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Abstract 

Real|Unreal: Crafting Actuality in the Documentary Videogame 
Cindy Poremba, PhD, Concordia University, 2011 
 
Real|Unreal examines the emerging phenomenon of documentary videogamesɂ

specifically, how gamemakers might craft a stronger understanding of actuality in 

these works. To do so, gamemakers must first find ways of reclaiming indexicality 

within a digital medium, and second understand how games work  as expressive, 

meaning-making frames. Using a framework based on theoretical work primarily 

drawn from documentary and game studies, Real|Unreal presents an analysis of 

three documentary videogames that pick up key aspects of the indexical/expressive 

relationship: JFK Reloaded, which uses an algorithm as the indexical grounding in a 

re-engagement of a well-known archive; games in the commercial Brothers in Arms 

series which, by juxtaposing extensive archival and making-of documentation with 

third -person gameplay, create a phenomenological shift in which we view the later 

as-real; and Escape from Woomera, which enables an experience-centered 

performative inquiry within a re -created environment. In conjunction with these 

three analytic case studies, it presents a fourth practice-based case consisting of 

topical design sketches within the context of an original documentary videogame, 

with a goal of moving beyond known methods and exposing practical challenges of 

documentary game creation.  By interweaving framework, analysis and creation, 

Real|Unreal gives documentary videogame creators the theoretical, analytic, 

creative and pragmatic support needed to further exploration of the genre. 
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01 Introduction 

We are at a turning point in the development of the videogame as a cultural 

and expressive form. Commercial game companies that have perpetuated the 

creation of a homogenous, single-audience game market, driven exclusively by an 

entertainment imperative, have begun to recognize the limits of this model: the 

point at which their growth cannot be sustained by more of the same. At the same 

time, regulators (particularly in the United States) have become increasingly vocal 

abouÔ ×ÈÁÔ ÔÈÅÙ ÓÅÅ ÁÓ ÓÅØȟ ÖÉÏÌÅÎÃÅȟ ÁÎÄ ȰÉÎÁÐÐÒÏÐÒÉÁÔÅȱ ÃÏÎÔÅÎÔ ÁÌÌÏ×ÅÄ ÔÏ ÒÕÎ 

rampant in videogames (McCullagh, Hamilton). Change is further fueled by the rise 

of independent gamemakers, who by disseminating their works at festivals, 

exhibitions, and online, fill in perceived gaps in innovative content and game play. 

Events such as the Independent Games Festival (IGF), Indiecade, and SXSW 

Screenburn serve to increase exposure for videogames outside of commercial 

distribution channels, and create an environment conducive to exploring new 

approaches and genres.  

Real|Unreal examines one such genreɂthe emerging phenomenon of 

documentary videogames. Specifically, it investigates how gamemakers might craft 

a stronger understanding of actuality (a perception that such games represent 

actual people, places, events, and/or processes) in these works. In doing so it 

explores formal, artistic, and socio-cultural implications of designing videogames 

with non-fiction contents and contexts. 
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A videogame combines a powerful form for designed interactive experience 

(a game), with a rapidly evolving and highly mutable medium (computational 

multimedia). We can assess the documentary quality of videogames using similar 

criteria to other documentary forms, as long as we understand what those criteria 

are, and what it means to be a documentary. With few exceptions, a documentary is 

an expressive framing of indexical documents, which plays off the connection 

created between the viewer and the world. It is a mode of representation with its 

own unique materiality, history, theory, and conventions of practice.  

4ÈÅÒÅ ÉÓ ÎÏ ÒÅÁÓÏÎ ÔÈÉÓ ÔÒÁÄÉÔÉÏÎ ÃÁÎȭÔ ÂÅ ÅØÔÅÎÄÅÄ ÉÎÔÏ ÖÉÄÅÏÇÁÍÅ ÃÒÅÁÔÉÏÎȟ 

but there are certainly challenges. The first test for documentary videogames is to 

address what it means to document, within a digital medium still making sense of its 

relationship to the material and historical world. In particular, digital technologies 

challenge traditional notions of indexicality (a mode of representation that 

mandates contiguity between referent and sign) that underpin the documentary 

form. Secondly, we need to better understand how games serve as expressive, 

meaning-making frames, not only so we can understand how our games will create 

documentary experiences, but why we might want to. 

This research aims to identify strategies for crafting actuality in videogamesɀ 

strategies documentary gamemakers need to make strong arguments for the 

documentary nature of their games. These techniques include strengthening 

indexical bonds between game elements and their real world referents, prompting a 
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phenomenological shift, such that players treat otherwise non-indexical material as 

indexical (a popular technique in documentary animation), and/or embedding 

players in a performative inquiry. These strategies allow gamemakers to create 

games that are recognized as both representing the actual, and doing so in a manner 

clearly understood as documentary. 

01.1 What is a documentary? 

Part of the trouble in conceptualizing a documentary mode within games is 

that documentary itself is a fuzzy category that defies fixed definitionɂin fact 

debates over the documentary status of animation, reality TV, and certain films are 

common. Critic and filmmaker John Grierson was the first to plant a flag claiming 

ÔÈÅ ÇÅÎÒÅȟ ÄÅÆÉÎÉÎÇ ÉÔ ÁÓ ȰÔÈÅ ÃÒÅÁÔÉÖÅ ÔÒÅÁÔÍÅÎÔ ÏÆ ÁÃÔÕÁÌÉÔÙȱ ɉρσɊȢ $ÏÃÕÍÅÎÔÁÒÙ 

critics and theorists have noted the inherent paradox in this definitionɂ

questioning, to paraphrase Brian Winston (Claiming 11), what actuality really 

remains following creative treatment. However such an objection only holds if we 

are looking to the definition as an arbiter of documentary inclusion, as opposed to a 

set of principles which can help guide our practical judgment as to what types of 

work are accepted as documentary in particular contexts. 'ÒÉÅÒÓÏÎȭÓ ÐÏÓÉÔÉÏÎ ÈÁÓ 

always been less about creating a binary flip switch between documentary and 

fiction, and more about assessing the documentary quality of a given work.  

In contemporary theory, Bill Nichols suggests the fundamental charge of 

documentary is to stimulate and/or satisfy a desire to know about the world (an 
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epistephelia)(Representing Reality 31). Documentary status is conferred through a 

mix of elements: specifically that a film is identified as a documentary in its 

production (how it is made, the filming conventions it employs, the claims of its 

filmmaker) and/or reception (including the phenomenological orientation of the 

audience, its positioning in film festivals, etc.)(Representing Reality xi).  While 

Nichols' explication of how the documentary label gets applied is valuable in 

exposing the social and cultural factors that constitute documentary, it is important 

to remember that, like most documentary theorists, Nichols takes for granted that 

we are talking about motion pictures (film, video, and occasionally animation) when 

we are talking about documentary. This can serve to obscure the ways in which 

presumptions about the medium itself (notably, its indexicality) are made implicit. 

Documentary not only maintains a tie to the world beyond the film, this tie is 

of a certain qualityɂspecifically, Michael Renov maintains documentary presents a 

relationship to the real exceeding analogy (Bruzzi 2000, italics mine)1. Due to 

indexical status alone, you can view any film as documentary (as Nichols 

[Representing Reality 1] and Vivian Sobchack [Carnal Thoughts 268] observe), which 

problematizes approaches to documentary based solely on viewer perception or 

successful rhetorical argument. Approaching documentary videogames solely from 

a position of individual reception, rhetoric or phenomenological stance is not a 

mistake per se, but such positions need to be further defended against a broader 

                                                           
1  I would expand this to include the figural in general, as there are a number of figurative 

configurations (for example, synecdoche) that might also blur lines of reference. 
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cultural understanding of documentary. If players are to identify a game as 

documentary, gamemakers and researchers must present a stronger case than 

ȰÁÒÇÕÁÂÌÙȟ ÔÈÉÓ ÇÁÍÅ ÃÏÕÌÄ ÂÅ ÓÅÅÎ ÁÓ ÄÏÃÕÍÅÎÔÁÒÙȢȱ  

The term actuality frequently comes into play in documentary theoryɂ

ÌÁÒÇÅÌÙ ÓÔÅÍÍÉÎÇ ÆÒÏÍ ÉÔÓ ÉÎÃÌÕÓÉÏÎ ÉÎ 'ÒÉÅÒÓÏÎȭÓ ÆÏÕÎÄÁÔÉÏÎÁÌ ÄÅÆÉÎÉÔÉÏÎȢ )Ô ÉÓ Á ÔÅÒÍ 

that tends to operate unproblematically as a reality that is present, material, 

tangible, and/or specific. The actuality of documentary is arguably linked to the 

ÍÅÄÉÕÍȭÓ ÉÎÄÅØÉÃÁÌÉÔÙȟ ÁÎÄ ÉÎ ÆÁÃÔ ÃÁÎ ÂÅ ÓÅÅÎ ÁÓ Á ÐÁÒÔÉÃÕÌÁÒ ÆÏÒÍÕÌÁÔÉÏÎ ÏÆ ÔÈÅ 

indexical bond (a relationship that will be developed further in the following 

chapter). However actuality is only ever an ideal. Many of the compromises 

documentary makes surrounding this ideal have sedimented out of practice and 

practicalities. The determination of actuality in documentary is negotiated between 

representations grounded in the real world and the ways in which they are 

presented. 

It is also important to note that various sub-genres of documentary negotiate 

actuality in specific, contingent ways, and that these adapted criteria represent the 

particular histories, representational imperatives, and technical and conceptual 

constraints of these sub-genres. For example, autobiographic documentary places 

heavy emphasis on the creator as a guarantor of actuality, which allows for a 

broadened range of what might constitute indexical content (i.e. a creator can 

warrant the actuality of content that might otherwise be read as fictional or 
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subjective). Performance-ÏÒÉÅÎÔÅÄ ÄÏÃÕÍÅÎÔÁÒÉÅÓȟ ÓÕÃÈ ÁÓ ȰÒÏÃËÕÍÅÎÔÁÒÉÅÓȟȱ ÔÅÎÄ ÔÏ 

provide more space for documentation (i.e. sound and video documentation of 

specific performances), and may test conventions of what we consider non-fiction 

(as the documentation presented is in and of itself a performance). Animated 

documentary (which is discussed in later chapters), commonly uses indexical audio 

to make up for a gap in indexical film/video. While videogame documentary may, 

too, present its own twist on the conventions of documentary, creators deviating too 

far from a core conception of documentary run the risk of rendering their work 

unrecognizable as a member of the genre. As such, this research treads very 

carefully wheÎ ÌÏÏËÉÎÇ ÔÏ ÓÕÃÈ ȰÓÐÅÃÉÁÌ ÃÁÓÅÓȱ ÆÏÒ ÍÏÄÅÌÓȟ ÔÁËÉÎÇ ÃÁÒÅ ÔÏ 

acknowledge that particular re-interpretations of the standards of documentary 

manifest in particular sub-genres are not necessarily representative of documentary 

conventions as a whole.  

Why videogame documentary? 

Given the constraints placed around the documentary genre, it is fair to ask 

why anyone would want to use the name documentary to describe a videogame in 

the first place. Why not use a less-contentious, more inclusive, term like non-fiction, 

over a term so deeply implicated in recording technology such as film? For one, 

using the term documentary to describe videogames such as JFK Reloaded, Escape 

from Woomera, and Brothers in Arms: Road to Hill 30 makes it easier to establish 

expectations, which in turn affects ways of understanding a given work. For all the 
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baggage that comes with the documentary label, there are still conditions of 

production and reception to work with (and/or subvert) that are evoked in making 

the documentary claim. Second, it is useful to differentiate these works from 

ÅÄÕÃÁÔÉÏÎÁÌ ÁÎÄ ȰÓÅÒÉÏÕÓȱ ÇÁÍÅÓ ɉÊÕÓÔ ÁÓ 'ÒÉÅÒÓÏÎ ×ÁÓ ÁÔÔÅÍÐÔÉÎÇ ÔÏ ÄÏ ÂÙ ÄÅÆÉÎÉÎÇ 

documentary against other non-fiction films like newsreels, travelogues and 

training films (Bruzzi 5), so as to distinguish works that approach the presentation 

of reality from an expressive and artful (rather than primarily instrumental) 

position. These works have different goals and expectations, and occupy a different 

space within culture. Finally, determining how the documentary drive manifests 

itself within both computational multimedia, and the specific form that is the game, 

is in and of itself worthwhile in the ways it makes visible our continuing desire to 

ÃÁÐÔÕÒÅ ÁÎÄ ÍÁËÅ ÍÅÁÎÉÎÇÆÕÌ ÁÓÐÅÃÔÓ ÏÆ ȰÒÅÁÌȱ ÅØÐÅÒÉÅÎÃÅȟ Éf only ever as an ideal. 

It is important to note that the game form need not be, in and of itself, 

documentary. The game, acting as an expressive frame for indexical documents, 

instead structures documentary experience. It facilitates engagement, enables 

certain kinds of experiences and suggests certain interpretations over others. 

Michael Renov suggests documentary (in film) actively cultivates the illusion of 

immediacy via ontological claims to the real2 (cited in Bruzzi 3). Documentary may 

invite viewers to be a fly on the wall, to take part, or to witness. As Alexander 

Galloway (83) notes, the primary phenomenological reality of games is that of action 

                                                           
2  This varies according to documentary style and approach. Indeed, many documentaries play with 

and even subvert such claims. 
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(rather than seeing)3. It is action that most powerfully intertwines players within 

game experiences, and is the locus for understanding how players relate to games, 

ÔÈÅ ×ÏÒÌÄȟ ÁÎÄ ÔÈÅ ÉÎÔÅÒÓÅÃÔÉÏÎ ÏÆ ÔÈÅ Ô×ÏȢ  "ÕÔ ÌÉËÅ ȰÒÅÁÌÌÙ ÓÅÅÉÎÇȱ ÉÎ ÆÉÌÍȟ ȰÒÅÁÌÌÙ 

ÄÏÉÎÇȱ ÉÎ ÇÁÍÅÓ ÉÓ ÃÏÎÔÅÎÔÉÏÕÓȢ )Î ÐÁÒÔÉÃÕÌÁÒȟ ÁÎ ÉÌÌ-defined notion of real action 

features prominently in activist and serious games rhetoric, which in turn impacts 

discussion on documentary games.  The drive for transparency may also obscure the 

ways in which such an experience is designed, and on the part of documentary 

makers, crafted. A closer look is needed at ways of understanding player-performed, 

designed action, particularly in documentary games.  

