǊ ŀ ǎŜǘ ƻf 

gestures; rather it is defined by its depth, its network of systems and organs that are also subject 

to the videogŀƳŜΩǎ ŀŦŦŜŎǘƛǾŜ ƛƴŦƭǳŜƴŎŜΦ {ǳŜ aƻǊǊƛǎ Ƙŀǎ ƴƻǘŜŘ Ƙƻǿ ǘƘŜ ŘŜŜǇ ǎǘǊŀǘŀ ƻŦ ǘƘŜ ǇƭŀȅŜǊΩǎ 

ōƻŘȅ ŀǊŜ ǎǘƛƳǳƭŀǘŜŘ ŀƴŘ ƳƻŘǳƭŀǘŜŘΣ ƛƴ ŀƴ ΨƛƴǾƻƭǳƴǘŀǊȅ ǇƘȅǎƛŎŀƭ ǊŜŀŎǘƛƻƴΧƛƴ ǘƘŜ ŦƻǊƳ ƻŦ ŀ 

systemic adrenergic response, in which heart rate, blood pressure and breathing rate are 

increasedΩ όнллнΥ утύΦ LǎǎǳŜǎ ƻŦ ǊŜǎƻǳǊŎŜǎ ŀƴŘ ŜȄǇŜǊǘƛǎŜ ƛƴ ƳŜŀǎǳǊƛƴƎ ǘƘŜǎŜ ǇƘȅǎƛƻƭƻƎƛŎŀƭ 

changes preclude the collection of such data and its analysis in the argument that follows. 

However, my own autoethnographic writing 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 oŦ ŎŀǇǘǳǊƛƴƎ ǘƘŜ ƎŀƳŜΩǎ ōƻŘȅΦ 
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By presaging my analysis with autoethnographic descriptions of gameplay, I hope to evoke, if 

not fully capture, the actions on-screen, the psychological effects of my play and the affective 

relationship between my body and the game. However, writing, even according to 

ŀǳǘƻŜǘƘƴƻƎǊŀǇƘƛŎ ŀŎŎƻǳƴǘǎΣ Ƙŀǎ ŀ ǊŜŘǳŎǘƛǾŜ ǉǳŀƭƛǘȅΣ ǇƻǘŜƴǘƛŀƭƭȅ ōŜƛƴƎ Ŏŀǎǘ ŀǎ Ψŀ ŘƛŎtator, an 

ŀǎǎŀǳƭǘΩ ό{ǘŜǿŀǊǘ нлмс: 660). Philosopher Brian Rotman has emphasised how the practice of 

alphabetic inscription is productive of a disembodied subject violently separated from their 

somatic gestural communicative potentials: 

 

²ǊƛǘƛƴƎ ΨLΣΩ ǇƻƛƴǘƛƴƎ ǘƻ ǘƘŜ ǎŜƭŦ ƛƴ ǿǊƛǘƛƴƎΣ ƛǎ ƛƴ ŜŦŦŜŎǘ ƳŀƪƛƴƎ ǿǊƛǘƛƴƎ ŎƛǊŎƭŜ ōŀŎƪ ƻƴǘƻ ǘƘŜ 
writer and confronting the self with a virtual simulaŎǊǳƳ Χŀƴ unembodied being 
outside the confines of time and space operating as an invisible and unlocatable agency. 
(Rotman: 2008: 7) 

 

This ǊŜǇǊŜǎŜƴǘǎ ŀƴ ǳƴǇǊƻƳƛǎƛƴƎ ōŀǎƛǎ ǳǇƻƴ ǿƘƛŎƘ ǘƻ ŦƻǳƴŘ ŀ ŘŜǎŎǊƛǇǘƛƻƴ ƻŦ ǘƘŜ ǾƛŘŜƻƎŀƳŜΩǎ 

interception and management of tƘŜ ǇƭŀȅŜǊΩǎ ǎŜƴǎŜ ƻŦ ǎŜƭŦΣ ǘŀƪƛƴƎ ƛƴ ōƻǘƘ ŜȄǇƭƛŎƛǘƭȅ ǎƻƳŀǘƛŎ 

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, writing is also ineluctably the carrier or mirror upon which this process becomes 

visible. Lǘ ƛǎ ǘƘƛǎ ƎƘƻǎǘƭȅ ŀƴŘ ŎƘƛƳŜǊƛŎ ǿǊƛǘǘŜƴ ΨLΩ ς both everyone and no one ς that cuts to the 

heart of the limitation of autoethnographic writing and why it needs to be complimented with 

ǎŜŜƳƛƴƎƭȅ ŎƻƴǘŜǎǘƛƴƎ ƳƻŘŜǎ ƻŦ ŀƴŀƭȅǎƛǎΦ ¢ƘŜ ΨLΩ ǘƘŀǘ ǿǊƛǘŜǎ ƛǘǎŜƭŦ ƛƴ ǘƘŜ ǇŀǎǎŀƎŜ ōŜƭƻǿ ƛǎ ŀ 

disembodied authorial voice attempting to express the intensity of the perceptual and sensory 

front line of the FPS ς a tǊǳŜ ŎƘƛƭŘ ƻŦ ǘƘŜ ƎŀƳŜΣ ǘƻ ǇŀǊŀǇƘǊŀǎŜ IŜǊǊΦ .ǳǘ ǘƘŜ ΨLΩ ƛǎ ŀƭǎƻ ƛƴŜǎŎŀǇŀōƭȅ 

me; compromised by my own desires, politics and conceptual and discursive HUD on the game 

and the world. I am no more all players or a true child of the game than I am none of them. I 

have provided a sample below: 

 

Battlefield 4 όнлмоύ μ /ƻƴǉǳŜǎǘ μ ΨDƻƭƳǳƴŘ wŀƛƭǿŀȅΩ μ April 2014. 

 

5ǳǊƛƴƎ ŀ ƎŀƳŜ ƻŦ .ŀǘǘƭŜŦƛŜƭŘ пΩǎ ΨŎƻƴǉǳŜǎǘΩ ƳƻŘŜ ƻƴ ƛǘǎ ƭŀǊƎŜ ǎŎŀƭŜ ƳǳƭǘƛǇƭŀȅŜǊ ƳŀǇ DƻƭƳǳƴŘ 

Railway, I found myself sprinting across a large hilly open space. There were no enemies or 

ƻōƧŜŎǘƛǾŜǎ ƛƴ ǎƛƎƘǘ ŀƴŘΣ ŦƻǊ ŀ ǘƛƳŜΣ ǘƘŜ ǊƻƭƭƛƴƎ ƻŦ Ƴȅ ŀǾŀǘŀǊΩǎ ǊǳƴƴƛƴƎ body seemed sufficient to 

capture and hold my attention. The frame stayed relatively steady for a few seconds, pointing 

forward, rocking and wave-like, not aiming or scanning to acquire a target. A jet fighter piloted by 
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another player ς friend or foe, I cƻǳƭŘƴΩǘ ǘŜƭƭ ς arced across my vision, underscoring the great 

scope of the map, and the extent to which my avatar had become marooned, separated from the 

ƎŀƳŜΩǎ ƻōƧŜŎǘƛǾŜǎΦ L ŘƛŘƴΩǘ ōƻǘƘŜǊ ǘƻ ȊƻƻƳ ŀƴŘ ŀƛƳ ŀǘ ƛǘǎ ǊŀǇƛŘƭȅ ŘƛǎŀǇǇŜŀǊƛƴƎ ŦƻǊƳΦ 

 
 
 
When we write we are being written by writing. When we play videogames we are being 

ΨǇƭŀȅŜŘΩ ōȅ ǇƭŀȅƛƴƎΦ L Řƻ ƴƻǘ ǎŀȅ ǘƘŀǘ ǘƘŜ ǊŜŎƻǳǊǎŜ ǘo autoethnographic writing solves this 

problem, from which there is no escape. Rather, 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 the constructed and self-ŎƻƴǎǘǊǳŎǘƛƴƎ ΨLΩ ōȅ ǘƘŜ 

game and by writing that my writing can reveal, nothing more, nothing less than a phantom of 

the event. But, this confused, stimulated and discombobulated written spectre is perhaps an 

ƛƴǎǳŦŦƛŎƛŜƴǘ ΨǾƻƛŎŜΩ ŦƻǊ ŀǊǘƛŎǳƭŀǘƛƴƎ ǘƘŜ Ct{ ŎƻƴǎƛǎǘƛƴƎ ŀǎ ƛǘ ŘƻŜǎ ƻŦ ǘƘŜ ŜǾŜƴǘΩǎ ŜŎƘƻŜǎΣ ƛǘǎ ƎƘƻǎǘǎΦ 

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 

¢ƛƳƻǘƘȅ /ǊƛŎƪ Ƙŀǎ ŀǊƎǳŜŘ ǘƘŀǘ ŜƭŜƳŜƴǘǎ ƻŦ ǘƘŜ Ct{Ωǎ ƛƳŀƎŜΣ ǎǳŎƘ ŀǎ ǘƘŜ I¦5Σ ΨŀǊŜ ŜǎǎŜƴǘƛŀƭƭȅ 

functional information that the player uses to operate on the game space (rather than within it). 

{ƛƳƛƭŀǊ ǘƻ ǘƘŜ ǇƭŀȅŜǊΩǎ ŎƻƴǘǊƻƭ ŘŜǾƛŎŜΣ ǘƘŜȅ ŀǊŜ ƴƻǘ ŀ ǇŀǊǘ ƻŦ ǘƘŜ ŘƛŜƎŜǎƛǎΩ ό/ǊƛŎƪ нлмлΥ нспύΦ ¢ƘŜ 

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 

ǇƭŀȅŜǊΩǎ ŀŎǘƛƻƴǎ ŀƴŘ ŦǊƻƳ ǘƘŜƛǊ ƛƳƳŜǊǎƛƻƴ ǿƛǘƘƛƴ ǘƘŜ ƎŀƳŜΩǎ ǎǇŀŎŜǎ. While this thesis is certainly 

involved in reporting the experience and event of the FPS as a predicate for its position that the 

FPS is an apparatus of power, the extent to which processes of subjectification become 

intelligible is also dependant upon mapping the visible elements such as the HUD. This means 

that these elements are situated as anything but outside of the reality or fictional world of the 

game. 

 

As I have been at pains to stress, the semiotic sŜǉǳŜƴŎŜ ŀƴŘ ŀŦŦŜŎǘƛǾŜ ΨōƻŘȅΩ ƻŦ ǘƘŜ Ct{ ŀǊŜ 

ŀƭǿŀȅǎ ƛƴ ǎƻƳŜ ǎŜƴǎŜ ǳƴƛǉǳŜΥ ŀ ǘŜŎƘƴƻƭƻƎƛŎŀƭ ŀƴŘ ǎŜƴǎƻǊȅ ΨŜǾŜƴǘΩΦ aǳŎƘ ƻŦ Ƴȅ ŀƴŀƭȅǎŜǎ 
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proceeds by writing these highly contingent and fleeting sensory flows and coordinating them 

with the more fixed or consistent ŜƭŜƳŜƴǘǎ ƻŦ ǘƘŜ ƎŀƳŜΩǎ I¦5 - the lens through which the 

ƎŀƳŜ ƛǎ ŜƴŎƻǳƴǘŜǊŜŘΦ Lƴ /ƘŀǇǘŜǊ пΣ L ǎǇŜŎǳƭŀǘŜ ƻƴ Ƙƻǿ ǘƘŜ ǇƭŀȅŜǊΩǎ ŀŦŦŜŎǘƛǾŜ ŀƴŘ ǊŜŀŎǘƛǾŜ 

gestures are administered and influenced by the ineluctable graphical presence of the crosshairs 

at the centre of the screen. Similarly, in Chapter 5, I turn to the mini-map as a means of making 

sense of how the player encounters and becomes ŜƳōƻŘƛŜŘ ǿƛǘƘƛƴ ǘƘŜ ƎŜƴǊŜΩǎ ƳǳƭǘƛǇƭŀȅŜǊ 

maps. To understand the role that these elements play, they need to be subjected to an analysis 

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 work Studies in Iconology, Erwin Panofsky proposed a programmatic approach to the 

interpretation of the image, which progressed through three stages of analysis: the basic 

elements of composition, how these elements coordinate to produce an iconographic subject, 

and finally, the intrinsic meaning of 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, PanƻŦǎƪȅ ǿǊƛǘŜǎ ǘƘŜ ŦƻƭƭƻǿƛƴƎ ƛƴ ǊŜƭŀǘƛƻƴ Ƙƻǿ ƻƴŜ ƳƛƎƘǘ ŀƴŀƭȅǎŜ 5ŀ ±ƛƴŎƛΩǎ The Last 

Supper: 

 

!ǎ ƭƻƴƎ ŀǎ ǿŜ ƭƛƳƛǘ ƻǳǊǎŜƭǾŜǎ ǘƻ ǎǘŀǘƛƴƎ ǘƘŀǘ [ŜƻƴŀǊŘƻ Řŀ ±ƛƴŎƛΩǎ ŦŀƳƻǳǎ ŦǊŜǎŎƻ ǎƘƻǿǎ ŀ 
group of thirteen men around a dinner table, and that this group of men represents 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 
ǳƴŘŜǊǎǘŀƴŘ ƛǘ ŀǎ ŀ ŘƻŎǳƳŜƴǘ ƻŦ [ŜƻƴŀǊŘƻΩǎ ǇŜǊǎƻƴŀƭƛǘȅΣ ƻǊ ƻŦ ǘƘŜ ŎƛǾƛƭƛȊŀtion of the 
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 iconographical features as a more 
ǇŀǊǘƛŎǳƭŀǊƛȊŜŘ ŜǾƛŘŜƴŎŜ ƻŦ ǘƘƛǎ ΨǎƻƳŜǘƘƛƴƎ ŜƭǎŜΦΩ όмфтнΥ уύ 

 
LŦ ǿŜ ǘŀƪŜ ǘƘŜ ŎŜƴǘǊŀƭ ŜƭŜƳŜƴǘ ƻŦ ǘƘŜ I¦5 ŀǎ ŀƴ ŜȄŀƳǇƭŜ ŀƴŘ ǎǳōƧŜŎǘ ƛǘ ǘƻ tŀƴƻŦǎƪȅΩǎ ǘǊƛǇŀǊǘƛǘŜ 

strategy of compositional, iconographical and iconological image analysis, we start by 

concretising its form and composition. In a game such as Call of Duty: Black Ops (2011), the 

crosshairs are a centred cluster of four lines arranged at right angles, which stop short of 

intersecting, not quite forming a cross. So far, this description 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 graphical element 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 

ŀ ǎƴƛǇŜǊΩǎ ǎŎƻǇŜΦ ¢ƘǳǎΣ ōƻǘƘ ǘƘŜ ŎƻƴǾŜƴǘƛƻƴǎ ƻŦ ǘƘŜ ŎŀƳŜǊŀ ŀƴŘ ǘƘŜ ǎƛƎƘǘǎ ƻŦ a firearm are made 

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 screen and would be rendered essentially 

random. 

 

A graphical element like the crosshairs Ŏŀƴƴƻǘ ōŜ ǊŜŀŘ ŀǎ ŜǾƛŘŜƴŎŜ ƻŦ ŀƴ ƛƴŘƛǾƛŘǳŀƭ ŀǊǘƛǎǘΩǎ 

personality. However, the idea that an element of the image has what Panofsky would call an 

intrinsic meaning, signalling the ǾŀƭǳŜǎ ƻŦ ŀ ƘƛǎǘƻǊƛŎŀƭ ƳƻƳŜƴǘ ǘƘŀǘ ŜȄŎŜŜŘǎ ƛǘǎ ōŀǎƛŎ ǾƛǎƛōƛƭƛǘȅΣ Ψŀ 

ǎȅƳǇǘƻƳ ƻŦ ǎƻƳŜǘƘƛƴƎ ŜƭǎŜΩΣ ƛǎ ŀƴ ƛƳǇƻǊǘŀƴǘ ƻƴŜ ŦƻǊ ǘƘƛǎ ǎǘǳŘȅΦ ¢ŀƪƛƴƎ ǘƘŜ ōŀǊŜ ŘŜǎŎǊƛǇǘƛƻƴ ƻŦ 

the crosshairs, its location in the image, its denotive meaning as the centre of both the in-game 

ŎŀƳŜǊŀ ŀƴŘ ǘƘŜ ǎƛƎƘǘǎ ƻŦ ǘƘŜ ǇƭŀȅŜǊΩǎ ǿŜŀǇƻƴ ŀǎ ǿŜƭƭ ŀǎ ǘƘŜ ŀƭƭǳǎƛƻƴ ǘƻ ǘƘŜ ƛƳǇƻǊǘŀƴŎŜ ƻŦ ŀƛƳƛƴƎ 

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 entail a foray into the role that centring has 

ǇƭŀȅŜŘ ƛƴ ǇǊŜǾƛƻǳǎ ƛƳŀƎŜ ǊŜƎƛƳŜǎΣ ƭƛƪŜ ǘƘŀǘ ƻǇŜǊŀǘƛƴƎ ƛƴ 5ŀ ±ƛƴŎƛΩǎ The Last Supper, for example. 

But this would only act to provide an insight into how the FPS alters these dynamics by 

coordinating how the activity of aiming and firing as facilitated by the crosshairs is legible within 

our political and economic context. 

 

It is at this moment that we reach the limit-Ǉƻƛƴǘ ƻŦ tŀƴƻŦǎƪȅΩǎ ƳŜǘƘƻŘƻƭƻƎȅ ŦƻǊ ǎǘǳŘȅƛƴƎ ǘƘŜ 

ǾƛŘŜƻƎŀƳŜΣ ōŜŎŀǳǎŜ ǘƘŜ I¦5 ŀǎ ŀ ŦƛȄŜŘ ƭŜƴǎ ƳƻǾŜǎ ƛƴ ŀŎŎƻǊŘŀƴŎŜ ǿƛǘƘ ǘƘŜ ǇƭŀȅŜǊΩǎ ŀŎǘƛƻƴǎ ŀƴŘ 

reactions.  Previously, L ƴƻǘŜŘ Iŀƴǎ .ŜƭǘƛƴƎΩǎ ŎƻƴŎŜǇǘǳŀƭƛǎŀǘƛƻƴ ƻŦ ǘƘŜ ƛƳŀƎŜ ŀǎ ΨŀƴǘƘǊƻǇƻƭƻƎƛŎŀƭΩ 

in the sense that, for Belting, the image is the product of a synthesis between the medium and 

the body of the viewer (2011). This means that images cannot simply be approached as a series 

of stable semiotic signs with equally stable or intrinsic meanings, but are a kind of phantom that 

must be actively animated by 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, which 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 baits the player to 

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 because his idea 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 them, and even 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 is not simplȅ ŀƴƛƳŀǘŜŘ ƛƴ ǘƘŜ ōǊŀƛƴΣ ōǳǘ ōȅ ǘƘŜ ǇƭŀȅŜǊΩǎ ƎŜǎǘǳǊŜǎΦ 

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 

ŎƻƭƻƴƛǎŀǘƛƻƴΦ ¢ƘŜ ǇƭŀȅŜǊΩǎ ƎŜǎǘǳǊŜǎ ŎŜǊǘŀƛƴƭȅ ŜƴǘŜǊ ǘƘŜ ǎŎǊŜŜƴ ƛƴ ǿŀȅǎ ǘƘŀǘ ǾƛŜǿŜǊǎ ƻŦ ǇǊŜǾƛƻǳǎ 

image regimes could not. However, the fact that the animation of the image is doubled 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 possibility. The dividing line between the apparatus and its 

image and the body of the player is ever more ambiguous as a current of colonisation passes 

ceaselessly between each. In this situation, the player not only animates the image in their 

body, but their body is animated 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 importance when we consider the image as a kind of subject rather 

than a semiotic sign. W. J. T Mitchell has re-Ŏŀǎǘ ǘƘŜ ƛƳŀƎŜ όŀ ΨǇƛŎǘǳǊŜΩ ƛƴ Ƙƛǎ ǘŜǊƳǎύ ŀǎ ŀ ƪƛƴŘ ƻŦ 

anthropomorphised and indestructible fetish object that is not only a sign or symbol of a 

cultǳǊŜΩǎ ƴŜŜŘǎ ŀƴŘ ŘŜǎƛǊŜǎΣ ōǳǘ ŀǎ ǘƘŜ ǎǳōƧŜŎǘƛǾƛǎŜŘ ƘƻƭŘŜǊ ƻŦ ǘƘŜǎŜ ƴŜŜŘǎΦ aƛǘŎƘŜƭƭΩǎ ƛŘŜŀ ƛǎ 

ǘƘŀǘ ǘƘŜ ƛƳŀƎŜ ƛǎΣ ǘƻ ŀƭƭ ƛƴǘŜƴǘǎ ŀƴŘ ǇǳǊǇƻǎŜǎΣ ŀƭƛǾŜΥ ΨLƳŀƎŜǎ ŀǊŜ ƭƛƪŜ ƭƛǾƛƴƎ ƻǊƎŀƴƛǎƳǎΤ ƭƛǾƛƴƎ 
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organisms are best described as things that have desires (for example, appetites, needs, 

ŘŜƳŀƴŘǎΣ ŘǊƛǾŜǎύΤ ǘƘŜǊŜŦƻǊŜΣ ǘƘŜ ǉǳŜǎǘƛƻƴ ƻŦ ǿƘŀǘ ǇƛŎǘǳǊŜǎ ǿŀƴǘ ƛǎ ƛƴŜǾƛǘŀōƭŜΩ όaƛǘŎƘŜƭƭ нллрΥ 

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 be approached via a dialogue or negotiation. This raises obvious methodological 

ǉǳŜǎǘƛƻƴǎΥ ƛŦ ǘƘŜ ƛƳŀƎŜ ƛǎ ΨŀƭƛǾŜΩΣ Ƙƻǿ Řƻ ǿŜ ƛŘŜƴǘƛŦȅ ƛǘǎ Ǿƛǘŀƭ ǎƛƎƴǎΚ /ŀƴ ǿŜ ǘŀƪŜ ǘƘŜ ǇǳƭǎŜ ƻŦ ŀ 

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 speaks to us? 

 

YŜȅ ƘŜǊŜ ƛǎ ǘƘŜ ǿŀȅ ǘƘŀǘ aƛǘŎƘŜƭƭ ǎŜŜǎ ǘƘŜ ŦŜǘƛǎƘƛǎǘƛŎ ǎǳōƧŜŎǘƛǾƛǎŀǘƛƻƴ ƻŦ ǘƘŜ ƛƳŀƎŜ ŀǎ Ψŀƴ 

ƛƴŎǳǊŀōƭŜ ǎȅƳǇǘƻƳΩ όaƛǘŎƘŜƭƭ нллрΥ омύΦ ¢ƘŜ ǇƛŎǘǳǊŜ ǘŀƪŜǎ ǎƘŀǇŜ ŀǎ ŀ ƪƛƴŘ ƻŦ ǎǳōƧŜŎǘƛǾƛǎŜŘΣ 

animated object with an ineluctable and indelible fetishistic aspect 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 of interaction and negotiation with the constant of their 

fetishistic desires. 

 

¢ƘŜ ǉǳŜǎǘƛƻƴ ΨǿƘŀǘ ŘƻŜǎ ǘƘŜ ǾƛŘŜƻƎŀƳŜ ǿŀƴǘΚΩ ǎŜŜƳǎ ŀǎ ŀǇǘ ŀǎ aƛǘŎƘŜƭƭΩǎ ƛƴƛǘƛŀƭ ǉǳŜǎǘƛƻƴ ƛƴ 

framing the image as something with its own desires and needs. My intention is to treat the 

ǾƛŘŜƻƎŀƳŜ ŀǎ ōŜƛƴƎ ΨŀƭƛǾŜΣΩ ŀǎ ƘŀǾƛƴƎ ŘŜǎƛǊŜǎΣ ƛƴ ōŜƛƴƎ ŀƴǘƘǊƻǇƻƭƻƎƛŎŀƭ ƛƴ ǘƘŜ ƭƛǘŜǊŀƭ ǎŜƴǎŜ ǘƘŀǘ 

the image is not only animated by the gestures of the player but that these gestures are legible 

ŀǎ ǊŜǎǇƻƴǎŜǎ ǘƻ ǘƘŜ ƎŀƳŜΩǎ ŘŜǎƛǊŜǎΦ ²ƘŜƴ ǘƘŜ ǇƭŀȅŜǊ ƭƛƴŜǎ up the crosshairs with an enemy and 

fires, they are not only expressing a desire to score points that translates to ludic advantage, nor 

ŀǊŜ ǘƘŜȅ ƻƴƭȅ ŜȄǇǊŜǎǎƛƴƎ ŀ ŘŜŜǇŜǊ ŘŜǎƛǊŜ ŦƻǊ ŀ ǎŜƴǎŜ ƻŦ ǎŜŎǳǊƛǘȅ ǿƛǘƘƛƴ ǘƘŜ ƎŀƳŜΩǎ ǎǇŀŎŜǎΦ .ȅ 

filling the crosshairs and 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 

ΨǿƘŀǘ ŘƻŜǎ ǘƘŜ I¦5 ǿŀƴǘΚΩΣ ǘƘŜ ŀƴǎǿŜǊ ƛǎ Ψǘƻ ōŜŎƻƳŜ ŀƭƛƎƴŜŘ ǿƛǘƘ ǘƘŜ ŀǾŀǘŀǊǎ ƻŦ ǘƘŜ ŜƴŜƳȅΩΤ 

however, it is the player that must respond to this desire, to realise it. In some sense, then, 

ǘƘŜǊŜ ƛǎ ŀ ŦŜŜŘōŀŎƪ ƛƴ ǘƘŜ ŀŎǘƛǾƛǘȅ ƻŦ ǘŀǊƎŜǘƛƴƎ ƛƴ ǿƘƛŎƘ ǘƘŜ ǇƭŀȅŜǊ ƛǎ ŀƭǎƻ ǇƭŀŎŜŘ ƛƴ ǘƘŜ ƎŀƳŜΩǎ 

sights. The idea that the FPS player, rather than being active with a lƛōŜǊŀǘŜŘ ΨƎŀƳƛŎ ǾƛǎƛƻƴΩ όǎŜŜ 

Dŀƭƭƻǿŀȅ нллсύ ƛǎΣ ƛƴǎǘŜŀŘΣ ǎƛƳǇƭȅ ǊŜǎǇƻƴŘƛƴƎ ǘƻ ǘƘŜ ƎŀƳŜΩǎ ŘŜǎƛǊŜǎ ƛǎ ŀ ǇƻǿŜǊŦǳƭ ŎƻǊǊŜŎǘƛǾŜ ǘƻ 

utopian readings of the form. 
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Each time the player acts, they respond to the desires of the image, giving it what it lacks: life. 

¢ƘŜ ǇƭŀȅŜǊΩǎ ƭƛǾƛƴƎ ŎƻǊǇǳǎ ƛǎ ƻƴ ƘŀƴŘ ǘƻ ŦǳƭŦƛƭ ǘƘƛǎ ƴŜŜŘ ŀƴŘ ŀ ƎŜǎǘǳǊŜ Ƴŀƴǳŀƭƭȅ ŜƴŀŎǘŜŘΣ 

intercepted by the technology of hardware and software, and translated into data and animated 

on-screen. The videogame image is alive, or perhaps, undead in the sense that it requires 

ƘǳƳŀƴ ŀŎǘƛƻƴ ǘƻ ŎƻƳŜ ƛƴǘƻ ōŜƛƴƎΥ ŀ ǾŀƳǇƛǊƛŎ ǘŜŎƘƴƻƭƻƎȅ ǘƘŀǘ ǘŀƪŜǎ ǘƘŜ ǇƭŀȅŜǊΩǎ ƭƛŦŜ ŀƴŘ 

translates it into its own animus for vitality. Taking the idea that we are beholden to an image 

that demands our activity and it processes back into its visual form raises the question of 

whether the apparatus effects not a subjectification of the individual, but an imaging of the 

subject. 

 

¢ŀƪƛƴƎ tŀƴƻŦǎƪȅΩǎ ǇǊƻƎǊŀƳƳŀǘƛŎ ŀǇǇǊƻŀŎƘ ǘƻ ŜƭŜƳŜƴǘǎ ƻŦ ǘƘŜ I¦5 ŀǎ ŀ ǎǘŀǊǘƛƴƎ Ǉƻƛƴǘ ŀƴŘ ǘƘŜƴ 

speculating on how the life and desires of this image act as a spur to player action takes my 

autoethnographic writing and re-sites it as a reaction to the power of the image. But because I 

always begin with the experience of the game, thinking of this event in terms of how it has 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 game as a dynamic process, a play of 

incitements and of power.  

 

3.7 Mapping the FPS as a diagram 

DƛƭƭŜǎ 5ŜƭŜǳȊŜ ŜƴŘǎ Ƙƛǎ ŎƘŀǇǘŜǊ Ψ! bŜǿ /ŀǊǘƻƎǊŀǇƘŜǊΩ ƛƴ Ƙƛǎ ŜǇƻƴȅƳƻǳǎ ǿƻǊƪ Foucault with the 

ǘƛǘǳƭŀǊ ŎǊƛǘƛŎŀƭ ǘƘŜƻǊƛǎǘΩǎ ŘŜŎƭŀǊŀǘƛƻƴ ΨL ŀƳ ŀ ŎŀǊǘƻƎǊŀǇƘŜǊΩ ό5ŜƭŜǳȊŜ нллсΥ оуύΦ CƻǳŎŀǳƭǘ ƛǎ ƴƻǘ 

claiming here to be a creator of literal maps. For Deleuze, Foucault was a cartographer of power 

in terms of its relations, rather than as a stable resource 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 and pervasive discursive and non-ŘƛǎŎǳǊǎƛǾŜ ŀǊǊŀƴƎŜƳŜƴǘǎ ƻǊ ΨŘƛŀƎǊŀƳǎΩ ǘƘŀǘ 

manifest per the particular desires of authority at a moment in history. The diagram is not a 

ƭƛǘŜǊŀƭ ƎǊŀǇƘƛŎŀƭ ƳƻŘŜƭΣ ƴƻǊ ƛǎ ƛǘ ŀ ǇǳǊŜƭȅ ŀōǎǘǊŀŎǘ ŀƴŘ ƳŜǘŀǇƘȅǎƛŎŀƭ ƻōƧŜŎǘΦ 5ŜƭŜǳȊŜΩǎ definition 

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 and matter and in terms of form makes no distinction between 
content and expression, a discursive formation and a non-discursive formation. It is a 
machine that is almost blind and mute, even though it makes others see and speak. 
(2006: 30) 

 
 

The diagram exists 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 diagrammed subject is, for 

Deleuze, a micro-manifestation of the operation and desires of power at the macro levelς this is 

what he means when he says that it is a cartography, which is coterminous with what he calls 

ΨǘƘŜ ǿƘƻƭŜ ǎƻŎƛŀƭ ŦƛŜƭŘΩΦ LƳǇƻǊǘŀƴǘƭȅΣ ǘƘƻǳƎƘΣ ŎƻƴŘǳct is not a fixed or static, but the production 

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 

ōƻŘƛŜǎ ƛƴ WŜǊŜƳȅ .ŜƴǘƘŀƳΩǎ Ǉanopticon in Discipline and Punish (1991), 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 cartographic 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 map-like. Rather, Foucault notes of 

his method in Discipline and Punish that: 

 

ǘƘŜ ǘŀǊƎŜǘ ƻŦ ŀƴŀƭȅǎƛǎ ǿŀǎƴΩǘ άƛƴǎǘƛǘǳǘƛƻƴǎΣέ άǘƘŜƻǊƛŜǎΣέ ƻǊ άƛŘŜƻƭƻƎȅέ ōǳǘ practices- with 
the aim of grasping the conditions that make these acceptable at a given moment: the 
hypothesis being that these types of practice are not just governed by institutions, 
ǇǊŜǎŎǊƛōŜŘ ōȅ ƛŘŜƻƭƻƎƛŜǎΣ ƎǳƛŘŜŘ ōȅ ǇǊŀƎƳŀǘƛŎ ŎƛǊŎǳƳǎǘŀƴŎŜǎΧōǳǘ ǳǇ ǘƻ ŀ ǇƻƛƴǘΣ ǇƻǎǎŜǎǎ 
their own specific regularities, logic, strategy, self-evidence and reason. (2002: 225) 
 

For Foucault, by ƳŀǇǇƛƴƎ .ŜƴǘƘŀƳΩǎ ƭŀǘŜ ŜƛƎƘǘŜŜƴǘƘ century prison reform both in terms of the 

discourse of justice and as a non-discursive architecture and its flows of visual power, the social 

field of the West in the nineteenth century ς the disciplinary society ς was brought into being in 

terms of mapping and in some sense reimagining what was actually done. Such an arrangement 

of power-relations, the disciplinary force of vision and its effects on the body needed a 
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ŎŀǊǘƻƎǊŀǇƘŜǊΩǎ ŀǘǘƛǘǳŘŜ ǘƻ ōŜ ƳŀŘŜ ƛƴǘŜƭƭŜŎǘǳŀƭƭȅ ǘŀƴƎƛble both in its immediate effects and in its 

relationship with much larger cultural, economic and political forces. 