Popular understandings of games are often skewed by traditional games, and 

ÃÏÍÍÏÎÌÙ ÒÅÇÕÌÁÔÅÄ ÔÏ ÃÈÉÌÄÒÅÎȭÓ ÃÕÌÔÕÒÅȢ (Ï×ÅÖÅÒ videogames are evolving into a 

rich, highly varied form with a great deal of expressive potential and an increasingly 

diverse audience. Graeme Kirkpatrick argues contemporary videogames stand 

ÓÏÍÅ×ÈÅÒÅ ÉÎ ÂÅÔ×ÅÅÎ ÔÒÁÄÉÔÉÏÎÁÌ ÐÌÁÙȤÓÔÒÕÃÔÕÒÉÎÇ (including ways we might 

conceptualize traditional games) and aesthetic/art works that stimulate the play of 

imaginative and cognitive faculties towards aesthetic experience (75). However 

games are still bound within formal elements and technical capabilities of 

computational media systems, and these in turn constrain the ways in which we can 

use them to speak of the world. Presenting the limits and opportunities for games to 

                                                           
3  !ÌÔÈÏÕÇÈ *ÏÏÓÔ 2ÁÅÓÓÅÎÓ ÓÕÇÇÅÓÔÓ ÄÏÃÕÍÅÎÔÁÒÙ ÖÉÄÅÏÇÁÍÅÓȟ ȰÔÒÙ ÔÏ ÂÒÅÁË ÔÈÒÏÕÇÈ ÔÈÅ ÄÏÍÉÎÁÎÃÅ 

of action to do justice to the complexity of experience: feeling, reflexivity, and action in their 
ÍÕÔÕÁÌ ÒÅÌÁÔÉÏÎȱ ɉςρφɊȢ 
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act as documentary can improve critical literacy with regard to games, and 

demonstrate a deepening understanding of the complexity of ludic expression. 

01.2 Interactive documentary 

Digital media not only affects the interactive potential of documentary, but 

also explodes the contextual borders of consumption. Documentaries are no longer 

bound to theatre or TV length, and now commonly include additional commentary, 

reflexive material on reception, and unused content. They are also easier to 

integrate into responsive communities, and may be more accountable because of it. 

Sandra Gaudenzi suggests that the use of digital and networked technologies are 

creating a paradigm shift that reconfigures documentary makers (and audiences) 

not as observers, but as enactors (ȰOverviewȱ 6). She argues interactive 

documentaries employ different logics than linear documentary, and as such, do not 

fit readily as an extension of linear documentary practiceɂhowever, both forms can 

be seen as a means of documenting reality within different authorial and audience 

imperatives and material constraints (ȰChapter ρȱ 8). Specifically, digital media 

Ȱfacilitates and pushes towards a documentation of reality that is active, dynamic 

and collaborativeȱ (ȰOverviewȱ 2). Gaudenzi observes the interactive documentary 

form does not rely solely on being digital, nor in documenting, but necessarily 

Ȱdocumenting in an interactive wayȱ (ȰChapter ρȱ 8).  

Interactive documentary has branched out in a number of different areas, 

one of the most dominant being database documentary. In this form, documentary 
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content is fragmented and stored in a database, then selected and presented in a 

manner that often lets the user construct an individualized path through the 

documentary. While this might seem a denial of authorial control along the lines of 

the traditional observational documentary, the selection of material to integrate into 

the documentary is itself an authorial act, or sometimes a curatorial act (in the still-

rare case of user added content).  Additionally, in tools like Florian ThalhoferȭÓ 

Korsakow system (one of the most popular database documentary production 

systems), the relational rules behind narrative notes are creator-defined (but largely 

transparent to the user).  

The documentary database model hails a particular sort of user. They are 

called upon to explore the system thoroughlyɂrewarded with a fragmented image 

set they are left to interpret (indeed, the entire model is contingent on an 

engagement of associative thinking). The need to alternate between viewing and 

doing creates a difficult interaction paradigmɂ once you get settled into a viewing 

position, the system makes a demand on you to functionally advance the work, and 

to create associative linkages with other components. One of the challenges in such 

a system is constructing a compelling experience built upon meaningful choiceɂ 

the risk being, that without such meaningful choices, interaction becomes less about 

agency and more of a barrier to access. However, because the database 

documentary model tends to foreground cognitive and functional interactivity4 

                                                           
4  Eric Zimmerman identifies four modes of interactivity: 1) Cognitive or interpretive, 2) Functional 

or utilitarian, 3) Participation with designed choices; and 4) Cultural participation (158). 
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(modes more familiar within traditional documentary storytelling), over explicit 

and cultural5 interactivity (modes favored by game creators), it creates less of a 

cultural barrier to entry into the interactive documentary space. The database 

model is also very accommodating of traditional documentary content, such as 

video. 

One compelling ÅØÁÍÐÌÅ ÉÓ 3ÔÅÐÈÅÎ &ÏÓÔÅÒȭÓ 4ÈÅ 0ÒÉÎÃÅ 'ÅÏÒÇÅ -ïÔÉÓ %ÌÄÅÒÓȭ 

Documentary Project. While at its core a database documentary, the design would 

seem to counter some of the systemic problems with the model. Like many database 

documentaries, users can decide to drill down to find more information on 

particular interest areas. Narrative links are established between different story 

segments, and the stories can run directly as a traditional documentary, allowing the 

user to tailor the level of functional interactivity. Because of the interplay between 

linearity and fragmentation, more information can be presented than in a traditional 

television or theatrical documentary format. 

Another interesting project that pushes the database documentary model is 

Katerina Cizek's HIGHRISE/Out My Window project. In this work, documentary 

content is organized via a series of highrise windows. Unlike some cases of database 

fragmentation, the construct of viewing the stories through this interface is 

                                                           
5  4ÈÅ #ÁÎÁÄÉÁÎ .ÁÔÉÏÎÁÌ &ÉÌÍ "ÏÁÒÄ ɉ.&"ɊȭÓ #ÈÁÌÌÅÎÇÅ ÆÏÒ #ÈÁÎÇÅ ÐÒÏÇÒÁÍ ÈÁÓ ÌÏÎÇ ÐÒÏÍÏÔÅÄ 

analog and culturally interactive documentary works, focusing on engaging communities being 
documented with the act of documenting itself. The program's recent renewal builds upon this 
existing traditionɂ now using digital technologies to facilitate not just explicit, but cultural 
interaction.  
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poetically integrated: we feel like we are peering in to the various highrise 

apartments. The fragmentation and moments of user-created connection are 

poetically consistent with the story being told. When the project does restrict 

agency as one drills down6 (allowing for fragments of linear storytelling), the shift in 

mode remains fully consistent with the position of window voyeur. 

*ÏÎÁÔÈÁÎ (ÁÒÒÉÓȭ The Whale Hunt is an interesting example from 

documentary photography, that combines functional interactivity with data 

visualization to both structure and affectively infuse a series of three-thousand, two 

hundred, fourteen images of an Inupiat whale hunt in Barrow, Alaska. While there 

are different ways to access the photographic set at the base of the work, one of the 

ÍÏÓÔ ÆÁÓÃÉÎÁÔÉÎÇ ÉÓ Á ÔÉÍÅÌÉÎÅ ÌÉÎËÉÎÇ ÂÏÔÈ ÔÈÅ ÐÈÏÔÏÇÒÁÐÈÓ ÁÎÄ (ÁÒÒÉÓȭ ÈÅart rate, 

captured throughout the nine days he spent documenting the hunt. The 

juxtaposition of indexical bodily data and often startling photographic image works 

to reincorporate the lived, embodied experience of witnessing (perhaps numbed by 

the sheer number and force of shocking imagery to which a contemporary audience 

is exposed) into documentary viewing. 

Other experiments with digital documentaryȭÓ potential include works 

centering on user-created content. Brett Gaylor's Rip! A Remix Manifesto, is itself 

available for user remix, and contains moments of remixed content (although the 

film  proper is a set work attributed to Gaylor). Again the interaction (remix) itself 

                                                           
6 /ÎÅ ÅØÃÅÐÔÉÏÎ ×ÏÕÌÄ ÂÅ ÔÈÅ σφπЈ ÖÉÄÅÏ ȰÅÁÓÔÅÒ ÅÇÇÓȱ ÆÏÕÎÄ ×ÉÔÈÉÎ ÔÈÅ ×ÏÒËȢ 
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contains a rhetoric that links it with the content and is intended to engage users in 

an enacted understanding of some of the central themes of the work (enactment will 

be addressed further in Chapter 6). 

We can recognize that these works are doing a similar thing to what 

documentary gamemakers are attempting to do. They are presenting indexical 

content, and they are using an interactive, expressive frame to comment on this 

content. The ones that are particularly successful go one step further, and they use 

interaction, not simply as a functional tool, but to connect with the user through 

enactment.  

Games and non-fiction interactive art 

Contemporary artworks commonly incorporate documents and non-fiction 

contents and contexts. However, there are notable projects that have used similar 

technologies and aesthetics to videogames, without explicitly using games or game-

like engines. 

One such project is GONE GITMO, a speculative simulation of the Guantanamo 

Bay Prison, created in the virtual world  Second Life by Nonny de la Peña and Peggy 

Weil7. Using the Second Life environment allows de la Peña and Weil to create an 

accessible virtual version of what would otherwise be an inaccessible experience. 

The experience is primarily based on detainee, journalist, and observer reports, but 

                                                           
7 GONE GITMO was developed at a MacArthur sponsored residency at BAVC New Media Producers 

Institute in 2007 and is currently hosted by the USC School of Cinematic Arts. 



 

 14 

also integrated US Department of Defense video footage. Screens throughout the 

space display integrated videoɂfor example, the documentary testimonial of 

ÄÅÔÁÉÎÅÅ -ÏÚÁÁÍ "ÅÇÇȭÓ ÆÁÔÈÅÒȟ ÒÅÁÄÉÎÇ Á ÌÅÔÔÅÒ ÆÒÏÍ ÈÉÓ ÉÍÐÒÉÓÏÎÅÄ ÓÏÎȢ 

!ÎÏÔÈÅÒ ÉÓ 4ÁÍÉËÏ 4ÈÅÉÌ ÁÎÄ 4ÅÒÅÓÁ 2ÅÕÔÅÒȭÓ Virtuelle Mauer / 

ReConstructing the Wall 8. The work is a virtual reality 3D installation with 

embedded archival materials. The goal of the work is to engage participants in a full-

scale kinaesthetic environment that evokes the experience of living in the shadow of 

the Berlin Wall in the mid 80s (although the work contains flashbacks to different 

ÐÏÉÎÔÓ ÉÎ ÔÈÅ ×ÁÌÌȭÓ ÔÉÍÅÌÉÎÅɊȢ A similar spatially situated experience is evoked in 

Block H, a Counter-Strike mod and installation featuring the re-creation of partisan 

wall murals in Northern Ireland, created by Faith Denham. While appropriating a 

ÇÁÍÅ ÅÎÇÉÎÅȟ ÔÈÅ ×ÏÒË ÄÏÅÓ ÎÏÔ ÐÁÒÔÉÃÕÌÁÒÌÙ ÅÎÇÁÇÅ ÇÁÍÅÐÌÁÙ ÏÕÔÓÉÄÅ ÔÈÅ ÇÁÍÅȭÓ 

presence in the overall installationɂif anything, the first-person perspective is used 

iconically to comment on the relation between the worldview of the first -person 

shooter, and the historical conflict in Northern Ireland. However the use of first 

person perspective gives viewers access to a particular configuration of space and 

image that, for obvious political reasons, is a challenge to historically preserve. 

                                                           
8 Note this is a distinct work from the 2008 Half-Life 2/Garry's Mod recreation of the Berlin Wall 

cited in Bogost, Ferrari and Schweizer (65-66). 
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A brief history of documentary videogames9 

In the early part of the 2000s we began to see games that started to go 

beyond the educational imperative to try and document reality. This initial pat of 

ȰÅÄÕÔÁÉÎÍÅÎÔȱ ÇÁÍÅÓ ÔÈÁÔ ÃÒÏÓÓÅÄ ÉÎÔÏ ÄÏÃÕÍÅÎÔÁÒÙ ÁÎÄ ÉÎÄÅÐÅÎÄÅÎÔ ÇÁÍÉÎÇ 

ÉÎÃÌÕÄÅÄ ÇÁÍÅÓ ÓÕÃÈ ÁÓ ςσ 99:ÅÅȭÓ Pax Warrior, a decision-led simulation on the 

5ÎÉÔÅÄ .ÁÔÉÏÎÓȭ role in Rwanda, and EyeWitness, a game demo created by the Hong 

Kong Polytechnic University in which players took the role of a photographer 

documenting Japanese atrocities in Nanjing. 

Around the same time, a number of artists experimenting with the digital 

game form began exploring documentary content (often with an embedded 

comment on the unreality of gaming).  These works embodied a number of different 

ɉÁÎÄ ÉÎÔÅÒÅÓÔÉÎÇɊ ÁÐÐÒÏÁÃÈÅÓ ÔÏ ÃÁÐÔÕÒÉÎÇ ȰÒÅÁÌÉÔÙȱ ×ÉÔÈÉÎ Á ÄÉÇÉÔÁÌ ÃÏÎÔÅØÔȢ -ÁÉÁ 

%ÎÇÅÌÉ ÁÎÄ .ÉÎÁ #ÚÅÇÌÅÄÙȭÓ Medieval Unreality  project took the form of a workshop 

in which participants documented and contextualized their personal experiences of 

!ÌÂÁÎÉÁÎ ȰÂÌÏÏÄ ÆÅÕÄÓȱ ÂÙ ÍÏÄÉÆÙÉÎÇ ÆÉÒÓÔ ÐÅÒÓÏÎ ÓÈÏÏÔÅÒÓȢ In 2003, members of the 

gaming lab c-level10 created Waco Resurrection: 

Revisiting the 1993 Waco, Texas episode, gamers enter the mind and 
ÆÏÒÍ ÏÆ Á ȰÒÅÓÕÒÒÅÃÔÅÄȱ $ÁÖÉÄ +ÏÒÅÓÈ ÔÈÒÏÕÇÈ Á ÓÐÅÃÉÁÌÌÙ ÄÅÓÉÇÎÅÄ 
voice activated, surround sound enabled, hard plastic 3D skin. In an 
attempt to defend the Branch Davidian compound against internal 
intrigue, skeptical civilians, rival theologians and the inexorable 

                                                           
9
  See Appendix A for a more comprehensive list of identified documentary videogames. 

10 The production team for Waco Resurrection includes Eddo Stern, Peter Brinson, Brody Condon, 
Michael Wilson, Mark Allen, and Jessica Hutchins. 
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advance of government agents, each player on the network plays as a 
ȱ+ÏÒÅÓÈȱȢ %ÎÓÎÁÒÅÄ ÉÎ ÔÈÅ ÃÕÓÔÏÍ ͼ+ÏÒÅÓÈ ÓËÉÎͼȟ ÐÌÁÙÅÒÓ ÁÒÅ 
bombarded with sounds of government psy-ops, internal voices and 
the clamor of battle, and empowered to voice messianic texts from 
Koresh's exegesis of the book of revelation, wield a variety of weapons 
from the Mount Carmel cache and influence the behavior of both 
ÆÏÌÌÏ×ÅÒÓ ÁÎÄ ÏÐÐÏÎÅÎÔÓ ÂÙ ȰÒÁÄÉÁÔÉÎÇȱ ÃÈÁrisma. (E. Stern, n.p.) 

Waco Resurrection took a non-literal, highly performative approach to its treatment 

of a non-fiction event. Rather than attempting to simulate the Waco siege with 

historical accuracy, it instead interwove primary source materials (including the 

writings and songs of David Koresh) within an exploration of the underlying 

ÄÙÎÁÍÉÃÓ ÔÈÁÔ ÍÁÙ ÈÁÖÅ ÆÕÅÌÅÄ ÓÕÃÈ ÁÎ ÅÖÅÎÔȢ !Ó ÁÒÔÉÓÔ %ÄÄÏ 3ÔÅÒÎ ÅØÐÌÁÉÎÓȡ Ȱ4ÈÅ 

connections between religious beliefs, constructed mythologies and historical 

fantasy (super powers and a self published religious text) were starting points for 

exploring the Waco events as a "subjective" documentary rather than an accurate 

historical reenactment through gameȱ ɉJansson). 

Interesting examples of documentary games also occur as pervasive gamesɂ

including non-fiction, live action role-play (LARPs) such as Prosopopeia (Där vi föll), 

ÉÎ ×ÈÉÃÈ ÐÌÁÙÅÒÓ ÁÒÅ ȰÈÁÕÎÔÅÄȱ ÂÙ ÎÏÎ-fiction characters (Montola and Jonsson).  

The UK game art group Blast Theory has also created pervasive games that 

incorporate documentary content, such as Desert Rain, which uses video testimony 

from Gulf War observers, and Ulrike and Eamon Compliant, which integrates the 

biographies of German journalist Ulrike Meinhof (1934 ɀ 1976) and IRA informer 

Eamon Collins (1954 ɀ 1999). 
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Few commercial developers have attempted documentary works, and the 

ones that have tend to meet with commercial and critical resistance. One of the 

ÌÏÎÇÅÓÔ ÒÕÎÎÉÎÇ ÁÎÄ ÍÏÓÔ ÓÕÃÃÅÓÓÆÕÌ ÁÔÔÅÍÐÔÓ ÁÔ ÃÒÅÁÔÉÎÇ ȰÊÏÕÒÎÁÌÉÓÔÉÃȱ ÇÁÍÅÓ ÉÓ 

Kuma Reality Games, best known for their series Kuma/War. Since 2003 the 

company has published free non-fiction games that re-create war and terrorism 

scenarios, by combining news reports (and more recently, historical data) with 

standard first-person combat gameplay11.  

Documentary videogames have met with their share of controversy, often 

running against the presumption that games are both frivolous and for children, and 

as such the very treatment of serious subject matter within the game form is a 

disrespectful and ethically suspect endeavor. Games that have met with particularly 

harsh criticism include 9-11 Survivor, a prototype using the Unreal engine, created 

by Jeff Cole, Mike Caloud and John Brennon as part of an alternative videogame 

design class12 (Mirapaul par. 4).  Although a non-commercial student experiment,13 

news of the game unleashed a torrent of criticism surrounding the tasteless nature 

                                                           
11 Use of a familiar  ÇÁÍÅÐÌÁÙ ÅÎÇÉÎÅ ȰÒÅ-ÓËÉÎÎÅÄȱ ÔÏ ÖÁÒÉÏÕÓ ÎÏÎ-fiction scenarios allows the 

company to rapidly put out game episodes based on current events. 

12  Taught by artist Brody Condon at the University of California, San Diego. Condon had the 
following to say ÏÎ ÔÈÅ ÒÅÓÐÏÎÓÅ ÔÏ ÔÈÅ ÐÒÏÊÅÃÔȠ Ȱ)Ô ×ÁÓÎͻÔ ÔÈÅ ÆÁÃÔ ÔÈÅÙ ÍÁÄÅ Á ÖÉÓÕÁÌ ÐÒÏÄÕÃÔ 
dealing with 9/11 that was the problem, it was the ambiguous nature in which they presented it, 
misunderstandings about the non­commercial nature of the piece, and their focus on the most 
troubling section of that event for many people - individuals jumping from the towers. The fact it 
was wrapped in an FPS game, which is a genre with a long history of irresponsibly simulating 
violence, certainly ÄÉÄÎͻÔ ÈÅÌÐȱ (Clarke 89). 

13 A liÍÉÔÅÄ ÄÅÍÏ ×ÁÓ ÂÒÉÅÆÌÙ ÒÅÌÅÁÓÅÄ ÏÎÌÉÎÅȢ &ÏÒ ÔÈÅ ÍÏÓÔ ÐÁÒÔȟ ÔÈÅ ȰÇÁÍÅȱ ×ÁÓ ÒÅÐÒÅÓÅÎÔÅÄ 
through a design document, concept art, prototype screenshots, and conjecture. 
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of simulating Twin Tower deaths soon after the World Trade Center attacks. In 

defense of the project, the team argued their goal was not to court controversy in 

the wake of the tragedy, but to reclaim and reinterpret the traumatic event in a 

medium they felt was their own. Numbed to the repeated televised images of 9/11 

(including video of planes striking the World Trade Center towers that seemed to 

play on loop), their hope was to regain immediacy and agency via an immersive, 

interactive re-envisioning of the events from the perspective of the victims 

(Mirapaul par. 4). 

Other games have met with a similar response. In 2005, Syrian developer 

Afkar Games released the game Under Siege, creating scenarios drawn from UN 

accounts and eyewitness reports during the second Intifada. Although the game was 

decried as propaganda in the Western media, game creator Radwan Kasmiya has 

argued he intended to create a game that would capture the attention of Middle 

Eastern gamers the same way Western commercial games did, and at the same time 

engage players with the issues behind their political conflict (Ramos). 

In 2007, the controversial documentary videogame Super Columbine 

Massacre RPG! was pulled unilaterally from its spot as a finalist in the Slamdance 

festival's ȰGuerrilla GameMaker Competitionȱ by Slamdance president Peter Baxter, 

prompting the protest withdrawal of most of the remaining game finalists. Creator 

Danny Ledonne used a simple freeware game engine to translate the Columbine 

school shooting into retro -style gameplay, combined with cutscenes exploring the 
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ÓÈÏÏÔÅÒÓȭ ÄÉÁÌÏÇ ÓÕÒÒÏÕÎÄÉÎÇ ÔÈÅ ÓÈÏÏÔÉÎÇ, and a somewhat surreal afterward 

consisting of a final battle in hell. Far from being a violent power fantasy, however, 

the game incorporates a number of contextualizing details and even some 

underexposed documentation from the event. While flawed in conception, the game 

does incorporate some primary source material in an attempt to make a 

documentary claim. More recently, the game Six Days in Fallujah (Atomic Games) 

was dropped from its publisher Konami following a backlash from war veterans and 

advocacy groups14. 

Since the initial crop of artist experiments with documentary games, and in 

light of the controversy such games attract, new documentary game works appear 

few and far between. An encouraging recent attempt is Peter Brinson's latest effort 

(with co-creator Kurosh ValaNejad) The Cat and the Coup. In the game, you play the 

cat of Dr. Mohammed Mossadegh, the first democratically elected Prime Minister of 

Iran, during a 1953 CIA engineered coup. As the cat, players attempt to indirectly 

guide Mossadegh back through the events preceding the coup. Take Action Games 

(Susana Ruiz and Ashley York) is currently in production on a hybrid 

documentary/game project called In the Balance, which explores the American 

prison and criminal justice system through the experience of six Kentucky youth 

sentenced to life in prison for murder. In the work, gameplay is intertwined with 

                                                           
14 At the time of writing, Six Days in Fallujah was yet to find a publisher. 
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context-aware segments of the documentary film, to create a mixed reality effect 

that allows the audience to simultaneously explore both documentary modes. 

01.3 Theorizing documentary games 

Joost Raessens writes one of the earliest articles on documentary games, 

with a primary focus on adapting the documentary theory work of Micheal Renov. 

Raessens defends ÇÁÍÅÓȭ ÄÏÃÕÍÅÎÔÁÒÙ ÓÔÁÔÕÓ ÁÇÁÉÎÓÔ ÔÈÒÅÅ ÍÁÉÎ ÁÒÇÕments: that 

they cannot objectively present reality or depart from their innate ficticity , that they 

are ontologically dissimilar with respect to indexicality, and that they deviate from 

stable, linear histories by virtue of being interactive. In addressing the first point, 

Raessens argues that most ȰÓÕÂÊÅÃÔÉÖÅȱ deviation from reality found in documentary 

ÖÉÄÅÏÇÁÍÅÓ ÆÁÌÌÓ ×ÉÔÈÉÎ ÔÈÅ ÂÏÕÎÄÁÒÉÅÓ ÏÆ ȰÃÒÅÁÔÉÖÅ ÔÒÅÁÔÍÅÎÔȱ ÏÆ ÁÃÔÕÁÌÉÔÙȟ ÁÎÄ ÁÓ 

such can be accommodated within a Griersonian documentary definition. Against 

the second concern, Raessens suggests documentary theory has moved away from 

primary or exclusive focus on the indexicality of the documentary image; and 

ÔÏ×ÁÒÄÓ ÔÈÅ ÖÉÅ×ÅÒȭÓ ÒÏÌÅ ÉÎ ÔÈÅ ÒÅÃÅÐÔÉÏÎ ÏÆ ÔÈÅ ×ÏÒËȢ $ÏÃÕÍÅÎÔÁÒÉÅÓ ÁÒÅ ÒÅÃÅÉÖÅÄ 

as such becÁÕÓÅ ÔÈÅÙ ÐÒÅÓÅÎÔ Á ȰÄÏÃÕÍÅÎÔÁÒÉÚÉÎÇ ÌÅÃÔÕÒÅȱ ÒÁÔÈÅÒ ÔÈÁÎ Á ÆÉÃÔÉÖÅ ÏÎÅ 

(Raessens 220). According to Raessens, documentary games such as JFK Reloaded 

ÁÒÅ ×ÁÒÒÁÎÔÅÄ ÂÙ ÍÁÔÅÒÉÁÌ ÏÎ ÔÈÅÉÒ ×ÅÂÓÉÔÅÓ ÁÎÄ ÉÎ ÃÒÅÁÔÏÒȭÓ ÉÎÔÅÒÖÉÅ×Óȟ ÅØÐÌÉÃÉÔÌÙ 

marking them as documentary. In other words, they self-identify. Finally, in relation 

to the third objection, Raessens note poststructuralist historiography problematizes 

notions of historical objectivity and authority in any eventɂaway from dominant 
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(and linear) unified narrat ives. Poststructuralist documentary practice has moved 

away from objective historical reality while still presenting more than just 

subjective impressions (221), and it is in this grey space Raessens suggests we can 

conceptualize documentary games.  

Tracy Fullerton launches her examination of documentary videogames by 

noting documentary quality is not inherent in recording media such as film or video, 

but is a result of the socially negotiated believability of a work, and a 

phenomenological artifact of our understanding of how it came to be (4-5). This 

suggests documentary is media independent, insofar as a medium is capable of 

maintaining these qualities.  Fullerton's paper examines documentary quality across 

several well known works. Her research attempts to broaden the definition of 

documentary (a common approach for game theorists examining documentary 

games), and examines the role of simulations and evidentiary status15. Fullerton also 

hints upon a phenomenological reality, suggesting war veterans felt a truth in Medal 

of Honor: Rising Sun akin to documentary. Still, we can ask whether such a claim 

would meet a standard of documentary that would separate it from a particularly 

powerful fictional rendering (similar responses were documented with regard to 

the film Saving Private Ryan, yet even the Omaha beach scene is not read as 

documentary). This does, however, reveal a powerful role for documentary in 

                                                           
15  Evidentiary status shares some similarities with indexicality, but indexicality differs in two key 

ways: it contains the evidence to its own argument (via the circumstances of its existence), and it 
provides an anchoring function. 
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relation to the positioning of "viewership" in an internal manner. &ÕÌÌÅÒÔÏÎȭÓ 

description of the play experience of JFK Reloaded is one example of the potential for 

engagement with this construct, which I address in later chapters. 