 

5ŜƭŜǳȊŜ ǇŜǊƘŀǇǎ ŜƴŎŀǇǎǳƭŀǘŜǎ ǘƘŜ ŜǎǎŜƴǘƛŀƭƭȅ ΨƛƴŦƻǊƳŀƭΩ ŀƴŘ ƛƳƳŀǘŜǊƛŀƭ ƴŀǘǳǊŜ ƻŦ ǘƘŜ ŘƛŀƎǊŀƳ 

ōŜǎǘ ǿƘŜƴ ŘŜǎŎǊƛōƛƴƎ ǇŀƴƻǇǘƛŎƛǎƳ ŀǎ ΨΨƴƻ ƭƻƴƎŜǊ ǘƻ ǎŜŜ ǿƛǘƘƻǳǘ ōŜƛƴƎ ǎŜŜƴΩ ōǳǘ ǘƻ impose a 

particular conduct on a particular human multiplicityΩ ό5ŜƭŜǳȊŜ нллсΥ ну ώƘƛǎ ŜƳǇƘŀǎƛǎϐύΦ {ŜŜƛƴƎ 

without being seen can be taken as a given by analysing the discursive and non-discursive 

matter of the panopticon. However, the effects of this arrangement as the practice of shaping 

ŀƴŘ ǊŜŘǳŎƛƴƎ ǿƘŀǘ 5ŜƭŜǳȊŜ ǘŜǊƳǎ Ψŀ ǇŀǊǘƛŎǳƭŀǊ ƘǳƳŀƴ ƳǳƭǘƛǇƭƛŎƛǘȅΩ Ŏŀƴ ƻƴƭȅ ōŜ ŀŎƘƛŜǾŜŘ Ǿƛŀ ŀ 

kind of creative reimagining or mapping of the situation itself.  

 

What follows is an attempt to 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 that it can 

reveal the character of our econƻƳƛŎ ŀƴŘ ǇƻƭƛǘƛŎŀƭ ƳƻƳŜƴǘΦ ¢ƘŜ ǇƭŀȅŜǊΩǎ body moving through 

space and time is the carrier of the apparatusesΩ ŜŦŦŜŎǘǎ ƛƴǘƻ ǘƘŜ ǿƛŘŜǊ ǿƻǊƭŘ ƛƴ ǿƘƛŎƘ ƴƻǊƳŀǘƛǾŜ 

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 enemy without being shot, but to 

impose a form of conduct on the multiplicity of the player. However, I do not view the FPS as a 

ŘƛǎŎƛǇƭƛƴŀǊȅ ŀǇǇŀǊŀǘǳǎ ǘƘŀǘ ΨƛƳǇƻǎŜǎΩ ōȅ ǊŜŎƻǳǊǎŜ ǘƻ ŀ ǘǊŀƴǎǇŀǊŜƴǘ ŀƴŘ ƭŜƎƛōƭŜ ŎŜƴǘǊŀƭ ƻǾŜǊǎŜŜǊ 

or authority. Rather, I approach the FPS 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 spatial discourses on the videogame, just as the power of the panopticon exceeded the 

discourse of reform. 

 

The idea that producing a cartography of the forces operating within an apparatus can provide 

an insight or glimpse of a diagram that is the watermark of ŀ ƳƻƳŜƴǘΩǎ ǇƻƭƛǘƛŎǎ ƛǎ ŀ method that 

I apply to the FPS. I engage in the practice of playing the FPS and seek to map the unfolding and 

often chaotic experience of playing the game via autoethnographic accounts. I then attempt to 

come to terms with and read this complex screen-based 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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outsiŘŜ ƻŦ ǘƘŜ ƎŀƳŜΩǎ ƛƳǇƻǊǘŀƴǘ ƳŜŎƘŀƴƛŎǎ όǎŜŜ ŎƻƳƳŜƴǘǎ ƻƴ /ǊƛŎƪ нлмлΣ ŀōƻǾŜύΦ aȅ ŀǇǇǊƻŀŎƘ 

takes neither the apparently self-ŜǾƛŘŜƴǘ Ǉƻǎƛǘƛƻƴ ǘƘŀǘ ǘƘŜ Ct{ ƛǎ ŀ ΨƎŀƳŜΩΣ ƴƻǊ ǘƘŜ ŘƛǎŎƻǳǊǎŜ 

around the form (critical or otherwise) as determining statements on its practice. Rather, I 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 more crucially, unlike almost all the literature on the FPS mapped 

in the previous chapter, I retrospectively write accounts of the process of playing and speculate 

on its meaning. In other words, I map the FPS as a diagram where content and expression enter 

a zƻƴŜ ƻŦ ƛƴŘƛǎǘƛƴŎǘƛƻƴΦ ¢Ƙƛǎ ƛǎ ǿƘŜǊŜ ŀŘŀǇǘƛƴƎ ŎƻƴŎŜǇǘǎ ƭƛƪŜ .ŜƭǘƛƴƎΩǎ ƛŘŜŀ ǘƘŀǘ ǘƘŜ ƛƳŀƎŜ ƛǎ 

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 of its relations. In other words, 

the image taking in player and game stops being a sign to be read, but becomes commensurate 

with the diagram itself. 

 

 

3.8 Conclusion 
 
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 event, I acknowledge its semiotic 

uniqueness, its entanglement with the body of the player. But given the limitations of the 

written word, this event and its authoethnographic exhumation from the beguiling deep time of 

the present only makes it onto the page in a deeply compromised form; a universal player and 

ŀƴ ƛƴŘƛǾƛŘǳŀƭ ōƻǘƘ ƛƴǘǊƛƴǎƛŎŀƭƭȅ ŎƻŜȄƛǎǘ ƛƴ ǘƘŜ ΨLΩ ǘƘŀǘ ǊŜǇƻǊǘǎ ƛǘǎ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ǘƘŜ ƎŀƳŜΦ 

 

In a kind of methodological multiple-personality disorder, I turn to the analysis of the image for 

a counterbalance - ŀ ǎŎƘƻƭŀǊƭȅ ΨLΩ Ƨƻƛƴǎ ǘƘŜ ƳŜǘƘƻŘƻƭƻƎƛŎŀƭ ǘƘǊƻƴƎΦ .ǳǘ ŀŎƪƴƻǿƭŜŘƎƛƴƎ ǘƘŜ 

ƛƳǇƻǊǘŀƴŎŜ ƻŦ ǘƘŜ ŜƭŜƳŜƴǘǎ ƻŦ ǘƘŜ Ct{ ǘƘŀǘ ŀǊŜƴΩǘ ǎŜƳƛƻǘƛŎŀƭƭȅ ǳƴƛǉǳŜΣ ǎǳŎƘ ŀǎ ǘƘŜ I¦5Σ ŀƴŘ 

subjecting them to an iconographic and iconological analysis ushers us back into the realm of 

the tangible, even if these elements are approached as colonising and wanton subjects in their 

own right. If acknowledging the uniqueness of the event of the FPS is a necessity, then so too is 

ŜƳǇƘŀǎƛǎƛƴƎ ǘƘƻǎŜ ŜƭŜƳŜƴǘǎ ǘƘŀǘ ŀǊŜƴΩǘ ǳƴƛǉǳŜ ŀƴŘ ǘǊȅƛƴƎ ǘƻ ǎŜŜ ƛƴ ǘƘŜƳ ǎƻƳŜ ǘŜƳǇƭŀǘŜ ŦƻǊ 
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capturing the commonalities of player action. This does not mean that the singular is made 

general in any more profound a way than the diagram itself operates to take human 

multiplicities and administer them into a mode of conduct.  However, the test of this 

methodology or dialectic of methodologies lies not in its justifications, in its 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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4 

 

The Immune Image 

 

 

4.0 Introduction 

 

While up to a certain point human beings projected themselves into the world, and then 
ŀƭǎƻ ƛƴǘƻ ǘƘŜ ǳƴƛǾŜǊǎŜΣ ƴƻǿ ƛǘ ƛǎ ǘƘŜ ǿƻǊƭŘΣ ƛƴ ŀƭƭ ƛǘǎ ŎƻƳǇƻƴŜƴǘǎΧǿƘƛŎƘ ǇŜƴŜǘǊŀǘŜǎ ǳǎ ƛƴ ŀ 
form that eliminates the separation between inside and outside, front and back, surface and 
depth: no longer content merely to besiege us from the outside, technique has now taken 
up residence in our very limbs. 
 

(Esposito 2011: 147) 

 

¢Ƙƛǎ ŎƘŀǇǘŜǊ ŎƘŀǊǘǎ ǘƘŜ ǇƭŀȅŜǊΩǎ ǊŜŀŎǘƛƻƴ ǘƻ ǘƘŜ ǿŀȅ ǘƘŜ ΨǘŜŎƘƴƛǉǳŜΩ ƻŦ ΨǘǿƛǘŎƘ ǎƘƻƻǘŜǊǎΩ ǎǳŎƘ ŀǎ 

!ŎǘƛǾƛǎƛƻƴΩǎ Call of Duty franchise colonises the body and is expressed in the gestural 

movements of the first-person perspective. I see these gestures as an immune reaction to the 

Ct{Ωǎ ǎȅǎǘŜƳŀǘƛŎ ǇǊƻŘǳŎǘƛƻƴ ƻŦ ƛƴǎŜŎǳǊƛǘȅ, and suggest a desubjectifying effect which renders the 

player an object-like subject, an immune image.  Giorgio Agamben has conceptualised gesture 

as the locus where the infection of the body by political technologies is exteriorised (2007: 150). 

This idea is echoed by Pasi Vŀɉliaho in his mapping of the gestures and bodily politics of early 

cinema (2010). The characterisation of gesture in each of these works as expressing ǘƘŜ ōƻŘȅΩǎ 

modulation by power and specifically by moving image technology is taken up in this chapter at 

applied to the FPSΦ ¦ƴƭƛƪŜ ǘƘŜ ŎƛƴŜƳŀΩǎ ǊŜƭŀǘƛƻƴǎƘƛǇ ǿƛǘƘ ƛǘǎ ǎǇŜŎǘŀǘƻǊΣ ǘƘŜ Ct{ ƳŀƪŜǎ ǘƘŜ 

ǇƭŀȅŜǊΩǎ ƎŜǎǘǳǊŜǎ ǾƛǎƛōƭŜΣ ƳƛǊǊƻǊƛƴƎ ǘƘŜƳ ƛƴ ƳƻǾŜƳŜƴǘǎ ƻŦ ǘƘŜ ǇŜǊǎǇŜŎǘƛǾŜΦ ¢Ƙƛǎ ƳƻǊŜ ƭƛǘŜǊŀƭ 

ŎƻǊǇƻǊŜŀƭ ŀǎǇŜŎǘ ƻŦ ǘƘŜ Ct{Ωǎ aesthetic ƭŜƴŘǎ ƛǘ ǘƻ ŀƴ ŀƭƛƎƴƳŜƴǘ ǿƛǘƘ !ƎŀƳōŜƴΩǎ (2007: 152) idea 

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, or if the genre can be understood as being 
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continuous with !ƎŀƳōŜƴΩǎ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ŜŀǊƭȅ cinema being gestural ς a pure means 

lacking in political ends. 

 

As an extension of the corporeal nature of this appeal to the history and concepts of gesture, 

the following pages reconceptualise !ƭŜȄŀƴŘŜǊ DŀƭƭƻǿŀȅΩǎ όнллсύ idea that the FPS produces a 

ΨƎŀƳƛŎ ǾƛǎƛƻƴΩΦ L ǎǳƎƎŜǎǘ ŀ ƳƻǊŜ ǘŀŎǘƛƭŜ ŀƴŘ ǾǳƭƴŜǊŀōƭŜ ƳŜǘŀǇƘƻǊΥ ǘƘŜ ΨƎŀƳƛŎ ǎƪƛƴΩ ǘƘŀǘ ƛǎ ƴƻǘ ƻƴƭȅ 

ŎƻƴǎǘƛǘǳǘƛǾŜ ƻŦ ǘƘŜ ǇƭŀȅŜǊΩǎ Ǉƻƛƴǘ ƻŦ ǾƛŜǿΣ ōǳǘ ƛǎ ŀƭǎƻ ǘƘŜ ǎƛǘŜ ƻŦ Ƙaptic interchange. I do not turn 

ŀ ōƭƛƴŘ ŜȅŜ ǘƻ ǘƘŜ Ǿƛǎǳŀƭ ŜƭŜƳŜƴǘǎ ƻŦ ǘƘŜ Ct{Σ ƛƴǎǘŜŀŘ L ǇŜǊŎŜƛǾŜ ǘƘŜ Ct{Ωǎ ǊŜƭŀǘƛƻƴǎƘƛǇ ǿƛǘƘ ǘƘŜ 

player as one where senses are always embodied and defined by their interrelations. Unlike 

Galloway, I do not understand the corporeal exchange with the FPS as achieving a closer 

approximation of human vision or embodiment (Galloway 2006: 65), also echoed in Timothy 

/ǊƛŎƪΩǎ ŎƻƴŎŜǇǘǳŀƭƛǎŀǘƛƻƴ ƻŦ ǘƘŜ Ct{ ǇŜǊǎǇŜŎǘƛǾŜ ŀǎ ŀ ŦƻǊƳ ƻŦ ΨōƻŘȅ-ŎŜƴǘǊƛŎ ǾƛǎƛƻƴΩ όнлмлΥ нснύΦ 

Rather, I approacƘ ǘƘŜ ǇƭŀȅŜǊΩǎ ǇŜǊǎǇŜŎǘƛǾŜ ŀǎ ŀ ǎŜƴǎƛǘƛǎŜŘ ŎȅōƻǊƎŜŀƴ ƳŜƳōǊŀƴŜ ǘƘŀǘ ƛǎ ǘŀǘǘƻƻŜŘ 

by aesthetic values alluding to the monocular vision of the camera, renaissance perspective and 

the cinematic frame. This aestheticised skin mirrors, but also shapes gestures and is the locus of 

ǘƘŜ ǇƭŀȅŜǊΩǎ ǘŀŎǘƛƭŜ ŎƻƴǘŀŎǘ ŀƴŘ ƛŘŜƴǘƛŦƛŎŀǘƛƻƴ ǿƛǘƘ ǘƘŜ ƎŀƳŜΦ 

 

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 represented by the 

ƎŀƳƛŎ ǎƪƛƴ ƻŦ ǘƘŜ I¦5 ǿƛǘƘ ǘƘŜ ŜȄǘŜǊƛƻǊ ƻŦ ǘƘŜ ƎŀƳŜΩǎ Ŧǳƭƭȅ ǊŜƴŘŜǊŜŘΣ ŀŎǘƛƻƴŀōƭŜ όDŀƭƭƻǿŀȅ нллсΥ 

67) and threatening (Morris 2002: 82) spaces. In the first part of my analysis, I take aim at the 

gesture of aiming and firing. This gesture is conceptualised 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 first developed ƛƴ ǘƘŜ Lǘŀƭƛŀƴ wŜƴŀƛǎǎŀƴŎŜΦ L ǘƘŜƴ ǘǳǊƴ ŀǿŀȅ ŦǊƻƳ ǘƘŜ ŎŜƴǘǊŜΩǎ 

ŎŀǇŀŎƛǘȅ ǘƻ ǎƘŀǇŜ ǘƘŜ ǇƭŀȅŜǊΩǎ ƎŜǎǘǳǊŜǎ ŀƴŘ ŀŦŦŜŎǘƛǾƛǘȅ ŀƴŘ ŎƻƴǎƛŘŜǊ ǘƘŜ ǎǇŀŎŜ ōŜȅƻƴŘ ǘƘŜ ƎŀƳƛŎ 

skin and the borders of the screen space. I 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 in Cinema 1 to become a menacing presence that must be 

ƳŜǘ ǿƛǘƘ ŀ ǊŜǎǇƻƴǎŜ ōȅ ǘƘŜ ǇƭŀȅŜǊΩǎ ŀŎǘƛƻƴǎΦ 
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The purpose of this chapter is not 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. I situate my analysis of the gestural gamic skin 

ǿƛǘƘƛƴ wƻōŜǊǘƻ 9ǎǇƻǎƛǘƻΩǎ ŎƻƴŎŜǇǘ ƻŦ ōƛƻǇƻƭƛǘƛŎŀƭ ƛƳƳǳƴƛǘȅ ŀƴŘ ǘƘŜ ǘŜƴŘŜƴŎȅ ŦƻǊ ƛƳƳǳƴƛǘŀǊȅ 

systems to enact a double negation that defines the body negatively in relation to its exterior 

(see Esposito 2011: 175). The immunitary body that ultimately negates itself in an excessive 

protective response is understood as the product of a neoliberal dispositif that administers the 

individual via the expression of their own liberty framed as a right to self-protection. This 

immune reaction is leveraged to make the subject react in predictable, self-defensive ways in a 

context where competition and insecurity are actively fostered to produce economic activity 

(Foucault 2008, Lazzarato 2009).  

 

¸Ŝǘ ǿƘŜǊŜ 9ǎǇƻǎƛǘƻΩǎ ƛƴǘŜǊǇǊŜǘƛǾŜ ŎŀǘŜƎƻǊȅ ƻŦ ƛƳƳǳƴƛǘȅ ƻǎŎƛƭƭŀǘŜǎ ōŜǘǿŜŜƴ ǘƘŜ ƳŀŎǊƻǎŎƻǇƛŎ 

scale of nation-ǎǘŀǘŜǎ ŀƴŘ ǘƘŜ ƳƛŎǊƻǎŎƻǇƛŎ ǇǊƻŎŜǎǎŜǎ ƻŦ ǘƘŜ ōƻŘȅΩǎ ƛƳƳǳƴŜ ǎȅǎǘŜƳΣ ǘƘƛǎ ŎƘŀǇǘŜǊ 

argues that immunity is also visible as a gestural and aesthetic phenomenon. I ask whether this 

ŎƻƳƳƛƴƎƭƛƴƎ ƻŦ ǘƘŜ ǇƭŀȅŜǊΩǎ ǊŜŀŎǘƛǾŜ ŀƴŘ ǎŜƭŦ-protective gestures and the image by the FPS 

apparatus is evidence of the way the individual subject is defended, desubjectified and 

ultimately negated in the neoliberal world. However, 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 into /ŀƭƭ ƻŦ 5ǳǘȅΩǎ corporeal and visual regime: not a forward-

thinking player, but one cut adriŦǘ ƛƴ ǘƘŜ ŎǳǊǊŜƴǘ ƻŦ ǘƘŜ Ct{Ωǎ ŀŦŦŜŎǘƛǾŜ stream. This contrasts 

with considering the habituated FPS player as an anticipatory figure, an end-product of the 

ƳŜŘƛǳƳΩǎ ƻǇŜǊŀǘƛƴƎ ƴŜŎŜǎǎƛǘƛŜǎ ŀǎ ŘŜǎŎǊƛōŜŘ ƛƴ ǊŜŎŜƴǘ ǿƻǊƪ ōȅ ±ŅƭƛŀƘƻ όнлмпύ ƻǊ ŀǘǘŜƳǇǘƛƴƎ ǘƻ 

conceptualise a totalising character to the activity of playing the FPS, described within Alexander 

DŀƭƭƻǿŀȅΩǎ ŎƻƴŎŜǇǘ ƻŦ ƎŀƳƛŎ Ǿƛǎƛƻƴ όнллсύΦ ²ƛǘƘ ǘƘŜ ǳƴƛǉǳŜ ŎƻƴŘƛǘƛƻƴǎ ƻŦ ǘƘƛǎ ŦƛǊǎǘ ŎƻƴǘŀŎǘ ǿƛǘƘ 

the affective power of the game in mind, James Ash has noted that ΨFor beginners, the game is 

saturated with an atmosphere of uneaseΩ όнлмоΥ пмύ. 

 

The unhabituated player is a body on the verge of being shocked by the game because they 

ƘŀǾŜ ȅŜǘ ǘƻ ōŜ ǎƻƳŀǘƛŎŀƭƭȅ ŀƴŘ ŀƴŀƭȅǘƛŎŀƭƭȅ ΨŀǘǘǳƴŜŘΩ ōȅ ǘƘŜ ŀǇǇŀǊŀǘǳǎ ƛƴ !ǎƘΩǎ ǘŜǊƳǎ. It seems 

ŎƭŜŀǊ ǘƘŀǘ ǘƘŜ ƴƻǾƛŎŜ ǇƭŀȅŜǊΩǎ ƛƴǎŜŎǳǊƛǘȅ ƛǎ ŀ ǇǊƻŘǳŎǘ ƻŦ ǘƘŜ ƎŀƳŜΩǎ ƘŜƛƎƘǘŜƴŜŘ ŎŀǇŀŎƛǘȅ ǘƻ ǘŀƪŜ 
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them by surprise. In Beyond the Pleasure Principle, Freud isolates shock or fright from other 

ǊŜǎǇƻƴǎŜǎ ǘƻ ŘŀƴƎŜǊΣ ŀǊƎǳƛƴƎ ǘƘŀǘ ΨCǊƛƎƘǘΧƛǎ ǘƘŜ ƴŀƳŜ we give to the state a person gets into 

when he has run into danger without being prepared for it. It emphasises the factor of surpriseΩ 

(2010 [1922]: 12; emphasis added). In this chapter, I align fright with affect. It is less a qualified 

emotion than it is an intensity, representable only in twitches, and tics (see Massumi 2002: 28). 

¦ƴŘŜǊǎǘŀƴŘƛƴƎ Ƙƻǿ ǘƘŜ ǇƭŀȅŜǊΩǎ ŀŎǘƛƻƴǎ ŀǊŜ ŘǊƛǾŜƴ ōȅ ŀ ŘŜǎƛǊŜ ǘƻ ŀǾƻƛŘ ōŜƛƴƎ ǎƘƻŎƪŜŘ ƻǊ 

frightened and attempting to decode the untidy and spasmodic image that results is my first aim 

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 Gesture in crisis and the twitch shooter 

 

Game Log 4.1 

 Call of Duty: Black Ops (2010) | team deathmatch | ΨNuketownΩ |  January 2012. 

 
My thumbs press against two analogue sticks, one controlling a strafing movement across the 

ground, the other the look of the perspective independent of the travel of my virtual body. I hit 

the shoulder button and run, the perspective swaying with each pace, but also twitching from 

side-to-ǎƛŘŜ ŀǎ L ŀǘǘŜƳǇǘ ǘƻ ƭƻŎŀǘŜ ŜƴŜƳȅ ǇƭŀȅŜǊǎ ƭǳǊƪƛƴƎ ƻǳǘǎƛŘŜ ƻŦ ǘƘŜ ǇŜǊǎǇŜŎǘƛǾŜΩǎ ǇŜǊƛǇƘŜǊȅ 

with flicks of 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 my in-game look confuse my supposedly 

independent trajectory through space. 

 

I stop and the seasick world resolves into something more stable. But I realise that I have drifted 

ƛƴǘƻ ǘƘŜ ƳŀǇΩǎ ŎŜƴǘǊŜΣ Ƴȅ ƳƻǾŜƳŜƴǘǎ ŘƛȊȊƛŜŘ ǿƘŀǘŜǾŜǊ ƴƻǘƛƻƴŀƭ ŎƻǳǊǎŜ L ǿŀǎ ƻƴΦ ¢ƘŜ 

perspective now presses against the jaundiced surface of a school bus, uselessly framing the 

pixelated texture of its bodywork. The rest of the map and enemy players are out of sight ς 

behind me, beyond me, elsewhere on the map. 

 

I catch myself physically leaning back as I twist the perspective to the right, searching for a target, 

dragging the frame left again, it flinches about as my hands mangle the controller. This chaotic 

survey takes in an enemy rounding a nearby abandoned car and I pull the crosshairs toward 

them, firing wildly. But the gesture goes astray, overshooting and bullets hurtle skyward ς the 



107 
 

horizon pitches and rolls. Again, I feel my body tense and move on my sofa as if these 

movements might translate to the screen. Yanking the perspective back into line, I overcorrect. 

Now the camera tips towards the floor, all the while zig-zagging with the right stick, trying to 

centre on my target. My ammunition runs empty, spent and useless. I am finally spotted and 

shot, the perspective convulsing with the impacts, but within a safe pre-programmed range, 

nothing like the jerking, tipping and twitching 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 first-person perspective on X, Y and Z-axes 

within the gamŜΩǎ ƳǳƭǘƛǇƭŀȅŜǊ ƳŀǇǎ ŀǊŜ ƴƻǘ ǳƴŘŜǊǎǘƻƻŘ ŀǎ ŎƛƴŜƳŀǘƛŎ ǎƘƻǘǎ ς they lack the 

ŀǳǘƘƻǊƛǘȅ ƻŦ ŀ ŎƛƴŜƳŀǘƛŎ ŀǳǘŜǳǊΦ !ǎ ŀ ƎŜƴǊŜ ƭƻƴƎ ǊŜŦŜǊǊŜŘ ǘƻ ŀǎ ΨǘǿƛǘŎƘ ǎƘƻƻǘŜǊǎΩ ό!ƧŀƳƛ ŀƴŘ 

/ŀƳǇŀƴŀǊƻ нллмΣ ŎƛǘŜŘ ƛƴ Wǳǳƭ нллрΥ ууύ ŜƳǇƘŀǎƛǎƛƴƎ ōƻŘƛƭȅ ǊŜŀŎǘƛƻƴ ǘƛƳŜǎΣ ǘƘŜ ǇƭŀȅŜǊΩǎ activity 

ŎŀƴΩǘ ōŜ ŀǇǇǊƻŀŎƘŜŘ ŀǎ ŀ ŦƻǊƳ ƻŦ Ǿƛǎƛƻƴ ǇǊŜŘƛŎŀǘŜŘ ǎƻƭŜƭȅ ƻƴ ǘƘŜ ǘǊŀƴǎŎŜƴŘŜƴǘ ŀƴŘ ŘƛǎŜƳōƻŘƛŜŘ 

capacities of the gaze that characterise psychoanalytic models of cinematic spectatorship (see 

Baudry 1974, Metz 1982, Mulvey 1975). The videogame involvŜǎ ǘƘŜ ōƻŘȅΩǎ ŀŦŦŜŎǘƛǾŜ 

ǎŜƴǎƛǘƛǾƛǘƛŜǎΣ ƛƴǎǘƛƎŀǘƛƴƎ ŎƘŀƴƎŜǎ ŀǘ ŘƛŦŦŜǊŜƴǘ ƭŜǾŜƭǎ ƻŦ ǘƘŜ ŎƻǊǇǳǎ ŀƴŘ ǘǊŀƴǎƭŀǘƛƴƎ ǘƘŜ ōƻŘȅΩǎ 

movements into the screen space. I understand the twitches of the first-person perspective as 

ōƻŘƛƭȅ ƎŜǎǘǳǊŜǎΣ ǿƘƛŎƘ ŎŀǊǊȅ ǘƘŜ ǇƭŀȅŜǊΩǎ relationship with the technique of the game onto the 

screen. 

 

Discussions about gesture in videogame studies have tended to focus on the practical challenges 

ǊŜƭŀǘƛƴƎ ǘƻ ǘƘŜ ŎŀǇǘǳǊŜ ŀƴŘ ǘǊŀƴǎƭŀǘƛƻƴ ƻŦ ƛƴǘŜƴǘƛƻƴŀƭ ƳƻǾŜƳŜƴǘǎ ŦǊƻƳ ǘƘŜ ǇƭŀȅŜǊΩǎ ōƻŘȅ ƛƴǘƻ ǘƘŜ 

screen without the intermediary of a device like the PlayStatioƴΩǎ 5ǳŀƭ {ƘƻŎƪ ƎŀƳŜ ǇŀŘ όYŀƴƎΣ 

Chang and Jung, 2004: 1701). Gordon Calleja (2011: 63) has suggested splitting game control 

into the realms of the symbolic, where there is no mimetic relationship ōŜǘǿŜŜƴ ǘƘŜ ǇƭŀȅŜǊΩǎ 

input in the on-screen action, and the symbiotic, where gestures are captured and mapped into 

the game space or ŀƴ ŀǾŀǘŀǊΦ ¢Ƙƛǎ ǘƘŜǎƛǎ ǇŀǊŀƭƭŜƭǎ WŀƳŜǎ !ǎƘΩǎ όнлмлύ ŀǎǎŜǊǘƛƻƴ ǘƘŀǘΣ ǊŜƎŀǊŘƭŜǎǎ 

of the presence of the control device, videogames are involved in the reorganisation and 

ŎŀǇǘǳǊŜ ƻŦ ǘƘŜ ǇƭŀȅŜǊΩǎ ƎŜǎǘǳǊŜǎΦ .ǳǘ ǿƘŀǘ ŜȄŀŎǘƭȅ ŘƻŜǎ ǘƘŜ ǘŜǊƳ ƳŜŀƴΚ 

 

Adam Kendon has approached gesture in specifically linguistic and consciously applied terms as 

ƳƻǾŜƳŜƴǘǎ ǘƘŀǘ ΨŜƴƎŀƎŜ ƛƴ ŀ ŎƻƴǾŜǊǎŀǘƛƻƴŀƭ ƳƻǾŜ ƻǊ ǘǳǊƴΩ όнллпΥ фύΦ IŜǊŜΣ ƎŜǎǘǳǊŜǎ ŀǊŜ 

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 decision 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 

unhabituated Call of Duty player are utterances as Kendon suggests, then the drunken and 

chaotic drifts and surges of the in-ƎŀƳŜ ŎŀƳŜǊŀ ŘŜǎŎǊƛōŜŘ ƛƴ Ƴȅ ƎŀƳŜ ƭƻƎ ŀǊŜƴΩǘ ΨŎƻƴǾŜǊǎŀǘƛƻƴŀƭ 

ǘǳǊƴǎΣΩ ōǳǘ ǎƘƻǳǘǎΣ ǎƘǊƛŜƪǎ ŀƴŘ ǘƛŎǎΦ 

 

DƛƻǊƎƛƻ !ƎŀƳōŜƴΩǎ Ŝǎǎŀȅ ΨbƻǘŜǎ ƻƴ DŜǎǘǳǊŜΩ όнл07) suggests that a crisis or pathology in bodily 

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 the economic, technological and political desires of industrial modernity 

ǊŜǇǊŜǎŜƴǘǎ ŀƴ ƛƴǾŀǎƛƻƴ ƻŦ ǘƘŜ ōƻŘȅΩǎ ƳƻǾŜƳŜƴǘǎΦ IŜǊŜΣ ƎŜǎǘǳǊŜ ǘǊŀƴǎƛǘƛƻƴǎ ŦǊƻƳ ŀƴ 

indeterminate and open form of corporeal expression to one that exists only within the confines 

of language and law (nomosύΦ .ǳǘ ǘƘƛǎ ǇǊƻŎŜǎǎ ƻŦ ǘƘŜ ōƻŘȅΩǎ ŎŀǇǘǳǊŜ ōȅ ǇƻǿŜǊ ǿŀǎƴΩǘ ƻƴŜ 

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 automaton visible in 

ǎȅƴŘǊƻƳŜǎ ƭƛƪŜ ¢ƻǳǊŜǘǘŜΩǎΥ 

 

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 whereby muscles seem to dance (chorea) quite 
independently of any motor purpose. (2007: 150) 

 
 

¢Ƙƛǎ ƛǎ ŀ ŘŜǎŎǊƛǇǘƛƻƴ ƻŦ Ψŀ ƎŜƴŜǊŀƭƛǎŜŘ ŎŀǘŀǎǘǊƻǇƘŜ ƻŦ ǘƘŜ ƎŜǎǘǳǊŀƭ ǎǇƘŜǊŜΩ όнллтΥ мрлύΦ !ƎŀƳōŜƴ 

is describing a pathological symptom of what Foucault considered the threshold of modernity ς 

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: 139ς140). The 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 political 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 monograph Mapping the Moving Image: Gesture, Thought and Cinema Circa 1900, Pasi 

Vŀɉliaho (2010) produces an archaeology of the cinema as an apparatus or locus of the 

modulation of gesture noted by Agamben. Vŀɉliaho 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 

Vŀɉliaho, cinematic gestures make visible and legible the reorganisation of the body that the 

cinema generates within modernity. As in AgambenΩs essay, Vŀɉliaho reads the gestures of the 

bodies captured and projected onto the screen at the birth of the cinema as articulating a 

ΨōƻŘƛƭȅ ŎǊƛǎƛǎ ŀǘ ǘƘŜ ƘŜŀǊǘ ƻŦ ƳƻŘŜǊƴƛǘȅΩ όнлмлΥ 16). The product is a spasmodic cinematic body 

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 end-point of the mediumΩs relationship with the body, 

VŀɉliahoΩs monograph 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 

.ŜƴƧŀƳƛƴ ƛƴ Ψhƴ {ƻƳŜ aƻǘƛŦǎ ƛƴ .ŀǳŘŜƭŀƛǊŜΩ όмфффύΦ hŦ ŎƻǳǊǎŜΣ ǘƘŜ ŎƻǊǇƻǊŜŀƭƛǘȅ ƻŦ ǘƘŜ ŎƛƴŜƳa 

cuts across its history, but the specific character of its relationship with the body is context 

ǎǇŜŎƛŦƛŎΦ {ǘŜǾŜƴ {ƘŀǾƛǊƻ Ƙŀǎ ŘŜǎŎǊƛōŜŘ Ƙƻǿ ǘƘŜ ŎƛƴŜƳŀΩǎ ǎǇŜŎǘŀǘƻǊ ƛǎ ΨŎƻƴŦǊƻƴǘŜŘ ŀƴŘ ŀǎǎŀǳƭǘŜŘ 

ōȅ ŀ ŦƭǳȄ ƻŦ ǎŜƴǎŀǘƛƻƴǎΩ (1993: 32) that exceed easy abstraction 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). 