Ian Bogost has also written substantively on documentary games, in both his 

2007 book Persuasive Games and (to a lesser extent) Newsgaming. His work 

specifically focuses on the related area of game journalism or newsgames, and as 

such, documentary games are situated as an extension of these practices. Bogost has 

suggested coupling procedural rules and directed commentary works to support 

critical engagement with these games, and that such a strategy can reveal the 

processes and systems that drive our world. In Persuasive Games, Bogost traces the 

role of procedural rhetoricɂthe use of processual or procedural structures 

(particularly in computational media) as argumentationɂin documentary games. 

Using procedural rhetoric, games make (causal) claims via the logic of their 

processes. While procedural rhetoric is a powerful tool to use in creating such 

games, and a valuable lens in their analysis, there is nothing about procedural 

rhetoric per se that makes a work more or less documentary. However, like 

&ÕÌÌÅÒÔÏÎȭÓ ÓÕÂÊÅÃÔÉÖÅ ÖÉÅ×ÉÎÇ ÐÏÓÉÔÉÏÎȟ the concept of procedural rhetoric 

contributes significantly to understanding the expressive framing videogames 

create by virtue of their rules and mechanics. Bogost also provides analytic readings 

of several documentary games, and has served as a key defender of self-identified 

documentary games such as Ledonne's Super Columbine Massacre RPG! 
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Bogost and I co-wrote an earlier examination of the documentary game 

concept (Bogost and Poremba 2007), which was based on Bill Nichols documentary 

modes. In this work, we manage to propose a coherent definition for documentary 

games, albeit one that is contingent on shifting our understanding of what it means 

to be a documentary. This, I have come to appreciate, is a failed strategy, as it is 

nearly impossible to overhaul the concept of documentary from the outside. At least, 

in doing so, you necessarily exclude oneself from the very definitions, institutions, 

and associations that make calling games "documentary" valuable in the first place. 

As I have previously argued, recent calls for re-envisioning documentary from 

documentary theorists and creators still reference a core and often presumed 

reality of a recording medium (in either film, video or audio), and documentary 

games often cannot rely on these material presumptions. As such, it is a mistake to 

rely on some contemporary documentary theoretical work to hitch a definition of 

documentary videogames on a reconceptualization of documentary itself, even if the 

documentary form is deeply embedded in its own materiality. 

Previous writing examines existing works and identifies their use of non-

fiction content, and broadly notes moments of evident documentary quality, without 

situating these moments within a broader framework for understanding what 

makes a game documentary, and what strategies documentary game creators adopt 

in order to reinforce this quality. That is not to say that without such a framework 

documentary quality in games does not exist. Much of the existing work in both the 
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production and analysis of these games taps in to an intuitive notion of achieving 

the right documentary feelingɂ a moment of recognition, or Wittgensteinian  

"family resemblance." 

By shifting the notion of documentary away from the inherent properties of 

recording technology, objectivity, and authority, and by framing it as a matter of 

social negotiation (or perhaps education), we are able to avoid many of the sticking 

points that seem like barriers to these games being perceived as documentary. Yet 

there is a difference between being able to make an arguable claim, and being able 

to make a robust claim that will be socially recognized as true. As such, documentary 

videogame research cannot ignore the prominent role of concepts such as 

indexicality (and actuality) in defining documentary; nor the importance of 

documentary framing.  

01.4 Methodology 

General outline 

This study takes a practice-based research approach in which a series of 

design experiments test key areas of an applied critical framework for the design 

and analysis of documentary videogames. This is framed in relation to specific 

theoretical perspectives relating to their understanding as documentary, reinforced 

by relevant case studies in the genre.  

In the first stage of research, an initial speculative framework was 

constructed from the analysis of three exploratory documentary game case studies. 
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These case studies use both data collected through media and research accounts, 

and the gameplay analysis of select works. The resulting framework provides the 

basis for a series of design experiments: occurring within the larger context of a 

documentary game prototype, yet focused on exploring specific aspects of the 

design framework.  These small-scale design tests, in conjunction with a brief 

reflection on the creation process, accompany the case studies, and support the 

iterative design of both the framework and the game prototype. The research 

outcomes include both a final critical documentary game framework, and a body of 

design experiments created in relation to said framework. 

Justification of practice based research 

Research is traditionally conceived as a search for explicit, original 

knowledge (expressed in abstract theories), produced through an objective and 

methodical process, which can be generalized and tested (Marshall and Newton par. 

5). In practice, researchers often (whether explicitly or intuitively) encounter issues 

with this conceptualization: that it exposes only certain kinds of problems and 

validates only certain types of solutions, and that it ignores the social, historical, and 

cultural contexts that situate research. Specifically, researcher-practitioners in 

interactive arts have argued their research concerns are particularly complex, 

uncertain, unstable, and unique, and that their research outcomes are commonly 

unpredictable, subjective, and emergent. How could interactive arts research, 
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particularly when practice-based, negotiate legitimacy within the rigid mold of "the 

scientific method"? 

Reviewing the literature, it becomes clear that an overly positivist and 

uniform view of research is a bit of a straw man. Unique "models" of method and 

rigor, and different means of dealing with issues of practice, justification, separation, 

and interpretation, can be found in research across disciplines16. Henk Borgdorff 

notes methods and techniques are often determined within the course of research, 

and that standards are commonly defined within the research domain itself 

(Ȱ$ÅÂÁÔÅȱ 8). Carole Gray and Julian Malkins observe that when it comes to method, 

research needs simply to be understood by others (co-sensible), and there needs to 

be general agreement on it (consensual), according to shared standards. For Gray 

and Malkins, evaluating research quality is a discursive task (130).  

In Ron Wakkary's observations on interaction design, he notes an emphasis 

on "situated participation, non-rational design strategies, in situ design and a re-

orientation in focus from tasks to experience"(65). Taking this as a jump-off point, it 

is possible to set as a guideline the following characteristics of interactive arts 

research: 

¶ It is necessarily grounded in art, technoscience, and, given the nature of 
interactivity, human interpretati on, behaviour and understanding; 

                                                           
16 For example, mathematic and philosophical research can rely on the internal consistency of their 

logic, where engineering and education research is commonly intertwined with practice. Knorr-
Cetina further notes differences in research culture even within the sciences, such as differing 
research cultures and practices in physics and biology. 
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¶ It is interdisciplinary, and commonly collaborative (involves more than one 
person, often with differing skill sets), and 

¶ It must deal with matters of complexity: wicked (Rittel and Webber) or ill-
structured problems (Simon), and second-order design issues (design of the 
conditions of experience). 

Note these elements are intertwined17, and present a number of secondary 

implications. Given the intermingling of technical, expressive, experiential, and 

interpreti ve concerns, practice plays a prominent role in interactive arts research 

(often as a means of managing complexity). As a result of interdisciplinarity and in 

the interest of collaboration, interactive arts research is pluralist, needing to 

accommodate a variety of approaches, with perhaps no one dominant model. 

Complexity not only affects initial design, but also the need to accommodate 

positively ambiguous (i.e. unknown or loosely defined) outcomes. 

Action case method 

The approach taken in Real|Unreal is an extension of an action case study, as 

detailed by Braa and Vidgen, and adapted by Yen, Woolley and Hsieh. For Braa and 

Vidgen, the action case study supports the building of theory within the context of 

practice, through intervention experiments that both test hypotheses, manage 

design complexity (thus the emphasis on small-scale, focused design experiments), 

and affect desirable change. It attempts to capture both the depth of understanding 

in context supported by the interpretivist case study (Walsham), and the need for 

                                                           
17 For example, one might say interdisciplinary is needed to address the range of knowledge 

implicated in interactive arts research; or that research into human participation is complex as a 
matter of course. 
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(and perhaps inevitability of) intervention from Action Research approaches (Braa 

and Vidgen 530). 

Reflective practice as a supporting method 

Reflective practice, as a formal method, emerges from Donald Schön's 

influential design text The Reflective Practitioner. While this approach maintains 

shades of hermeneutics, it is primarily focused on the making-visible of tacit 

knowing-in-action, within a critical realist (or even relativist) ontology. Schön 

describes two kinds of designer-centred reflective practices: reflection-in-action 

(attentiveness to the actual ÄÅÃÉÓÉÏÎÓȟ ÔÈÅÏÒÉÅÓ ÁÎÄ ÉÎÆÌÕÅÎÃÅÓ ÏÆ ÏÎÅȭÓ ÄÅÓÉÇÎ 

practices, in situ)(68); and reflection-on-action (retrospectively examining design 

practicesɂperhaps drawing particular practices into a design toolbox for future 

practice)(123). While reflective practice is primarily descriptive, researchers such 

as Wakkary have also questioned what it might look like as a proscriptive or 

embedded strategy (75). Questions and concerns still arise over the ontological 

status of what is made visible, and how this is normalizedɂ resulting in meanings 

shoehorned into standard tropes and expectations. So, for example, critics such as 

Anna Pakes prefer a focus on what the artist-researcher actually does as opposed to 

the cleverness with which s/he theoretically frames or reflectively characterizes 

that doing (par. 5). However Henk Borgdorff notes that while discursive expressions 

ÓÕÃÈ ÁÓ ÒÅÓÅÁÒÃÈ ȰÒÅÆÌÅÃÔÉÏÎÓȱ ÁÒÅ ÎÏÔ ÅÑÕÁÌ ÔÏ ÁÒÔÉÓÔÉÃ or design ȰÒÅÁÓÏÎÉÎÇȟȱ ÔÈÅÙ 

nonetheless can suggest or allude to such reasoning, or can be a post hoc 
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reconstruction of the research process (Ȱ5ÎÅÁÓÙ 2ÅÌÁÔÉÏÎÓÈÉÐȱ 94). This provides 

valuable conceptual scaffolding; externalizing "meaning making" to facilitate the 

kinds of knowledge sharing and collaborative research that support the interactive 

arts.  

Adapting action case methods to practice-based arts research 

Small-scale design interventions can enter the pool of known approaches 

quickly, and to some extent can mitigate the risk that an innovative design solution 

gets lost within the totality of a finished work (JFK Reloaded, for example, can be 

taken as a cautionary tale of some good documentary game ideas lost within the 

controversy surrounding the game itself). The creation of new works also provides 

the opportunity to move beyond the known methods of the case studies.  

Relationship between design experiments and case studies 

There are numerous ways the design experiments provide equal value to the 

case studies in meeting the research goals of this study. For example, the indexicality 

design experiment can: 

¶ highlight technical constraints (for example, the fixed and intrusive nature of 
motion capture technology); 

¶ allow us to think through implementation (which may reveal gaps or flaws in 
the concept);  

¶ intervene in the field; 

¶ speak to the use-value of the framework , and  
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¶ serve as a visualization of the theory, revealing additional connections, 
issues, or constraints. 
 

01.5 Practice overview 

Overview of the Grime container project 

Although it is not a formal part of this dissertation, the design sketches for 

Real|Unreal operate within the context of an ongoing documentary videogame 

project on the work of reverse graffiti artist Moose (Paul Curtis), except where 

indicated. This game, Grime, is currently in development for the iOS platform (see 

Appendices B and C for more details).  

Outline of the design experiments 

The design sketches I will be exploring are in relation to each of three 

ÓÔÒÁÔÅÇÉÅÓ ÆÏÒ ÒÅÉÎÆÏÒÃÉÎÇ ÃÌÁÉÍÓ ÔÏ ȰÁÃÔÕÁÌÉÔÙȱȡ 

1. Indexical claims: ways in which understandings of indexicality can 

extend into videogames. The simple answer is through incorporating 

documents commonly seen as indexical (audio, photography, video); 

a more interesting answer is looking at computational-native 

indexicality (like sensor data).  

2. Phenomenological shift: ÔÅÃÈÎÉÑÕÅÓ ÔÈÁÔ ÔÒÉÇÇÅÒ ÔÈÅ ÖÉÅ×ÉÎÇ ÏÆ ȰÎÏÎ-

ÒÅÁÌȱ ÍÅÄÉÁ as real. For example, the juxtaposition of indexical and 
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non-indexical media, in order to shift perception of the non-

indexical.  

3. Performative inquiry: enactment strategies that look to construct an 

embedded or situated viewing position (as opposed to objective 

observer construct).  

Theme Possible Approaches Examples 

Indexicality o Data-driven visualized 
elements (integration of live 
data) 

o Integration of recorded 
media 

o Crafting a case for an 
alternative indexical stature 
(such as evidentiary value) 

o Using a rate of 
transformation captured 
from documentary 
locations 

o Documentary audio 
integrated into a scene or 
scenario 

o Hybrid animation 
integrating video or 
photography 

Phenomenological 
Shift 

o Juxtaposition between 
distinct image types 

o Audio/visual juxtaposition  

o #ÒÅÁÔÉÎÇ ȰÉÎÄÅØÉÃÁÌ ÂÌÅÅÄȱ 

o Ȱ-ÅÌÔÉÎÇ ÉÎȱ ÏÆ ÈÙÂÒÉÄ 
animation 

o Co-presence of animated 
and recorded media 
elements 

o Voice over 

o Rotoscoping 

o Motion or performance 
capture 
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Performative Inquiry 
and the Sublime 

o Embedded perspective 

o Enacting changing or 
problematizing meaning 

o Foregrounding of game as a 
space apart 

 

o Using gestural elements 
to support a link between 
player and subject 
performance 

o Draw attention to the 
game-as-game 

 

Figure 1: Design Experiment; Initial Approaches and Examples 

 
Evaluation criteria for practice 

The design sketches for Real|Unreal iteratively inform the documentary 

videogame framework, and vice-versa. Their success as practice-based research is 

periodically evaluated through formal reflection, in light of their use-value in 

validating and testing the potential of the framework. Although they serve a 

secondary function of intervening in the design space18 (in keeping with an Action 

Case methodology), it is not my intent to attempt to measure their design impact. 