 

VŀɉliahoΩs suggestion that the gestural nature of the cinema in its early history represented a 

ŎǊƛǎƛǎ Ǉƻƛƴǘ ƛƴ Ƙƻǿ ǘƘŜ ōƻŘȅ ŀǊǘƛŎǳƭŀǘŜǎ Ƙƻǿ ƴƻǾŜƭ ŀƴŘ ƛƴǘŜƴǎŜ ǘƘŜ ŎƛƴŜƳŀΩǎ ŀŦŦŜŎǘƛǾŜ ǇƻǿŜǊ ǿŀǎ 

in the early nineteenth century ς a reaction to what Tom Gunning has described as the shock of 

Ψŀƴ ǳƴōŜƭƛŜǾŀōƭŜ Ǿƛǎǳŀƭ ǘǊŀƴǎŦƻǊƳŀǘƛƻƴΩ όнллф: 782). Whether the comparatively docile or 

standardised gestures (if not bodies) of contemporary cinema in comparison to those fleeing the 

Grand Café in Paris in 1896 are evidence of the successful training of the spectator by the 

cinema after one hundred and twenty years of habituation is an important question, albeit one 



110 
 

beyond the scope of this study. The connection between VŀɉliahoΩs work and the current 

ǉǳŜǎǘƛƻƴ ƻŦ ǿƘŜǘƘŜǊ ǘƘŜ Ct{ ŀǇǇŀǊŀǘǳǎ ŜǎǘŀōƭƛǎƘŜǎ ŀ ǎƛƳƛƭŀǊ ƎŜǎǘǳǊŀƭ ŎǊƛǎƛǎ ƛƴ ǘƘŜ ǇƭŀȅŜǊΩǎ ōƻŘȅ 

lies in its characterisation as evidence of the shock of the new. 

 

The gestural crisis evoked in AgambenΩs description of the body in modernity and its cinematic 

counterpart mapped by Vŀɉliaho are echoed in the tic-like or reflexive movements of the FPS 

persǇŜŎǘƛǾŜ ŘŜǎŎǊƛōŜŘ ƛƴ ǘƘŜ ƎŀƳŜ ƭƻƎ ǘƘŀǘ ƻǇŜƴŜŘ ǘƘƛǎ ǎŜŎǘƛƻƴΦ ¢ƘŜ ƴƻǾƛŎŜ Ct{ ǇƭŀȅŜǊΩǎ ƎŜǎǘǳǊŜǎ 

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 movements and their 

ŀŎǘǳŀƭƛǎŀǘƛƻƴ ƛǎ ŦǊŀŎǘǳǊŜŘΦ ¢ƘŜ ǇƭŀȅŜǊΩǎ Ƴŀƴǳŀƭ ƎŜǎǘǳǊŜǎ ς the lurching empathetic body that 

confuses its movements in the actual for those on screen and the movements of the first-person 

perspective ς are ruptured, drunken. This discombobulaǘƛƻƴ ƻŦ ǘƘŜ ǇƭŀȅŜǊΩǎ ŎƻǊǇǳǎ ƛǎ ƴƻǘ ŀ 

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, the fǊŀŎǘǳǊƛƴƎ ƻŦ ǘƘŜ ƴƻǾƛŎŜ ǇƭŀȅŜǊΩǎ ƎŜǎǘǳǊŜǎ ǇǊŜŎƭǳŘŜǎ ŀ 

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 bodily politics 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 context (see Foucault 1991, Crary 1992). However, 

the resonance between the playerΩs stunted and fragmented gestures, those of AgambenΩs 

ΨpatientΩ and VŀɉliahoΩs cinematic corporeal nervousness ς that fragmented, dancing, rupture of 

the bridge between purpose and action ς are suggestive of another point of historical change. I 

ǿƻǳƭŘ ƭƛƪŜ ǘƻ ŀǊƎǳŜ ǘƘŀǘ ǘƘŜ Ct{ ǇƭŀȅŜǊΩǎ ƎŜǎǘǳǊŜǎ ǎƛƎƴŀƭ ŀ ŎǊƛǎƛǎ ƻŦ ǘƘŜ ōƻŘȅ ƛƴ ƭŀǘŜ ƳƻŘŜǊƴƛǘȅ 

related to broader changes in its economic and political systems. The specificity of how the 

ǇƭŀȅŜǊΩǎ ƎŜǎǘǳǊŜǎ ŀǊŜ ƛƴŎƛǘŜŘ ŀƴŘ ǿƘȅ ǘƘŜȅ ŦǊŀŎǘǳǊŜ ƛǎ ƳŀǇǇŜŘ in this chapter as being closely 

related to wider changes occurring in Western biopolitics, an immunitary behaviour that 

compliments neoliberal regimes of governmentality. 

 

4.1.2 Gesture recuperated? 
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Lƴ !ƎŀƳōŜƴΩǎ ŜǎǎŀȅΣ ƎŜǎǘǳǊŜ ŀǎ ǇǳǊŜ ƳŜŀƴǎ ōŜŎƻƳŜǎ ǘƘŜ ƭƻcus where the effects of an authority 

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 modernity produces an attempt to recover what was quite literally 

ΨǎƭƛǇǇƛƴƎ ǘƘǊƻǳƎƘ ƛǘǎ ŦƛƴƎŜǊǎΩ ό!ƎŀƳōŜƴ нллтΥ мрнύ Ǿƛŀ ƳŜŘƛǳƳǎ ƭƛƪŜ ǎƛƭŜƴǘ ŎƛƴŜƳŀΦ CƻǊ !ƎŀƳōŜƴΣ 

ΨƎŜǎǘǳǊŜ ǊŀǘƘŜǊ ǘƘŀƴ ƛƳŀƎŜ ƛǎ ǘƘŜ ŎƛƴŜƳŀǘƛŎ ŜƭŜƳŜƴǘΩ όнллтΥ мроύΦ CƻƭƭƻǿƛƴƎ 5ŜƭŜǳȊŜΩǎ όнллрύ 

position 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 sequence of 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. It is understood as a syƳǇǘƻƳ ƻŦ ōƻŘƛƭȅ ŎǊƛǎƛǎ ƛƴ ƳƻŘŜǊƴƛǘȅ ǘƘŀǘ ǿŜ ǎŜŜ ƛƴ ¢ƻǳǊŜǘǘŜΩǎ ŀƴŘ 

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 

of ǘƘŜ ƻǇŜƴ ŀƴŘ ŎƻǊǇƻǊŜŀƭ ƴŀǘǳǊŜ ƻŦ ƎŜǎǘǳǊŜ ƛǎ ŀ ƪƛƴŘ ƻŦ ƭƛǘƳǳǎ ǘŜǎǘ ŦƻǊ ǘƘŜ ōƻŘȅΩǎ ǊŜƭŀǘƛƻƴ ǘƻ 

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 philosophical sense or is simply a mirror of a 

corporeal crisis ς evidence of new political and technological contaminations mapping the 

ǇƭŀȅŜǊΩǎ ōƻŘȅΦ .ǳǘ ōŜŎŀǳǎŜ ǿŜ ŀǊŜ ŘŜŀƭƛƴƎ ǿƛǘƘ ŀ ǘǊŀƴǎƭŀǘƛƻƴ ƻŦ ƎŜǎǘǳǊŜ ƛƴǘƻ ŀƴ ƛƳŀƎŜ ǊŜƎƛƳŜ ƛƴ 

the videogame that is fully calculated, the broader and more significant point that Agamben 

makes about the gesturality of the cinema as an opening to the indeterminate and an escape 

from nomos also needs to be coordinated with the FPS. This suggests not only that a rupture in 

ǘƘŜ ōƻŘȅΩǎ ǊŜƭŀǘƛonship to authority becomes visible when the image twitches and jerks, blurs 

and convulses, but that the gestural quality of the dominant visual form of the twentieth 

ŎŜƴǘǳǊȅ ƛǎ ŘŜŎƛǎƛǾŜƭȅ ŎƘŀƭƭŜƴƎŜŘ ōȅ ƻƴŜ ƻŦ ǘƘŜ ōƛƎƎŜǎǘ ƳŜŘƛŀ ΨŦǊŀƴŎƘƛǎŜǎΩ ƻŦ ǘƘŜ ǘǿŜƴǘȅ-first 

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 I turn to recent work by Brian Rotman (2008). Where Agamben and Väliaho chart the 

ōƻŘȅΩǎ ǎǇŀǎƳǎ ƛƴ ǘƘŜ ƴƛƴŜǘŜŜƴǘƘ ŀƴŘ ŜŀǊƭȅ ǘǿŜƴǘƛŜǘƘ ŎŜƴǘǳǊƛŜǎΣ wƻǘƳŀƴ ǘŀƪŜǎ ǘƘŜ ²ŜǎǘŜǊƴ 
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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 concerƴŜŘ ǿƛǘƘ ΨƛƳǇƻǎƛƴƎ ƛǘ 

[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 

ŦǳƴŎǘƛƻƴΩ όwƻǘƳŀƴ нллуΥ мрύΦ ²ƛǘƘ ǘƘŜ ŜǎǘŀōƭƛǎƘƳŜnt of the Western body as a figure involved in 

being inscribed by and inscribing written phonemes, Rotman asks whether we are capable of 

ŜŎƭƛǇǎƛƴƎ ŀƴ ŀƭǇƘŀōŜǘ ǘƘŀǘ ΨŜƭƛƳƛƴŀǘŜǎ ŀƭƭ ŀƴŘ ŀƴȅ ŎƻƴƴŜŎǘƛƻƴ ǎǇŜŜŎƘ Ƙŀǎ ǘƻ ǘƘŜ ōƻŘȅΩǎ ƎŜǎǘǳǊŜǎΩ 

(Rotman 2008: 25). In ŀƴ ŀƭƳƻǎǘ ƻǇǇƻǎƛǘŜ ŎƘŀǊŀŎǘŜǊƛǎŀǘƛƻƴ ƻŦ ǘƘŜ ƳŜŘƛŀΩǎ ǊŜƭŀǘƛƻƴ ǘƻ ƎŜǎǘǳǊŜ 

mapped by Väliaho, Rotman positions the emergence of digital technology as a possible means 

ƻŦ ǊŜƳŜŘȅƛƴƎ ǘƘŜ ǊŜŘǳŎǘƛƻƴ ƛƴ ǘƘŜ ōƻŘȅΩǎ ŜȄǇǊŜǎǎƛǾŜ ŎŀǇŀŎƛǘƛŜǎΦ {ǇŜŎƛŦƛŎŀƭƭȅΣ wƻǘƳŀƴ ƛǎ ǊŜŦŜǊring 

to technologies of motion capture used primarily in recording and simulating bodily movement 

ƛƴ ǾƛŘŜƻ ƎŀƳŜǎΣ ǎǳŎƘ ŀǎ 9!Ωǎ ŀƴƴǳŀƭ ƛǘŜǊŀǘƛƻƴǎ ƻŦ ƛǘǎ FIFA franchise of football simulations (1997ς

2017) and in the animation of CGI characters in the cinema, ƭƛƪŜ ²ŜǘŀΩǎ DƻƭƭǳƳ ƛƴ tŜǘŜǊ 

WŀŎƪǎƻƴΩǎ The Lord of the Rings (2001ς2003) 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 communicative 

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 (2007:153) sees 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 

ƎŜǎǘǳǊŜǎ Ŏŀƴ ōŜ ǊŜŎƻǊŘŜŘ ŀƴŘ ΨŎŀǇǘǳǊŜŘΩ ōȅ ƛǘΦ wƻǘƳŀƴ ƛǎ ǇǊƻǇƻǎƛƴƎ ǘƘŜ ƭƛǘŜǊŀƭ ΨŎŀǇǘǳǊŜΩ ƻŦ 

ƎŜǎǘǳǊŜ ōȅ ǘƘŜ ƛƳŀƎŜ ǿƘƛƭŜ !ƎŀƳōŜƴ ǳƴŘŜǊǎǘŀƴŘǎ ŎƛƴŜƳŀΩǎ ƎŜǎǘǳǊŀƭƛǘȅ ƛƴ 5ŜƭŜǳȊƛŀƴ ǘŜǊƳǎ ς as 

ŀƴ ŜǎŎŀǇŜ ŦǊƻƳ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴΦ ¢ƘŜ ŎŀǇǘǳǊŜ ƻŦ ƎŜǎǘǳǊŜ ōȅ ŀ ƳŜŘƛǳƳ ŀƴŘ ŀ ƳŜŘƛǳƳΩǎ ŎŀǇŀŎƛǘȅ ǘƻ 

be gestural in the sense 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 

ǇƭŀȅŜǊΩǎ ƎŜǎǘǳǊŜǎ ǊŜǇǊŜǎŜƴǘǎ ŀ ŘŜǘŜǊƳƛƴŀǘƛƻƴ ƻŦ ǘƘŜ ōƻŘȅ ǘƘŀǘ ƛǎ ŀƴȅǘƘƛƴƎ ōǳǘ ƎŜǎǘǳǊŀƭΦ 

 

4.1.3 Gesture image/image gesture 

!ǎ ǘƘŜ ǇƭŀȅŜǊΩǎ Ƴŀƴǳŀƭ ƎŜǎǘǳǊŜǎ ōǊŜŀƪ ƻƴǘƻ ǘƘŜ ǎŎǊŜŜƴ ƛƴ ǘƘŜ ŦƻǊƳ ƻŦ ǘƘŜ ƳƻǾŜƳŜƴǘǎ ƻŦ ǘƘŜ 

Ct{Ωǎ ǇŜǊǎǇŜŎǘƛǾŜΣ ǿŜ Ŏŀƴ ōŜƎƛƴ ǘƻ Ǝŀƛƴ ŀ ŦƻƻǘƘƻƭŘ ƛƴ ǊŜŀŘƛƴƎ ǘƘŜ ƛƳŀƎŜ ǘƘŀǘ ƛǎ ōŜƛƴƎ ǇǊƻŘǳŎŜŘ 
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as a form of digitally mediated expǊŜǎǎƛƻƴ ƻŦ ǘƘŜ ǇƭŀȅŜǊΩǎ ōƻŘȅΦ wƻǘƳŀƴΩǎ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ 

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 FPS perspective, 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 in 

±ŅƭƛŀƘƻΩǎ ǿƻǊƪΣ ǘƘŜ ǳƴƘŀōƛǘǳŀǘŜŘ ǇƭŀȅŜǊΩǎ ƎŜǎǘǳǊŜǎ ΨŎŀǇǘǳǊŜŘΩ ōȅ ǘƘŜ ƎŀƳŜΩǎ ǊŜƎƛƳŜ ƻŦ 

ŎŀƭŎǳƭŀǘŜŘ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴ ǎŜŜƳ ƳƻǊŜ ŜǾƛŘŜƴǘƛŀƭ ƻŦ ŀ ŎƻǊǇƻǊŜŀƭ ŎǊƛǎƛǎ ƛƴ ǿƘƛŎƘ ǘƘŜ ƎŜƴǊŜΩǎ ƭŀǿǎ ƻǊ 

nomos ƻŦ ƳƻǾŜƳŜƴǘ ŀǊŜ ƳŀǇǇŜŘ ƻƴǘƻ ǘƘŜ ǇƭŀȅŜǊΩǎ ŎƻǊǇǳǎΦ 

 

The possibility that the distinction between gesture and the image is negated when the frame 

ŀƴŘ ǘƘŜ ǇƭŀȅŜǊΩǎ ƳƻǾŜƳŜƴǘǎ ŎƻƴƧƻƛƴ ŀǊƛǎŜǎ ƛƴ ǘƘƛǎ ǎƛǘǳŀǘƛƻƴΦ WƻƴŀǘƘŀƴ /ǊŀǊȅ Ƙŀǎ ŎƘŀǊǘŜŘ ǿƘŀǘ ƘŜ 

ǘŜǊƳǎ ǘƘŜ ΨƘƛǎǘƻǊƛŎŀƭ Ŏƻƴǎǘƛǘǳǘƛƻƴ ƻŦ ǘƘŜ ǎŜƴǎŜǎΩ ƛƴ ǘƘŜ ƴƛƴŜǘŜŜƴǘƘ ŎŜƴtury as a moment where 

vision was captured and disciplined in such a way as to abstract it from the body of the 

ΨƻōǎŜǊǾŜǊΩΦ ¢Ƙƛǎ Ŏƻƭƻƴƛǎŀǘƛƻƴ ƻŦ ǘƘŜ ǎŜƴǎŜǎ ōȅ ǇƻǿŜǊ ŜŦŦŜŎǘŜŘ ǿƘŀǘ ƘŜ ŎŀƭƭŜŘ ŀ ΨŦƛƴŀƭ Řƛǎǎƻƭǳǘƛƻƴ 

of a transcendent foundation for visionΩ (1992: 24). This fracture of the clear separation 

ōŜǘǿŜŜƴ ǘƘŜ ǎǳōƧŜŎǘΩǎ ǎŜƴǎŜǎ ŀƴŘ ǘƘŜ ƻōƧŜŎǘƛŦȅƛƴƎ ŘŜǎƛǊŜǎ ƻŦ ǘƘŜƛǊ ǇƻƭƛǘƛŎŀƭ ŀƴŘ ŜŎƻƴƻƳƛŎ ƳƛƭƛŜǳ 

represents a lasting confusion of subjectςobject relations. While a similar mingling of the subject 

and the FPS apparatus is clearly at work when we play a round of Call of Duty: Black Ops, the 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 the in-game camera which is also pictorial 

frame. 

 

This is a 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 

ǘƘŀǘ ŜȄŎŜŜŘ ŀƴȅ ǳƴƛǘŀǊȅ ΨƛƴǘŜǊƴŀƭΩ ƴƻǘion of being remakes bodies to be part flesh and part 

image. Lǘ ŀǇǇŜŀǊǎ ǘƘŀǘ ǘƘŜ ǇƭŀȅŜǊΩǎ ŀōƛƭƛǘȅ ǘƻ ŎƻƳōƛƴŜ ōƻŘƛƭȅ ƎŜǎǘǳǊŜǎ ŀƴŘ ǘƘŜ ƻǇŜǊŀǘƛƻƴ ƻŦ ǘƘŜ 

frame to produce a kind of image-ǎǳōƧŜŎǘ ƎƛǾŜǎ ŎǊŜŘŜƴŎŜ ǘƻ ±ŅƭƛŀƘƻΩǎ Ǉƻǎƛǘƛƻƴ ǘƘŀǘ ΨόǘύƘŜ ƛƴǘŜǊƛƻǊ 

is only ŀ ǎŜƭŜŎǘŜŘ ŜȄǘŜǊƛƻǊΣ ŀƴŘ ǘƘŜ ŜȄǘŜǊƛƻǊΣ ŀ ǇǊƻƧŜŎǘŜŘ ƛƴǘŜǊƛƻǊΩ όнлмлΥ умύΦ Lƴ ǘƘŜ Ct{Σ ǘƘŜ ōƻŘȅ 

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 replay of the crisis 

of gesturality of the nineteenth century Western bourgeoisie that Agamben identifies and that 

Vŀɉliaho explores in relation to early cinema. Rather, I would like to propose that what we are 

seeing is instead a doubling of crisis in the body of the player 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 

!ƎŀƳōŜƴΩǎ ǘƘŜ ƛŘŜŀ ǘƘŀǘ ƳƻǾƛƴƎ ƛƳŀƎe aesthetics can be said to be gestural in a philosophical 

ǎŜƴǎŜΦ ¢Ƙƛǎ ǊŀƛǎŜǎ ǘƘŜ ǉǳŜǎǘƛƻƴ ƻŦ ǿƘŜǘƘŜǊ ǘƘŜ ƻǇŜƴƴŜǎǎ ƻŦ ǘƘŜ ōƻŘȅ ŀƴŘ ǘƘŜ ǇƭŀȅŜǊΩǎ ŀōƛƭƛǘȅ ǘƻ 

imagine and augment the image virtually is in some sense confined or limited by the FPS. To 

answer thƛǎ ǉǳŜǎǘƛƻƴΣ ŀƴ ŀƴŀƭȅǎƛǎ ƻŦ ǘƘŜ ǇƭŀȅŜǊΩǎ ƎŜǎǘǳǊŜǎ ǘƘŜƳǎŜƭǾŜǎ ŀƴŘ ǘƘŜ ǎǇŜŎƛŦƛŎƛǘȅ ƻŦ Ƙƻǿ 

ǘƘŜ Ct{Ωǎ ŀŜǎǘƘŜǘƛŎ ƛƴŦƭǳŜƴŎŜǎ ǘƘŜƳ ƛǎ ǊŜǉǳƛǊŜŘΦ 

 

4.2 Stuck on the surface/invading the depths: alienation and immersion 

Game Log 4.2 

Call of Duty: Black Ops (2010) | Team Deathmatch | W.M.D | January 2012. 

 
I canΩt stay still. Being still means waiting here in the open. I flick the frame left and right, 

directions lacking a sense of direction.  

 

I turn left along a pathway between two buildings close to my spawn point in the south east of 

the map and align my crosshairs with my forward movement. Centred, I 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 are all one to me.  

 

Sprinting, as if IΩƳ ŦƻƭƭƻǿƛƴƎ ŎǊƻǎǎƘŀƛǊǎ LΩƭƭ ƴŜǾŜǊ ŎŀǘŎƘΣ L ƴƻǘƛŎŜ ŀ ŘƻƻǊǿŀȅ ǘƻ Ƴȅ ǊƛƎƘǘ ŀƴŘ ƳŀƪŜ 

for the relative safety of a smaller space. I twitch left and right, trying to cover the room. ItΩs 

empty. I make for the far corner and crouch facing the doorway and another entrance point to 

my left. I line up my target and wait for any sign of movement in the white pixels of the snowy 

exterior. No enemy. Some seconds, some gunshots ς tick-tock, ratter-tat, distant. I stand and 

make for my initial spawn point. The shots get louder as the space opens, declining to my left.  

 

I descend, sweaty finger poised on the fire button. Multiple trajectories offer themselves, each 

seeming to threaten with equal intensity. I head north into an open space, bearing slightly east, 
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pulled by the sparseness and scale. Dead bodies litter the snow-covered ground - inky doodles on 

a blank page. I have reached the centre or choke-point of the map. I plough forward. More 

possible routes open, branching to who knows where, each pulling me toward them with a kind 

of gravity. I fall through this open space taking in everything as I go, shifting the perspective here 

and there ς aiming without targets, only fears, unknowns. I feed the multiplayer map into the 

centre of my point of view. I want to see everything. I am only dimly aware of the mini-map and 

other elements of the HUD. My attention is locked on the centre of the screen. 

 

I pan and drag the perspective, and the space descends into a kaleidoscopic blur, uncertainty 

reigning over my actions. I spot an enemy player and line up the frame with the avatar in the 

centre of my crosshairs, pushing the trigger button. For this moment, the contingency of the 

ƛƳŀƎŜΩǎ ƳƻǾŜƳŜƴǘǎ ŀƴŘ ǘƘŜ ǳƴƪƴƻǿƴǎ ƻŦ ǘƘŜ ǳƴƳŀǇǇŜŘ ǎǇŀŎe seem to narrow. Just as I fix my 

aim, I 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 

facts of ǘƘŜ ǇƭŀȅŜǊΩǎ ǘŀŎǘƛƭŜ ƛƴǾƻƭǾŜƳŜƴǘ ƛƴ ǘƘŜ ƎŀƳŜΦ [ŜǾ aŀƴƻǾƛŎƘ όнллнΥ норύ Ƙŀǎ 

ŎƘŀǊŀŎǘŜǊƛǎŜŘ ƴŜǿ ƳŜŘƛŀ ƛƴ ǘŜǊƳǎ ƻŦ ǘƘŜ ǿŀȅ ǘƘŀǘ ǘƘŜ ǳǎŜǊΩǎ ƳƻǾŜƳŜƴǘǎ ŀǊŜ ǘǊŀƴǎƭŀǘŜŘ ƻƴǘƻ ǘƘŜ 

ǎŎǊŜŜƴ ƛƴ [ŀŎŀƴƛŀƴ ǘŜǊƳǎ ŀǎ ŀ ƴŀǊŎƛǎǎƛǎǘƛŎ ΨƳƛǊǊƻǊΩ ƻŦ ƘǳƳŀƴ ŀŎǘƛǾƛǘȅΦ ¢Ƙƛǎ ƭƛƴƪŀƎŜ ōŜǘween action 

and identification with the first-person perspective that also brackets much work on the FPS 

(See also Lahti 2003, Morris 2002, Galloway 2006). However, I would like to explore how the 

sense of immersion within the FPS ς understood as a projection of the player into the game 

space ς is, in fact, subject to a much more fluid, dynamic and politically motivated process. 

 

Famously, Jean-[ƻǳƛǎ .ŀǳŘǊȅΩǎ όмфтпύ ŀǊǘƛŎƭŜ ΨLŘŜƻƭƻƎƛŎŀƭ 9ŦŦŜŎǘǎ ƻŦ ǘƘŜ .ŀǎƛŎ /ƛƴŜƳŀǘƛŎ 

!ǇǇŀǊŀǘǳǎΩ ŀǇǇǊƻŀŎƘŜŘ ǘƘŜ ŎƛƴŜƳŀ ŀǎ ŀƴ ŀrchitecture of different technologies working in 

concert to produce a form of identification in which the spectator comes to misrecognise the 

moving image as their own all-powerful and self-ŘƛǊŜŎǘŜŘ ǾƛǎƛƻƴΦ Lƴ .ŀǳŘǊȅΩǎ ƳƻŘŜƭ ƻŦ ǘƘŜ 

cinema, the spectator achieves 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 

ƳŜŘƛǳƳΩǎ ƛƭƭǳǎƛƻƴƛǎǘƛŎ ǇƻǿŜǊΦ /ƘǊƛǎǘƛŀƴ aŜǘȊ ǿŜƴǘ ƻƴ ǘƻ ǘƘŜƻǊƛǎŜ ǘƘƛǎ ƛƴǘŜǊŎŜǇǘƛƻƴ ƻŦ ǘƘŜ gaze of 

ǘƘŜ ǎǇŜŎǘŀǘƻǊ ōȅ ǘƘŜ ŦƛƭƳ ŀǎ ΨǇǊƛƳŀǊȅ ƛŘŜƴǘƛŦƛŎŀǘƛƻƴΩ ǿƛǘƘ ǘƘŜ ŎŀƳŜǊŀ ƭŜƴǎ ƛǘǎŜƭŦΣ ŘŜŎƭŀǊƛƴƎ ΨL ŀƳ 

ǘƘŜ ŎŀƳŜǊŀΩ όaŜǘȊ мфунΥ рмύΦ !ǇǇŀǊŀǘǳǎ ǘƘŜƻǊȅ ŎƻƴŎŜǇǘǳŀƭƛǎŜŘ Ƙƻǿ ǘƘŜ ǎǇŜŎǘŀǘƻǊ ƴƻǘ ƻƴƭȅ 
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identified with the image but also came to be transcendentally projected 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 visual ƳŀǎǘŜǊȅ ΨΧŀ ƳƻǘƛƻƴƭŜǎǎ ŀƴŘ Ŏƻƴǘƛƴǳŀƭ ǿƘƻƭŜΦΦΦŀ ǘƻǘŀƭ 

Ǿƛǎƛƻƴ ǿƘƛŎƘ ŎƻǊǊŜǎǇƻƴŘǎ ǘƻ ǘƘŜ ƛŘŜŀƭƛǎǘ ŎƻƴŎŜǇǘƛƻƴ ƻŦ ǘƘŜ ŦǳƭƭƴŜǎǎ ŀƴŘ ƘƻƳƻƎŜƴŜƛǘȅ ƻŦ άōŜƛƴƎέΩ 

(Baudry 1974: 42). Here, the god-like gaze that the spectator narcissistically adopts as their own 

represents a moment where the subject is in some sense completed and rescued from lack by 

the authoritative voice of the film. Thus, the production of a total vision corresponds to a 

totalisation and completion of the self by the apparatus that represented a blurring of 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 Baudry (1986: 313) later noted, the cinematic image induces an infantile stasis and 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 

ƻŦ ŦƛƭƳ ǘƘŜƻǊȅΩǎ ŎƻǊǇƻǊŜŀƭ ǘǳǊƴ ƛƴ ǘƘŜ мффлǎΦ ¢ƘŜ Ŝxtent to which the spectator can be said to be 

still ignores the play of sensation across the surfaces of the body in what Laura Marks has called 

ΨƘŀǇǘƛŎ ŎƛƴŜƳŀΩ όнлллΥ мтнύΣ ǿƛǘƘƛƴ ǘƘŜ ōƻŘȅΩǎ ŘŜŜǇŜǊ ǎǘǊǳŎǘǳǊŜǎ ŀƴŘ ƻǊƎŀƴǎ όǎŜŜ .ŀǊƪŜǊ нллфύ, 

and ignores the way vision is embodied (see Nöe 2006). However, in terms of actions such as 

ǘƘŜ ƳƻǾŜƳŜƴǘǎ ƻŦ ǘƘŜ ƭƛƳōǎΣ ǘƘŜ ŎƛƴŜƳŀΩǎ ǎǇŜŎǘŀǘƻǊ ǊŜƳŀƛƴǎ ōŜŎŀƭƳŜŘ ǊŜƭŀǘƛǾŜ ǘƻ ǘƘŜ 

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. 

 

Sue Morris (2002) has engaged in a mapping of apparatus theory against the FPS, and concluded 

ǘƘŀǘ ǘƘŜ ŎƻƴƴŜŎǘƛƻƴ ōŜǘǿŜŜƴ ǘƘŜ ǇƭŀȅŜǊΩǎ ŎƻǊǇƻǊŜŀƭ ŀŎǘƛƻƴ ŀƴŘ ƻƴ-screen movements are how 

identification with the first-ǇŜǊǎƻƴ ǇŜǊǎǇŜŎǘƛǾŜ ƛǎ ǎŜŎǳǊŜŘΣ Ǿƛŀ ŀƴ ŀŘŀǇǘŀǘƛƻƴ ƻŦ aŜǘȊΩǎ ŎƻƴŎŜǇǘ 

of primary identification (1982). Martti Lahti (2003) has argued that the feedback loop between 

manual and on-screen actions has been central to how videogames have sought to produce a 
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ŦƻǊƳ ƻŦ ŜƳōƻŘƛŜŘ ǇǊŜǎŜƴŎŜ ǿƛǘƘƛƴ ǘƘŜ ƎŀƳŜΩǎ ǿƻǊƭŘ ς what we might call, to borroǿ .ŀǳŘǊȅΩǎ 

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 point-of-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 

ǇŜǊǎǇŜŎǘƛǾŜΩǎ ŎŀǇŀŎƛǘȅ ǘƻ ƳƛǊǊƻǊ ǇƭŀȅŜǊ ƎŜǎǘǳǊŜǎ ƭŜŀŘǎ ǘƻ ŀ corporeal immersion with the game 

ǎǇŀŎŜΦ [ŀƘǘƛΩǎ ƛŘŜƴǘƛŦƛŎŀǘƛƻƴ ƻŦ ǘƘŜ ½-axis and the production of three-dimensional depth is a 

ŎƻǊƻƭƭŀǊȅ ǘƻ .ŀǳŘǊȅΩǎ ŀǊƎǳƳŜƴǘ ǘƘŀǘ ǘƘŜ ŎƛƴŜƳŀǘƛŎ ƛƳŀƎŜ ƻŦŦŜǊǎ ŀ ǎǇŀŎŜ ƛƴǘƻ ǿƘƛŎƘ ǘƘŜ ǇǎȅŎƘŜ ƻŦ 

the spectator can travel. Although 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 action, identification and immersion has been famously explored in 

!ƭŜȄŀƴŘŜǊ DŀƭƭƻǿŀȅΩǎ ŎƘŀǇǘŜǊ ΨhǊƛƎƛƴǎ ƻŦ ǘhe First-tŜǊǎƻƴ {ƘƻƻǘŜǊΩ όнллсύΣ ǿƘƛŎƘ ŀǊƎǳŜǎ ǘƘŀǘ ǘƘŜ 

Ct{Ωǎ ƳƻōƛƭŜ ǇŜǊǎǇŜŎǘƛǾŜ ƛǎ ŀ Ŏƻƴǘƛƴǳŀǘƛƻƴ ŀƴŘ ŦǳƭŦƛƭƳŜƴǘ ƻŦ ŀƴ ŀŜǎǘƘŜǘƛŎ ƛƳǇǳƭǎŜ ǘƻ ǊŜǇƭƛŎŀǘŜ ǘƘŜ 

conditions of embodied vision in moving image culture. His argument progresses through a 

critical analysis of a series of cinematic examples of the first-person perspective ς or the 

ΨǎǳōƧŜŎǘƛǾŜ ǎƘƻǘΩ ς which are read as a faulty and ultimately alienating attempt to replicate 

ŀŎǘƛǾŜ ŜƳōƻŘƛŜŘ ǾƛǎƛƻƴΣ ǿƘƛŎƘ ōƭƻŎƪǎ ǘƘŜ ƛƳŀƎŜΩǎ ŎŀǇŀŎƛǘȅ ǘƻ ǇǊƻŘǳŎŜ ƛŘŜƴǘƛŦƛŎŀǘƛƻƴ ōŜŎŀǳǎŜ ƛǘ 

overtly signals a loss of corporeal agency for the spectator. For Galloway, the FPS addresses and 

corrects this issue, producing what he calls ΨƎŀƳƛŎ ǾƛǎƛƻƴΩ ς a kind of technologically realised 

ƘǳƳŀƴ Ǿƛǎƛƻƴ ǇǊŜŘƛŎŀǘŜŘ ƻƴ ǘƘŜ ŎŀǇŀŎƛǘȅ ŦƻǊ ǘƘŜ ǇƭŀȅŜǊΩǎ ŀŎǘƛƻƴǎ ǘƻ ōŜ ƳƛǊǊƻǊŜŘ ƻƴ ǎŎǊŜŜƴ ŀƴŘ 
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act unhindered by the cinematic construction of time and space achieved via editing (2006: 63). 

As in Morris aƴŘ ƛƴ [ŀƘǘƛΩǎ ǿƻǊƪǎ ƴƻǘŜŘ ŀōƻǾŜΣ ŎƻǊǇƻǊŜŀƭ ŀŎǘƛƻƴ ƛǎ ƛƳǇƭƛŎƛǘƭȅ ŜǉǳŀǘŜŘ ǿƛǘƘ 

identification and identification enables the player to become corporeally immersed within the 

game space (Galloway 2006: 69). However, despite the obvious centrality of the first-person 

ǇŜǊǎǇŜŎǘƛǾŜ ǘƻ DŀƭƭƻǿŀȅΩǎ ŀǊƎǳƳŜƴǘΣ ǘƘŜ ŎƻƴŎŜǇǘ ƻŦ ƎŀƳƛŎ Ǿƛǎƛƻƴ ŀƴŘ ƛŘŜŀǎ ǘƘŀǘ ŜǉǳŀǘŜ ŀŎǘƛƻƴ 

with identification and identification with immersion threaten to obscure how the aesthetic 

ŎƻƴǾŜƴǘƛƻƴǎ ƻŦ ǘƘŜ Ct{Ωǎ ǇŜǊǎǇŜŎǘƛǾŜ ƛƴŦƭǳŜƴŎŜ ǘƘŜ ǇƭŀȅŜǊΩǎ ŀŎǘivity.  

 

[ŀǳǊƛŜ ¢ŀȅƭƻǊ Ƙŀǎ ǎǳƎƎŜǎǘŜŘ ǘƘŀǘ ǘƘŜ Ct{Ωǎ ŦƛǊǎǘ-ǇŜǊǎƻƴ ǇŜǊǎǇŜŎǘƛǾŜ ǇǊƻŘǳŎŜǎ ŀƴ ΨŀŎǘƛƴƎ ƻƴ ǊŀǘƘŜǊ 

ǘƘŀƴ ǿƛǘƘƛƴ ǘƘŜ ǎŎǊŜŜƴΩ όнллоύΦ ¢ŀȅƭƻǊ ŀǊƎǳŜǎ ǘƘŀǘ ǘƘŜ Ct{ ƛƳŀƎŜ ƛǎ ǘƘŜ ǎƛǘŜ ƻŦ ŀ ǇǎȅŎƘƻƭƻƎƛŎŀƭ 

rupture created by the lack of an on-screen avatar upƻƴ ǿƘƛŎƘ ŀ ǊŜǇǊƻŘǳŎǘƛƻƴ ƻŦ [ŀŎŀƴΩǎ όнллсύ 

ƳƛǊǊƻǊ ǎǘŀƎŜ Ŏŀƴ Ǉƭŀȅ ƻǳǘΦ CƻǊ ¢ŀȅƭƻǊΣ ǘƘŜ ƭŀŎƪ ƻŦ ŀƴ ŀǾŀǘŀǊ ŀǎ ǘƘŜ ǇƭŀȅŜǊΩǎ [ŀŎŀƴƛŀƴ ƳƛǊǊƻǊ ƛƳŀƎŜ 

ŜŦŦŜŎǘƛǾŜƭȅ ƳŜŀƴǎ ǘƘŀǘ ǘƘŜ ǇƭŀȅŜǊΩǎ ŎŀǇŀŎƛǘȅ ǘƻ ƛŘŜƴǘƛŦȅ ǿƛǘƘ ǘƘŜ ƎŀƳŜ ǎǘƻǇǎ ŀǘ ǿƘŀǘ ǿŜ ƳƛƎƘǘ 

consider the lens of the HUD. Therefore, the player is prevented from identifying with, or being 

embodied within, the multiplayer map, cancelling the possibility of immersion. This suggests a 

fractured relation between player and game that also has the effect of cancelling attempts to 

ǊŜŀŘ ǘƘŜ Ct{ ŀǎ ŀƴ ŀǇǇŀǊŀǘǳǎ ŀƴŘ ŦƻǊƳ ƻŦ ǇƻƭƛǘƛŎŀƭ ŎƻƴǘǊƻƭΦ IƻǿŜǾŜǊΣ ŘŜǎǇƛǘŜ ¢ŀȅƭƻǊΩǎ ǎƻƳŜǿƘŀǘ 

puzzling conclusion that problematises a genre that has played such a central role in videogame 

culture since the release of Wolfenstein 3D on the PC in 1992, the idea that there might be a 

ƪƛƴŘ ƻŦ ǎǳǊŦŀŎŜ ƻǊ ƭŀȅŜǊƛƴƎ ǘƻ ǘƘŜ ǇƭŀȅŜǊΩǎ ƛŘŜƴǘƛŦƛŎŀǘƛƻƴ ŀƴŘ ŀ ŎƻƳǇƭƛŎŀǘƛƻƴ ƻŦ ƛǘǎ ǊŜƭŀǘƛƻƴǎƘƛǇ 

with immersion appears to have some grounds in the FPS image. The question that I seek to 

address becomes one of how vision, action and ultimately identification and immersion are 

constituted by player gestures incited by the apparatus and mediate between the construction 

ƻŦ ŀ ǎǳǊŦŀŎŜ ŦƻǊ ǇƭŀȅŜǊ ƛŘŜƴǘƛŦƛŎŀǘƛƻƴ ŀƴŘ ǘƘŜ Ct{Ωǎ ǘƘǊŜŜ-dimensional spaces. 

 

4.2.1 The HUD: gamic skin 

¢ƘŜ ǇƭŀȅŜǊΩǎ I¦5 ŦǳƴŎǘƛƻƴǎ ŀǎ ŀƴ ƛƴǘŜǊƴŀƭ ƭŜƴǎ ŘƛǎǇƭŀȅƛƴƎ ƛƴŦƻǊƳŀǘƛƻƴ ǎǳŎƘ ŀǎ ŀƳƳǳƴƛǘƛƻƴ 

readouts, kill-confirmations, the crosshairs and mini-map ς elements that can only be seen from 

ǘƘŜ ǇƭŀȅŜǊΩǎ ǇŜǊǎǇŜŎǘƛǾŜΣ ƻǾŜǊƭŀƛŘ ƻƴ ǘƘŜ ƎŀƳŜΩǎ ƭƛǾŜ ƻǊ ǎƘŀǊŜŘ ǘƘǊŜe-dimensional multiplayer 

maps. It is ever-present 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 separates the playerΩǎ ƎŜǎǘǳǊŀƭ ŀŎǘƛƻƴǎ ŦǊƻƳ ǘƘŜ ƎŀƳŜΩǎ ƳǳƭǘƛǇƭŀȅŜǊ ƳŀǇǎΦ 
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IƻǿŜǾŜǊΣ ǊŀǘƘŜǊ ǘƘŀƴ ōŜƛƴƎ ŀ ǎǳǊŦŀŎŜ ŦƻǊ ΨŀŎǘƛƴƎ ƻƴΣΩ ǘƘŜ I¦5 ƛƳǇƭƛŜǎ ǘƘŜ ǇǊƻŘǳŎǘƛƻƴ ƻŦ ŀƴ 

ƛƴǘŜǊƴŀƭ ǎǇŀŎŜ ōŜǘǿŜŜƴ ǘƘŜ ǎŎǊŜŜƴ ǇƘȅǎƛŎŀƭƭȅ ƭƻŎŀǘŜŘ ƛƴ ǘƘŜ ŀŎǘǳŀƭ ŀƴŘ ǘƘŜ ƎŀƳŜΩǎ 

mathematically rendered three-dimensional world. Here, the perspective denoted by the HUD 

becomes a threshold or liminal site visualising the interface between ǘƘŜ ǇƭŀȅŜǊΩǎ ōƻŘȅ ŀƴŘ 

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 as an interior but also as a 

ƭƛƳƛǘ ŦƻǊ ǘƘŜ ǊŜŀŎƘ ƻŦ ǘƘŜ ǇƭŀȅŜǊΩǎ ŎƻǊǇǳǎΦ Wǳǎǘ ŀǎ ǘƘŜ ǇƭŀȅŜǊΩǎ ōƻŘȅ ŜȄǘŜƴŘǎ ŀƴŘ ƛƳƳŜǊǎƛƻƴ ƛƴ ǘƘŜ 

ƎŀƳŜ ǎǇŀŎŜ ǎŜŜƳǎ ƛƴŜǾƛǘŀōƭŜΣ ǘƘŜ ǇƭŀȅŜǊΩǎ ƎŜǎǘǳǊŜǎ ǎŜŜƳ ǘƻ ǊŜŀŎƘ ŀ ƭƛƳƛǘ-point. The HUD both 

enables this extension and decides its range. 

 

.ŜŎŀǳǎŜ ƻŦ ǘƘŜ I¦5Ωǎ ŀŜǎǘƘŜǘƛŎ ōƻǊŘŜǊ-drawing, the multiplayer map or game space ς 

characterised as threatening by Morris (2003) and Ash (2013) ς takes shape as an exterior. 

Rather than being automatically immersed and fully embodied within this space ŀǎ ŀ ΨƎŀƳŜ 

ōƻŘȅΩ ό/ǊƛŎƪ нлмлΥ нснύ, the HUD sets up a relation of inside and outside. This production of 

gestural involvement and its limiting to the movement of the perspective generates a sense of 

ǳƴƛǘȅ ōŜǘǿŜŜƴ ǘƘŜ ǇƭŀȅŜǊΩǎ ōƻŘȅ ŀƴŘ ǘƘƛǎ ƛƴǘŜǊƴŀƭ ǎǇŀŎŜ of the image. However, unlike the 

ǳƴƛŦƛŎŀǘƛƻƴ ƻŦ ǘƘŜ ǇƭŀȅŜǊ ǿƛǘƘ ǘƘŜ ƎŀƳŜΩǎ ǘƘǊŜŜ-dimensional spaces suggested by the concept of 

immersion and the free and fluid gamic vision that this state enables, the external space appears 

subject to a form of othering. This binary relationship of internal body to otherness and external 

ŘŀƴƎŜǊǎ ōǊŀŎƪŜǘǎ ǘƘŜ ǇƭŀȅŜǊΩǎ ǎŜƴǎŜ ƻŦ ƛŘŜƴǘƛŦƛŎŀǘƛƻƴ ǿƛǘƘ ƛƴǎŜŎǳǊƛǘȅΦ Lǘ ŀƭǎƻ ǎǳƎƎŜǎǘǎ ǘƘŜ 

necessity for the inside to be protected in some way from the outside. 

 

wŀǘƘŜǊ ǘƘŀƴ ŎƻƴŎŜǇǘǳŀƭƛǎƛƴƎ ǘƘŜ Ct{Ωǎ interface in terms of either a total immersion with the 

ƎŀƳŜΩǎ ǊŜŀƭƛǘȅΣ ƻǊ ŀǎ ŀ ŦƻǊƳ ƻŦ ŘƛǎǘŀƴŎŜŘ ŀƴŘ ŦǊŀŎǘǳǊŜŘ ŜƴƎŀƎŜƳŜƴǘ ƛƳǇƭƛŜŘ ōȅ ǘƘŜ ǇǊƻŘǳŎǘƛƻƴ ƻŦ 

an adamantine surface upon which the player acts, a more profitable metaphor might be to 

understand the HUD as a permeable membrane ς a gamic skin. The HUD covers and separates 

ǘƘŜ ǇƭŀȅŜǊ ŦǊƻƳ ǘƘŜ ƎŀƳŜΩǎ ǘƘǊŜŀǘŜƴƛƴƎ ƳǳƭǘƛǇƭŀȅŜǊ ǎǇŀŎŜǎ ǿƛǘƘ ŀ ǘǊŀƴǎǇŀǊŜƴǘ ŦƭŜǎƘΣ ǿƘƛŎƘ 

ǊŜƳŀƛƴǎ ǎǘǊƛŎǘƭȅ ΨƻǳǘǎƛŘŜΩ ƛƴ ǘŜǊƳǎ ƻŦ ǘƘŜ ǇƭŀȅŜǊΩǎ ƛŘŜntification. As a barrier, it conforms to what 

9Ř /ƻƘŜƴ Ƙŀǎ ŎŀƭƭŜŘ ǘƘŜ ŀǎǇƛǊŀǘƛƻƴ ƻŦ ǘƘŜ ƳƻŘŜǊƴ ōƻŘȅ ǘƻ ΨƭƻŎŀƭƛȊŜ ƘǳƳŀƴ ōŜƛƴƎǎ ǿƛǘƘƛƴ ŀƴ 

epidermal frontier that distinguishes the person from the world (2009: 7). For Cohen, the skin 
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denotes what is proper to the body and thus the foundation for the legal and political rights of 

ǘƘŜ ƛƴŘƛǾƛŘǳŀƭ όнллфΥ тύΦ LŦ ǘƘŜǊŜ ƛǎ ŀ ƎŀƳƛŎ ǎƪƛƴΣ ǘƘŜƴ /ƻƘŜƴΩǎ Ǉƻƛƴǘ suggests that it also alludes 

to the political construction of the individual as a figure who owns their own body and is entitled 

to certain rights that 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 ways. First, the whole nature of a gamic skin is 

ǘƘŜ ǊŜǎǳƭǘ ƻŦ ŀ ǘǊŀƴǎƎǊŜǎǎƛƻƴ ƻŦ ǘƘŜ ǇƭŀȅŜǊΩǎ ŎƻǊǇǳǎ ōȅ ǘƘŜ Ct{ ŀǇǇŀǊŀǘǳǎ ς it is, after all, a 

cyborgean interface. Second, the game seems to produce this bordered corpus simply to make it 

vulnerable to contamination and motivate its defence. For Thomas Elsaesser: 

 

The skin is an organ, our largest, and yet we are incapable of observing it from an 
external position. Skin thus negotiates and re-distributes the relation between inside 
and outside; it designates a transitional and uncertain liminality with respect to where 
the self becomes the world and vice versa. (Elsaesser and Hagner 2010: 111) 
 

The gamic skin also represents the liminal membrane through which the affective and tactile 

power of the game passes baŎƪ ƛƴǘƻ ǘƘŜ ǇƭŀȅŜǊΩǎ ōƻŘȅΦ Lǘ ƛǎ ǾǳƭƴŜǊŀōƭŜΣ ŘŜƳŀǊŎŀǘƛƴƎ ǘƘŜ ǇƭŀȅŜǊΩǎ 

perception of their avatar, which is target for enemy attack. When an enemy fires, 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 HUD as an epidermis 

the apparatus constructs for the player also decouples the binary of surface and depth for the 

ǇƭŀȅŜǊΩǎ ǎŜƴǎŜ ƻŦ ƛŘŜƴǘƛŦƛŎŀǘƛƻƴ ŀƴŘ ƛƳƳŜǊǎƛƻƴΦ ¢ƘŜ ƎŀƳƛŎ ǎƪƛƴ ƛǎ ōƻǘƘ a barrier and a tactile 

interface that contacts the game space, signalling its exteriority but also its capacity to puncture 

ǘƘŜ ǇƭŀȅŜǊΩǎ ōƻŘƛƭȅ ƛƴǘŜǊƛƻǊΦ Melanie Swalwell has suggested that the novice videogame player 

ΨƳǳǎǘ ƎǊƻǿ ŀ ΨǘƘƛŎƪŜǊ ǎƪƛƴΩ, developing and adjusting their perceptual abilities and responses so 

that they do not become lost or dizzy or disoriented by the fast-ǇŀŎŜŘ ƳƻǾƛƴƎ ŎŀƳŜǊŀΩ όнллуΥ 

76). It seems clear that for the unhabituated player, the gamic skin is intensely vulnerable, 

anything but 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 environment. I would like to argue that the 

mechanism allowing the player to reach into and become one with the game world is the action 

of aiming and firing. When undertaken by other players, this action also denotes the way the 

ƳǳƭǘƛǇƭŀȅŜǊ ƳŀǇ όǘƘŜ ŜȄǘŜǊƛƻǊύ ǊŜŀŎƘŜǎ ƛƴǘƻ ŀƴŘ ŎƻƴǘŀƳƛƴŀǘŜǎ ǘƘŜ ǇƭŀȅŜǊΩǎ ǎŜƴǎŜ ƻŦ ǎŜƭŦΣ ƻǊ 
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interior, with affective shocks. 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 two-way membrane that is the locus of sensory and sensual exchange 

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. I would like to argue that immersion is 

achieved when the player ŎǊƻǎǎŜǎ ƛƴǘƻ ǘƘŜ ƎŀƳŜΩǎ ƳǳƭǘƛǇƭŀȅŜǊ ƳŀǇǎ ǿƛǘƘ ǘƘŜ ǇŀǎǎŀƎŜ ƻŦ ŀ ōǳƭƭŜǘΦ 

The idea that immersion is a goal tied up with a self-defensive desire to preserve an interior 

space of identification and tactile interchange produced by the HUD reinforces but also 

ŎƻƳǇƭƛŎŀǘŜǎ ǘƘŜ ƭǳŘƛŎ ƛƳǇŜǊŀǘƛǾŜ ǘƻ ŜȄǇƭƻǊŜ ŀƴŘ ŘƻƳƛƴŀǘŜ ǘƘŜ ƎŀƳŜΩǎ ƳǳƭǘƛǇƭŀȅŜǊ ƳŀǇǎ ƛƴ ŀ 

game of .ŀǘǘƭŜŦƛŜƭŘΩǎ Conquest or to do so with the sole objective of killing enemy players in Call 

ƻŦ 5ǳǘȅΩǎ team deathmatch. This suggests that the identificationςimmersion model is not an 

ŀǳǘƻƳŀǘƛŎ ŦŀŎŜǘ ƻŦ ǘƘŜ Ct{Ωǎ ǇǊƻŘǳŎǘƛƻƴ ƻŦ ǘŀŎǘƛƭŜ ƛƴǾƻƭǾŜƳŜƴǘ ŀƴŘ Ǿƛǎǳŀƭ ŘŜǇǘƘΣ ōǳǘ ǎƻƳŜǘƘƛƴƎ 

ǘƘŀǘ Ƴǳǎǘ ōŜ ŀŎƘƛŜǾŜŘ ōȅ ǘƘŜ ǇƭŀȅŜǊΩǎ ƎŜǎǘǳǊŜǎΦ IŜǊŜΣ ǘƘŜ ƳƻǘƛǾŀǘƛƻƴ ƻŦ ǎŜŎǳǊƛƴƎ ŀ ƭǳŘƛŎ Ǝƻŀƭ ŀƴŘ 

a sense of existential insecurity enter a mutually supportive dynamic where both can be 

resolved when the player reaches into the game space via defensive action. 

 

! ƪŜȅ ŘƛŦŦŜǊŜƴŎŜ ōŜǘǿŜŜƴ ǘƘŜ ŎƻƴŎŜǇǘ ƻŦ ŀ ƎŀƳƛŎ ǎƪƛƴ ŀƴŘ DŀƭƭƻǿŀȅΩǎ ƛŘŜŀ ƻŦ ƎŀƳƛŎ ǾƛǎƛƻƴΣ ƛǎ 

that the process of immersion becomŜǎ ŎƻƴǘƛƴƎŜƴǘΦ ¢ƘŜ ŜŦŦƛŎŀŎȅ ƻŦ ǘƘŜ ǇƭŀȅŜǊΩǎ ƎŜǎǘǳǊŜǎ ōŜŀǊǎ 

on their capacity ς 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 reality to be realised. But, how, then is 

this incitement towards immersion via the gesture of aiming and firing managed and organised 

by a game such as Call of Duty: Black Ops (2010)? And what can the manner of this management 

of gesture tell us about the wider cultural and political values 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 Alberti, On Painting 1435ς1436 

 
 

9Ǌǿƛƴ tŀƴƻŦǎƪȅΩǎ ǿƻǊƪ Perspective as Symbolic Form (1997) 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 the central vanishing 

point and the appearance of spatial infinity (1997: 65) that renaissance perspective could 

achieve, Panofsky read a symbolic articulation of broader epistemological changes occurring in 

the fifteenth century in Europe. In short, Panofsky interprets 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. 

 

For PanofskȅΣ ǘƘƛǎ ƳƻŘŜ ƻŦ ǇŜǊǎǇŜŎǘƛǾŀƭ ŎƻƴǎǘǊǳŎǘƛƻƴ ǊŜǇǊŜǎŜƴǘŜŘ Ψŀƴ ƻōƧŜŎǘification of the 

subjectiveΩ όмффтΥ ссύ. The author understands linear perspective in terms of its ability to 

translate the subjective world of representational forms into the appearance of an objective and 

infinite visual reality. Thus, if we apply tŀƴƻŦǎƪȅΩǎ ƛƴǎƛƎƘǘ to ǘƘŜ Ct{Ωǎ ǇŜǊǎǇŜŎǘƛǾŜ ŎƻƴǎǘǊǳŎǘƛƻƴ ƛǘ 

ŀǇǇŜŀǊǎ ŀǎ ŀ ǇǊƻŘǳŎǘ ƻŦ ǘƘŜ ǾŀƭǳŜǎ ƻŦ ƛǘǎ ǘƛƳŜ ŀƴŘ ŀ ΨǎȅƳōƻƭƛŎ ŦƻǊƳΩ not a simple matter of 

replicating human (or gamic) vision, or producing an illusionistic spatial reality. Steven Poole has 

argued that the FPS should be aligned ΨǿƛǘƘ ǘƘŜ ǎǘǊŀƛƴ ƻŦ ²ŜǎǘŜǊƴ ŀǊǘ ŦǊƻƳ ǘƘŜ wŜƴŀƛǎǎŀƴŎŜ ǳǇ 

until the shock of photography, were hell-bent on refining their powers of illusionistic 

ŘŜŎŜǇǘƛƻƴΩ όнлллΥ мотς138) (see also Crick 2010: 261). For Panofsky:  

 

¢ƘŜ ǇƛŎǘǳǊŜ Ƙŀǎ ōŜŎƻƳŜ ŀ ƳŜǊŜ άǎƭƛŎŜέ ƻŦ ǊŜŀƭƛǘȅΣ ǘƻ ǘƘŜ ŜȄǘŜƴǘ ŀƴŘ ƛƴ ǘƘŜ ǎŜƴǎŜ ǘƘŀǘ 
imagined space now reaches out in all directions beyond represented space, 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 FPS, it lies in a mutation of the image, rather than its homogeneity. In the FPS, 

ǘƘŜ ŦƛƴƛǘŜƴŜǎǎ ƻŦ ǘƘŜ ƎŀƳƛŎ ǎƪƛƴ ŀƴŘ ǘƘŜ ǇƭŀȅŜǊΩǎ ǇƭŀŎŜ ƛƴ ǘƘŜ ƎŀƳŜ ƛǎ ǳǘǘŜǊƭȅ ŜƴŎƭƻǎŜŘ ōȅ ŀ Ŧǳƭƭȅ 
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rendered threatening space. In the following pages, I would like to suggest that infinity 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 firing. I am not suggesting the FPS 

straightforwardly replicates the values of the renaissance. However, 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 recurring topos of Western culture, legible in 

developments in image forms as diverse as the scientific turn in cartography (see Harley 2001: 

ттύ ŀƴŘ ǘƘŜ ŎƛƴŜƳŀǘƻƎǊŀǇƘΩǎ ŀǇǇƭƛŎŀǘƛƻƴ ŀǎ ŀ ŘŜǾƛŎŜ ŦƻǊ ŎŀǇǘǳǊƛƴƎ ŀƴŘ ƳŀǎǘŜǊƛƴƎ ŀƴ ƛƴŘŜȄ ƻŦ ǘƘŜ 

body (see Rabinbach 1990). If both the construction of three-dimensional environments and 

graphic elements of the HUD puts the values of single point perspectival construction into play 

and has a relation the painterly construction of three-dimensional space, it must be coordinated 

with its context, rather than chained to a narrative of historical descent. 

 

Lǘ ƛǎ ƴƻǘŜǿƻǊǘƘȅ ǘƘŀǘ ŀ ŎŜƴǘǊŀƭ ōǳƛƭŘƛƴƎ ōƭƻŎƪ ƻŦ .ŀǳŘǊȅΩǎ ŀǊƎǳƳŜƴǘ ŘƛǎŎǳǎǎŜŘ ŀōƻǾŜ ƛǎ ǘƘŜ ǿŀȅ 

ǘƘŜ ǎǇŜŎǘŀǘƻǊΩǎ ǘǊŀƴǎŎŜƴŘŜƴǘŀƭ ƛŘŜƴǘƛŦƛŎŀǘƛƻƴ ǿƛǘƘ ǘƘŜ ƛƳŀƎŜ ƛǎ ŦŀŎƛƭƛǘŀǘŜŘ ōȅ ǊŜƎƛƳŜs of 

perspective and composition that have endured in Western culture since the renaissance (1974: 

пмύΦ ²ƘƛƭŜ .ŀǳŘǊȅΩǎ ǇǎȅŎƘƻŀƴŀƭȅǘƛŎ ƳƻŘŜƭ ƳƛƎƘǘ ƘŀǾŜ ōŜŜƴ ŎƘŀƭƭŜƴƎŜŘ ƛƴ CƛƭƳ {ǘǳŘƛŜǎ ŀƴŘ 

cannot be applied uncritically to the FPS, he makes some interesting aesthetic observations. 

Importantly for our consideration of the FPS perspective, Baudry notes that the cinematic frame 

Ƙŀǎ ŀ ƳƻƴƻŎǳƭŀǊ Ǉƻƛƴǘ ƻŦ ǾƛŜǿ ǘƘŀǘ ΨŜƭŀōƻǊŀǘŜόǎύ ŀ ŎŜƴǘǊŜŘ ǎǇŀŎŜΩ όмфтпΥ пмύΦ Lƴ ŦƛƭƳΣ 

photography and perspectival painting, objects are 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, meaning 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 first-person shooting. Screen grab from Call of Duty Black Ops (Activision, 2010) 

 

Important to note 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 cinema articulate a 

ƳƻƳŜƴǘ ǿƘŜƴ ǘƘŜ ǎǇŜŎǘŀǘƻǊ ƻǊ ΨƻōǎŜǊǾŜǊΩ ƛǎ ǊŜǇƻǎƛǘƛƻƴŜŘ ΨƻǳǘǎƛŘŜ ƻŦ ŦƛȄŜŘ ǊŜƭŀǘƛƻƴǎ ƻŦ 

ƛƴǘŜǊƛƻǊκŜȄǘŜǊƛƻǊΧŀƴŘ ƛƴǘƻ ŀƴ ǳƴŘŜƳŀǊŎŀǘŜŘ ǘŜǊǊŀƛƴ ƻƴ ǿƘƛŎƘ ǘƘŜ ŘƛǎǘƛƴŎǘƛƻƴ ōŜǘǿŜŜƴ ƛƴǘŜǊƴŀƭ 

ǎŜƴǎŀǘƛƻƴ ŀƴŘ ŜȄǘŜǊƴŀƭ ǎƛƎƴǎ ƛǎ ƛǊǊŜǾƻŎŀōƭȅ ōƭǳǊǊŜŘΩ όмффнΥ нпύΦ ¢Ƙƛǎ suggests a form of 

contamination between the image and the spectator wherein the stable subjectςobject 

ǊŜƭŀǘƛƻƴǎ ƻŦ ǘƘŜ ǊŜƴŀƛǎǎŀƴŎŜ ƛǎ ǊŜǇƭŀŎŜŘ ǿƘƻƭŜǎŀƭŜ ōȅ ƳƻŘŜǊƴƛǘȅΩǎ ǘŜƴŘŜƴŎȅ ǘƻ ŀōǎǘǊŀŎǘ ŀƴŘ 

discipline vision and sensation into a modifiable and exploitŀōƭŜ ŎƻƳƳƻŘƛǘȅΦ ²ƘƛƭŜ /ǊŀǊȅΩǎ 

ŀƴŀƭȅǘƛŎŀƭ ŦǊŀƳŜǿƻǊƪ ƛǎ ƘƛǎǘƻǊƛŎŀƭ ŀƴŘ ōƻŘƛƭȅ ǊŀǘƘŜǊ ǘƘŀƴ ǇǎȅŎƘƻŀƴŀƭȅǘƛŎŀƭΣ ƛǘ ǎƘŀǊŜǎ .ŀǳŘǊȅΩǎ 

ōƭǳǊǊƛƴƎ ƻŦ ǘƘŜ ƭƛƴŜǎ ǎŜǇŀǊŀǘƛƴƎ ǎǇŜŎǘŀǘƻǊ ŀƴŘ ƛƳŀƎŜΦ IƻǿŜǾŜǊΣ .ŀǳŘǊȅΩǎ ǿƻǊƪ ŎƻƴƴŜŎǘƛƴƎ ǘƘŜ 

centring visuality of the renaissance with the cinema suggests that we are never dealing with 

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 different historical contexts. 

 

5ŜǎǇƛǘŜ ǘƘŜ ǘƻǘŀƭ ŎƻƴǘǊƻƭ ǘƘŀǘ ǘƘŜ ƎŀƳŜΩǎ ŎƻŘŜ ŜȄŜǊǘǎ ƻǾŜǊ ǘƘŜ Ct{Ωǎ ƳǳƭǘƛǇƭŀȅŜǊ ƳŀǇΣ ǘƘŜ ŦŀŎǘ 

that the in-ƎŀƳŜ ŎŀƳŜǊŀ ƳƛǊǊƻǊǎ ǘƘŜ ǇƭŀȅŜǊΩǎ ƎŜǎǘǳǊŜǎ ƳŜŀƴǎ ǘƘŀǘ ǘƘŜ ƛƳǇƻǊǘŀƴŎŜ ƻŦ ŎŜƴǘǊƛƴƎ 
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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 effected by a crossing of the skin 

ƻŦ ǘƘŜ I¦5 ōȅ ǘƘŜ ǇƭŀȅŜǊΩǎ ŀŎǘƛƻƴ ƻŦ ŀƛƳƛƴƎ ŀƴŘ ŦƛǊƛƴƎΦ ¢Ƙƛǎ ŀŦŦŜŎǘƛǾŜ ŜȄŎƘŀƴƎŜ ŀƴŘ ƎŜǎǘǳǊŀƭ 

quality to the movement of the perspective raises the question of how centring seen as the 

imposition of a compositional convention executed by an external authority can persist 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 its ǊŜƭŀǘƛƻƴǎƘƛǇ ǿƛǘƘ ƛƳƳŜǊǎƛƻƴ ŀƴŘ ǘƘŜ ǇǊƻǘŜŎǘƛƻƴ ƻŦ ǘƘŜ ǇƭŀȅŜǊΩǎ ŀŦŦŜŎǘƛǾƛǘȅΣ 

the action of aiming and firing ς whether expressed by gestural ticks or more authoritative play 

ς dominates all movements of the FPS perspective by the necessity to centre it on threatening 

elements. 

 

aƛŎƘŀŜƭ YǳōƻǾȅ Ƙŀǎ ƴƻǘŜŘ ƻŦ Lǘŀƭƛŀƴ wŜƴŀƛǎǎŀƴŎŜ ǇŀƛƴǘƛƴƎ ǘƘŀǘ Ψ¢ƘŜ Ƴƻǎǘ ƻōǾƛƻǳǎ ŦǳƴŎǘƛƻƴ ƻŦ 

ǇŜǊǎǇŜŎǘƛǾŜ ǿŀǎ ǘƻ ǊŀǘƛƻƴŀƭƛȊŜ ǘƘŜ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴ ƻŦ ǎǇŀŎŜΩ όмфусΥ мύΦ IŜǊŜΣ ǘƘŜ ƛƳŀƎŜ ƛǎ 

composed by set mathematical conventions, ensuring that 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 produce 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 might also 

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 control of the 

ΨǾƛƻƭŜƴŎŜ ƛƴƘŜǊŜƴǘ ƛƴ ŜǾŜǊȅ ƳƻŘŜƭΧǘƻ ǘƘŜ ǘǊŀƴǎŦƻǊƳŀǘƛƻƴ ƻŦ ǊŜŀƭ ǎǇŀŎŜ into a figure ruled by laws 

ƻŦ ǊŜŀǎƻƴ ŀƴŘ ŀōǎǘǊŀŎǘƛƻƴΩ όWŀŎƻō нллсΥ ноύ. The archer also attempts to take hold of and control 

his target. Both the aim of the painter and that of the archer are legible as acts of violence 

because they exert a power over the real: controlling and rationalising its openness or life. 