Indeed, such an outcome would require a longitudinal study beyond the scope of 

this research. 

                                                           
18   At the time of writing, these design sketches were presented online via a design blog at 

http://shinyspinning.com/docgames/.  
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02 Documentary Videogames, Real and True  

Documentary videogames create an intersection of epistemic cultures19 

between game production and documentary media creation (particularly 

filmmaking) . In other words, the ways in which each group of practitioners 

ÕÎÄÅÒÓÔÁÎÄÓ ÔÈÅ ÎÁÔÕÒÅ ÏÆ ÔÈÅÉÒ ÐÒÁÃÔÉÃÅȟ ÔÈÅ ÍÅÁÎÉÎÇ ÏÆ ËÅÙ ÔÅÒÍÓ ÓÕÃÈ ÁÓ ȰÒÅÁÌÉÔÙȱ 

ÁÎÄ ȰÉÎÔÅÒÁÃÔÉÏÎȟȱ ÁÎÄ ÔÈÅ ÇÏÁÌÓȟ ÓÔÁÎÄÁÒÄÓ ÁÎÄ ÅÔÈÉÃÓ ÏÆ ÐÒÏÄÕÃÔÉÏÎȟ ÃÁÎ ÂÅ ÑÕÉÔÅ 

different; complicating collaboration and knowledge exchange across these 

domains. This chapter examines some of the challenges in creating documentary 

videogames, including difficulties in establishing indexicality (for digital media as a 

whole and games in particular), and the opportunities and considerations for 

documentary expression within the game form. It argues videogames complicate the 

indexical bond, which in turn problematizes arguments for actuality by virtue of 

their predominantly dematerialized space. Furthermore, neither simulation nor 

ÅÎÁÃÔÍÅÎÔ ÅÍÅÒÇÅ ÓÕÆÆÉÃÉÅÎÔȟ ÉÎ ÁÎÄ ÏÆ ÔÈÅÍÓÅÌÖÅÓȟ ÔÏ ÒÅÍÅÄÉÁÔÅ ÇÁÍÅÓȭ ÃÌÁÉÍÓ ÔÏ 

the representation of the actual. However, it will set the grounds for situating the 

following three chapters, which address approaches to documentary videogames 

that speak to these challenges. 

Documentary media, including but not exclusive to motion pictures, consists 

ÏÆ Ô×Ï ËÅÙ ÅÌÅÍÅÎÔÓȢ 4ÈÅ ÆÉÒÓÔ ÉÓ ×ÈÁÔ ×Å ÍÉÇÈÔ ÃÁÌÌ ÔÈÅ ȰÄÏÃÕÍÅÎÔȢȱ $ÏÃÕÍÅÎÔÁÒÙ 

                                                           
19  Knorr-Cetina proposes the term epistemic culture to describe the context in which meaning is 

created and understood through fields bound by a particular set of values, affinities, and historical 
reference points (1-9). 



 

 34 

specializes in particular types of documentsɂthose that can be deemed indexical 

(i.e. that maintain a contiguity between referent and sign) to a specific, almost 

exclusively material, referent. Shadows, footprints, bullet holes, weathervanes, and 

of course, film and audio recordings can all be considered indexical20. However, an 

indexical document alone does not constitute a documentary. A documentary also 

involves a way of framing documents, which gives us an indication of what the 

documents are intended to mean. Even in cases where documents are being 

presented as ȰÏÂÊÅÃÔÉÖÅÌÙȱ ÁÓ ÐÏÓÓÉÂÌÅȟ ÔÈÅ ÍÁÎÎÅÒ ÉÎ ×ÈÉch the documents are 

presented emerges as an expressive frame as long as a coherent work can be 

identified and tied (however loosely) to the hand of a creator.  

 
Figure 2: This study positions documentary games as the interrelation of an indexical claim and 

expressive framing. 

                                                           
20  Of course, these are all slightly different things: a weathervane points to an ongoing physical 

phenomenon, a clock points to an ongoing conceptual phenomenon, a footprint indicates the 
physical touch of a past object, etc. 
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To some extent, these two interrelated components in documentary media 

ÅÍÅÒÇÅ ÆÒÏÍ 'ÒÉÅÒÓÏÎȭÓ definition : indexicality refers to the specific bond with the 

real that forms the basis for documentary actuality, and expressive framing is a 

more pragmatic interpretation of creative treatment, which attempts to identify 

what this component is doing (as opposed to trying to prefigure what it is). 

Indexicality (like reali ty) is a concept subject to a number of disciplinary 

interpretations, which is why it is important to unpack how it specifically relates to 

documentary actuality. Within documentary, indexicality bears a truth claim, but 

not just a truth claimɂone that serves a specific set of functions embedded in our 

understanding of documentary. It is one of the clearest ways documentary film can 

make a claim to actualityɂindeed, one might say all documentary is in itself 

contingent on the indexical nature of recording technologies, and in a sense is even 

about this relationship21. Expressive framing tells us what we are looking at, or in 

the case of videogames, suggests a way of interpreting and understanding 

documents through enaction. While such a framing occurs in any form of 

interpretation (often as rationalization), the sort of framing most relevant to the 

crafting of actuality, and by extension this study, is explicitly designedɂan 

intentionality which impacts both creation and reception.  The expressive framing in 

                                                           
21  !Ó ÏÐÐÏÓÅÄ ÔÏ ÆÉÃÔÉÏÎ ÆÉÌÍȟ ×ÈÉÃÈ ÔÈÒÏÕÇÈ Á ȰÓÕÓÐÅÎÓÉÏÎ ÏÆ ÄÉÓÂÅÌÉÅÆȱ ÓÔÒÉÖÅÓ ÔÏ ÄÅÎÙ ÉÔÓ 

indexicality. Although you are watching real, specific people, places and things, you are asked to 
focus not on their actuality, but on the storyworld being simulated. 
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documentary may take on a variety of styles depending on the documentary type22. 

While indexicality seems to involve a strong ideal of transparency, expressive 

framing only adopts transparency as a stylistic choice. 

Neither indexicality nor expressive framing can exclusively confer 

ÄÏÃÕÍÅÎÔÁÒÙ ÓÔÁÔÕÓ ÔÏ Á ÍÅÄÉÁ ÆÏÒÍȢ 2ÏÓÅÎ ÃÉÔÅÓ 'ÒÉÅÒÓÏÎȭÓ ÓÔÁÔÅÍÅÎÔ ÔÈÁÔ 

Ȱrepresentational indexicality in itself never results in a strong form of knowledge, 

and hence is only a precondition ÆÏÒ ÄÏÃÕÍÅÎÔÁÒÙȟȱ ɉȰ.Ï× ÁÎÄ 4ÈÅÎȱ 76, italics 

mine). Without expressive framing, we are left with just documents23. Without 

indexicality, we are left with a non-fiction work that lacks the material grounding to 

be considered documentary. However these concepts are also not mutually 

exclusive. For example, a degree of framing may be involved in creating indexicality; 

and the very presence of indexical materials impacts interpretation and argument. 

The expressive framing found in documentary also maintains a self-awareness of 

the indexical claims presented by its documents (the framing is there in the service 

of the indexical content and vice versa) ɂ even if it attempts to problematize them. 

In other words, documentary presents a relationship between indexicality and 

expressive framing. 

                                                           
22  Nichols names several, including expository, observational, performative, poetic, participatory 

and reflexive approaches (Representing Reality). 

23  Or alternately, a live media event, which Philip Rosen argues is configured differently from 
ÄÏÃÕÍÅÎÔÁÒÙ ɉȰ/ÌÄ ÁÎÄ .Å×ȱ ςσρɊȢ 
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The indexical document serves several purposes in supporting actuality 

within the documentary: 1) it provides an anchoring in the material world (Peirce 

would say it directs attention to the referent ȰÂÙ ÂÌÉÎÄ ÃÏÍÐÕÌÓÉÏÎȰ ɉȰ)ÎÄÅØȱ) in a 

way that renders the sign transparent), 2) it provides warranting through a causal 

link between the material world and its representation; and finally 3) indexical 

documents are used in documentary works intentionally for these qualities (as 

opposed to simply their reality effects, or because of ease of production).   

The expressive framing of a documentary videogame is the meaning 

wrapper, or interpretive guidance, surrounding the indexical documents. Like film, 

games can communicate both through their represented elements (their content), 

and their formal elements (their structure). Games, however, are more likely to 

have, as an expressive imperative, structured enaction. In other words, games are 

more likely to communicate through what you do ɉÁÓ ÏÕÔÌÉÎÅÄ ÔÈÒÏÕÇÈ ÔÈÅ ÇÁÍÅȭÓ 

goals and mechanics), than through audio and visual content, or even narrative24.  

Interactivity is a fundamental character of games, and one of the primary 

ways in which it shapes our understanding of other elements within the game. 

Specifically, games present explicit interactivity ɂwhat Eric Zimmerman describes 

ÁÓ ȰÐÁÒÔÉÃÉÐÁÔÉÏÎ ×ÉÔÈ ÄÅÓÉÇÎÅÄ ÃÈÏÉÃÅÓ ÁÎÄ ÐÒÏÃÅÄÕÒÅÓȱ ɉ158). This differs from 

other modes of interactivity that might be found in traditional documentary, such as 

cognitive or interpretive interaction wit h the documentary (e.g. listening to two 

                                                           
24  This of course is a generalization, as different game genres place different weight on action, 

narrative, and aesthetics. 
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perspectives and deciding who to believe), or meta-interactivity/ social 

participation with the documentary (e.g. participating in a community discussion 

surrounding a documentary screening).  

With explicit interact ivity in mind, it is important to consider the impact of 

framing content in an interactive form. Indeed, a red herring that emerges in 

discussions of interactive documentary is the presumption that if documented 

subjects have a linear timeline and/or fixed outcome, they are incompatible with 

interaction. Raessens in a sense validates this argument, by suggesting it is linear 

accounts of history that are the issue. However, figuring out how to negotiate a fixed 

series of events is a game design issue that has nothing to do with documentary per 

se (many fiction games have a more or less fixed outcome, that are slowly revealed 

through play), and is more a matter of the game design itself. As a point of 

comparison we can look at how a documentary maker may use a narrative structure 

to guide you through real people, places etc. The story itself is something the creator 

ÈÁÓ ÃÒÁÆÔÅÄ ɉÁÌÔÈÏÕÇÈ ÓÏÍÅ ÍÉÇÈÔ ÓÁÙ ȰÄÉÓÃÏÖÅÒÅÄȱɊ ÆÒÏÍ ÔÈÅ ÍÁÔÅÒÉÁÌ ÁÖÁÉÌÁÂÌÅȟ ÉÎ 

most cases to suggest a particular reading of the documentary subject25. Interaction 

within a videogame is much the same. A documentary gamemaker might identify 

goals, rules and game mechanics (specific means of interaction within a game) 

relating to their documentary subject. While in many cases these structural 

elemenÔÓ ÓÉÍÐÌÙ ÐÒÏÖÉÄÅ ÁÎ ÏÒÇÁÎÉÚÁÔÉÏÎÁÌ ÓÔÒÕÃÔÕÒÅȟ ÉÄÅÁÌÌÙȟ Á ÇÁÍÅȭÓ ÆÏÒÍÁÌ 

                                                           
25  !ÎÄ ÂÅÃÁÕÓÅȟ ÌÅÔȭÓ ÆÁÃÅ it, it makes the material more compelling. 
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structure supports particular interpretations and experiences of its content. As in 

the case of documentary narrative, while interaction can be evaluated based on its 

intrusion and artifice, it does not need to meet the same standard of correlation or 

grounding required for indexicality26. 

It is difficult to escape expressive framing as generally speaking, everything 

becomes interpretable by virtue of the documentary being a designed work. In the 

broadest scenarios, the work might be completely open27. However there are 

several reasons gamemakers would want to be particularly attentive to the ways in 

which the expressive framing of their work impacts documentary quality, 

interpretation,  and efficacy. For example, poor expressive framing may result in a 

work with unintended and unwanted interpretative outcomes that emerge from the 

ÇÁÍÅÐÌÁÙȢ 4ÈÉÓ ÃÏÕÌÄ ÂÅ ÁÓ ÓÉÍÐÌÅ ÁÓ Á ÇÁÍÅ ÄÅÓÉÇÎ ÔÈÁÔ ÐÒÅÓÅÎÔÓ ÆÁÃÉÌÅ ȰÓÏÌÕÔÉÏÎÓȱ 

to a complex or emotionally charged social scenario it is trying to document. A lack 

of apparent expressive framing may result in unassigned documents (including pure 

simulations). An overly instrumental (as opposed to expressive) frame may suggest 

genres other than documentary, such as training and teaching games.  

                                                           
26  We could question the way in which actions and statements are being framed: but our objection 

would not be that this framing was not real (it is clearly not), but that it was not true. 

27  Although this risks creating an environment of Dadaist futilityɂ i.e. when everything can mean 
anything, everything means nothing; as such, incentives for production and interpretation start 
disappearing. 
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Game form and artifice 

One of the secondary concerns about documentary games has less to do with 

lacking sufficient indexicality (and/or the things they are treating as indexical would 

not be perceived as such within documentary epistemology), and more that 

expressing framing within the game form is overly intrusive, or even distractingly 

artificial. This would not be without precedentɂwe tend not to think of songs as 

being documentary (although a song could be considered non-fiction), even though 

recorded audio, like film, can be seen as indexical by virtue of production. One 

reason for this is that the way in which audio is constrained within the form we call 

a song, makes it awkward to use recorded audio indexically (indexical audio often 

does not have the flexibility that would facilitate integration into a song), and to 

treat it as such (even when audio is sampled, it is not necessarily used indexically).  