 

Lƴ ǘƘŜ Ct{Σ ǘƘŜ ƛƭƭǳǎƛƻƴ ƻŦ ŘŜǇǘƘ ƛǎ ƳŀƛƴǘŀƛƴŜŘ ǊŜƎŀǊŘƭŜǎǎ ƻŦ ŎƘŀƴƎŜǎ ƛƴ ǘƘŜ ǇƭŀȅŜǊΩǎ ǇŜǊǎǇŜŎǘƛǾŜ 

because the space has been fully calculated and constructed to be viewed from 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 via movements of the gamic skin mean that the 

ǇƭŀȅŜǊ Ƴǳǎǘ ōŜƘŀǾŜ ƭƛƪŜ ǘƘŜ ǳǇōǊŀƛŘŜŘ ŀǊŎƘŜǊ ƛƴ !ƭōŜǊǘƛΩǎ ƳŜǘŀǇƘƻǊ ōȅ ŀƭǿŀȅǎ ƘŀǾƛƴƎ Ƙƛǎ ƻǊ ƘŜǊ 

bow drawn, seeking to align the HUD in such a way that they are prepared to aim and fire, to 

bring the image into a state 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 being as they open fire. 

Indeed, the movement of the FPS perspective appears an attempt by the player to control the 

ƎŀƳŜΩǎ ǎǇŀǘƛŀƭ ŀƴŘ ǘŜƳǇƻǊŀƭ ŎƻƴǘƛƴƎŜƴŎƛŜǎ ŀƴŘ ǘƘŜƛǊ ŀŦŦŜŎǘƛǾŜ ǇƻǿŜǊΦ IŜǊŜΣ ŦƛǊƛƴƎ ŀƴŘ 

rationalising are combined in a gesture aimed at controlling the threatening potential of a 

ƳǳƭǘƛǇƭŀȅŜǊ ƳŀǘŎƘΣ ŀŎǘƛƴƎ ǘƻ ǎŜŎǳǊŜ ǘƘŜ ǇƭŀȅŜǊΩǎ ǎǇŀŎŜ ƻŦ ƛŘŜƴǘƛŦƛŎŀǘƛƻƴ ƻǊ ǎƪƛƴ-like HUD from 

ǎƘƻŎƪƛƴƎ ƛƴǾŀǎƛƻƴǎ ŦǊƻƳ ǘƘŜ ƎŀƳŜΩǎ ƳŀǇǎΦ ¢Ƙƛǎ ǎǳƎƎŜǎǘǎ ǘƘŀǘ ǘƘŜ ƪŜȅ ǘƻ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ǘƘŜ 

persisting nature and significance of the relationship between renaissance regimes of centring 

ŀƴŘ ǘƘŜ Ct{Ωǎ I¦5Σ ƭƛŜǎ ƛƴ ǘƘŜ ŘȅƴŀƳƛŎ ŀƴŘ ƳƻōƛƭŜ ǊŜƭŀǘƛƻƴǎƘƛǇ ōŜǘǿŜŜƴ ǘƘŜ ǇƭŀȅŜǊΩǎ ƎŀƳƛŎ ǎƪƛƴ 

and the three-dimensional multiplayer map. 

 

4.2.3 Crosshair as net 

CǊƻƳ ƛŘΩǎ Wolfenstein 3D (1992) to Call of Duty: Black Ops III όнлмсύΣ ǘƘŜ Ct{Ωǎ I¦5 ŦƻǊƳǎ ŀ 

ǊŜƭŀǘƛƻƴǎƘƛǇ ǿƛǘƘ ǘƘŜ ŀǾŀǘŀǊΩǎ ŀǊƳǎ ŀƴŘ ǿŜŀǇƻƴ ǘƘŀǘ ǇǊƻƧŜŎǘǎ ŦǊƻƳ ǘƘŜ ŎŜƴǘǊŜ ƻǊ ŎŜƴǘǊŜ-right of 

ǘƘŜ ƭƻǿŜǊ ōƻǊŘŜǊ ƻŦ ǘƘŜ ƛƳŀƎŜ ǘƻǿŀǊŘǎ ƛǘǎ ŎŜƴǘǊŜΦ ¢ƘŜ ŀǾŀǘŀǊΩǎ ŀǊƳǎ ŀƴŘ ǿŜŀǇƻƴ ŀǊŜ ƴƻǘ ŀ ǘǿƻ-

dimensional information readout like the registration of ammunition levels and the mini-map. 

Rather, this is a partial three-ŘƛƳŜƴǎƛƻƴŀƭ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴ ƻŦ ǘƘŜ ŀǾŀǘŀǊΩǎ ōƻŘȅ ǘƘŀǘ ǘǊŀǾŜƭǎ ƛƴǘƻ 

space along an orthogonal line (in the case of contemporary shooters like Call of Duty and 9!Ωǎ 

Battlefieldύ ǘŀǇŜǊƛƴƎ ǘƻ ŀ ǇƻƛƴǘΦ Lƴ ǘƘƛǎ ǿŀȅΣ ǘƘŜ ŀǾŀǘŀǊΩǎ ŀǊƳǎ ŀƴŘ ǿŜŀǇƻƴ ŎƻƴǎǘǊǳŎǘ ƻƴŜ ǎƛŘŜ ƻŦ 

a visual pyramid made up of projecting orthogonal lines and horizontals called transversals. This 

ǘǊƛŀƴƎƭŜ ƳŀŘŜ ǳǇ ƻŦ ǘƘŜ ƻǊǘƘƻƎƻƴŀƭ ƭƛƴŜ ƻŦ ǘƘŜ ŀǾŀǘŀǊΩǎ ŀǊƳ ŀƴŘ weapon converges with the 

crosshair fixed at the centre of the frame. 

 

¢ƻ ǊŜŎŀƭƭ Ƴȅ ŜȄǇŜǊƛƳŜƴǘ ǿƛǘƘ tŀƴƻŦǎƪȅΩǎ ƛŎƻƴƻƭƻƎƛŎŀƭ ƳŜǘƘƻŘ όмфтнύ ƛƴ ǘƘŜ ǇǊŜǾƛƻǳǎ ŎƘŀǇǘŜǊΣ ǘƘŜ 

bare appearance of the crosshair in both the Battlefield and Call of Duty FPS franchises takes 

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 and the sights of a weapon and thus 
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ōƻǘƘ ǘƘŜ ŀŎǘ ƻŦ ŎŜƴǘǊƛƴƎ ƻǊ ŦǊŀƳƛƴƎ ŀƴ ƛƳŀƎŜ ŀƴŘ ŦƛǊƛƴƎ ŀ ǇǊƻƧŜŎǘƛƭŜΦ ¢ƘŜ ŦŀŎǘ ǘƘŀǘ ǘƘŜ ǇƭŀȅŜǊΩǎ 

weapon is visible in the same screen space as the crosshairs creates both a visual disjunction 

wherein the aim of the gun and the 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 

of thŜ ŀǾŀǘŀǊΩǎ ŀǊƳǎ ŀƴŘ ǿŜŀǇƻƴ ŀƴŘ ǘƘŜ ǘǊŀƧŜŎǘƻǊȅ ƻŦ ǘƘŜ ǇƭŀȅŜǊΩǎ ŀƛƳΣ ŀƴŘ ǎǳƎƎŜǎǘŜŘ ǘƘŀǘ ǘƘŜ 

ǿŀȅ ǘƘŀǘ ǘƘŜ ōŀǊǊŜƭ ƻŦ ǘƘŜ Ǝǳƴ ǇǊƻƧŜŎǘǎ ƛƴǘƻ ǘƘŜ ƎŀƳŜ ǎǇŀŎŜ ƛǎ Ψŀ ŎƭŜǾŜǊ ŜŦŦƻǊǘ ŎǊƻǎǎ ǘƘŜ ōŀǊǊƛŜǊ 

ōŜǘǿŜŜƴ ƻƴǎŎǊŜŜƴ ŀŎǘƛƻƴ ŀƴŘ ǘƘŜ ǇƭŀȅŜǊΩǎ ǇƘȅǎƛŎŀƭ ǎƛǘǳŀǘƛƻƴΩ όнлллΥ 126ς127; see also Lahti 

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 trick sans action iƎƴƻǊŜǎ ǘƘŜ ƛƳǇƻǊǘŀƴŎŜ ƻŦ ǘƘŜ ǇƭŀȅŜǊΩǎ ŀŎǘƛǾƛǘȅ ƛƴ ǘƘƛǎ 

process. 

 

Figure 4.2: Crosshairs, reticule, net. Screen Grab from Call of Duty: Black Ops III, (Activision 

2015) 

 

L ǿƻǳƭŘ ƭƛƪŜ ǘƻ ǎǳƎƎŜǎǘ ǘƘŀǘ ǘƘŜ ƭƛƴŜ ŎǊŜŀǘŜŘ ōȅ ǘƘŜ ǇƻǎƛǘƛƻƴƛƴƎ ƻŦ ǘƘŜ ŀǾŀǘŀǊΩǎ ŀǊƳǎ ŀƴŘ ǘƘŜ 

crosshair tells the player that when they aim their in-ƎŀƳŜ ǿŜŀǇƻƴΣ ǘƘŜ ƎǳƴΩǎ ǎƛƎƘǘ ǿƛƭƭ ƭƛƴŜ ǳǇ 

with the centre of the HUD. In this way, there is a compositional presaging of the unification of 

the skin-ƭƛƪŜ ǎǳǊŦŀŎŜ ƻŦ ǘƘŜ ǇƭŀȅŜǊΩǎ ǘŀŎǘƛƭŜ ǎƛǘŜ ƻŦ ƛŘŜƴǘƛŦƛŎŀǘƛƻƴ ŀƴŘ ǘƘŜ ǎƛƎƘǘǎ ƻŦ ǘƘŜ ŀǾŀǘŀǊΩǎ 

weapon that is affixed to the HUD and projects into the game space. A fusing of gamic skin and 
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the three-dimensional exterior 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 

ǇǊƻŘǳŎƛƴƎ ǘƘŜ ǇƭŀȅŜǊΩǎ ǇǊŜǎŜƴŎŜ ƛƴ ǘƘŜ ƳǳƭǘƛǇƭŀȅŜǊ ƳŀǇΣ ǘƘŜ ǘǊŀƧŜŎǘƻǊȅ ƻŦ ǘƘƛǎ Ǿƛǎǳŀƭ ŘŜǾƛŎŜ 

implicitly alludes to and even forecasts or incites the action of aiming and firing in which these 

ŜƭŜƳŜƴǘǎ ŀƴŘ ǘƘŜ ǇƭŀȅŜǊΩǎ ōƻŘȅ ŀǊŜ ǳƴƛŦƛŜŘ ǿƛǘƘ ǘƘŜ ƎŀƳŜ ǎǇŀŎŜΦ 

 

The central position of the crosshair becomes legible as a mutation of the convention of the 

vanishing Ǉƻƛƴǘ Ǉǳǘ ƛƴǘƻ Ǉƭŀȅ ōȅ ǘƘŜ I¦5 ǘƘǊƻǳƎƘ ǿƘƛŎƘ ǘƘŜ ƎŀƳŜΩǎ ƳǳƭǘƛǇƭŀȅŜǊ ƳŀǇ ƛǎ ǎŜŜƴ ŀƴŘ 

acted upon. For .ǊȅŎŜ ŀƴŘ wǳǘǘŜǊΣ ǘƘŜ ΨCt{ ŘƛŦŦŜǊŜŘ ŦǊƻƳ ǇǊŜǾƛƻǳǎ ƎŀƳŜǎ ōȅ ǇǊƻǾƛŘƛƴƎ ǘƘŜ ƎŀƳŜǊ 

with a vanishing point perspective of the playing environment, directly mediated by player 

ƛƴǇǳǘΩ όнллнΥ уύΦ Lƴ ǘƘŜ ǇŜǊǎǇŜŎǘƛǾŀƭ ŎƻƴǎǘǊǳŎǘƛƻƴ ƻŦ ǘƘŜ ǊŜƴŀƛǎǎŀƴŎŜΣ ǘƘŜ ǾŀƴƛǎƘƛƴƎ Ǉƻƛƴǘ ƻŦǘŜƴ 

ŎƻƛƴŎƛŘŜŘ ǿƛǘƘ ǘƘŜ ƛƳŀƎŜΩǎ ŎŜƴǘǊŀƭ ŀŎǘƻǊΣ ŀǎ ƴƻǘŜŘ ōȅ YǳōƻǾȅ όмфусΥ рύ ǇŜǊƘŀǇǎ Ƴƻǎǘ ŦŀƳƻǳǎƭȅ ƛƴ 

5ŀ ±ƛƴŎƛΩǎ ŦǊŜǎŎƻ The Last Supper. In effect, here 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, because the 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. Importantly given the fact that the HUD acts as the 

ǇƭŀȅŜǊΩǎ ǘŀŎǘƛƭŜ Ǉƻƛƴǘ ƻŦ ŀŦŦŜŎǘƛǾŜ ŜȄŎƘŀƴƎŜ ǿƛǘƘ ǘƘŜ ƎŀƳŜΩǎ ǘƘǊŜŜ-dimensional spaces, the 

ŀōǎŜƴŎŜ ƻŦ ŀ ŎƻƳǇƻǎƛǘƛƻƴŀƭ ŎŜƴǘǊŜ ōŜƎƛƴǎ ǘƻ ōŜŀǊ ƻƴ ǘƘŜ ǇƭŀȅŜǊΩǎ ƎŜǎǘǳǊŜǎ ǘƘŀǘ Ƴǳǎǘ ōŜ Ǉǳǘ ǘƻ 

ǿƻǊƪ ǘƻ ŎƻƳǇŜƴǎŀǘŜ ŦƻǊ ǘƘƛǎ ƭŀŎƪΦ ¢ƘŜ ǇƭŀȅŜǊ ŘƻŜǎƴΩǘ ƴŜŜŘ ŀ ŘŜƎǊŜŜ ƛƴ ŀǊǘ ƘƛǎǘƻǊȅ ǘƻ ǳƴŘŜǊǎǘŀƴŘ 

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, rationalising and ŎƻƴǘǊƻƭƭƛƴƎ ǘƘŜ ƎŀƳŜΩǎ 

spaces and possibilities ς ǉǳƛǘŜ ƭƛǘŜǊŀƭƭȅ ŀƛƳƛƴƎ ƘŜǊ ΨōƻǿΩ to control the space and ultimately gain 

an authority over the affective vulnerability of their body. It is noteworthy, therefore, that 

another word for crosshairs is reticuƭŜΣ ǿƘƛŎƘ ŘŜǊƛǾŜǎ ŦǊƻƳ ǘƘŜ [ŀǘƛƴ ǿƻǊŘ ŦƻǊ ΨƴŜǘΦΩ ¢ƘŜ 

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 

crosshairs and fƛǊƛƴƎΣ ǘƘŜ ǎƪƛƴ ƻŦ ǘƘŜ I¦5 ŎƻǳƭŘ ōŜ ǎŀƛŘ ǘƻ ŜƴǎƴŀǊŜ ǘƘŜ ƻǘƘŜǊ ƛƴ ǘƘŜ ǇƭŀȅŜǊΩǎ 

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 

ǇƭŀȅŜǊΩǎ ŎƻǊǇǳǎ ƛǎ secured and the visual pyramid and vanishing point is compositionally 

completed. The HUD appears to operate in a dynamic of remediation with renaissance (and 

cinematic ς see Baudry above) perspectival construction where the power of the image as a 

force for the authoritative organisation and mathematisation of space is alluded to but left in a 

state of incompletion that the player must resolve to secure themselves. 

 

However, my game log suggests that the novice player is implicated in an aesthetic and gestural 

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 underǎǘŀƴŘƛƴƎ ƻŦ ǘƘŜ ƎŀƳŜΩǎ 

ŎƻƴǘƛƴƎŜƴŎƛŜǎ ŀƴŘ ŀ ŘŜŦƛŎƛǘ ƻŦ ƳƻǘƻǊ ŦǳƴŎǘƛƻƴ ǘƘŀǘ ŦŜŜŘǎ ōŀŎƪ ƛƴǘƻ ǘƘŜ ǇƭŀȅŜǊΩǎ ōƻŘȅ ŀǎ ŀƴ ŀƭƳƻǎǘ 

overwhelming sense of corporeal disorientation and insecurity. In this situation, there is a 

mutation of conventions of centring that can 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 flux and uncertainty. TƘŜ ǇŀǊǘƛŎǳƭŀǊƛǘȅ ƻŦ ǘƘŜ ƎŀƳŜΩǎ ŦƛȄŜŘ ŀŜǎǘƘŜǘƛŎ ŜƭŜƳŜƴǘǎ 

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 attempt at sense-ƳŀƪƛƴƎ ŀƴŘ ǎŜŎǳǊƛƴƎ ǘƘŜ ǇƭŀȅŜǊΩǎ ǎƛǘe of corporeal 

exchange with the game. 

 

4.2.4 Gestural Immersion 

However, aiming or centring the perspective is not simply a means of rationalising and 

ŎƻƴǘǊƻƭƭƛƴƎ ǘƘŜ ƎŀƳŜΩǎ ǎǇŀŎŜǎ ŀƴŘ ǘƘŜƛǊ ǘƘǊŜŀǘŜƴƛƴƎ ǇƻǎǎƛōƛƭƛǘƛŜǎΣ ƛǘ ƛǎ ŀƭǎƻ ŀ ƎŜǎǘǳǊŜ ǘƘŀǘ ŎŀǊǊƛŜǎ 

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.  In the Call of Duty franchise, 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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ǘƘŜȅ ŀǊŜ ƛƴ 9!Ωǎ Battlefield games. Rather, the centre of the crosshair is mapped onto the exact 

location it overlays at the spŜŜŘ ƻŦ ƭƛƎƘǘ ƛƴ ŀ ǇǊƻŎŜǎǎ ŎŀƭƭŜŘ ΨƘƛǘ ǎŎŀƴƴƛƴƎΩΦ There is the 

ŜǎǘŀōƭƛǎƘƳŜƴǘ ƻŦ ŀ ƳƻƳŜƴǘŀǊȅ ŎƻƴƴŜŎǘƛƻƴ ǿƘŜǊŜ ǘƘŜ ǇƭŀȅŜǊΩǎ ƎŀƳƛŎ ǎƪƛƴ ǊŜŀŎƘŜǎ 

instantaneously onto the exterior of the multiplayer map. 

 

²Ƙŀǘ ǘƘƛǎ ŜȄǘŜƴǎƛƻƴ ƻŦ ǘƘŜ ǇƭŀȅŜǊΩǎ ǎƪƛƴ ƛƴǘƻ ǘƘŜ ƎŀƳŜ ǎǇace suggests is that immersion needs to 

be considered ς 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. The common 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 

reconceptualise immersion as an aggressive-defensive action of aiming and firing is that 

achievement of a sense of corporeal unity and security must be actively pursued by the player 

and comes specifically at the cost of immersion for the enemy who is shot. This is suggestive of a 

situation where the apparatus can ǘŀƪŜ ŎƻƴǘǊƻƭ ƻŦ ǘƘŜ ǇƭŀȅŜǊΩǎ ƎŜǎǘǳǊŜǎ ŀƴŘ ŎƻǊǇƻǊŜŀƭ 

Ŏƻƴǎǘƛǘǳǘƛƻƴ ǎǇŜŎƛŦƛŎŀƭƭȅ ōȅ ƛƴŎƛǘƛƴƎ ŀŎǘƛƻƴǎ ǘƘŀǘ ǎƛƳǳƭǘŀƴŜƻǳǎƭȅ ǇǊƻǘŜŎǘ ǘƘŜ ǇƭŀȅŜǊΩǎ ŀŦŦŜŎǘƛǾŜ ŀƴŘ 

sensitive skin and militate against the other. 

 

If ǿŜ ŀǇǇǊƻŀŎƘ ǘƘƛǎ ƛƴŎƛǘŜƳŜƴǘ ǘƻ ŀƛƳ ŀƴŘ ŦƛǊŜ ǿƛǘƘ ƛǘǎ ƘƛƎƘ ǎǘŀƪŜǎ ŦƻǊ ǘƘŜ ǇƭŀȅŜǊΩǎ ǘŀŎǘƛƭŜ 

presence in the game as a form of subjectification, we are not dealing with an apparatus that 

ƻǇŜǊŀǘŜǎ Ǿƛŀ ǘƘŜ ŘƛǊŜŎǘ ƛƳǇƻǎƛǘƛƻƴ ƻŦ ŀǳǘƘƻǊƛǘȅΣ ƭƛƪŜ CƻǳŎŀǳƭǘΩǎ ǇŀƴƻǇǘicon (1991). Rather, this 

form of gestural bodily conduct is generated by the incitement of the desire for self-protection 

ǘƘŀǘ ǘƘŜ ƎŀƳŜ Ƙŀǎ ǇǊƻŘǳŎŜŘ ōȅ ƳŀƪƛƴƎ ǘƘŜ ǇƭŀȅŜǊΩǎ ƛŘŜƴǘƛŦƛŎŀǘƛƻƴ ǿƛǘƘ ǘƘŜ ƛƳŀƎŜ ƛƴǎŜŎǳǊŜ ŀƴŘ 

vulnerable to affective shocks. In this ǿŀȅΣ ǘƘŜ ǇƭŀȅŜǊΩǎ ƎŜǎǘǳǊŜǎ ŀǊŜ ƳŀǇǇŜŘ ōȅ ǘƘŜ ƎŀƳŜ ƻƴƭȅ 

indirectly, as they take shape as self-protective and self-interested actions. The mechanics of the 

game and the way in which the player reacts to them are therefore defined by the production of 

a context of all-pervading precarity, a hallmark of neoliberal systems of governmentality (see 

Foucault 2008: 66 and Lazzarato 2009: 119ς120). However, a simple mapping against 

neoliberalism is insufficient to grasp the nuance of the tension between the interior and the 

exterior that I 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 and securing 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 dynamic congress of internality and externality that 

ƛǎ ŀ ǊŜŀŎǘƛƻƴ ǘƻ ŀ ōƻŘȅ Ǉǳǘ ǳƴŘŜǊ ǘƘǊŜŀǘΦ 5ƻƴƴŀ IŀǊŀǿŀȅ Ƙŀǎ ŎƭŀƛƳŜŘ ǘƘŀǘ ΨǘƘŜ ƛƳƳǳƴŜ ǎȅǎǘŜƳ ƛǎ 

a map drawn to guide the recognition and misrecognition of the self and the other in the 

dialectics of Western biopolƛǘƛŎǎΩ όнллмΥ нттύΦ Lƴ ƻǘƘŜǊ ǿƻǊŘǎΣ ƛƳƳǳƴƛǘȅ ŀǎ ŀƴ ƛƴǘŜǊǇǊŜǘƛǾŜ 

category operates to define interiority and exteriority, self and otherness, which determines the 

ǘŜƴƻǊ ƻŦ ǘƘŜ ōƻŘȅΩǎ ƛƴǘŜǊŀŎǘƛƻƴ ǿƛǘƘ ƛǘǎ ŜƴǾƛǊƻƴƳŜƴǘΦ  

 

The movement of the gamic skin and the act of aiming is not the execution of an explicit diktat, 

but self-ŘŜŦŜƴǎƛǾŜ ǊŜŀŎǘƛƻƴ ǘƘŀǘ ǎŜŎǳǊŜǎ ǘƘŜ ƛƴǘŜǊƛƻǊ ǎǇŀŎŜ ƻŦ ǘƘŜ ǇƭŀȅŜǊΩǎ ōƻŘȅ ŀƎŀƛƴǎǘ ǘƘŜ 

ŜȄǘŜǊƴŀƭ ǘƘǊŜŀǘ ƻŦ ǘƘŜ ƻǘƘŜǊ ǇƻǎŜŘ ōȅ ǘƘŜ Ct{Ωǎ ƳǳƭǘƛǇƭŀȅŜǊ ƳŀǇ ŀƴŘ ƛǘǎ ŘŜƴƛȊŜƴǎΦ .ŜŎŀǳǎŜ ƻŦ ǘƘƛǎ 

ultimaǘŜƭȅ ǎŜƭŦƛǎƘ ƳƻǘƛǾŀǘƛƻƴΣ ǘƘƛǎ ƛƴŎƛǘŜƳŜƴǘ ƻŦ ǇƭŀȅŜǊΩǎ ƎŜǎǘǳǊŜǎ Ŏŀƴƴƻǘ ōŜ ŀƭƛƎƴŜŘ ǿƛǘƘ ŀ 

traditional structuralist critique of power (see Althusser 1971), just as it represents a poor fit 

with psychoanalytic models of spectatorship. What we see instead is an image that captures the 

body by demanding self-defensive action. In this way, my reading of the FPS resonates with the 

way Roberto Esposito (2008, 2010, 2011) understands the immunitary process as a mode of self-

protection that operates by seeking to control the contamination of the individual by 

neutralising threats that encroach from the margins of its body. 

 

For Esposito: Ψ9Ǿƛƭ Ƴǳǎǘ ōŜ ǘƘǿŀǊǘŜŘΣ ōǳǘ ƴƻǘ ōȅ ƪŜŜǇƛƴƎ ƛǘ ŀǘ ŀ ŘƛǎǘŀƴŎŜ ŦǊƻƳ ƻƴŜΩǎ ōƻǊŘŜǊǎΤ 

ǊŀǘƘŜǊ ƛǘ ƛǎ ƛƴŎƭǳŘŜŘ ƛƴǎƛŘŜ ǘƘŜƳΩ ό9ǎǇƻǎƛǘƻ нлммΥ уύΦ The protection afforded by the internal 

corporeal sphere of the immune system is framed as the negation of external threats via their 

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. For example, in cases of bio-medically 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 for its lifecycle. This intentionally induced inclusive exclusion makes the immune 



132 
 

ǊŜŀŎǘƛƻƴ ōƻǘƘ ǘƘŜ ŜƴŜƳȅ ƻŦ ΨŜǾƛƭΩ ŀƴŘ ƛǘǎ ƘƻǎǘΦ Lǘ ƛǎ ǘƘƛǎ ǇǊƻŎŜǎǎ ŀǎ ŀ ŦƻǊƳ ƻŦ ŘŜƭƛōŜǊŀǘŜƭȅ ƛƴŘǳŎŜŘ 

defensive action that I believe the FPS can be productively aligned with. 

 

This first capacity to effectively protect against contamination by the other that has allowed W. 

J. T. Mitchell (2010) to propose the immune system as a useful model for national security 

apparatuses in the sense that the accurate identification and neutralisation of internal 

pathogens is preferable to the indiscriminate approach to issues of security, such as those 

ǎǳƎƎŜǎǘŜŘ ōȅ ǘƘŜ ¦Φ {Ωǎ ǿŀǊǎ ƻƴ ŘǊǳƎǎ ŀƴŘ ǘŜǊǊƻǊΦ CƻǊ aƛǘŎƘŜƭƭΣ ǘƘŜ ǇǊƻŎŜǎǎ ƻŦ ƛƳƳǳƴƛǎŀǘƛƻƴ 

entails addressing potential threats such as international terrorism and migration by relocating 

these threats away from the language of war, and repositioning them within the biomedical 

ƭŜȄƛŎƻƴ ŀƴŘ ǘƘŜ ōƻŘȅ ƻŦ ǘƘŜ ƴŀǘƛƻƴΣ ǿƛǘƘ ƛǘǎ ōƛƻǇƻƭƛǘƛŎŀƭ ŀǎǎƻŎƛŀǘƛƻƴǎ ŀǎ ΨǇǳōƭƛŎ ƘŜŀƭǘƘΩ crises 

(2010: 53). 

 

For Mitchell, immunity ŀǎ ŀ ǇǊƻŎŜǎǎ ƻŦ ǘƘǊŜŀǘ ƴŜƎŀǘƛƻƴ ǘƘŀǘ Ŏŀƴ ōŜŎƻƳŜ ƘŀǊƳŦǳƭ ǘƻ ǘƘŜ ΨƘƻǎǘΩ 

organism is 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 contemporary Western 

ōƛƻǇƻƭƛǘƛŎǎ ƛǘǎŜƭŦΣ ōǳǘ ǊŀǘƘŜǊ ŀ ƭŀŎƪ ƻŦ ǘŀǊƎŜǘŜŘ ƛƳƳǳƴƛǘŀǊȅ ŘŜŦŜƴǎŜΦ aƛǘŎƘŜƭƭΩǎ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ ŀƴŘ 

application of the immune metaphor are evidence of what Timothy Campbell (2011) has called 

ΨŀŦŦƛǊƳŀǘƛǾŜ ōƛƻǇƻƭƛǘƛŎǎΩΣ ǿƘƛŎƘ ǎŜŜƪǎ ǘƻ ŎƻƴǘŜȄǘǳŀƭƛǎŜ ǘƘŜ positive aspects of the governance of 

the population, against its thanatopolitical or deathly drift. 

 

¢ƘŜ Ct{ ǇƭŀȅŜǊΩǎ ƎŜǎǘǳǊŜǎ ƻŦ ŀƛƳƛƴƎ ŀǊŜ ƛƴŘǳŎŜŘ ōȅ ǘƘŜ ƎŀƳŜ Ǿƛŀ ǘƘŜ ƛƴǘŜƴǘƛƻƴŀƭ ƛƴǘǊƻŘǳŎǘƛƻƴ ƻŦ 

threats on different levels ς in terms of ludus (winning and losing), affect (shock and protection) 

and aesthetics (chaos and control). By permitting action via the movement of the perspective or 

ƎŀƳƛŎ ǎƪƛƴΣ ǿƘƛŎƘ ŎŀǇǘǳǊŜǎ ǘƘǊŜŀǘǎ ǿƛǘƘƛƴ ǘƘŜ ƛƳŀƎŜΩǎ ƛƴǘŜǊƛƻǊΣ ŀƴŘ ƻŦŦŜǊƛƴƎ ǘƘŜ ƳŜŀƴǎ ǘƻ 

eliminate them through a process 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 

gestuǊŜ ƻŦ ŜȄŎƭǳǎƛƻƴ ǘƘǊƻǳƎƘ ƛƴŎƭǳǎƛƻƴ ŀƴŘ ǘƘǿŀǊǘǎ ΨŜǾƛƭΩ Ǿƛŀ ŀƴ ƛƳƳǳƴŜ ǊŜŀŎǘƛƻƴΦ /ǊǳŎƛŀƭƭȅΣ ǘƘŜ 

establishment of a skin-like interior and a threatening exterior in the form of the three-

dimensional multiplayer map is only revealed as a mechanism of self-defense when the player is 

given gestural control over the perspective and can neutralise 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 

ǘƘŜ ǇƭŀȅŜǊΩǎ ǎƛǘŜ ƻŦ ǘŀŎǘƛƭŜ ƛƴǾƻƭǾŜƳŜƴǘ and in-ƎŀƳŜ ǎƪƛƴ ŜȄǘŜƴŘǎ ŀƴŘ ƛǎ ƛƳƳŜǊǎŜŘ ƛƴ ǘƘŜ ƎŀƳŜΩǎ 

spaces. 

 

However, where centring 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 2013). Therefore, any successful 

ŀŎǘ ƻŦ ŀƛƳƛƴƎ ƛǎ ŀƴ ƛƳƳǳƴƛǘŀǊȅ ƎŜǎǘǳǊŜ ǘƘŀǘ ŜȄŜǊǘǎ ŀ ŎƻƴǘǊƻƭ ƻǾŜǊ ǘƘŜ ƎŀƳŜΩǎ ǘƘǊŜŀǘŜƴƛƴƎ 

contingencies by interiorising and neutralising them that is fleeting at best. At any moment, an 

enemy player can enter the frame from the fully 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 individual is never free from insecurity. This requirement to continually immunise the self 

from the game takes shape as an embodied behavior ς twitching, aiming, firing - and as a 

kaleidoscopic screened image. 