The conventions of the song form provides a level of artifice and excess (chorus, 

rhythm) that makes it difficult to create and identify documentary works.  

We may want to consider whether certain configurations of the game form 

presents an unacceptable level of stylization, and why the artifice of a game 

structure may be more or less invasive than, say, a narrative form28. This could 

involve identifying game structures that are perhaps more compatible with 

documentary storytelling. For example, Brody Condon suggested the invasiveness of 

the typical first -person shooter game construct had an impact on the documentary 

                                                           
28  This being said, the form a work takes need not be mutually exclusive (games can host narrative, 

narratives can host songs etc.), and can exist in any environment that can support the form. 
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quality of Waco Resurrection (Clarke 91-92), but was open to the potential for other 

structures within games. Henry Jenkins discusses a variety of techniques for 

integrating elements of story (in this case, non-fiction) within games: narrative 

enactments (structuring stories spatially or leading players through a series of 

micronarratives), embedded narratives (creating spaces rich with narrative detail); 

and emergent narratives (narratives flowing from interaction with the 

gameworld)(121-129). But we need not think of documentary, and by extension 

documentary videogames, as even necessarily narrative. For example, beat and 

pattern matching (forms of rhythmic gameplay) can be seen as a design structure 

specifically intended to create play surrounding a linear, indexical media element (a 

recorded song).  

02.1 The indexicality gap 

In Peircean semiotics, an index is one of three types of signs (the others being 

symbols and icons). The index bears a causal relation to the worldɂit  indicates the 

necessary presence of the object that makes it. Indexicality has two common 

configurations: pure indication or deixis (pointing ÔÏ ȰÔÈÁÔ ÔÈÅÒÅȱɊȟ ÁÎÄ Á ÍÏÒÅ ÃÁÕÓÁÌ 

understanding of seeing through an image to the referent in the world to which it is 

bound. It can also be conceived both technicallyɀ as a literal, physical link between 

object and image; and broadlyɂas compelling evidence for the existence of a 

referent. In documentary film, an understanding of a necessary co-presence 

between a recording device and the object proves the past existence of said object, 
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and offers it to our current observation. This is often presented as a physical link 

created by the light bouncing off the profilmic29 object, yielding the trace of the 

recorded image.  The complication (or even subversion) of this relationship is one of 

the challenges in conceiving any non-film based documentary, including 

documentary videogames. 

Even as contemporary blockbuster videogames strive for photorealism 

through advanced technological means, it is easy to believe that the fantastical 

images depicted on the screen have become irrevocably detached from their 

indexical counterparts. However, indexicality plays an important role in anchoring 

media experience to the world, and is thus an important element of believability, 

realism, and in the case of documentary media, the representation of the real 

(Boudreau and Poremba). So the difficulty inherent in presenting indexical material 

within a videogame creates a significant challenge to envisioning documentary 

within the medium and form. 

As noted in the introduction, Joost Raessens submits documentary theory has 

moved away from a primary focus on indexicality of the documentary image, and 

ÔÏ×ÁÒÄÓ ÖÉÅ×ÅÒÓȭ ÒÏÌÅ ÉÎ ÉÎÔÅÒÐÒÅÔÉÎÇ ÔÈÅ ÍÁÔÅÒÉÁÌȢ !Ó ÁÔÔÒÁÃÔÉÖÅ ÁÓ ÉÔ ÉÓ ÔÏ ÂÅÌÉÅÖÅ 

videogames might yet skirt issues of indexicality, Raessens quick dismissal of the 

role of the index in contemporary documentary warrants closer examination. While 

there may be an opportunity to make a break from theorizing documentary in terms 

                                                           
29  Etienne Souriau defines profilmic as the reality in front of the camera (in contrast to afilmic, 

which is what exists independent of film capture)(8).  
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of indexicality (perhaps following documentary theorist Brian Winston, who makes 

just such a proposition (Claiming 254)) in order to create a space for documentary 

videogames, there is also a danger of not having sufficient evidentiary backing for 

the documentary claims made within a game, and/or not having a means of 

anchoring the game within the actual world.  

While Raessens addresses the first point by noting the reference materials 

that often occur on websites accompanying documentary videogames (although I 

would challenge external warranting on purely poetic grounds), the second point is 

a significant challenge for games in particular, which, as explicit designed micro-

worlds, are already sufficiently distanced from the actual world. According to Dai 

Vaughn, the index affords the viewer a route to penetrate to the actuality (122). 

Doane describes the index (rather poetically) as haunted by its object (134). Nichols 

describes the identification of real-world specificity as an indexical anchor, meaning 

the image no longer serves as an unspecified likeness, but an object from historical 

reality. However, Nichols does admit this anchoring ÉÓÎȭÔ ÉÒÒÅÆÕÔÁÂÌÅȟ ÁÎÄ can be 

mimicked (Representing Reality161). Rosen presents the index as providing an 

attentional locus in the world as well, Ȱaround which spectators can organize 

understandings of preexisting realityȱ (Ȱ$ÏÃÕÍÅÎÔ ÁÎÄ $ÏÃÕÍÅÎÔÁÒÙȱ 86).  So even 

if evidentiary status can be established, the anchoring function of the index remains 

an open issue.  
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Indexicality and the problem of the digital 

Traditional notions of indexicality in creative visual mediums such as 

photography and cinema often insinuate a direct physical relationship between the 

physical object and the re-presented image, free of human intervention, following a 

particular interpretation of Peirce read through André Bazin. Digitization has 

problematized the notion of a direct link between an exterior reality and a recorded 

ÉÍÁÇÅȡ ÐÒÏÍÐÔÉÎÇ ,ÅÖ -ÁÎÏÖÉÃÈȭÓ ÏÆÔ-cited claim that all film is now best 

understood (non-indexically) as a form of painting (295). George Legrady has 

ÁÒÇÕÅÄ ÔÈÁÔ Á ÄÉÇÉÔÁÌ ȰÐÈÏÔÏÇÒÁÐÈȱ ÉÓ ÁÃÔually a simulation based on captured data 

simply designed to look like the product of a traditional indexical camera. In fact, 

that data could look like anything (a visualization, a number set etc.)30 ɉȰ/ÌÄ ÁÎÄ 

.Å×ȱ σπψɊȢ ! ÎÕÍÂÅÒ ÏÆ ÄÏÃÕÍÅÎÔÁÒÙ ÔÈÅÏÒÉÓÔÓ ɉincluding Nichols, Winston, and 

6ÁÕÇÈÎɊ ÈÁÖÅ ÅØÐÒÅÓÓÅÄ ÃÏÎÃÅÒÎ ÏÖÅÒ ÔÈÅ ȰÄÅÁÔÈ ÏÆ ÉÎÄÅØÉÃÁÌÉÔÙȟȱ ÁÎÄ ÉÔÓ ÐÒÅÓÕÍÅÄ 

catastrophic effect on documentary as currently conceived. This is the primary line 

of discourse underpinning what Raessens identifies as the softening of indexical 

conceptualization in documentary. 

However, Hélio Godoy and Laura U. Marks reject the suggestion that the 

digital involves some sort of dematerialization. Marks observes that the rhetoric 

surrounding the death of indexicality in the dÉÇÉÔÁÌ ÉÍÁÇÅ Ȱassumes a concurrent loss 

of materiality of the image. As a result it is assumed that digital images are 

                                                           
30  Why we would not accept that these forms retain indexicality is something Legrady does not 

address. 
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fundamentally immaterial, and that for example to enter cyberspace or to use VR is 

to enter a reaÌÍ ÏÆ ÐÕÒÅ ÉÄÅÁÓ ÁÎÄ ÌÅÁÖÅ ÔÈÅ ȬÍÅÁÔȭ ÏÆ the material body behindȱ (par. 

6). Godoy makes an argument (using sampling theory) that the process of analog 

sampling using photochemicals takes the same shape as electronic sensing, in that 

on a micro level, a chemical marker is either on or off (112). On one level, 

dematerialization of the digital is logically impossible, as numbers simply aren't 

things in that way: there is no dematerialization in the digitization process except 

when we describe it. In other words, this entire line of debate confuses language 

with material reality. Both Godoy and Marks concede a distinction in the way digital 

images are storedɂin a mathematical matrix disconnected from the organizing 

spatial structure of a waveɂbut suggest such a stopping point is largely arbitrary 

(Godoy in particular problematizes whether this constitutes a loss of contact.) A 

digital process still relies on the (probably) material electron; and even the 

(colour) 31 wavelength in an analog process is virtualized and reinstantiated.  

My point here is not to make a technical argument for digital indexicalityɂ

but rather to stress the level of technical granularity  obscured by the catchphrase 

ȰÚÅÒÏÓ ÁÎÄ ÏÎÅÓȢȱ Ironically, the more technically oriented arguments for a unique 

analog indexicality are, the less convincing the distinction becomes as a description 

of how we create and understand documentary. It is improbable that the faith 

accorded to indexicality is contingent on the storage of light wavelengths in the 

                                                           
31  Note that in this strict technical argument, a black and white film is ALSO not indexical, as it does 

not preserve a colour wavelengthɂinstead, it measures and preserves light intensities (Marks). 
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spatial position in which they were observed, and that such wavelengths are 

materially tied to their source. Furthermore, strict technical definitions end up 

ÅØÃÌÕÄÉÎÇ ÔÈÉÎÇÓ ÔÈÁÔ ÁÒÅ ÃÌÅÁÒÌÙ ÕÎÄÅÒÓÔÏÏÄ ÁÓ ÄÏÃÕÍÅÎÔÁÒÙ ɉ×Å ÄÏÎȭÔ ÒÅÖÏËÅ 

documentary status for films that are in black and white, shown on television, or 

projected from a digital projector). Mary Ann Doane links the revival of the 

perceived importance of a photochemical base to indexicality as motivated by the 

ÄÅÓÉÒÅ ÔÏ ÇÕÁÒÁÎÔÅÅ Á ÐÒÉÖÉÌÅÇÅÄ ÒÅÌÁÔÉÏÎÓÈÉÐ ÔÏ ȰÔÈÅ ÒÅÁÌȟ ÔÏ referentiality, and to 

ÍÁÔÅÒÉÁÌÉÔÙȱ ɉρσςɊȢ 9ÅÔ ÉÎ ÓÔÒÉÖÉÎÇ ÔÏ ÆÉÎÄ ÁÎ ÏÂÊÅÃÔÉÖÅ ÓÔÁÎÄÁÒÄ ÆÏÒ ÄÅÔÅÒÍÉÎÉÎÇ 

indexicality, theorists have created a distinction between analog and digital 

technologies with questionable ground in Peirce (although one might want to argue 

ÔÈÅ ÐÅÒÃÅÐÔÉÏÎ ÏÆ ȰÔÏÕÃÈȱ ÉÓ ÒÅÌÅÖÁÎÔ ÉÎ 0ÉÅÒÃÅȭÓ ÃÏÎÃÅÐÔÉÏÎɊ ÏÒ ÉÎ ÁÎÙ ×ÉÄÅÒ ÃÕÌÔÕÒÁÌ 

conception of the indexical value of digital recording and projecting technologies.  

!Ó 6ÁÕÇÈÎ ÏÂÓÅÒÖÅÓȟ Á ÌÏÓÓ ÏÆ ÔÈÅ ȰÒÅÁÌȱ ÉÎ ÄÏÃÕÍÅÎÔÁÒÙ ÄÕÅ ÔÏ ÄÉÇÉÔÁÌ 

recording has yet to seep down to the level of public perception and practice 

(189)ɂand I would argue, like other postmodern conceptions like distributed 

agency, may yet find great difficulty in doing so. Phillip Rosen comments if pure data 

truly meant the obliteration of referential origins, the data would lack informational 

value in the complex scenarios in which it is used (such as it does, for example, in 

ÓÕÒÖÅÉÌÌÁÎÃÅɊȟ ×ÈÉÃÈ ÉÓ ÃÌÅÁÒÌÙ ÎÏÔ ÔÈÅ ÃÁÓÅ ɉȰ/ÌÄ ÁÎÄ .Å×ȱ σπχɊȢ )Î ÆÁÃÔȟ ÔÈÅ ÖÅÒÙ 

purpose of the sensor is to provide data of sufficient indexical quality. Rosen argues 

documentary indexicality is not about a perceived physical link at all, but 
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causalityɂ ÁÎÄ ÁÓ ÓÕÃÈȟ ×ÈÁÔ ÉÓ ȰÒÅÁÌȱ ÅÉÔÈÅÒ ÈÏÌÄÓ ÕÐȟ ÏÒ ÉÔ ÃÏÌÌÁÐÓÅÓ ÉÎÔÏ ÆÉÃÔÉÏÎ ÁÎÄ 

becomes a non-ÉÓÓÕÅ ɉȰ$ÏÃÕÍÅÎÔȱ ψφɊȢ )Î ÏÔÈÅÒ ×ÏÒÄÓȟ ÉÎÄÅØÉÃÁÌÉÔÙ ÉÓ ÎÏÔ ÔÅÃÈÎÉÃÁÌÌÙ 

but socially defined, and as such, how we understand it is subject to re-evaluation 

based on our relative commitment to an indexical ideal. Rosen concludes: 

The difficulties the digital presents to judgments of faithful witness 
reside on the technology and how it is understood by receivers.  A 
post photographic spectator is technologically versed and media wise. 
In the digital age he or she will approach any image with claims to the 
truth of some original event with some caution or wariness and/or 
playfulness. (Ȱ/ÌÄ ÁÎÄ .Å×ȱ 337) 

According to Paul Ward, the argument over the indexical nature of 

documentary representation has moved from the ontological (false in nature) to the 

epistemological (is it manipulated or not? do you agree or disagree?), with no real 

impact on our ability to create and observe documentary (Margins 26). I would 

argue that the ontological view is in fact not useful, nor an accurate depiction of 

practice, and that an epistemic view of indexicality, grounded in the traditions of 

documentary, gives us some room in which to negotiate documentary games. If 

indexicality does play an essential role in documentary (as I believe it does), the 

easiest route may be to understand indexical relations differently, rather than to re-

define documentary (or abandon it as a tenable form). 

Still, while a move towards reconceptualizing indexicality is promising, it is 

important to consider that most documentary theorists are in fact trying to shift 

focus away from an always-present filmic indexicality, not remove it all together, 



 

 48 

and they still may benefit from the evidentiary value, grounding, and discursive 

focus indexicality provides. Documentary videogames, by virtue of their digital 

medium, have a very different problem, in that they have little indexicality to 

downplay, and as such face a difficult challenge in having to craft many of the 

indexical affordances recording technologies have by default. While turning away 

from indexicality is an attractive option for documentary games, it leaves open the 

question of what separates documentary from non-fiction, and what grounds the 

ÇÁÍÅ ÉÎ ÔÈÅ ȰÒÅÁÌ ×ÏÒÌÄȢȱ )Î ÓÈÏÒÔɂit leaves games vulnerable to the question of 

what makes them documentary. 

Edges of indexicality 

Indexicality is itself not a binary quality, and so there is an inevitable blurring 

around representations that fail to correspond to what we might call an indexical 

ÉÄÅÁÌȢ )ÎÄÅØÉÃÁÌ ÓÔÁÔÕÓ ÉÓ ÆÒÅÑÕÅÎÔÌÙ ÅØÔÅÎÄÅÄ ÏÎÔÏ ÒÅÐÒÅÓÅÎÔÁÔÉÏÎÓ ÔÈÁÔ ȰÍÕÓÔ ÄÏȱ ÉÎ 

the absence of automatically, photo-chemically, or electronically recorded indices 

(ideally where human subjectivity can be obscured and handed over to a machine) 

(Moran 255), although such representations are subject to increased scrutiny. The 

representations that fall within this grey area may be useful to documentary forms, 

like games, that do not intend to rely on indexicality bound to film, video or 

photography. 

These quasi-indexical forms are commonly used for documenting the unseen 

but not ÕÎÒÅÁÌ ɉ-ÏÒÁÎ ςφπɊȟ ÁÌÔÈÏÕÇÈ ÔÏ ×ÈÁÔ ÅØÔÅÎÔ ÍÁÙ ÂÅ ÂÏÕÎÄÅÄ ÂÙ 2ÅÎÏÖȭÓ 
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mandate to exceed the figural. Moran suggests where an object looks enough like an 

indexical object or acts enough like a referent, indexical status may be extendedɂ

again, we make do with what is available, according to best fit with an indexical 

template. So indexical status may bleed into representations that maintain a level of 

instrumental detachment, or a model with attributes we can argue are causal, or 

images that are themselves bound to indexical images. One familiar example of 

indexical bleed is the testimonialɂÅÖÅÎ ÔÈÏÕÇÈ ÔÅÓÔÉÍÏÎÉÁÌ ÉÎÔÅÒÖÉÅ×Ó ɉÏÒ ȰÔÁÌËÉÎÇ 

ÈÅÁÄÓȱɊ ÁÒÅȟ ÓÔÒÉÃÔÌÙ ÓÐÅÁËÉÎÇȟ ÏÎÌÙ ÉÎÄÅØÉÃÁÌ ÔÏ ÔÈÅ ÉÎÔÅÒÖÉÅ× ÓÉÔÕÁÔÉÏÎ ÉÔÓÅÌÆȟ ÔÈÅÙ ÁÒÅ 

causally driven by the events being recalled. As such, they are often used in much 

the same way you would use an indexical image to represent an actual event, 

commonly in scenarios where direct filmic evidence of an event is unavailable. The 

result is less of a link to world, and more of an extended index or indexical chainɂa 

set of links contingent on a set of causalities that bring together the representation 

and the world. 

Nichols uses the term oblique index to describe something that acts as an 

extension of what cannot be shown directly. He cites a range of fairly diverse 

examples, including the unconscious32, medical visualization (for example, a pulse 

rate image, EKG, etc.) and what he describes as social indices (bullet holes, stab 

wounds, scenes of mass destruction) (Representing Reality 237). Nichols uses 

                                                           
32  Representing the unconscious indexically presents a number of ontological and epistemological 
ÉÓÓÕÅÓ ÔÏÏ ÎÕÍÅÒÏÕÓ ÔÏ ÍÅÎÔÉÏÎ ÈÅÒÅȢ ) ÃÁÎȭÔ ÅÖÅÎ ÔÈÉÎË ÏÆ Á ÄÏÃÕÍÅÎÔÁÒÙ ÔÈÁÔ ÁÔÔÅÍÐÔÓ ÔÈÉÓ 
without extensive alternative warranting, such as you might find in an autobiography. 
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ÏÂÌÉÑÕÅ ÈÅÒÅ ÁÓ Á ÑÕÁÌÉÆÉÅÒȟ ÄÉÆÆÅÒÅÎÔÉÁÔÅÄ ÆÒÏÍ ÔÈÅ ȰÒÅÁÌȱ ÉÎÄÅØȟ ÅÖÅÎ ÔÈÏÕÇÈ ) ×ÏÕÌÄ 

ÁÒÇÕÅ ÓÅÖÅÒÁÌ ÏÆ ÈÉÓ ÅØÁÍÐÌÅÓ ÄÏ ÉÎ ÆÁÃÔ ÈÁÖÅ ÌÅÇÉÔÉÍÁÃÙ ÕÎÄÅÒ 0ÅÉÒÃÅȭÓ 

configuration. Images of destruction, wounds and bullet holes may indeed be 

indexical, but not to social issues, as Nichols is implying.  This extends the 

relationship with the referent into metonymy (or perhaps synecdoche)ɂin other 

words, it is figural rather than indexical. Medical visualizations manage to 

encapsulate many of the ideals of documentary indexicality, including the non-

human mediation of instruments, and strike a similarity to the Peircean 

weathervane (itself a visualization). Perhaps most importantly, the visualization 

provided by, say, a heart rate monitor, demands a tremendous amount of faith in its 

indexicality, as this instrument needs to be read, in the medical scenarios in which it 

ÉÓ ÕÓÅÄȟ ÁÓ ÁÎ ÉÎÄÉÖÉÄÕÁÌȭÓ ÈÅÁÒÔ ÂÅÁÔ ɉÕÎÔÉÌ ÔÈÅÒÅ ÉÓ ÓÏÍÅ ÒÅÁÓÏÎ ÔÏ ÂÅÌÉÅÖÅ 

otherwise). 

Another indexical grey area is sound. Michael Renov notes how acoustic 

indexicality is often called upon to underpin the creative interpretation or 

visualization of the authentic soundtrack (Ward, Margins 98), particularly in the 

case of audio interviews.  Indexical audio provides a core of actuality in everything 

from live action reenactment to subjective animated visualization. However sound, 

as a captured record that again indicates the necessary co-presence of recording 

device and sound object, has as much of a valid indexical claim as film, it does not 

seem to bear our faith in quite the same wayɂpresenting more ambiguity, and what 
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7ÁÒÄ ÄÅÓÃÒÉÂÅÓ ÁÓ ȰÉÎÓÔÁÂÉÌÉÔÙȱ ɉMargins 98). In our day-to-day experience, we are 

familiar with the ease in which sound objects appear to detach from their referents, 

and are poorer at determining what we are listening to, compared to what we are 

looking at (and indeed, what we are looking at can easily override our interpretation 

of what we are listening to, as is the case with foleying). Audio recording tends to 

take on a supporting role in building documentary actuality, often re-emerging in 

ÃÁÓÅÓ ×ÈÅÒÅ ÁÕÄÉÏ ȰÍÕÓÔ ÄÏ,ȱ either because of a lack of film/video documents 

(whether intentional or unintentional ), or because of the nature of the form itself. As 

such, acoustic indexicality features prominently in documentary animation, and 

could play a large role in documentary videogames. 

Crafting indexicality in digital media 

Given this broad overview of the indexical landscape, there are a few 

promising avenues for finding the indexical within digital media, and by extension, 

the videogame. Rosen reminds us that digital indexicality is not a zero-sum game: 

ȰÄÉÇÉÔÁÌ ÉÎÆÏÒÍÁÔÉÏÎ ÁÎÄ ÉÍÁÇÅÓ ÃÁÎ ÈÁÖÅ ÉÎÄÅØÉÃÁÌ ÏÒÉÇÉÎÓȟ ÔÈÅ ÄÉÇÉÔÁÌ ÏÆÔÅÎ 

appropriates or conveys indexical images, and it is common for the digital image to 

retain compositional forms associated with indexicality ɂ not in opposition but in 

overlapȱ ɉȰ/ÌÄ ÁÎÄ .Å×ȱ σρτ). In current documentary games, indexical integration 

typically relies on the integration of recorded media; such as audio (for example, 

music by David Koresh appears in c-ÌÅÖÅÌȭÓ ÄÏÃÕÍÅÎÔÁÒÙ ÇÁÍÅ Waco Resurrection), 
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or photographs (which appear in games such as Brothers in Arms: Road to Hill 30, 

and Global Conflicts: Palestine).  

However integration of traditional indexical media creates some aesthetic 

and interpretive concerns. For example, combining indexical materials such as 

photographs and animation can disrupt visual composition, and to some extent 

dictate the aesthetic. It cÁÎ ÍÁËÅ ÉÔ ÄÉÆÆÉÃÕÌÔ ÔÏ ÄÅÔÅÒÍÉÎÅ ÈÏ× ÔÏ ȰÒÅÁÄȱ ÔÈÅ 

composite images, as they simultaneously present multiple reality planes. 

0ÈÏÔÏÇÒÁÐÈÓȟ ÔÏ ÂÏÒÒÏ× ÆÒÏÍ 2ÏÌÁÎÄ "ÁÒÔÈÅÓȟ ȰÆÉÌÌ ÔÈÅ ÓÉÇÈÔ ÂÙ ÆÏÒÃÅȟȱ (91) with a 

very specific image33, where animation creates more space for projection and 

interpretation . As such, a sudden change in viewing orientation can be jarring 

(although juxtapositions are often created for just such an effect.) Aesthetic 

mismatch between animated and photographic materials (such as variations in 

colour saturation) is complicated by the perception that the recorded image cannot 

ÂÅ ÁÄÊÕÓÔÅÄ ÏÒ ÏÔÈÅÒ×ÉÓÅ ȰÔÁÍÐÅÒÅÄȱ ×ÉÔÈÏÕÔ ÉÍÐÁÃÔÉÎÇ ÉÔÓ ÉÎÄÅØÉÃÁÌ ×ÏÒÔÈȢ  

As noted in previous discussion over medical images such as the EKG, 

visualizations have the potential for indexicality, depending on the source of their 

ȰÄÁÔÁȱ and how it is represented. Mitchell Whitelaw describes the relationship 

between data and its visualization in almost identical terms as we have seen used to 

describe documentary indexicality: 

                                                           
33  Note this is separate from what the image means. 



 

 53 

(W)e can begin with a notion of data from empirical sciene, as a set of 
measurements extracted from the flux of the real. In themselves, such 
measurements are abstract, blank, meaningless. Only when organized 
and contextualized by an observer does this data yield information, a 
message, or meaning. (par. 5) 

Whitelaw further comments on the length of the indexical chain in many 

visualization, which can extend through the data source, data harvesting, analysis, 

visualization and interface; while still ÍÁÉÎÔÁÉÎÉÎÇ ȰÁ ÓÔÒÁÎÇÅÌÙ ÎÁāÖÅ ÓÅÎÓÅ ÏÆ 

ÕÎÍÅÄÉÁÔÅÄ ÐÒÅÓÅÎÔÁÔÉÏÎȱ ɉÐÁÒȢ ωɊȢ (Ï×Åver he suggests two representational 

strategies: one, the indexical paradigm, in which the data is treated as and 

referenced for its indexicaity; and the second, generative, which uses the data as a 

launching point for new realities (par. 12). To recall an earlier example, we can see 

ÆÒÏÍ (ÁÒÒÉÓȭ The Whale Hunt how the jagged line we typically associate with heart 

rate creates a visual representation based on data sampled (by a non-living agent) 

off a real-world referent, and in turn serves as a surrogate for the physical effects of 

adrenaline. However it would also have been possible to take the heart rate data and 

use it in a way that did not reference its indexicality (for example, using it to 

ÇÅÎÅÒÁÔÅ Á ÄÒÕÍ ÌÉÎÅ ÉÎ Á ÍÕÓÉÃ ÃÏÍÐÏÓÉÔÉÏÎɊȠ ÏÒ ÁÌÔÅÒÎÁÔÅÌÙ ÔÏ ÇÅÎÅÒÁÔÅ ÔÈÅ ȰÄÁÔÁȱ 

through a more interpretively invasive method (perhaps by asking Harris to rate his 

level of arousal on an hourly basis). In other words, the specific context and 

configuration of the visualization will impact its indexical quality.  