 

4.3 Beyond the skin 

There is something missing in the above analysis, which needs to incorporate that which is 

ŀōǎŜƴǘ ŦǊƻƳ ǘƘŜ ǊŜŀŎƘ ƻŦ ǘƘŜ ǇƭŀȅŜǊΩǎ ƎŀƳƛŎ ǎƪƛƴ ǿƘƛƭŜ ōŜƛƴƎ ƛƴ ǎƻƳŜ ǎŜƴǎŜ ǇǊŜǎŜƴǘΦ IŜǊŜΣ L 

consider how the gesture of aiming that seems to define the FPS image and ǘƘŜ ǇƭŀȅŜǊΩǎ ōƻŘƛƭȅ 

activity by its centre exists as part of a system of player manipulation that also encroaches from 

ǘƘŜ ōƻǊŘŜǊǎ ƻŦ ǘƘŜ ǎŎǊŜŜƴΦ ¢ƘŜǊŜŦƻǊŜΣ ǘƘŜ ǇƭŀȅŜǊΩǎ ƎŜǎǘǳǊŜǎ ŀǊŜ ŘǊƛǾŜƴ ōȅ ƳƻǊŜ ǘƘŀƴ ƻǳǊ ǊŜŀŎǘƛƻƴ 

to what we can ŎŀǇǘǳǊŜ Ǿƛŀ ǘƘŜ ƎŀƳŜΩǎ Ǉerspective or skin and the immunitary negation that I 

ǇŜǊŎŜƛǾŜ ŀǎ ƻǇŜǊŀǘƛƴƎ ƛƴ ǘƘƛǎ ǎƛǘǳŀǘƛƻƴΦ ¢Ƙƛǎ ƛǎ ōŜŎŀǳǎŜ ǇƭŀȅŜǊΩǎ ƎŜǎǘǳǊŜǎ ƘŀǾŜ ŀƴƻǘƘŜǊ ŘǊƛǾƛƴƎ 

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 three-dimensional environments, the 

action in the out-of-field becomes as important as that visible on screen (1997: 20). Lahti has 

also emphasised the importance of the out-of-field in the FPS, noting that Ψa player of such 
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games needs to be ever-conscious of the fact that her nemesis could reside just outside the 

ǾƛǎƛōƭŜ ŦƛŜƭŘΣ ǊŜŀŘȅ ŀƴŘ ǿŀƛǘƛƴƎ ǘƻ ŘŜǎǘǊƻȅ ƘŜǊΩ όнллоΥ мрфύ. In each case, there is a tension 

created between the dangerous possibilities of the three-dimensional environment and the 

visible field, which has been revealed as essentially limited and vulnerable. 

 

It is worth noting, therefore, that Gilles Deleuze states in Cinema 1 ǘƘŀǘ ΨŦǊŀƳƛƴƎ ƛǎ ƭƛƳƛǘŀǘƛƻƴΩ 

(2005: 14). When Deleuze conceptualises the frame as a limitation, he 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 

pans or tracking shots. The persistence of the frame in the FPS means that if there is a gamic 

ǎƪƛƴ ŀǎ L ƘŀǾŜ ǎǳƎƎŜǎǘŜŘΣ ƛǘ ŜȄƛǎǘǎ ŦƛǊƳƭȅ ǿƛǘƘƛƴ ǘƘŜ ǘŜƴǎƛƻƴ ŎǊŜŀǘŜŘ ōȅ ǘƘŜ ǇƭŀȅŜǊΩǎ ŀōƛƭƛǘȅ ǘƻ ƳƻǾŜ 

the perspective and the limitations and augmentations that the game imposes on these actions 

by making them perceptible only via the frame itself. 

 

5ŜƭŜǳȊŜ όнллрΥ моύ ŎƻƴŎŜǇǘǳŀƭƛǎŜǎ ǘƘŜ ŦǊŀƳŜ ŀǎ ŀ ŎƭƻǎŜŘ ƛƴŦƻǊƳŀǘƛƻƴ ǎȅǎǘŜƳΦ Lǘ ƛǎ ŀ ŘƛǎŎǊŜǘŜ ΨŘŀǘŀ 

ǎŜǘΩ ƻŦ ǊŜŀƭƛǘȅΣ ŀ ƪƛƴŘ ƻŦ ƭƻŎƪ ǘƘŀǘ ƘŜ ōƻǘƘ ŎƻƴŎŜǇǘǳŀƭƭȅ ŎƻƴǎǘǊǳŎǘǎ ŀƴŘ gives himself the task of 

picking using his philosophical toolset of the actual and the virtual. Conceived by the author as 

ŀƴ ΨƛƴŦƻǊƳŀǘƛƻƴ ǎȅǎǘŜƳΩΣ ǘƘŜ ŦǊŀƳŜ ǘŀƪŜǎ ǎƘŀǇŜ ŀǎ ŀ ǎŜǘ ƻŦ Řŀǘŀ ǇƻǇǳƭŀǘŜŘ ōȅ ŦǳǊǘƘŜǊ ǎǳōǎŜǘǎ 

that manifest and behave depending on the chosen 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 fixed 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 pure means (2007: 

154). So far, I have conceptualised the FPS as gestural in the sense that it articulates a form of 

immune reaction relatable to the bodily crisis mapped by Vŀɉliaho in relation to early cinema. 

Relocated to the axis of Agamben and Deleuze, the issue of the gesturality takes a less literal 

turn. The question of the gesturality of the FPS is broadened to take account of whether it can 

open to the virtual and escape or exceed its fixed content. 

 

Deleuze engages in a cartography of terms relating to the production and organisation of the 

ŦǊŀƳŜΩǎ ΨŘŀǘŀΩ ς be it concerned with density (saturation and rarefaction), geometry or 
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ǇƘȅǎƛŎŀƭƛǘȅΦ ¢ƘŜǎŜ ŘƛǎǘƛƴŎǘƛƻƴǎ ōŜƭƻƴƎ ǎǉǳŀǊŜƭȅ ƛƴ ǘƘŜ ŦƛƭƳƳŀƪŜǊΩǎ ǇǊƻǾƛƴŎŜ ŀǎ ΨǘƘŜ ŀǊǘ ƻŦ ŎƘƻƻǎƛƴƎ 

ǘƘŜ ǇŀǊǘǎΩ ό5ŜƭŜǳȊŜ нллрΥ мпύΦ No such categorising approach can be applied to the FPS because 

its multiplayer maps are pre-coded mathematical spaces, leaving complex issues of 

ŎƻƳǇƻǎƛǘƛƻƴŀƭ ǎǘȅƭŜ ǘƘŀǘ ƭŜŀǾŜ ǘƘŜ ƻǊƎŀƴƛǎŀǘƛƻƴ ƻŦ ǎǇŀŎŜ ǊŜŘǳƴŘŀƴǘ ōŜȅƻƴŘ ǘƘŜ ǇƭŀȅŜǊΩǎ 

incitement to interiorƛǎŜ ŜƴŜƳƛŜǎ ƛƴ ǘƘŜ ŎŜƴǘǊŜ ƻŦ ǘƘŜ I¦5Φ ¢ƘŜ ǇƭŀȅŜǊΩǎ ǇƻǿŜǊǎ ƻŦ 

compositional control are limited by what Brian Massumi (2002: 137) has called the 

ΨǇƻǎǎƛōƛƭƛǎǘƛŎΩ ƴŀǘǳǊŜ ƻŦ ǘƘŜ ŘƛƎƛǘŀƭΦ /ƻƴǾŜǊǎŜƭȅΣ ǘƘŜ ŎƻƴǎǘǊǳŎǘƛƻƴ ƻŦ ŀƴ ƻǾŜǊŀǊŎƘƛƴƎ ǇƻǎǎƛōƛƭƛǎǘƛŎ 

and mathematical 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 space is the 

predicate for the reproduction of insecurity and seemingly irrational behaviour. 

 

Game log 4.3 

Call of Duty: Black Ops (2010) | Team Deathmatch | ΨW. M. DΩ | January 2012. 

 

I released the shoulder button and my aim down a long corridor and turned my view to face a 

doorway of threats to the left of the frame. I centred the crosshairs in some sense shooting the 

open ground beyond. There were windows, doors, multiple pathways ς too many. I aimed down 

the sights at each of these locations, limiting threats for a few beats, leaving others behind. I held 

and released the left shoulder button and tapped the analogue stick, making my view twitch 

from doorway to window and sweep across the open ground. It swerved, locking on to an enemy 

and I hit the fire button following its insectile walk with my crosshairs. Popping sounds tell me I 

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 first firing position started to take hold, flooding 

into my hands as possible gestures, making its presence felt by its absence. When I was a 

younger I slept facing the wall, sometimes staring at the textured wallpaper as if I could see there 

the shape of the heart of the shadow at my back. 

 

I 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 moving there now, interrupting the uniform block of light. Bright 

pixels turned dark, revealing a form I could only see long enough to see. The frame flinched with 
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the impacts of the first bullets and I pressed the right stick, fighting to compose the enemy at the 

centre of my frame, my crosshairs. The bullets seemed to impact the screen. I 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, now unmoored, fell forward as if 

the glue that held it to the HUD and connected it to my body had vaporised. 

 

! ǘǿƛǘŎƘƛƴƎ ƎŜǎǘǳǊŀƭ ƛƳŀƎŜ ǇƭŀƎǳŜŘ ōȅ ǘƘŜ ŦǊŀƳŜΩǎ hors champ or out-of-field is articulated in 

ǘƘŜ ƎŀƳŜ ƭƻƎ ŀōƻǾŜΦ ¢ƘƻƳŀǎ {ƛǇƻǎ Ƙŀǎ ŎƘŀǊŀŎǘŜǊƛǎŜŘ ƘƻǊǊƻǊΩǎ ƻŦŦ-screen spaces as a place 

ΨǿƘŜǊŜ ǘƘǊŜŀǘǎ Ŏŀƴ ƘƛŘŜΩ όнлмлΥ тфύΦ IƻǿŜǾŜǊΣ Iŀƴǎ .ŜƭǘƛƴƎΩǎ ƛŘŜŀ that all images are animated 

by the imagination of the viewer ς 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 the out-of-field an ethical dimension as a space where 

the viewer, spectator or player can process and resist the fixed elements of the image. It is how 

this aspect is modulated by the threatening nature of the out-of-field ς the multiplayer map 

where enemies lurk ς and its relationship to the gestures of the player that I would like to 

consider here. 

 

Deleuze argued that ΨǘƘŜ ƻǳǘ-of-field refers to what is neither seen nor understood, but is 

ƴŜǾŜǊǘƘŜƭŜǎǎ ǇŜǊŦŜŎǘƭȅ ǇǊŜǎŜƴǘΩ όнллрΥ мтύΦ ¢Ƙƛǎ ƳŜŀƴǎ ǘƘŀǘ ǘƘŜ virtual processes of the 

cinematic frame always exist outside 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 produces the illusion of movement, but is endowed by the way the frame obtains a kind 

ƻŦ ǾƛǊǘǳŀƭ ǇƭŀǎǘƛŎƛǘȅ ǿƘŜƴ ƛǘ ƛǎ ŀƴƛƳŀǘŜŘ ōȅ ǘƘŜ ǎǇŜŎǘŀǘƻǊΩǎ ƛƳŀƎƛƴŀǘƛƻƴΦ Lƴ ǘƘƛǎΣ ǘƘŜ ŦǊŀƳŜΩǎ ǾƛǊǘǳŀƭ 

aspect is positioned as the key to its relationality ς its ability to travel and connect with the 

ƻǘƘŜǊ ΨŘŀǘŀǎŜǘǎΩ ǘƘŀǘ ƳŀƪŜ ǳǇ ǊŜŀƭƛǘȅΦ  

 

This virtual, invisible and unreachable phantom is understood as evidence of the way the 

ŎƻƳǇƭŜȄƛǘȅ ƻŦ ǘƘŜ ŎƛƴŜƳŀ ƛǎ ǊŜǾŜŀƭŜŘ ōȅ ŀƴ ŀǇǇƭƛŎŀǘƛƻƴ ƻŦ 5ŜƭŜǳȊŜΩǎ ǿƛŘŜǊ ŎƻƴŎŜǇǘǳŀƭ ǊǳōǊƛŎΣ ƻƴŜ 

that broadly seeks to emphasise the mobility of forms and destabilise empirical givens and 

common-sense assumptions by understanding reality as a product of an interchange between 

the virtual and the actual (see Deleuze 2004). A simple cinematic example of this process can be 
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found in the way that characters and objects can transgress 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 camera pans or tracks through space without these spaces 

ŘƛǎŀǇǇŜŀǊƛƴƎ ŦǊƻƳ ǘƘŜ ǎǇŜŎǘŀǘƻǊΩǎ ƛƳŀƎƛƴŜŘ ŎƛƴŜƳŀǘƛŎ ŎŀǊǘƻƎǊŀǇƘȅΦ ²ƘŜƴ ŜŘƛǘƛƴƎ ŘƻŜǎ ƴƻǘ Ŏǳǘ 

to map the progress of on-screen action, the spectator creates ephemeral virtual out-of-field 

realities for these 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 out-of-field is constructed in an 

ǳƴŎƻƴǎŎƛƻǳǎ ǇǊƻŎŜǎǎ ƻŦ ǇŀǎǎƛǾŜ ǎȅƴǘƘŜǎƛǎ ǘƘŀǘ ƳŀǊƪǎ ǘƘŜ ǎǇŜŎǘŀǘƻǊΩǎ Ƙŀōƛǘǳŀǘƛƻƴ ƛƴ ŎƻƻǊŘƛƴŀǘƛƴƎ 

the virtual space of the frame with its actualisation. Each frame, even when we watch a film 

ŀƎŀƛƴΣ ƛǎ ŀƭǿŀȅǎ ŀ ƴŜǿ ŦǊŀƳŜ όŀƭǿŀȅǎ ŘƛŦŦŜǊŜƴǘΣ ƛƴ 5ŜƭŜǳȊŜΩǎ terms) because it is produced by a 

synthesis of its prior repetitions and the specificity of their conditions of actualisation (see also 

Williams 2003). 

 

However, the virtual operation of the out-of-field is altered by the FPS as a fundamental trait of 

its construction of space. In the FPS, the out-of-ŦƛŜƭŘ ƻŦ ǘƘŜ ƎŀƳŜΩǎ ƳǳƭǘƛǇƭŀȅŜǊ ƳŀǇ ƛǎ ǊŜƴŘŜǊŜŘ 

in real time, represented and actualised to create three-dimensional spaces in which player 

actions occur. In a game of Call of DutyΩǎ ǘŜŀƳ ŘŜŀǘƘƳŀǘŎƘ ǘƘŜ Ƴǳƭǘƛplayer map and the actions 

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 out-of-field that lurks beyond the gamic skin becomes available for 

ƛƴŎƭǳǎƛƻƴ Ǿƛŀ ǘƘŜ ŀŎǘƛǾƛǘȅ ƻŦ ǘƘŜ ǇƭŀȅŜǊΩǎ ƎŜǎǘǳǊŜǎΦ Lƴ ǘƘƛǎ ǎƛǘǳŀǘƛƻƴΣ ƳƻōƛƭŜ ǾƛǊǘǳŀƭ ƎƘƻǎǘǎ ƻŦ ǘƘŜ 

cinema solidify as the player moves the frame and the colours of each pixel are calculated and 

mapped onto the screen, including them within the gamic skin, within its reach. When the 

ǇƭŀȅŜǊΩǎ ōƻŘƛƭȅ ƛƴǘŜǊƛƻǊ ŀƴŘ ǇŜǊǎǇŜŎǘƛǾŜ ƳƻǾŜΣ ǘƘŜǊŜ ƛǎ ƴƻǘ ǎƛƳǇƭȅ ǘƘŜ ƎŜƴŜǊŀǘƛƻƴ ƻŦ ǾƛǊǘǳŀƭ 

ƛƳŀƎƛƴƛƴƎǎ ōǳǘ ŀ ǊŜǾŜŀƭƛƴƎ ƻŦ ǘƘŜ ƎŀƳŜΩǎ Ŧǳƭƭȅ ǊŜƴŘŜǊŜŘ ƳǳƭǘƛǇƭŀȅŜǊ ƳŀǇ ŀƴŘ ǘƘŜ ŀŎǘions of other 

players. Since the unhabituated player lacks what we might call a functioning mental or 

ŎƻƎƴƛǘƛǾŜ ƳŀǇ όǎŜŜ aŀǎǎǳƳƛ нллнΥ мтфύ ƻŦ ǘƘŜ ƎŀƳŜΩǎ ǎǇŀŎŜ ŀƴŘ ƛǎ ǳƴǇǊŜǇŀǊŜŘ ǘƻ ǇǊŜŘƛŎǘ ǘƘŜ 

movements of enemy players, the out-of-field is characterised not only as a place where threats 

ƭǳǊƪ ƻǳǘǎƛŘŜ ƻŦ ǘƘŜ ǇƭŀȅŜǊΩǎ ǘŀŎǘƛƭŜ ǊŜŀŎƘΣ ōǳǘ ŀƭǎƻ ǿƘŜǊŜ ǘƘŜǎŜ ǘƘǊŜŀǘǎ ŀǊŜ ōƻǘƘ ǇƻǘŜƴǘƛŀƭƭȅ 

present and absent. Unknown hazards are always on the threshold of breaking into the interior 

ƻŦ ǘƘŜ ǇƭŀȅŜǊΩǎ ŦǊŀƳŜΣ ƛƴǾŀŘƛƴƎ ǘƘŜ gamic skin, amplifying insecurity. 
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The calcification of this calculated off-screen space means that the importance of the unseen 

ŀƴŘ ǳƴƪƴƻǿƴ ŀǎ ŀ ŘǊƛǾŜǊ ŦƻǊ ǘƘŜ Ct{ ǇƭŀȅŜǊΩǎ ƎŜǎǘǳǊŜǎ ƛǎ ƎǊŜŀǘƭȅ ƛƴŎǊŜŀǎŜŘ Ǿƛǎ-à-vis the cinema. 

The out-of-field stops being virtual and becomes concrete ς a fully rendered and mathematically 

ǊŀǘƛƻƴŀƭƛǎŜŘ ΨƳŀǇΩ ǘƘŀǘ ŜƴŎƭƻǎŜǎ ŀƭƭ ǇƻǎǎƛōƭŜ ǎǇŀŎŜǎ ŀƴŘ ŀŎǘƛƻƴǎ ǘƘŀǘ Ŧǳƭƭȅ ǎǳǊǊƻǳƴŘ ǘƘŜ ǇƭŀȅŜǊΩǎ 

gamic skin, leaving it vulnerable to unpredictable attack and the surges of stimulation that come 

ŀƭƻƴƎ ǿƛǘƘ ǘƘŜƳ όǎŜŜ ŀƭǎƻ [ŀƘǘƛ нллоΥ мрфύΦ 5ŜƭŜǳȊŜΩǎ όнллрΥнпύ ŎƻƴŎŜǇǘƛƻƴ ƻŦ ǘƘŜ ΨŎƭƻǎŜŘΩ 

ŦǊŀƳŜΩǎ ŜƳŀƴŎƛǇŀǘƻǊȅ ǊŜƭŀǘƛƻƴ ǘƻ ƻǇŜƴƴŜǎǎ ƛǎ ǘƘŜǊŜŦƻǊŜ ŎƻƳǇƭƛŎŀǘŜŘ ŀƴŘ ǳƴŘŜǊƳƛƴŜŘΣ ŀƴŘ ǘƘŜ 

FPS frame appears almost totally encased by the multiplayer map as a kind of fully determined 

stand-ƛƴ ŦƻǊ ǘƘŜ ǾƛǊǘǳŀƭΥ ŀƴ ǳƴǎŜŜƴ ŜȄǘŜǊƛƻǊ ǇǊŜǎŜƴŎŜΦ LŦ ǿŜ ǊŜǘǳǊƴ ǘƻ !ƎŀƳōŜƴΩǎ όнллтύ ƛŘŜŀ ǘƘŀǘ 

ǘƘŜ ŎƛƴŜƳŀΩǎ ǾƛǊǘǳŀƭ ŀǎǇŜŎǘ ƳŀƪŜǎ ƛǘ ŀƪƛƴ ǘƻ ǘƘŜ ƛƴŘŜǘŜǊƳƛƴŀǘŜ ƴŀǘǳǊŜ ƻŦ ƎŜǎǘǳǊŜ ǘƘŜƴ ǘƘŜ ƛǊƻƴȅ 

ŦƻǊ ǘƘŜ Ct{ ƛǎ ǘƘŀǘ ǘƘŜ ǇƭŀȅŜǊΩǎ ŀbility to move the frame through gesture is only realised by an 

ŀǇǇŀǊŜƴǘ ƴŜƎŀǘƛƻƴ ƻŦ ǘƘŜ ŦǊŀƳŜΩǎ ǾƛǊǘǳŀƭ ƻǊ ƎŜǎǘǳǊŀƭ ŎƘŀǊŀŎǘŜǊΦ 

 

It does not quite follow, though, that the presence of a fully rendered cartographic out-of-field 

cancels the capacity to produce its virtual counterpart. Rather, I would like to suggest that the 

product of the cartographic out-of-ŦƛŜƭŘΩǎ ǘƘǊŜŀǘŜƴƛƴƎ ǇƻǘŜƴǘƛŀƭ ƛǎ ŀƴ ŜȄǇƻƴŜƴǘƛŀƭ ƛƴŎǊŜŀǎŜ ƛƴ ǘƘŜ 

creation of virtual spaces and threats within the imagination of the player. This intensification 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 margins. In 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 

ΨŀƴŀƭȅǘƛŎŀƭ ŀǘǘǳƴŜƳŜƴǘǎΩύ ǘƻ ŎƘŀƴƴŜƭ ǘƘŜ ǾƛǊǘǳŀƭ ƻǳǘ-of-field into actualisations that condense 

into authoritative gestures that internalise and neutralise like an immune reaction. The 

interchange between virtual and cartographic out-of-field 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 a sense of security because of the limited nature of 

ǘƘŜ ŦǊŀƳŜ ƛƴ ŎƻƴǘǊŀǎǘ ǘƻ ǘƘŜ ƎŀƳŜΩǎ ƳǳƭǘƛǇƭŀȅŜǊ ƳŀǇΦ ¢Ƙƛǎ ƛƴŎƛǘŜǎ ŀ ƴŜǊǾƻǳǎƴŜǎǎ ǿƘŜǊŜ ǘƘŜ 

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 power of the first immunitary negation, inviting twitches, reflexes and 

ŎƻƴǾǳƭǎƛƻƴǎ ƻŦ ǘƘŜ ǇƭŀȅŜǊǎΩ ōƻŘȅ ƛƴ ǘƘŜ ŀŎǘǳŀƭ ŀƴŘ ƻŦ ǘƘŜƛǊ ƎŀƳƛŎ ǎƪƛƴΦ ¢ƘŜ Řǳŀƭ ŀŦŦŜŎǘƛǾŜ ǇƻƭŜǎ ƻŦ 

the margin and the centre of the HUD puts the player and the image into a state of crisis where 

every gesture that attempts to include the threats lurking outside of the frame within the 

ƛƳƳǳƴŜ ǎȅǎǘŜƳ ƻŦ ǘƘŜ ƛƴǘŜǊƛƻǊ ƻŦ ǘƘŜ ǇƭŀȅŜǊΩǎ ōƻŘȅ ƛƴŜǾƛǘŀōƭȅ ǊŜǇǊƻŘǳŎŜǎ ǘƘŜǎŜ ŘŀƴƎŜǊǎΦ ²Ƙŀǘ 

ǎǘŀǊǘǎ ƻǳǘ ŀǎ ŀƴ ŀǘǘŜƳǇǘ ŀǘ ƻōǘŀƛƴƛƴƎ ŀ ǎŜŎǳǊƛǘȅ ŦǊƻƳ ǘƘŜ ƎŀƳŜΩǎ potential to shock the corpus 

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 destroying enemies who are clearly intended to be threats, my 

thinking here is focused on the FPS interface itself as the primary threat. 

 

 

Figure 4.3: Taken 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 crosshair is destroyed. 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 the negation of the danger posed by an external other both empties the 

ǇƭŀȅŜǊΩǎ ŎƻǊǇǳǎ ƻŦ ƛǘǎ ƻōƧŜŎǘ ŀƴŘ ŘǊŀǿǎ ǘƘŜ ǇƭŀȅŜǊΩǎ ŀǘǘŜƴǘƛƻƴ ǘƻ ǘƘŜ ŦǊŀƳŜΩǎ ōƻǊŘŜǊǎ ǿƘŜǊŜ 
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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 

on the out-of-ŦƛŜƭŘΦ ¢Ƙƛǎ ƳŜŀƴǎ ǘƘŀǘ ǘƘŜ ŦǳƭŦƛƭƳŜƴǘ ƻŦ ǘƘŜ ǇƭŀȅŜǊΩǎ ƛƴǎŜŎǳǊŜ ƴŜŜŘ ŦƻǊ ŀŜǎǘƘŜǘƛŎ 

and corporeal security is the mechanism through which the vulnerability of the player is 

continually reproduced. Here, the ǇƭŀȅŜǊΩǎ ƎŜǎǘǳǊƛƴƎ ƻŦ ǘƘŜ ƎŀƳŜΩǎ ǇǊƛƳŀǊȅ ŀƛƳƛƴƎ ƳŜŎƘŀƴƛŎǎ 

and the influence of the out-of-field take shape not simply as ludic actions aimed at increasing 

ǘƘŜ ǇƭŀȅŜǊΩǎ ƛƴŘƛǾƛŘǳŀƭ ƻǊ ǘŜŀƳ ǎŎƻǊŜΣ ōǳǘ ŀǎ a compulsive cycle in which the player attempts to 

ŀŎƘƛŜǾŜ ŀ ǎŜƴǎŜ ƻŦ ǎŜŎǳǊƛǘȅ ǿƛǘƘ ǊŜǎǇŜŎǘ ǘƻ ǘƘŜ ƎŀƳŜΩǎ ŎƘŀƻǘƛŎΣ Ŧǳƭƭȅ ǊŜƴŘŜǊŜŘΣ ŀŎǘƛƻƴŀōƭŜ 

environments that ends up exacerbating the feeling of insecurity. 

 

 

4.3.1 The double negation of the novice player 

This self-defeating mode of self-ǇǊƻǘŜŎǘƛƻƴ ōǊƛƴƎǎ ǳǎ ōŀŎƪ ǘƻ ŀ ŎƻƴǎƛŘŜǊŀǘƛƻƴ ƻŦ 9ǎǇƻǎƛǘƻΩǎ (2011: 

16) concept of immunity as an interpretive category, and principally its limit-point in the concept 

ƻŦ ΨŘƻǳōƭŜ ƴŜƎŀǘƛƻƴΩ ƻŦ ǘƘŜ ƛƴŘƛǾƛŘǳŀƭΦ ¢ƘŜ ƛǎǎǳŜ ǘƘŀǘ 9sposito identifies ǿƛǘƘ ƛƳƳǳƴƛǘȅΩǎ ǊƻƭŜ ŀǎ ŀ 

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 destructive by-product. The 

inclusive nature of this form of self-defense allows threat to linger in its system in the same 

manner that our biological immune systems prevents re-infection 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 

ƘŀȊŀǊŘ ƛǘ ƛǎ ŀǘǘŜƳǇǘƛƴƎ ǘƻ ŘŜǎǘǊƻȅ ŀǘ ƛǘǎ ŎŜƴǘǊŜ ōƻǘƘ ƛƴ ǘŜǊƳǎ ƻŦ ǘƘƛǎ ǘƘǊŜŀǘΩǎ ǇƭŀŎŜ ƛƴ ǘƘŜ ƛƴǘŜǊƛƻǊ 

of the corpus and in the more metaphorical sense that it becomŜǎ ǘƘŜ ƭƛƴŎƘǇƛƴ ƻŦ ǘƘŜ ƻǊƎŀƴƛǎƳΩǎ 

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, this self-protective mechanism places a question mark on the whole notion of a stable 

and unified self, be it a nation state or a body. The end-point of this fluctuation between the 

interior and the exterior caused by a compulsive desire for protection is that the corpus 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 self-protective syndrome ends up relegating all other interests to the background 
ƛƴŎƭǳŘƛƴƎ άƛƴǘŜǊŜǎǘέ ƛǘǎŜƭŦ ŀǎ ŀ ŦƻǊƳ ƻŦ ƭƛŦŜ ƛƴ ŎƻƳƳƻƴΤ ǘƘŜ ŜŦŦŜŎǘ ƛǘ ŎǊŜŀǘŜǎ ƛǎ ŀŎǘǳŀƭƭȅ ǘƘŜ 
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 protection ς making 
protection itself one of the major risks. (2011: 16) 
 

Esposito describes a form of auto-immunity above in which the individual body (be it state or 

human) compulsively includes and devours the external other in the name of self-protection. 

LƳƳǳƴƛǘȅΩǎ ǘŜƴŘŜƴŎȅ ǘƻ ŎŀǘŜƎƻǊƛǎŜ ŀŎŎƻǊŘƛƴƎ ǘƻ ƛƴǎƛŘŜ ŀƴŘ ƻǳǘǎƛŘŜ ǊŜƴŘers all interactions of the 

bordered system as threat responses. Actions are reconceptualised as reactions. During 

including and neutralising danger, the individual becomes a kind of self-induced biological 

automaton determined by its defensive reflexes. Here, 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, perpetuating 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 

ƻǘƘŜǊ ǘƘŀǘ ǇǊƻŘǳŎŜǎ ƛƳƳǳƴƛǘȅΩǎ ŘŜǎǳōƧŜŎǘƛŦȅƛƴƎ ŀƴŘ ǎŜƭŦ-defeating double negation. 

 

LƳƳǳƴƛǘȅΩǎ ƴŀǘǳǊŜ ƛƴ ǎǳǇǇƭŀƴǘƛƴƎ ŀŎǘƛƻƴǎ ǿƛǘƘ ǊŜŀŎǘƛƻƴǎ ƳŜŀƴǎ ǘƘŀǘ ǇƻǿŜǊ ƻǇŜǊŀǘŜǎ ǘƘǊƻǳƎƘ 

provocation by concretising and reinforcing dialectics of inside and outside, us and them, safety 

and danger. This necessitates a radical change in the operation of immunitary apparatuses that 

must function via incitements and provocations, breaking from the training of the body via 

disciplinary regimes (see Foucault: 1991). Immunitary dispositifs do not transparently discipline 

and subjectify the individual, rather they incite an immune behaviour that must be gestured into 

reality by the subject as a self-protective reaction.  

 

I opened my introduction by noting that the FPS image must provoke the player to act for the 

game to occur as an event. EsǇƻǎƛǘƻΩǎ ŎƻƴŎŜǇǘǳŀƭƛǎŀǘƛƻƴ ƻŦ ŎƻƴǘŜƳǇƻǊŀǊȅ ōƛƻǇƻƭƛǘƛŎǎ ǊŜŦǊŀƳŜǎ 

the FPS as an immunitary dispositif that governs the player by inciting them to desubjectify and 

govern themselves, ironically by attempting to protect themselves. This self-protective 
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syndrome is both a form of visuality and a suite of bodily gestures shaped as a reaction to the 

ƎŀƳŜΩǎ ƳŀƴƛǇǳƭŀǘƛƻƴ ƻŦ ǘƘŜ ǇƭŀȅŜǊΩǎ ōƻŘȅ ŀƴŘ ŎƻƴŘƛǘƛƻƴǎ ƻŦ ǇŜǊŎŜǇǘƛƻƴ ǘƘŀǘ Ƙŀǎ ŎƻƴǎŜǉǳŜƴŎŜǎ 

ǘƘŀǘ ŜȄǘŜƴŘ ōŜȅƻƴŘ ǘƘŜ ŎƻƴǘŜȄǘ ƻŦ ǇƭŀȅƛƴƎΦ ¢ƘŜ ǇƭŀȅŜǊΩǎ ǊŜŀŎǘƛƻƴǎ ǘŀƪŜ ǎƘŀǇe as a form of 

indirect governance by the apparatus, which ends up both affirming and cancelling the 

ƛƴŘƛǾƛŘǳŀƭ ǎǳōƧŜŎǘΩǎ ŀǳǘƘƻǊƛǘȅ ƻǾŜǊ ǘƘŜƛǊ ōƻŘȅ ς the very thing the player is attempting to 

protect. 

 

4.3.2 Immune image 

I have shown that the novice playeǊΩǎ ŀŎǘƛƻƴǎ Ŏŀƴ ōŜ ǊŜŀŘ ŀǎ ǊŜŀŎǘƛƻƴǎ ǘƛƎƘǘƭȅ ƎƻǾŜǊƴŜŘ ōȅ ŀƴ 

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 

player must 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 incomplete, even 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 the plŀȅŜǊΩǎ ŎŀǇŀŎƛǘȅ ǘƻ ǎŜŎǳǊŜ ǘƘŜƳǎŜƭǾŜǎ ƛƴ ǊŜƭŀǘƛƻƴ ǘƻ 

the uncertainties of the game posed by its three-dimensional environment. 

 

In addition, the aesthetic issues discussed above are layered with processes of corporeal 

ƛŘŜƴǘƛŦƛŎŀǘƛƻƴΦ ¢Ƙƛǎ ƳŜŀƴǎ ǘƘŜ ǇƭŀȅŜǊΩǎ ǊŜƭŀǘƛƻƴǎƘƛǇ ǿƛǘƘ ǘƘŜ ǎǇŀŎŜ ƻŦ ǘƘŜ ƳǳƭǘƛǇƭŀȅŜǊ ƳŀǇ 

becomes aligned with much more fundamental issues relating to the security ƻŦ ǘƘŜ ǇƭŀȅŜǊΩǎ 

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 playeǊΩǎ ŀǘǘŜƳǇǘǎ ǘƻ ǎŜŎǳǊŜ their gamic skin are 

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 are encoǳǊŀƎŜŘ ǘƻ ƘǳƴǘΣ ƛƴǘŜǊƴŀƭƛǎŜ ŀƴŘ ƴŜǳǘǊŀƭƛǎŜ ǘƘŜ ƎŀƳŜΩǎ 

ǳƴƪƴƻǿƴǎΦ hƴƭȅ ǘƘǊƻǳƎƘ ŎƻƴǎǳƳƛƴƎ ǘƘŜ ŜȄǘŜǊƛƻǊ ƻŦ ǘƘŜ ƎŀƳŜΩǎ ǎǇŀŎŜǎ Ŏŀƴ ǘƘŜ ǇƭŀȅŜǊ ǎŜŎǳǊŜ 

themselves. The unhabituated player is constantly kept off balance in a reactive state where the 

stakes of controlling the space become commensurate with securing their bodily interior. The 

ŀǳǘƻƳŀǘƛƻƴ ǎǳƎƎŜǎǘŜŘ ōȅ ǾƛŜǿƛƴƎ ǘƘŜ ǇƭŀȅŜǊΩǎ ǊŜŀŎǘƛƻƴǎ ǘƘǊƻǳƎƘ ŀƴ ƛƳƳǳƴƛǘŀǊȅ ƭŜƴǎ Ǿƛŀ ǘƘŜ 
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ƛƴǘŜǊƴŀƭƛǎŀǘƛƻƴ ŀƴŘ ŜȄŎƭǳǎƛƻƴ ƻŦ ǘƘŜ ƎŀƳŜΩǎ ǘƘǊŜŀǘŜƴƛƴƎ ǎǇŀŎŜǎ ŀƴŘ ŀƎŜƴǘǎ Ŏŀƴ ōŜ Ǉǳǘ ǘƻ ǿork in 

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 they become an image. The form 

of this colonisation of gesture by the image is revealed as a compulsive and aggressive-defensive 

action ς ǘƘŜ ŘƻǳōƭŜ ƴŜƎŀǘƛƻƴ ǘƘŀǘ ƛǎ ǘƘŜ ƘŀƭƭƳŀǊƪ ƻŦ 9ǎǇƻǎƛǘƻΩǎ ŎƻƴŎŜǇǘ ƻŦ ƛƳƳǳƴƛǘȅΦ Lƴ ǘƘƛǎ ǿŀȅΣ 

L ŎƻƴŎŜǇǘǳŀƭƛǎŜ ǘƘŜ ƴƻǾƛŎŜ ǇƭŀȅŜǊΩǎ Ǝestures as reactions to the incitements of a desubjectifying 

apparatus, which produces the player not as an individual subject but as an immune image. 

IŜǊŜΣ ƻǳǊ ΨǇƭŀȅΩ ŎƘƛƳŜǎ ǿƛǘƘ ǘƘŜ ΨƘŀǊŘƴŜǎǎΩ ƻŦ Ǉƭŀȅ ƛŘŜƴǘƛŦƛŜŘ ōȅ DǊŀŜƳŜ YƛǊƪǇŀǘǊƛŎƪ ŀǎ ΨŎȅƴƛŎŀƭΣ 

corrosiǾŜ ǘƻ ǘƘŜ ƳŜŀƴƛƴƎǎ ǘƘŀǘ ŎƻƴƴŜŎǘ ƘǳƳŀƴ ōŜƛƴƎǎ ǘƻ ƻƴŜ ŀƴƻǘƘŜǊΩ όYƛǊƪǇŀǘǊƛŎƪ нлммΥ нсς27). 

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 immunity noted above, 

but also actively trains bodies into a self-ǇǊƻǘŜŎǘƛǾŜ ŀƴŘ ǇǊŜŘƛŎǘŀōƭŜ ōŜƘŀǾƛƻǳǊŀƭƭȅ ŦƛȄŜŘ ΨƛƳŀƎŜΩ 

defined by aggressive attempts to cement the borders separating us and them. But at the same 

moment, this very attempt causes a flux in the individual that renders them available 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 does the dispositif of the FPS 

incite the player to become an immune image? In A Body Worth Defending, Ed 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 vaccination 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 to the decreaǎŜŘ Ǌƛǎƪ ŦǊƻƳ ǘƘƛǎ ΨƛƴǘŜƴǘƛƻƴŀƭ ƛƴŦŜŎǘƛƻƴΩ ǾŜǊǎǳǎ ǿƘŀǘ ǿŀǎ ǘŜǊƳŜŘ 
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ΨŀŎŎƛŘŜƴǘŀƭΩ ƛƴŦŜŎǘƛƻƴ ǿƘŜǊŜ ǎƳŀƭƭǇƻȄ ǿŀǎ ŎƻƴǘǊŀŎǘŜŘ ōȅ ƴŀǘǳǊŀƭ ƳŜŀƴǎΦ IŜǊŜΣ ǘƘŜ ǾŀŎŎƛƴŜ ƛǎ 

understood as a lesser risk than smallpox itself (2009: 116ς121). 

 

But what is the threat, the smallpox that the FPS, and ǘƘŜ ƎŀƳŜΩǎ ōƛƻǇƻƭƛǘƛŎŀƭ ŎƻƴǎǘǊǳŎǘƛƻƴ ƻŦ ǘƘŜ 

player as an immune image, is attempting to protect the player from? The emergence of the FPS 

as a means of producing the player as an immune image comes at a moment when theorists like 

Brian Rotman ς albeit in the tenor of a broadly techno-utopian agenda ς have forcefully 

questioned the enduring reality of the individual within our networked digital media ecology 

(2008: 103). If we take this dissolution of the individual by digital technology at face value, there 

ƛǎ ŀƴ ƻōǾƛƻǳǎ ŎƻƴŦƭƛŎǘ ǿƛǘƘ ƴŜƻƭƛōŜǊŀƭƛǎƳΩǎ ǊŜƭƛŀƴŎŜ ƻƴ ǘƘŜ Ŏƻƴǎǘƛǘǳǘƛƻƴ ƘǳƳŀƴƛǘȅ ŀǎ ŀ ŦƻǊƳ ƻŦ 

self-interested entrepreneurial life in the form of homo economicus (see Foucault 2008). Here, 

the issue for neoliberal dispositifs becomes not only maintaining the life of the body, but also 

the body as an individual that competitively pursues its own interests and security, which 

become indistinguishable from the interests of the neoliberal economy. 

 

Fredric Jameson, in Postmodernism, argues that the inscrutable labyrinths of late capitalism ς 

the mall, the hotel complex, the city without landmarks ς operate 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 

ǿƘŀǘ ƘŜ ǘŜǊƳǎ ΨǇƻǎǘƳƻŘŜǊƴ ƘȅǇŜǊǎǇŀŎŜΩΦ WŀƳŜǎƻƴ ŎƭŀƛƳǎ ǘƘŀǘ ǘƘƛǎ ǎǇŀŎŜ ΨƘas finally succeeded 

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 

ǿƻǊƭŘΩ όмффмΥ ппύΦ ¢ƘŜ ǇƻǎǘƳƻŘŜǊƴ ƘȅǇŜǊǎǇŀŎŜ of late capitalism produces environments that 

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 and the totality, which is governed by the systems of global capitalism. 

 

When the space is constructed but also impossible to orient ourselves within, the latter is 

fractured and ultimately threatened with dissolution. This feedback to the individual is 

undersǘƻƻŘ ōȅ WŀƳŜǎƻƴ ŀǎ ǊŜǎǳƭǘƛƴƎ ŦǊƻƳ ƻǳǊ ƛƴŀōƛƭƛǘȅ ǘƻ ŎƻƴǎǘǊǳŎǘ ŀ ΨŎƻƎƴƛǘƛǾŜ ƳŀǇΩ ŦƻǊ ƭŀǘŜ 

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 resist, to effect social change 

(1991: 54). However, also ς and perhaps equally important ς this spatial confusion results in a 

certain rupture in the pedagogy of capitalism as an economic system. This means that (despite 

ǘƘŜ aŀǊȄƛǎǘ ǘŜƴƻǊ ƻŦ WŀƳŜǎƻƴΩǎ ǿƻǊƪύΣ ǘƘŜ Ŏƻgnitive map is both a political and an economic 

remedy to postmodern hyperspace. 

 

¢ƘŜ ŀǳǘƻƳŀǘƛƻƴ ƻŦ ǘƘŜ ƛƴŘƛǾƛŘǳŀƭ ǇǊƻŘǳŎŜŘ ōȅ ǘƘŜ Ct{Ωǎ ŘƻǳōƭŜ ƴŜƎŀǘƛƻƴΣ ǿƘƛƭŜ ŀŎǘƛƴƎ ǘƻ ŎŀƴŎŜƭ 

interests outside of the desire for self-protection, also acts as a vaccination for the symptoms of 

postmodern hyperspace and the economic risks that this situation poses. The player as an 

ƛƳƳǳƴŜ ƛƳŀƎŜ ƛǎ ƴƻ ƭƻƴƎŜǊ ΨƭƻǎǘΩΣ ōǳǘ ƻǊƛŜƴǘŜŘ Ǿƛŀ ǘƘŜƛǊ ǊŜŀŎǘƛƻƴǎ ŀƴŘ ǘƘŜ ŀŦŦŜŎǘƛǾŜ ƛƴǘƛƳŀŎȅ ƻŦ 

the FPS. The immune image is, however, a far cry from 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. I would like to argue that the novice 

ǇƭŀȅŜǊΩǎ ƎŜǎǘǳǊŀƭ ŎǊƛǎƛǎ ƛs legible as the body coming to terms with 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 boundaries separating 

body from its environment to neutralise this danger ς 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 themselves as an affect-driven, self-defensive, 

immunitary image. This mode of governmentality operates by decoupling the self-interested 

economic actor from their own autonomy by making the individual so insecure that they are 

mastered by their own desire for self-defence. In this way, the FPS functions in an almost 

paradoxical manner by securing the body as a self-protecting corpus while simultaneously taking 

control of this body and its gestures. 

 

¢ƘŜ ƛƳƳǳƴŜ ƛƳŀƎŜ ǘƘŀǘ ǊŜǎǳƭǘǎ ŦǊƻƳ ƴƻǾƛŎŜ ǇƭŀȅŜǊΩǎ ŜƴƎŀƎŜƳŜƴǘ ǿƛǘƘ ǘƘŜ game suggests that 

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, the primary danger is reframed as a 

dissolution of the sensibility of its own economic and political systems. What we see with the 

Ct{ ƛǎƴΩǘ ŀƴ ŀǘǘŜƳǇǘ ǘƻ ƳŀƪŜ ǎŜƴǎŜ ƻŦ ǘƘŜǎŜ ǎȅǎǘŜƳǎ ōǳǘ ǘƻ ŘƛǎǇŜƴǎŜ ǿƛǘƘ ƛƴǘŜƭƭƛƎƛōƛƭƛǘȅ 

altogether. For this confusing economic and political sphere to persist and prosper, subjectified 

individuals must be desubjectified 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 as Call of Duty maintain 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 financial crisis. 

 

4.5 Conclusion 

I have mapped the aesthetic elements of the HUD as a gamic skin and sought to use this concept 

to ǳƴŘŜǊǎǘŀƴŘ Ƙƻǿ !ŎǘƛǾƛǎƛƻƴΩǎ Call of Duty series of competitive multiplayer FPS titles put the 

ƴƻǾƛŎŜ ǇƭŀȅŜǊΩǎ ƎŜǎǘǳǊŜǎ ƛƴ ǘƻ ŀ ǎǘŀǘŜ ƻŦ ŎǊƛǎƛǎΦ ¢ƘŜ ǇǊƻŘǳŎǘƛƻƴ ƻŦ ǘƘƛǎ ǘǿƛǘŎƘƛƴƎ ōƻŘȅ Ƙŀǎ ōŜŜƴ 

read as a form of vaccination that produces a self-defensive gestural reaction and that 

immunises the player from the disorienting spatiality of Western culture after modernity. This 

ǾŀŎŎƛƴŀǘƛƻƴ ŘŜǎǳōƧŜŎǘƛŦƛŜǎ ǘƘŜ ǇƭŀȅŜǊ ŀǎ ŀƴ ƛƳƳǳƴŜ ƛƳŀƎŜΣ ǿƘŜǊŜ ǘƘŜ ǇƭŀȅŜǊΩǎ ŘŜǎƛǊŜ ŦƻǊ ǎŜŎǳǊƛǘȅ 

has been intensified by the apparatus as a means of bringing them under its control. The player 

as an authorised and managed image is one that seeks to compulsively internalise and 

ƴŜǳǘǊŀƭƛǎŜ ǘƘŜ ƻǘƘŜǊ ƻŦ ǘƘŜ ƎŀƳŜΩǎ ƳǳƭǘƛǇƭŀȅŜǊ ƳŀǇǎ ŀƴŘ ƛǘǎ ǘƘǊŜŀǘŜƴƛƴƎ ŘŜƴƛȊŜƴǎ ƛƴ ŀ Ŏƻƴǎǘŀƴǘ 

state of conflict with the world. This state is one where all ƛƴǘŜǊŜǎǘǎ ƻǳǘǎƛŘŜ ƻŦ ǘƘŜ ǇƭŀȅŜǊΩǎ ǎǘŀǘǳǎ 

as an individual have been negated, but one in which the very status of the subject as a subject 

is made uncertain. What emerges here is a tension in our contemporary world between the 

disorienting nature of postmodernity and the requirement that individuals are oriented in such 

a way that they continue to be governable and productive for neoliberal biopolitical interests. 

 

To cite the FPS as a technology where these crises of the body and psyche could be induced, the 

movements of the frame have been conceptualised as gestures. These corporeal projections 

ƻǇŜǊŀǘŜ ǘƻ ƳŀƪŜ ǘƘŜ ōƻŘȅΩǎ ǊŜŀŎǘƛƻƴǎ ǘƻ ƛǘǎ ǇƻǎǎŜǎǎƛƻƴ ōȅ ǇƻǿŜǊ ŀƴŘ ōȅ ǘƘŜ ƳŜŘƛǳƳ ƻŦ ŜŀǊƭȅ 

cinema visible at historical ƳƻƳŜƴǘǎΦ IƻǿŜǾŜǊΣ ƛƴ ǘƘŜ Ct{Σ ǘƘŜ ǇƭŀȅŜǊΩǎ ŀbility to move the frame 

truncates the distance between gesture and the formal qualities of the medium. Here, gestures 

and aesthetic traditions collide and enter a conflict or negotiation that cannot reach fulfilment. 

In this situation, the image itself becomes gestural down to its visual organisation; yet, more 

ǘŜƭƭƛƴƎƭȅΣ ǘƘŜ ǇƭŀȅŜǊΩǎ ƎŜǎǘǳǊŜǎ ƳŀƪŜ ŀ ǘǊŀƴǎƛǘƛƻƴ ŦǊƻƳ !ƎŀƳōŜƴΩǎ ŎƻƴŎŜǇǘǳŀƭƛǎŀǘƛƻƴ ŀǎ ƭŀŎƪƛƴƎ ƛƴ 

nomos ς or the law ς to something determined and captured by technology and politics: an 

image. 
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Two immune behaviours of the gestural frame emerged from this section. The first took the 

ŦƻǊƳ ŀ ŎƻƴǎǳƳǇǘƛƻƴ ƻŦ ǘƘŜ ƎŀƳŜΩǎ ǎǇŀŎŜǎ ŀƴŘ ǿŀǎ ŘǊƛǾŜƴ ōȅ ǘƘŜ ǇǊƻŘǳŎǘƛƻƴ ƻŦ ŀƴ ƛƴǘŜǊƴŀƭ ƎŀƳƛŎ 

ǎƪƛƴ ƻŦ ŎƻǊǇƻǊŜŀƭ ƛŘŜƴǘƛŦƛŎŀǘƛƻƴ ŀƴŘ ǘƘŜ ŎŀǇŀŎƛǘȅ ŦƻǊ ǘƘŜ ǇƭŀȅŜǊΩǎ ƎŜǎǘǳǊŜǎ to centre, internalise 

ŀƴŘ ŀŜǎǘƘŜǘƛŎŀƭƭȅ ǊŀǘƛƻƴŀƭƛǎŜ ǘƘŜ ƎŀƳŜΩǎ ŜȄǘŜǊƴŀƭ ǎǇŀŎŜǎ ŀƴŘ ǘƘǊŜŀǘǎΦ ¢ƘŜ ǎŜŎƻƴŘ ς a spasmodic 

twitching of the frame ς has been read as a futile attempt to neutralise the threat posed by the 

ƎŀƳŜΩǎ Řǳŀƭ ƳŀƴƛŦŜǎǘŀǘƛƻƴǎ ƻŦ ǘƘŜ ƻǳǘ-of-field. Here, the calculated fully rendered, three-

ŘƛƳŜƴǎƛƻƴŀƭ ǎǇŀŎŜ ōŜȅƻƴŘ ǘƘŜ ǇƭŀȅŜǊΩǎ ΨǎƪƛƴΩ ǇǊƻŘǳŎŜŘ ōƻǘƘ ŀ ǊŜŘǳŎǘƛƻƴ ƛƴ ǘƘŜ ǾŀǊƛŜǘȅ ƻŦ ǘƘŜ 

virtuality of the cinematic frame and an increase in its threatening potentiality. 

 

Each of these movements was viewed through the lens of an immune reaction. In the first 

ƛƴǎǘŀƴŎŜΣ ƛƴ ǉǳƛǘŜ ŀ ƭƛǘŜǊŀƭ ǎŜƴǎŜΣ ǘƘŜ ǇƭŀȅŜǊΩǎ ƛƴǘŜǊƛƻǊ ƻǊ ƎŀƳƛŎ ǎƪƛƴ ƛǎ ǎŜŎǳǊŜŘ ŦƻǊƳ ǘƘŜ ΨŜǾƛƭǎΩ ƻŦ 

the outside ς not by preventing these threats from entering visibility, but by including and 

centring them within the crosshairs. When considering the out-of-field. I mapped how aiming, 

ƳŀǇǇƛƴƎ ŀƴŘ ƛŘŜƴǘƛŦȅƛƴƎ ǿƛǘƘ ǘƘŜ ƎŀƳŜΩǎ ǇŜǊǎǇŜŎǘƛǾŜ ǿŀǎ ŀƭǿŀȅǎ ŎŀƴŎŜƭƭŜŘ ƻǊ ǳƴŘŜǊƳƛƴŜŘ ōȅ ŀ 

tension that encroached from its borders or frame. The product of these two influences was a 

gestural crisis in which the novice player is induced to continually move and jerk the perspective 

ƛƴ ǊŜǎǇƻƴǎŜ ǘƻ ǘƘŜ ǇƻǘŜƴǘƛŀƭ ƻŦ ǘƘŜ ƎŀƳŜΩǎ ǳƴƪƴƻǿƴǎ ǘƻ ǘŀƪŜ ǘƘŜƳ ōȅ ǎǳǊǇǊƛǎŜΦ 5ŜǎǇƛǘŜ ǘƘŜ 

almost infinite actions available to the player, what emerged here was a narrowing of the 

ǇƭŀȅŜǊΩǎ ǇƻǘŜƴǘƛŀƭƛǘȅΥ ŀƴ ΨƛƳŀƎŜΩ ƻŦ ŘŜǎǳōƧŜŎǘƛŦƛŎŀǘƛƻƴ ǇǊƻŘǳŎŜŘ ōȅ ǘƘŜ ǇƭŀȅŜǊΩǎ ƴŜŜŘ ŦƻǊ ǎŜƭŦ-

ǇǊƻǘŜŎǘƛƻƴΣ ƻǊ ŀƴ ƛƴŘƛǾƛŘǳŀƭ ƴŜƎŀǘŜŘ ŀƴŘ ŘŜǎǳōƧŜŎǘƛŦƛŜŘ ōȅ ǘƘŜƛǊ ŎƻƴŦƻǊƳƛǘȅ ǘƻ 9ǎǇƻǎƛǘƻΩǎ 

immunitary interpretive framework. Here, immunity is no longer a matter of nation-states, nor 

of microbes and white blood cells. Rather, it becomes a matter of conduct. 

 

Lǘ ƛǎ ǿƻǊǘƘ ƴƻǘƛƴƎ ǘƘŀǘ ǘƘŜ ŜƳŜǊƎŜƴŎŜ ƻŦ ǘƘŜ Ct{ ŀǎ ŀ ƎŜƴǊŜ ǿƛǘƘ ƛŘ {ƻŦǘǿŀǊŜΩǎ Wolfenstein 3D 

(1992) coincided wƛǘƘ ǘƘŜ ǇǳōƭƛŎŀǘƛƻƴ ƻŦ WŀƳŜǎƻƴΩǎ ǎǳǊǾŜȅ ƻŦ ǘƘŜ ōǊŜŀƪŘƻǿƴ ƻŦ ǘƘŜ ƭŜƎƛōƛƭƛǘȅ ƻŦ 

modernity in his work Postmodernism ƛƴ мффмΦ LŦ ǿŜ ǘŀƪŜ ²ŀƭǘŜǊ .ŜƴƧŀƳƛƴΩǎ ŜǎǎŜƴǘƛŀƭƭȅ CǊŜǳŘƛŀƴ 

ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ǘƘŜ ǎǳǊǇǊƛǎŜŘ ƻǊ ŦǊƛƎƘǘŜƴŜŘ ōƻŘȅ ŀƴŘ ƛǘǎ ŦƭǳȄ ŘǳǊƛƴƎ ƳƻŘŜǊƴƛǘȅΩǎ Ƙigh 

watermark (1999: 171) and consider my conceptualisation of the immune image, each occur at 

ƳƻƳŜƴǘǎ ƻŦ ǎǇŀǎƳƻŘƛŎ ŀƭǘŜǊŀǘƛƻƴǎ ƛƴ ǘƘŜ ƳƻŘŀƭƛǘȅ ƻŦ ŎǳƭǘǳǊŜ ŀƴŘ ǘŜŎƘƴƻƭƻƎȅΦ ¢ƘŜ ōƻŘȅΩǎ 

reaction to the emergence of mechanised urban modernity charted by Benjamin, Agamben and 

Vŀɉliaho (see also Gunning 2006) ς 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 situation requires its own vaccine and immune 

reaction to maintain the healthy governance of populations. This chapter argues that where the 

cinema may have performed the role of habituating the psyche and body in relation to 

modernity, the FPS seeks to immunise us from the bodily shocks of a contemporary political and 

economic context. 

 

Where Jameson identifies the late modern hotel-mall-hybrid as an architectural manifestation 

of the spatial confusion that is produced without a cognitive map for late capitalism, I believe 

that the FPS makes this lack of a cognitive map tolerable by automating the player as a totem of 

the unified and self-protecting individual, albeit one that is fatally compromised and 

desubjectified. If there is no cognitive map for late capitalism as Jameson has suggested, then 

the mechanics of the FPS elucidate a situation where maps have been discarded altogether. 

!ŦǘŜǊ ŀƭƭΣ ǿƘŀǘ ǳǎŜ ŘƻŜǎ ŀ ŘŜǎǳōƧŜŎǘƛŦƛŜŘ ΨƛƴŘƛǾƛŘǳŀƭΩ ς whose very capacity to have interests has 

been relegated to a compulsion towards self-defence ς 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 as Call of Duty and its various iterations and 

ŎƻƳǇŜǘƛǘƻǊǎΦ ¢ƘŜ ǇƭŀȅŜǊΩǎ ǊŜŀŎǘƛƻƴǎ Ŏŀƴƴƻǘ ǎƛƳǇƭȅ ōŜ ǊŜŘǳŎŜŘ ǘƻ ǊŜŦƭŜȄ-like gestures, but 

something that develops in time as more authoritative movements. In the next chapter, I turn to 

more explicit cartographic representations such as the GPS-like mini-map 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, there 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 I proceed in the next chapter. 
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5 

 

Cartographic Gaming 

 

5. Introduction 

In the following pages, I argue that the mini-map stitched into the margin of the HUD in the Call 

of Duty ǎŜǊƛŜǎ ŀƴŘ 9!Ωǎ Battlefield 4 leverages the power ƻŦ ŎŀǊǘƻƎǊŀǇƘȅ ǘƻ ΨǊŜŘŜŦƛƴŜ ǘƘŜ ŦƛŜƭŘ ƻŦ 

ǇŜǊŎŜǇǘƛƻƴΩ όWŀŎƻō нллсΥ ммύ and provide a prosthetic and reduced proprioceptive sense for the 

player by provoking sense-making trajectories of navigation. A form of cartographic gaming 

ŜƳŜǊƎŜǎ ƘŜǊŜ ǘƘŀǘ ŜƴƎŀƎŜǎ ǘƘŜ ǇƭŀȅŜǊ ƛƴ ŀ ƳŀǇǇƛƴƎ ƻŦ ǘƘŜ ƎŀƳŜΩǎ ǎǇŀŎŜǎΣ ŀ ŎƘŀǊǘƛƴƎ ŀƴŘ 

neutralising of ŜƴŜƳȅ ǇƭŀȅŜǊǎ ŀƴŘΣ ƳƻǊŜ ǘŜƭƭƛƴƎƭȅΣ ŀ ŘƛŀƎǊŀƳƳƛƴƎ ƻŦ ŀ ǇƭŀȅŜǊΩǎ ǎŜƴǎŜ ƻŦ 

embodiment in both psychic and corporeal terms that deepens the reactive immunitary 

character of the experience. 

 

My attempt to grasp the importance of the mini-map in the competitive multiplayer modes of 

нлмрΩǎ Call of Duty: Advanced Warfare (Activisionύ ŀƴŘ нлмоΩǎ Battlefield 4 (EA Digital Illusions) 

ƛǎ ǎŜǘ ŀƎŀƛƴǎǘ ŀ ǎƛǘǳŀǘƛƻƴ ƛƴ ǿƘƛŎƘ L ǘŀƪŜ ǘƘŜ ŦǊŀƎƳŜƴǘŀǘƛƻƴ ƻŦ ǘƘŜ ǇƭŀȅŜǊΩǎ ƻƴ-screen avatar as a 

visual allusion to the way in which ǾƛŘŜƻƎŀƳŜǎ ŜȄŎƭǳŘŜ ƻǊ ŀǘǘŜƳǇǘ ǘƻ ǊŜƳŀǇ ǘƘŜ ǇƭŀȅŜǊΩǎ ōƻŘȅΦ L 

ŦƻŎǳǎ ƻƴ ǘƘŜ ƎŀƳŜΩǎ ǊŜŘǳŎǘƛǾŜ ƳŀƴƛǇǳƭŀǘƛƻƴ ƻŦ ǇǊƻǇǊƛƻŎŜǇǘƛƻƴΣ ŀ ǎŜƴǎŜ ŎǊƛǘƛŎŀƭ ŦƻǊ ƛƴǎǘƛƎŀǘƛƴƎ 

intentional action (Gallagher 2006) and enabling acts of corporeal navigation (Massumi 2002). I 

approach cartographic visuals of these games and their effect on player actions as acting to 

ǊŜŎƻƴǎǘǊǳŎǘ ŀ ŎƻǊǇǳǎΣ ŀ ΨōƻŘȅ ƛƳŀƎŜΩ unique to the game that exceeds the nervous gesturality 

imposed by the construction of a sensitised and insecure gamic skin. 

 

Once the character of the excluded proprioceptive sense is established, this chapter seeks to 

understand the role of the mini-map in in the process of generating a sense of player 

identification with the cartographic symbol on its surface as the opening required for regimes of 

embodiment to take hold. To understand how this process occurs, I ask how the map answers 

ǘƘŜ ΨŦƛǊǎǘ ǉǳŜǎǘƛƻƴΩ όWŀŎƻō нллсύ ƻŦ ǘƘŜ ŎŀǊǘƻƎǊŀǇƘƛŎ ǳǎŜǊ ΨǿƘŜǊŜ ŀƳ LΚΩ ŀƴŘ ǎǳƎƎŜǎǘ ǘƘŀǘ ǘƘƛǎ 

ƛƳŀƎŜΣ ŦƻƭƭƻǿƛƴƎ ¢ƻƳ /ƻƴƭŜȅΩǎ ǿƻǊƪ ƻƴ ŎŀǊǘƻƎǊŀǇƘȅ ƛƴ ǘhe cinema (2007), also functions to 
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ŀƴǎǿŜǊ ǘƘŜ ǉǳŜǎǘƛƻƴ ΨǿƘƻ ŀƳ LΚΩ ¢Ƙƛǎ Ŝƴǘŀƛƭǎ ŀ ǎƻƳŜǿƘŀǘ ǇǊƻƳƛǎŎǳƻǳǎ ǘheoretical approach 

unwedded to either psychoanalytical or corporeal conceptions of the self. This connection to 

identity leads me to consider the mini-map in terms of the concept of body image, that Shaun 

DŀƭƭŀƎƘŜǊ ŘŜǎŎǊƛōŜǎ ŀǎΥ Ψŀ ǎȅǎǘŜƳ ƻŦ ǇŜǊŎŜǇǘƛƻƴǎΣ ŀǘǘƛǘǳŘŜǎΣ ŀƴŘ ōŜƭƛŜŦǎ ǇŜǊǘŀƛƴƛƴƎ ǘƻ ƻƴŜΩǎ ƻǿƴ 

ōƻŘȅΩ όнллсΥ нпύΦ IŜǊŜΣ L ǎǇŜŎǳƭŀǘŜ ƻƴ Ƙƻǿ ǘƘŜ ƳŀǇ ƻǇŜǊŀǘŜǎ ǘƻ ǇǊƻŘǳŎŜ ŀƴ ƛƳŀƎŜ ƻŦ ǘƘŜ ǇƭŀȅŜǊ 

that feeds back into their perception of their body image. 

 

Rather than approaching the mini-map as a static image, I ask how it immanently influences 

navigational practice and reŀǊǊŀƴƎŜǎ ǘƘŜ ΨŎŀǊŘƛƴŀƭƛǘȅΩ ƻŦ ǘƘŜ ǇƭŀȅŜǊΩǎ ƛƴ-game body via a 

cartographically endowed prosthetic proprioceptive sense. Critical GIS scholar Matthew Wilson 

has noted the necessity for GIS and location-based technologies to be understood as interfaces 

ǘƘŀǘ ŀǊŜ Ψoptimized ŦƻǊ ǎǇŜŎƛŦƛŎ ŎŀǇŀŎƛǘƛŜǎ όƻŦ ǘƘƻǳƎƘǘκŀŎǘƛƻƴύ ŀƴŘ ƴƻǘ ƻǘƘŜǊǎΩ όнлмпΥ нффύΦ The 

ŎŜƴǘǊŀƭƛǘȅ ƻŦ ŀŎǘƛƻƴ ǘƻ ²ƛƭǎƻƴΩǎ Ŏŀƭƭ ŦƻǊ ŀ ƴŜǿ ǊŜǎŜŀǊŎƘ ŀƎŜƴŘŀ ƛƴ Ƙƛǎ ŦƛŜƭŘ ŀƭǎƻ ƳŜŀƴǎ ǘƘŀǘ ǘƘŜ 

practice of using technologies such as Google Maps is freed from discussions of cartography as a 

technology of the disembodied gaze. Instead, the ways that location-based devices modulate 

ǘƘŜ ŀŎǘƛƻƴǎ ƻŦ ƳŀǇ ǳǎŜǊǎ ǘǊŀŎƪŜŘ ƛƴ ΨǊŜŀƭ ǘƛƳŜΩ ŀǊŜ ŦƻǊŜƎǊƻǳƴŘŜŘΦ .ƻǘƘ WŀƳŜǎ !ǎƘ όнлмлύ ŀƴŘ 

Gordon Calleja (2011) have written about how video game environments and interfaces 

produce altered senses of embodiment, refiguring the body and its orientation (or cardinality) to 

ǘƘŜƛǊ ƻǿƴ ǊŜƎƛƳŜǎ ƻŦ ǎǇŀǘƛŀƭ ƛƴǾƻƭǾŜƳŜƴǘΦ ¢ƻ ŜŀŎƘ ƎŀƳŜ ƛǘǎ ōƻŘȅΤ ōǳǘ ŀƭǎƻΣ ǿƛǘƘ ²ƛƭǎƻƴΩǎ ŎƭŀƛƳ 

that GPS-enabled devices govern the thoughts and actions of the map reader in mind, to each 

map its body. 

 

²ƘŜǊŜ ǘƘŜ ƭŀǎǘ ŎƘŀǇǘŜǊ ǇŜǊŎŜƛǾŜŘ ǘƘŜ ǳƴƘŀōƛǘǳŀǘŜŘ ǇƭŀȅŜǊΩǎ ŀŎǘƛƻƴǎ ŀǎ ŘǊƛǾŜƴ ōȅ ŀƴ ŀǾŜǊǎƛƻƴ ǘƻ 

affective shocks and unanticipated moments of fright, here I turn to fear ς an emotional 

response Freud understands as being bound up with knowledge and connected to a specific 

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, consensual point of intersection of 
intensity into semantically and semiotically formed progressions, into narrativizable 
action-reaction circuits, into function and meaning. It is intensity owned and recognized. 
(2002: 28) 
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I chart the mini-map as being able to produce a kind of body for the player, albeit one produced 

through fear-induced movements that ǊŜǇǊŜǎŜƴǘ ŀ ǎƘŀǇƛƴƎ ƻŦ ǘƘŜ Ct{Ωǎ affective power by the 

authority of the cartographic image ǘƻ ǉǳŀƭƛŦȅ ŀƴŘ ƻǊƎŀƴƛǎŜ ǘƘŜ ǇƭŀȅŜǊΩǎ ŀŦŦŜŎǘƛǾŜ ǊŜƭŀǘƛƻƴǎƘƛǇ 

with the game. This does not mean that affect is cancelled or blocked rather, that it is 

modulated and ordered by the power of the map. This tallies with the general thrust of this 

thesis as an attempt to complicate the idea that ludic goals are the driving force behind regimes 

of action and involvement in contemporary videogames. 

 

Finally, I embark on a more speculative analysis that takes the fear-based construction of the 

cartographic body image and subjects it to an analysis of in-game situations where these fears 

multiply in temporally and spatially unpredictable ways. Here, I suggest that an overload of 

cartographic information and competing trajectories of fear-based action puts the rational basis 

for ǘƘŜ ŎƻƴǎǘǊǳŎǘƛƻƴ ƻŦ ǘƘŜ ƎŀƳŜΩǎ ōƻŘȅ ƛƳŀƎŜ ǳƴŘŜǊ ǎǘǊŜǎǎΦ Something akin to the twitching 

body in a state of gestural crisis re-emerges here, extending its interior in multiple directions. It 

is not commensurate with a sense-making subjectified individual corpus, but extends untidily 

ƛƴǘƻ ǘƘŜ ƎŀƳŜΩǎ ǎǇŀŎŜΣ ǎǳƎƎŜsting a process of desubjectification. In this case, the space of the 

body is extended to the boundaries of the mini-map 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. 

 

5.1 The 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, while preventing 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. 

 
 (Merleau-Ponty 1993: 125) 

 

Game log 5.1 

 

There are instances, moments of stillness, when I take up a position in some nook or imagined 

cul-de-sac in a multiplayer match of Call of Duty or Battlefield that afford some sense of 
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protection from the threats posed by the ƎŀƳŜΩǎ Ǿƛǎǳŀƭ-corporeal regime. I wait in ambush for an 

enemy player to break into the first-person perspective, to wander into my crosshairs, aiming for 

ƳŜΦ aȅ ƘŀƴŘǎ ǘŜƴŘ ǘƻ ǊŜƭŀȄΣ ƘƻƭŘƛƴƎ ǘƘŜ ǇŀŘ ƭƻƻǎŜƭȅ ŀǎ ƛŦ ŀǘ ŦƛƴƎŜǊǎΩ ƭŜƴƎǘƘΦ L ƛŘƭȅ ȊƻƻƳ ƛƴǘƻ ƭƛƪŜƭȅ 

killing zones, making tighter frames, but these actions lack a definitive objective. The tension 

Ŝōōǎ ŦǊƻƳ Ƴȅ ƘŀƴŘǎΦ ¢ƘŜ ǎŜƴǎŜ ƻŦ ǾǳƭƴŜǊŀōƛƭƛǘȅ ǇǊƻŘǳŎŜŘ ōȅ ǘƘŜ ƎŀƳŜΩǎ ǇŜǊǎǇŜŎǘƛǾŜ ǎŜŜƳǎ ǘƻ 

wane. ΨVisibility is a trapΩ (1991: 200) Foucault tells us in his reading of the panopticon in 

Discipline and Punish and I have made the frame a trap for my enemies. But, lying in wait, I find 

myself drifting from the game, my actions lacking purpose. 

 

In one of these moments of imagined security, I found myself panning the frame down towards 

my avaǘŀǊΩǎ ōƻŘȅΦ Lƴ ǘƘŜ ŀōǎŜƴŎŜ, enemy action or the inclusionary exclusion of the gameΩs 

spaces within the frame that signals compulsive visual neutralization, I sought out my own 

graphically rendered physical form. The shock to any player of a game of ActivisƛƻƴΩǎ Call of Duty 

seriesΣ ƻǊ ƛǘǎ Ŏƻǳǎƛƴ ŀƴŘ ŎƻƳǇŜǘƛǘƻǊ 9!Ωǎ Battlefield who engages in a similar move is that instead 

ƻŦ ǎŜŜƛƴƎ ǘƘŜƛǊ ŀǾŀǘŀǊΩǎ ǘƻǊǎƻ ŀƴŘ ōƻƻǘǎΣ ǘƘŜȅ ǎŜŜ ƴƻǘƘƛƴƎ ς just empty space. 

 

This image, one of absence, produced an instant of confusƛƻƴ ŀǎ Ƴȅ ŀǾŀǘŀǊΩǎ ƘŀƴŘǎ ŀƴŘ Ǝǳƴ 

seemed simply to pivot in mid-air. This action has no corresponding proprioceptive or kinesthetic 

ǎŜƴǎŀǘƛƻƴΦ ¢ƘŜ ōƻŘȅΩǎ ŎŀǇŀŎƛǘƛŜǎ ŦƻǊ ǊŜƎƛǎǘŜǊƛƴƎ ƛǘǎ ƻǿƴ ƳƻǾŜƳŜƴǘΤ ǘƘŜ ǇƭǳƴƎŜ ƻŦ Ƴȅ ƴŜŎƪ ŀƴŘ 

trunk, the surge of flexing muscles from my feet, up through my calves and core, bracing for this 

change in balance, were as absent as the expected image of my avatar. The intensity of my grip 

on the gamepad increased and a general tension gripped my body, not as a precursor to a 

dynamic projection through space, but as part of the action, the movement of the body required 

to maintain a perplexed stillness. 

 
Where am I? What am I? 

 



153 
 

 

Figure 4.1: Where am I? Screen grab from Battlefield 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 levels were manifested in an 

action that sought to secure the visual corpus of my in-game representation. I wanted to find 

the image of my body and say Ψthere I amΩ. However, both Call of Duty ŀƴŘ 9!Ωǎ Battlefield 

games do not allow the player to fulfil this impulse using the first-person perspective. There is 

no torso, no legs or feet that I might turn my weapon upon. This rupture in the principle of line-

of-sight ςvital for the action of aiming and firing that I have argued is such a significant influence 

on what we do in the FPS, and how the player comes to identify with and is immersed within its 

spaces ς is puzzling. Suddenly something that should be visible is withheld and a visual anomaly 

is introduced that seems to place a question mark on my presence within the game in terms of 

my avatar and the action of firing that I have understood as productive of fleeting moments of 

immersion within its multiplayer maps. My body escapes my aim. 

 

This ΨǿǊƛƴƪƭŜΩ ƛƴ ǘƘŜ ƎŀƳŜΩǎ ǇƻǿŜǊ ǘƻ ǊŜǇǊŜǎŜƴǘ ǘƘŜ ŎƻƴǘŜƴǘ ǿƛǘƘin the multiplayer map seemed 

to dial me back into my body, still manifestly present in the actual. As I began to attend to my 

corpus, the absence or fracture of the on-screen avatar produced another fracture in my 

involvement with the game. My crossed legs and hunched shoulders made themselves known, 
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tensions in my muscles became consciously present, and stretches of my limbs stood on the 

edge of extension. In other words, there was a growing awareness of my proprioceptive and 

other tactile senses reporting my bodily position. My attentiveness to its self-relations and 

sensations of discomfort emphasisŜŘ ǘƘŜ ǊǳǇǘǳǊŜ ǇǊƻŘǳŎŜŘ ōȅ Ƴȅ ŘƛǎƭƻŎŀǘƛƻƴ ŦǊƻƳ ǘƘŜ ƎŀƳŜΩǎ 

multiplayer map, from that new body with its different movements, sensations, vision and 

drives the game had constructed for me. The visual absence of a representation of the avatar 

ǿŀǎ ŘƻǳōƭŜŘ ƛƴ ǇǊƻǇǊƛƻŎŜǇǘƛǾŜ ǘŜǊƳǎ ōȅ ŀ ƭŀŎƪ ƻŦ ŀ ǎŜƴǎŜ ƻŦ ŜƳōƻŘƛƳŜƴǘ ǿƛǘƘƛƴ ǘƘŜ ƎŀƳŜΩǎ 

environment. 

 

If an embodied presence in the FPS is endowed by the synchronicity of manual inputs and on-

screen actions as suggested by Susan Morris (2002), Alexander Galloway (2006) and Martti Lahti 

(2003), this impression must vie with proprioceptive, visceral, as well as pressure and 

temperature senses that are non-synchronous physical signals with respect to how we move 

and what we see on screen. The videogame apparatus fragments sense perceptions that usually 

operate collectively by capturing the player in a cybernetic feedback loop of cause and effect 

between corpus and technology (see also Aarseth 1999 and Crogan 2011). In 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 essentialised and normative manner as endowed with a 

predetermined and unified suite of senses in a state of injury. 

 

The relationship between the FPS and our proprioceptive sense ς the mechanism through which 

ǘƘŜ ōƻŘȅ ΨƛƴǘŜƎǊŀǘŜώǎϐ ƛǘǎ ƻǿƴ Ǉƻǎƛǘƛƻƴǎ ŀƴŘ ǊŜǎǇƻƴǎŜǎΩ όDŀƭƭŀƎƘŜǊ нллсΥ онύ ŀǘ ŦƛǊǎǘ ŀǇǇŜŀǊǎ 

straightforward as ǘƘŜ ōƻŘȅΩǎ ǎŜƴǎƻǊȅ ƳŀǇ ƻŦ ƛǘǎŜƭŦ Ŏŀƴƴƻǘ ōŜ ŜƴǾŜƭƻǇŜŘ ǿƛǘƘƛƴ ŀ ǾƛŘŜƻƎŀƳŜΩǎ 

fully rendered environments. The FPS has recourse to a limited set of sensory registers; namely 

vision and the haptic impressions afforded by manual gestures that are conjoined by a cause 

and effect relationship between input device and screen. If proprioception cannot be fully 

ǇŀǘŎƘŜŘ ƛƴǘƻ ǘƘŜ ƎŀƳŜΩǎ ǎǇŀŎŜǎΣ ǘƘƛǎ ǇƻǎŜǎ ŀ ǇǊƻōƭŜƳ for the way that the FPS fosters a sense of 

embodiment and corporeal presence within its reality. In efŦŜŎǘΣ ǘƘŜ ǇƭŀȅŜǊΩǎ ǎŜƴǎŜ ƻŦ 

embodiment in videogame space is the product of a visual and tactile work-around that 

ǇǊƻŘǳŎŜǎ ŀ ǊǳǇǘǳǊŜ ōŜǘǿŜŜƴ ǘƘŜ ǎŜƴǎŀǘƛƻƴǎ ǇǊƻŘǳŎŜŘ ōȅ ǇǊƻǇǊƛƻŎŜǇǘƛƻƴ ŀƴŘ ǘƘŜ ǇƭŀȅŜǊΩǎ Ǿƛǎǳŀƭ 

and haptic sensitivities. Embodiment in the game begins with a wound. 
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To put this injury into perspective, Shaun Gallagher has argued that proprioception is 

ŦǳƴŘŀƳŜƴǘŀƭ ǘƻ ǘƘŜ ōƻŘȅΩǎ ŎŀǇŀŎƛǘȅ ǘƻ ǘŀƪŜ ƛƴǘŜƴǘƛƻƴŀƭ ŀŎǘƛƻƴ όнллсΥ нтύΦ ¢ƘŜ ǇǊƻǎǇŜŎǘ ƻŦ ǘƘŜ 

inability of the in-game body to register its movements within its spaces suggests not only the 

ŜȄŎƭǳǎƛƻƴ ƻŦ ŀ ǎǳƛǘŜ ƻŦ ǎŜƴǎŀǘƛƻƴǎΣ ōǳǘ ŀƴ ƛƴƧǳǊȅ ǘƘŀǘ Ŏǳǘǎ ŘŜŜǇƭȅ ƛƴǘƻ ǘƘŜ ǇƭŀȅŜǊΩǎ ŎŀǇŀŎƛǘȅ ǘƻ ǘŀƪŜ 

actions that are meaningful. However, the characterisation of action as a central aspect of the 

videogame medium (Galloway 2006: 4) and experience means that there is a disjunction 

between the way that proprioception has been conceptualised as so crucial to intentional action 

and the reality of the practice of playing videogames. This is because all movements in the FPS 

cannot be read as desubjectified twitches, suggesting that a proxy or prosthetic capable of 

providing a sense of orieƴǘŀǘƛƻƴ ǘƻ ǘƘŜ ǇƭŀȅŜǊΩǎ ōƻŘȅ allowing them to take self-directed and 

meaningful action must be put into play. 

 

Yet more than simply establishing 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: 

 

Movement and the registration of movement in a developing proprioceptive system 
(that is, a system that registers its own self-movement) contributes to the self-
organising development of neuronal structures responsible not only for motor action, 
but for the way we come 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 

understood to be the non-conscious root of many of the elements of conscious thought. 

Moreover, proprioception takes up a pivotal role in formulating our sense of self and our 

capacity to form and articulate relationships with the people around us. In a similar vein, Maxine 

Sheets-Johnstone has argued 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 Sheets-WƻƘƴǎǘƻƴŜΩǎ ǿƻǊƪΣ ǘƘŜ ǇǊƻǇǊƛƻŎŜǇǘƛǾŜ ǎŜƴǎŜ ǘŀƪŜǎ ǎƘŀǇŜ ŀǎ ŀ ŎƻƴŘƛǘƛƻƴ ŦƻǊ ǎƘƛŦǘƛƴƎ 

discourses of consciousness away from neurological theories that understand the brain as being 

the seat of personhood and towards the more complex a priori dynamics of the body. If our 

corporeal actions and our capacity to sense these actions can be in some way hijacked and 

reproduced by the videogame, there are attendant consequences for how we can think, behave 
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and more: for what we can be and become. 

 

5.1.2 Navigation: proprioceptive autopilot 

Brian Massumi (2002: 179) has argued for the importance of the proprioceptive sense to 

dynamics of navigation. For Massumi proprioception endows the body with an ΨŀǳǘƻǇƛƭƻǘΩ 

function that carries us from A to B, superseding the influence of visual perception and concepts 

of cognitive mapping predicated on the idea that we navigate by constructing visual records of 

ǎǇŀŎŜǎ ƛƴ ƻǳǊ ƳƛƴŘǎΦ CƻǊ aŀǎǎǳƳƛΣ ƛƴ ŀ ǎƛƳƛƭŀǊ ǾŜƛƴ ǘƻ DŀƭƭŀƎƘŜǊΩǎ ōǊƻŀŘŜƴƛƴƎ ƻŦ ǘƘŜ ƛƳǇƻǊǘŀƴŎŜ 

of the proprioceptive 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 

ƭŀǊƎŜǊ ŎƘŀƛƴǎ ƻŦ ǎŜƴǎŀǘƛƻƴΣ ƻŦ ΨŎƻƴǘƻǊǘƛƻƴ ŀƴŘ ǊƘȅǘƘƳΩ όнллнΥ мтфύ ŎŀǇŀōƭŜ of being deployed in 

action as non-conscious trajectories of navigation. 

 

! ƪŜȅ Ǉƻƛƴǘ ǘƻ ƳŀƪŜ ƘŜǊŜ ƛǎ ǘƘŀǘ ƛŦ ǘƘŜ ōƻŘȅ ƭŀŎƪǎ ŀƴ ΨƛƴǘŜǊƴŀƭΩ ǎŜƴǎŜ ƻŦ ƻǊƛŜƴǘŀǘƛƻƴΣ ǘƘŜƴ ǘƘŜǊŜ ƛǎ 

no corporeal basis for acts of navigation. If there is no proprioceptive sense of front or back in 

terms of the orientation of the body, then even if you know where you would like to go, 

coordinating the corpus in such a way as to get there becomes impossible. Massumi suggests 

that proprioception provides not only an immediate sense of ŦŜŜŘōŀŎƪ ƻŦ ǘƘŜ ōƻŘȅΩǎ Ǉƻǎƛǘƛƻƴ 

and posture, but also exists in non-conscious memory wherein complex rhythms of 

proprioceptive sensation are stored allowing the body to navigate familiar spaces on a form of 

corporeal autopilot. He believes that proprioceptive navigation is the dominant method that 

bodies use to get where they are going. The question that this raises is that if proprioception is 

excluded from the videogame ς meaning ǿŜ ŀǊŜ ΨƳƛǎǎƛƴƎΩ ŀ ŦǳƴŎǘƛƻƴŀƭ ōƻŘȅ ƛƳŀƎŜ ǿƛǘƘ ǿƘƛŎƘ ǘƻ 

travel from here to there ς then how is this sense reconstructed, this injury healed? And further, 

does the lack of a proprioceptive or corporeal map of the body in the FPS suggest a more 

general deficit of orientation commensurate with the lack of what Frederic Jameson (1991: 54) 

has called a cognitive map for late capitalism? 

 

WŀƳŜǎƻƴΩǎ ŎƻƴŎŜǇǘǳŀƭƛsation of disorientation in late capitalism characterised as the lack of a 

cognitive map should not be conflated with the theory of cognitive mapping critiqued by 

aŀǎǎǳƳƛΦ aŀǎǎǳƳƛΩǎ critique of psychological notions of cognitive mapping characterises it as an 

idea limited to the discourses of spatial experience, which argues that we navigate by 
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constructing and memorising 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 three-dimensional GPS map that is used in conjunction with visual perception 

in order that the body can be plotted towards its destination. This model is explicitly visual and 

conscious, and casts the body as a passive carrier for the thinking brain. Massumi aptly refutes 

this understanding of navigation ōȅ ǎǘŀǘƛƴƎ ǘƘŀǘ ΨǿŜ ǿƻǳƭŘƴΩǘ ƘŀǾŜ ǘƻ ŎŀǊǊȅ ƳŀǇǎ ƻƴ ǇŀǇŜǊ ƛŦ ǿŜ 

ƘŀŘ ǘƘŜƳ ƛƴ ƻǳǊ ōǊŀƛƴǎΩ όнллнΥ мумύ. In other words, the explicitly visual and conscious model of 

cognitive mapping excludes the contribution of proprioception from navigation, while the 

presence of visual aids, such as maps, 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, consciousness, 

communication and navigation, a characterisation of this non-visual sense as excluded from the 

videogame poses myriad problems to understanding how the player makes sense of and acts 

within the Ct{Ωǎ Ŧǳƭƭȅ ǊŜƴŘŜǊŜŘ spaces (see Galloway 2006: 62) in 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 would be put under question. It is this situation that I believe occurs when the player 

refers to the mini-map while playing the FPS. 

 

5.1.3 Proprioception and the visual prosthesis 

! ǊŜǘǳǊƴ ǘƻ DŀƭƭŀƎƘŜǊΩǎ ǿƻǊƪ ƛǎ ƛƳǇƻǊǘŀƴǘ ƘŜǊŜΦ He perceives the body image and 

proprioceptively endowed body schema as being separate, but interrelated systems. Gallagher 

describes a medical case study in which a patient has a missing proprioceptive sense but could 

function normally by a continual conscious and visual monitoring of their body (2006: 44). This 

suggests that the visual sense and our conscious body image can produce a functional proxy for 

the non-conscious proprioceptive sense. In turn, this raises the possibility that technologies 

capable of immanently imagining, monitoring and orienting the boŘȅ ƛƴ ǎǇŀŎŜΣ ƭƛƪŜ ǘƘŜ Ct{Ω Ƴƛƴƛ-

map and GPS tracking devices, could act as a prosthesis for proprioception. However, the 

particularity of these technical prostheses must not be left unattended as such an alteration to 

ǘƘŜ ōƻŘȅΩǎ ŎŀǇŀŎƛǘƛŜǎ ƻŦ self-ǊŜŦŜǊŜƴŎƛƴƎ ŀƴŘ ƻǊƛŜƴǘŀǘƛƻƴ ƛƴŜǾƛǘŀōƭȅ ǊŀƛǎŜ ƛǎǎǳŜǎ ƻŦ ǘƘŜ ōƻŘȅΩǎ 

shaping by technological and political forces. 
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The relationship between consciously processed images of the body and its sensory organisation 

by proprioception has been explored by Elizabeth Grosz in her work Volatile Bodies (1994) under 

the notion of body image, which incorporates what Gallagher would call both its schema and its 

image. Grosz produces a genealogy of the body image that suggests, far from being anatomically 

determined, our bodies are constructed by psychological and cultural conceptions that migrate 

from its exterior. Offering a ŦŜƳƛƴƛǎǘ ǊŜŀŘƛƴƎ ƻŦ tŀǳƭ CŜǊŘƛƴŀƴŘ {ŎƘƛƭŘŜǊΩǎ work (1931, 1953, 

1978), Grosz argues that our conception and experience of our bodies is always subject to 

alteration because all anatomical aspects and behaviours are psychologically realised. Within 

ǘƘƛǎ ǊŜŀŘƛƴƎΣ ōƻǘƘ ǘƘŜ ǎǳōƧŜŎǘΩǎ ǎŜƭŦ-image and their ability to proprioceptively map their body 

are combined in the body image, which is always mobile, volatile and vulnerable to external acts 

of mapping by power. !ǘ ǘƘŜ Ǌƻƻǘ ƻŦ DǊƻǎȊΩǎ ŀŘƻǇǘƛƻƴ ƻŦ {ŎƘƛƭŘŜǊΩǎ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ǘƘŜ ōƻŘȅ 

image lies a will to reveal the patterning and training that the gendered body undergoes within 

patriarchal culture. For Grosz: 

 

the body image cannot simply be unequivocally identified with sensations provided by a 
ǇǳǊŜƭȅ ŀƴŀǘƻƳƛŎŀƭ ōƻŘȅΦ ¢ƘŜ ōƻŘȅ ƛƳŀƎŜ ƛǎ ŀǎ ƳǳŎƘ ŀ ŦǳƴŎǘƛƻƴ ƻŦ ǘƘŜ ǎǳōƧŜŎǘΩǎ 
psychology and sociohistorical context as of anatomy. (1994: 79) 
 

The great insight ƻŦ DǊƻǎȊΩǎ ŎƻǊǇƻǊŜŀƭ ŦŜƳƛƴƛǎƳ ƛǎ ǘƘŀǘ ƛǘ ŜƭǳŎƛŘŀǘŜǎ ǘƘŜ ƳŜŎƘŀƴƛǎƳǎ ƻŦ ǇƻǿŜǊ 

that operate to construct the unity of the body in contemporary Western culture as culturally 

and politically determined. Her work also suggests that the body image is the dominant factor in 

shaping both our crystalised (but plastic) self-image and how the body is sensed, felt and moves 

ς its proprioceptive senseΦ IŜǊŜΣ Ƨǳǎǘ ŀǎ ƛƴ DŀƭƭŀƎƘŜǊΩǎ ŎŀǎŜ ǎǘǳŘȅ of the missing proprioceptive 

sense, forces of monitoring and control are capable of overwriting or compensating for the 

ōƻŘȅΩǎ anatomically endowed capacities of orientation and self-organisation. If the FPS ς and 

videogames in general ς are to be understood as capturing and shaping the body image, then 

first the idea that the construction of this body can be achieved via the image, and second that 

this process is inherently tied to the politics provides a way of interpreting videogame 

embodiment in terms of the body image seen as a technocultural corpus. 

 

This suggests that the first-ǇŜǊǎƻƴ ǎƘƻƻǘŜǊ ƛǎ ŀ ǇƻƭƛǘƛŎŀƭƭȅ ƛƴŦƭŜŎǘŜŘ ΨŘƛŀōƻƭƛŎŀƭ ŎƻƴǘǊŀǇǘƛƻƴΩ, to 

borrow Merleau-tƻƴǘȅΩǎ ǇƘǊŀǎŜΣ ǘƘŀǘΣ ǊŀǘƘŜǊ ǘƘŀƴ ǊŜƴŘŜǊƛƴƎ ǘƘŜ ōƻŘȅ ǘƻǘŀƭƭȅ ƛƴǎŜƴǎŀǘŜΣ Ŏŀƴ ōŜ 
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underǎǘƻƻŘΣ ŀǎ ΨŘŜǎƛƎƴŜŘ ǘƻ ȅƛŜƭŘ ŀ ǎŜƴǎŜ ƻŦ ŀǳƎƳŜƴǘŜŘ ŜƳōƻŘƛƳŜƴǘΩ όDǊŜƎŜǊǎŜƴ ŀƴŘ DǊodal 

2009: 68) by creating a rupture or injury in the exclusion of the proprioceptive sense and then 

offering a visual means of repairing this wound, albeit via specific techniques that cannot be 

approached as politically neutral. I would like to argue that the key to understanding why a 

ƭƛǘŜǊŀƭ ƛƳŀƎŜ ƻŦ ǘƘŜ ǇƭŀȅŜǊΩǎ ƛƴ-game body or avatar does not appear in the first-person 

ǇŜǊǎǇŜŎǘƛǾŜ ŀƴŘ ǘƘŜ ƛƳǇƭƛŎƛǘ ǿŀȅ ǘƘŀǘ ǘƘƛǎ ŀƭƭǳŘŜǎ ǘƻ ǘƘŜ ǇƭŀȅŜǊΩǎ ǿƻǳƴŘŜŘ ǇǊƻǇǊƛƻŎŜǇǘƛǾŜ ǎŜƴǎŜ 

lies in the way the mini-map does visualise and orient our in-game body. In this sense, the 

ǇƭŀȅŜǊΩǎ plotted presence on the mini-map 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 first-person perspective as a gamic cutaneous layer through which the player 

senses in tactile and visual ways, I read immersion within the game environment as a gunshot-

ǉǳƛŎƪ ǎŜƴǎŜ ƻŦ ōŜƛƴƎ ǘƘŜǊŜΣ ƻŦ ōŜƛƴƎ ŜƳōƻŘƛŜŘΦ Lƴ ŀǇǇǊƻŀŎƘƛƴƎ Ƙƻǿ ǘƘŜ ǇƭŀȅŜǊΩǎ ōƻŘȅ ŎƻƳŜǎ ǘƻ 

take up residence in the game space, I want to suggest that the mini-map can provide a proxy 

ŦƻǊ ǘƘŜ ǇƭŀȅŜǊΩǎ ŀǾŀǘŀǊΣ ŀƭōŜƛǘ ƛƴ ŀ ƳƻŘƛŦƛŜŘ Ŧorm to the three-dimensional models of the 

Uncharted (2007ςнлмсύ ǎŜǊƛŜǎΩ bŀǘƘŀƴ 5ǊŀƪŜΣ ƻǊ [ŀǊŀ /ǊƻŦǘ ŦǊƻƳ ǘƘŜ ƭƻƴƎ-running Tomb Raider 

(1996ς2016) franchise. Regarding the latter, 9ǎǇŜƴ !ŀǊǎŜǘƘ Ƙŀǎ ŀǊƎǳŜŘ ǘƘŀǘ ΨǿƘŜƴ L ǇƭŀȅΣ L ŘƻƴΩǘ 

even see her body, but sŜŜ ǘƘǊƻǳƎƘ ƛǘ ŀƴŘ Ǉŀǎǘ ƛǘΩ όнллсΥ пуύύΦ !ƭǘƘƻǳƎƘ ǘƘŜǊŜ ƛǎ ŀƴ ŀǇǇŀǊŜƴǘ 

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 produced in and by the player because it is in some sense unseen. While the FPS 

player may also be able to see past the mini-map because of its compositional marginality, they 

also rely on it for crucial information regarding the landscape of the multiplayer map, the 

locations of friends and foes and the orientation of the first-person perspective. The idea that its 

representational form is irrelevant to the player seems remote. In contrast, Ewan Kirkland has 

argued that: 

 
¢ƘŜ ŀǾŀǘŀǊΩǎ ƴŀǘǳǊŜ ƛǎ ƳǳƭǘƛǇƭŜ ǊŀǘƘer than singular, and varied rather than uniform. This 
produces different subjective positions, and different experiences of embodiment, 
according to the body of the avatar and the body of the user. (2012: 140) 

 
For Kirkland, the avatar and the body of the player are entangled in a fluid negotiation that 

ōŜŀǊǎ ƻƴ ǘƘŜ ǇƭŀȅŜǊΩǎ ǎŜƴǎŜ ƻŦ ŜƳōƻŘƛƳŜƴǘΦ LƳǇƻǊǘŀƴǘƭȅ ŦƻǊ Ƴȅ ŀǊƎǳƳŜƴǘ ƘŜǊŜ ƛǎ ǘƘŜ ƛŘŜŀ ǘƘŀǘ 
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the way the playerΩǎ ŎŀǊǘƻƎǊŀǇƘƛŎ ŀǾŀǘŀǊ is situated and represented within the cartography of 

the mini-map has consequences for the kind of actions the player can take because it is crucial 

ƛƴ ǘƘŜ ǇǊƻŘǳŎǘƛƻƴ ƻŦ ŀ ōƻŘȅ ƛƳŀƎŜΦ aƻǊŜΣ ƛǘ ǎƛǘǳŀǘŜǎ ǘƘŜ ǇƭŀȅŜǊ ƛƴ ǘƘŜ ƎŀƳŜΩǎ ǘƘǊŜŜ-dimensional 

multiplayŜǊ ƳŀǇǎΣ ǎǳƎƎŜǎǘƛƴƎ ŎƻƴŎǊŜǘŜ ŎƻƴǎŜǉǳŜƴŎŜǎ ŦƻǊ ǘƘŜ ǇƭŀȅŜǊΩǎ ǎŜƴǎŜ ƻŦ ǇƻǎƛǘƛƻƴŀƭƛǘȅΦ This 

raises the question of how exactly the mini-map relates to the dominance of the first-person 

perspective and queries the more general effect of the appearance of cartographic 

representations in screen media.  

 

 

5.2 Maps within maps 

In Cartographic CinemaΣ ¢ƻƳ /ƻƴƭŜȅ ǎǳƎƎŜǎǘǎ ǘƘŜ ƳŀǇΩǎ ŀǇǇŜŀǊŀƴŎŜ ǿƛǘƘƛƴ ǘƘŜ ŎƛƴŜƳŀǘƛŎ ƛƳŀƎŜ 

is defined by a kind of double-edged disposition. For Conley, cinematic maps simultaneously aid 

in the construction of cinematic space and place ς immersing the spectator in cinematic worlds 

ς and disrupt the fictional geographies and related regimes of psychic transcendence and bodily 

ŀŦŦŜŎǘ ǘƘŀǘ ōǊŀŎƪŜǘ ǘƘŜ ǎǇŜŎǘŀǘƻǊΩǎ ƛƴǘƛƳŀǘŜ ǊŜƭŀǘƛƻƴǎƘƛǇ ǿƛǘƘ ǘƘŜ ǎŎreen (2007: 5). The root 

cause of this split personality of the cinematic map is its alterity within the frame. It is always 

ōƻǘƘ ŜƴǾŜƭƻǇŜŘ ǿƛǘƘƛƴ ǘƘŜ ŎƛƴŜƳŀǘƛŎ ƛƳŀƎŜΣ ƛƴǾƻƭǾŜŘ ƛƴ ǊŜƎǳƭŀǘƛƴƎ ǘƘŜ ǎǇŜŎǘŀǘƻǊΩǎ ǎǇŀǘƛŀƭ 

imagination and an outsider signalling thŜ ŀǊǘƛŦƛŎŜ ƻŦ ŎƛƴŜƳŀǘƛŎ ǿƻǊƭŘǎ ŀƴŘ ŦƛƭƳΩǎ ǘŜŎƘƴƛǉǳŜǎ ƻŦ 

perceptual illusion. 

 

For Conley, when maps appear on screen, they raise issues of positionality. The self-reflective 

mode of spectatorship produced by the cinematic map extends back not only to a questioning of 

ŦƛƭƳΩǎ ǎǘǊŀǘŜƎƛŜǎ ƻŦ ǎǇŜŎǘŀǘƻǊ ƛŘŜƴǘƛŦƛŎŀǘƛƻƴ ŀƴŘ ƳŀƴƛǇǳƭŀǘƛƻƴ όǘƘŜ ƛƳŀƎŜΩǎ ŘƛŀƎǊŀƳƳŀǘƛŎ ǇƻǿŜǊύΣ 

ōǳǘ ŀƭǎƻ ǘƻ ǿƛŘŜǊ ƛǎǎǳŜǎ ƻŦ ǎǇŜŎǘŀǘƻǊΩǎ ǇƻƭƛǘƛŎǎ ƻŦ ǇƭŀŎŜ ŀǎ ǎƻƳŜǘƘƛƴƎ ŦƛȄŜŘ ŀƴŘ ƛƳƳƻōƛƭŜ ǿƛǘƘƛƴ 

wider culture and its structures (2007: 4). The quŜǎǘƛƻƴ /ƻƴƭŜȅΩǎ ǿƻǊƪ ǇƻǎŜǎ ƛƴ ǘƘŜ ŎƻƴǘŜȄǘ ƻŦ 

the current analysis of the FPS and the mini-map is whether videogame cartography has the 

ǎŀƳŜ ΨŀƭǘŜǊƛǘȅΩ ǿƛǘƘƛƴ ǘƘŜ Ct{Ωǎ ƛƳŀƎŜ ŀǎ ǘƘŜ ƳŀǇǎ ǘƘŀǘ ŀǇǇŜŀǊ ǿƛǘƘƛƴ ǘƘŜ ŘƛŜƎŜǘƛŎ ǿƻǊƭŘǎ ƻŦ ǘƘŜ 

cinema. In turn, the answer to this question will determine whether an affirmative reading of 

the mini-ƳŀǇΩǎ ǇƻƭƛǘƛŎǎ ōŀǎŜŘ ǳǇƻƴ ǘƘƛǎ ƳŜŘƛŀǘƛŎ ƻǘƘŜǊƴŜǎǎ ƛǎ ŀƭǎƻ ǇƻǎǎƛōƭŜΦ 

 

In the FPS, there is a point-to-point and temporally live relationship between the multiplayer 

map and the mini-map in terms of geographic accuracy and between the movement of the 