This blurring between indexical and "manufactured" (particularly animated) 

images is also prominent in discussions surrounding rotoscoping and, more 
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recently, motion capture. As Pierre Hébert has observed, the practice of creating 

animation off of a live object encompases a number of techniques (41), but is 

commonly identified with the form popularized by Max Fleischer in 1917, in which 

filmic images are traced to create animated frames. Fleischer's work included 

capturing, on film, the live performance of a Polynesian dancer, and using her 

movement as the basis for ÁÎ ȰÁÕÔÈÅÎÔÉÃȱ ÄÁÎÃÅ ÐÅÒÆÏÒÍÁÎÃÅ ÂÙ ÔÈÅ Ánimated 

character Betty Boop. This creates what Joanna Bouldin calls ȰÁ ÒÅÁÌÉÔÙ ÅÆÆÅÃÔ bound 

to corporealityȱ (50). Paul Ward notes that this technique is popular in government 

industry training ( an interesting parallel to computer simulations)ɂ its use meant 

Ȱa film of ÓÃÈÅÍÁÔÉÃ ÃÌÁÒÉÔÙ ÃÏÕÌÄ ÂÅ ÍÁÄÅȱ (Crafton, qtd. in 7ÁÒÄȟ Ȱ!ÎÉÍÁÔÅÄ 

2ÅÁÌÉÔÉÅÓȱ ÐÁÒȢ ρτ). In other words, rotoscoping provided the sense of 

ÉÎÓÔÒÕÍÅÎÔÁÌÉÔÙȡ ȰÁ ÓÈÉÆÔ ÉÎ ÍÏÄÁÌÉÔÙȟ ÉÎÔÅÎÄÅÄ ÁÓ Á ÓÈÉÆÔ ÔÏ ÓÏÂÅÒ ÄÉÓÃÏÕÒÓÅȱ ɉWard, 

Ȱ!ÎÉÍÁÔÅÄ 2ÅÁÌÉÔÉÅÓȱ ÐÁÒȢ ρυ). It changes the reception of the image from cartoon to 

ontologically distinct rotoscoped animation (Wardȟ Ȱ!ÎÉÍÁÔÅÄ 2ÅÁÌÉÔÉÅÓȱ par. 15). 

Ironically, the effect can appear too real, ÁÎÄ "ÏÕÌÄÉÎ ÎÏÔÅÓȡ ȰÔÈÅ connection 

between real and animated body alters the ontology and shifts our 

phenomenological understanding of the animated imageȱ (50).  In other words, the 

effect creates ambiguity in how to read the image: as (artificial) animation, or (real) 

film. The trace of the real in rotoscoping has been widely discussed, particularly in 
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relation to this (typically involuntary) shift 34, and will be discussed in more depth in 

Chapter 5.  

While rotoscoping binds an animation to an indexical (primarily filmic) 

image, motion capture35 shortens the indexical chain even further. Alberto Menache 

defines motion capture as: "the process of recording a live motion event and 

translating it into usable mathematical terms by tracking a number of key points in 

space over time and combining them to obtain a single three-dimension 

representation of the performance" (1). Unlike rotoscoping, the image produced by 

motion capture is not a reproduction of an indexical image, but an instantiation of a 

captured performance (for Bouldin, it is significant that the technique is called 

motion capture (51)). There are a number of different ways of capturing motion, all 

of which have indexical value: cameras digitizing different views of the performance 

which are then analysed to produce coordinates based on various markers, 

electromagnetic fields or ultrasound to track a group of sensors, mechanical systems 

using potentiometers to measure motion. As with rotoscoping, in some cases of non-

fiction animation the motion capture data is in fact too specific, binding the motion 

to a no-longer-present corporeality that might not translate well onto a given 

animated character.  

                                                           
34  As Hébert observes, the result challenges how we in fact define animation (43). 

35   Although some texts distinguish between motion capture (any translation of motion data) and 
ȰÐÅÒÆÏÒÍÁÎÃÅ ÃÁÐÔÕÒÅȱ ɉÔÈÅ ÓÐÅÃÉÆÉÃ ÄÉÇÉÔÉÚÁÔÉÏÎ ÏÆ Á ÐÈÙÓÉÃÁÌ ÐÅÒÆÏÒÍÁÎÃÅɊȟ ÆÏÒ ÔÈÅ ÐÕÒÐÏÓÅ ÏÆ ÔÈÉÓ 
research and to avoid confusion, I use the broader term motion capture to refer to both. 
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While motion capture is currently used in both film and games primarily  to 

enhance realism, there is potential for these technologies in the service of actuality. 

Since documentary uses indexicality to accomplish two thingsɂcreate an anchor in 

the material world (point), and to testify to the existence of a thing by establishing a 

causal link between a material object and its representationɂwe should not think 

of something like motion capture as having an innate documentary quality outside 

of the conditions of its use. It is only where it is used to fulfill the above 

considerations that we might want to argue for indexical value, and in the context of 

some manner of non-fiction argument, documentary quality. 

Likewise, we should not think of something like simulation as being innately 

indexical or non-indexical outside of specific contexts. Simulations can be defined in 

a number of different ways, from the method of imitating a process through an 

ÁÎÁÌÏÇÏÕÓ ÓÉÔÕÁÔÉÏÎ ÏÒ ÓÔÒÕÃÔÕÒÅȟ ÔÏ ȰÁ ÍÁÃÈÉÎÅ ÆÏÒ ÐÒÏÄÕÃÉÎÇ ÓÐÅÃÕÌÁÔÉÖÅ ÏÒ 

ÃÏÎÄÉÔÉÏÎÁÌ ÒÅÐÒÅÓÅÎÔÁÔÉÏÎÓȱ ɉ5ÒÉÃÃÈÉÏ σσσɊ. Where some simulations bear a 

defensible indexical relationship to a specific referent, others serve a more 

rhetorical or even affective function as expressive frames.  In the first case, 

simulations may draw upon the potential for computational machines, like cameras 

and other instruments before them, to provide a sense of detachment from human 

interpretati on that plays into judgments of indexicality. In the case of the later, we 

might consider how the rules underpinning simulated game spaces both generate 

and stabilize meaningɂsimilar to what documentary theorists (for example in 
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Nichols or Trinh T. Minh-ha) see as the role of documentary in contextualizing, or 

controlling, documents.  

Indexicality and expressive framing as pre-conditions for documentary videogames 

The question of indexicality remains an open one for digital games to 

address: whether this is by incorporating recorded media (as is common with 

animated documentary), by crafting a case for an alternative indexical stature (such 

as evidentiary value), or by finding alternate means of legitimation. What is 

important to remember is that an indexical link can be presumed in filmic 

documentary, but (as with actuality) it must be crafted within documentary games. 

Of course, videogames are not a medium themselves; the medium of 

videogames is more accurately described as computational multimedia (a game is a 

form that can be found in a variety of media), which can contain digitized indexical 

media within it. Following Rosen, it might be useful to examine hybrid forms in 

documentary games such as indexical animation: animation that incorporates 

traditional  indexical material such as video and photographs. Hybrid forms are 

already gaining prominence in documentary animationɂfor example, the works of 

Calgary animation house Anlända that combines video with animation, or the 3D 

animation/recorded audio found iÎ /ÓÃÁÒȤ×ÉÎÎÉÎÇ ÓÈÏÒÔ ÄÏÃÕÍÅÎÔÁÒÙ Ryan. On the 

technical front, 3D camera technology is also emerging that interpolates spatial 

ÉÎÆÏÒÍÁÔÉÏÎ ÔÏ ÒÅÎÄÅÒ ÆÕÌÌ σ$ ȰÐÈÏÔÏÇÒÁÐÈÓȟȱ ÒÁÔÈÅÒ ÔÈÁÎ ÃÕÒÒÅÎÔ ÆÌÁÔ ς$Ȣ 
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While many of the elements we may be tempted to claim as indexical in 

videogames instead emerge as expressive framing, it is important not to value one 

over the other. Both indexicality and expressive framing are preconditions in the 

crafting of actuality and the creation of recognizable documentary works.  
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03 Games and the Real 

2ÅÁÌ ÐÅÏÐÌÅ ÁÒÅÎȭÔ ÍÁÃÈÉÎÅÓ ÔÈÁÔ ÃÁÎ ÂÅ ÆÉÄÄÌÅÄ ×ÉÔÈ ÏÎÃÅ ÙÏÕ 
understand their mechanism. (Andrew Stern)36.  

Interestingly enough, while popular perception tends to present games as 

being markedly unreal (the expreÓÓÉÏÎ ȰÊÕÓÔ Á ÇÁÍÅȱ ÉÓ telling), within games 

discourse arguments regularly emerge for the reality of games in two key areasɂ

the reality of the rules and procedures that structure games, and the reality of 

actions performed by game players. For example, Hanna Sommerseth claims reality 

ÉÓ ÌÏÃÁÔÅÄ ÁÔ ÔÈÅ ÓÉÔÅ ÏÆ ÔÈÅ ÐÌÁÙÅÒȭÓ ÅÍÂÏÄÉÅÄ ÐÅÒÃÅÐÔÉÏÎȟ ÃÏÎÃÌÕÄÉÎÇ ȰɉÔɊÈÅ ×ÏÒÌÄ ÏÎ 

the screen in front of me is imaginary, yet my actions within it are real (767). James 

Paul Gee has argued games lead us through real thought processes (although this is 

ostensibly conflating models of decision making with material reality (261)). Jesper 

Juul (1) and Espen Aarseth (par. 9) have argued games are at a minimum "half-

real"ɂ in that the actions performed in them are real, even as they occur in fictive 

spaces. The following section examines both rules and action in turn, and suggest 

ÔÈÁÔ ÉÎ ÍÏÓÔ ÃÁÓÅÓ ÔÈÅ ÃÌÁÉÍÓ ÔÏ ȰÒÅÁÌÉÔÙȱ ÍÁÄÅ ÉÎ ÅÁÃÈ ÄÏÎȭÔ ÈÁÖÅ ÅÎÏÕÇÈ 

commonality to a (specific, material) documentary actuality. This is not to say that 

rules and actioÎÓ ÄÏÎȭÔ ÐÌÁÙ ÁÎ ÅÓÓÅÎÔÉÁÌ ÒÏÌÅ ÉÎ ÔÈÅ ÅØÐÒÅÓÓÉÖÅ ÆÒÁÍÉÎÇ ÏÆ 

documentary games. Understanding the role of rules and actions in everyday life, 

and in games (in relation to both indexicality and expressive framing), is a key 

element in creating compelling arguments for actuality.  
                                                           
36 Ȱ4ÒÁÎÓÐÁÒÅÎÃÙȱ ÎȢ ÐÁÇȢ 
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03.1 The tenuous actuality of rules 

We tend to use the term rule in a general sense in relation to the ordering of 

procedures. Perhaps as a result, the idea that the world, and the actions and events 

that occur within it, operate according to some rule set (albeit an obscure one) is 

pervasive.  On a daily basis we are confronted with rules: rules of conduct, parking, 

dating, child rearing, diet, banking, political action, rules of engagement. Experts in 

the natural and social sciences, in economics and business, even in art and design, 

regularly propose new rules governing every activity from the formation of black 

holes, to the proper annual timeframe in which to wear white. Is it not fair to say 

real, representable rules (procedures and processes) underpin our physical and 

social world, and that these rules maintain an actuality on par with documentary 

representations? Could we allow videogames to claim indexicality for either rules or 

the actions they instantiate, addressing the indexical gap? 

One of the problems with discussing a broad topic like Ȱrulesȱ is the variable 

ways in which we use and understand the term, and the promiscuity with which we 

tend to transcode the concept between physical, social, and digital contexts.  Two 

primary claims emerge relating to the actuality of rules: 1) whether rules can, or do, 

ÄÉÃÔÁÔÅ ÂÅÈÁÖÉÏÕÒÓ ÁÎÄ ÁÃÔÉÏÎÓȟ ÓÕÃÈ ÔÈÁÔ ÔÈÅÓÅ ȰÒÅÁÌȱ ÂÅÈÁÖÉÏÒÓ ÃÁÎ ÂÅ ÒÅ-

instantiated given the correct rule set or model, and 2) whether rules govern or 

drive the material and/or social world , and as such are real. In other words, whether 
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rules might instantiate actual behaviors, and/ or whether rules may in and of 

themselves be considered actual. 

Apart from a popularly held notion that rules somehow drive or dictate 

behaviour, rule following is deeply situated in practice and interpretation, within 

the context of social convention. What is commonly seen as rule following generally 

proceeds unproblematically out of everyday action, against a background of shared 

meaning, from which an accountable defense of said action can be (but need not be, 

as a matter of course) produced. This is not to say rule following canΐt be 

intentional (games are often designed for just this), but this does call into question 

some of the assumptions weΐre willing to make between game rules and the social 

world (of which games are a constituent). 

Wittgenstein challenges the notion that rule following involves the decoding 

of process dictated by a given rule. He argues, as any course of action can be made to 

accord with a rule, no course of action can really be said to be determined by a rule 

(84). This is not simply a matter of Γcreative interpretationΔ or subversive 

reading. Wittgenstein insists there is a way of grasping a rule that is not an 

interpretation, per se, but exhibits what it means to "obey" or "go against" the rule 

in actual cases (201). Perhaps most importantly, he shows the logical impossibility 

of rules determining their own interpretation and proscription, by asking by which 

rules we determine the application of a given ruleΝand in turn, by which rules do 

we determine these rules. If we continued this line of thought, weΐd find ourselves 
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in perpetual regress. But the point is not to create some kind of unworkable paradox 

with regard to rules. Since people do use rules without any apparent trauma, this 

regress cannot actually be a problem. In everyday practice, we reach some level at 

which the application of the rule is simply evident, given the practical demands of 

the situation. 

As such, obeying a rule is a public practice (Wittgenstein 202). Why public? 

Obeying a rule privately simply makes no senseɂ otherwise thinking you were 

obeying it would be the same as obeying it (and it is not).  As Peter Winch notes, 

following a rule is logically inseparable from the notion of making a mistake: if there 

is a way to do it correctly, there is a way to do it wrong (32). Wittgenstein observes 

we can generally read right from wrong rule following off the behaviour of 

participants: ΓThere are characteristic signs of it in the players' behaviour. Think of 

the behaviour characteristic of correcting a slip of the tongue. It would be possible 

to recognize that someone was doing so even without knowing his languageΔ (54). 

Despite the wording, this is not a behaviourist interpretation. What Wittgenstein is 

suggesting is that the error is socially performed (ΓI realize I did it wrongΔ), or 

else socially corrected (ΓThatΐs not how you do itΔ). He goes on to state, "To 

obey a rule, to make a report, to give an order, to play a game of chess, are customs" 

(199).  

Sociologist Peter Winch broadens this argument to question the role of what 

we term a rule in describing social process. He notes that social rules are 
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fundamentally different than the way we apply the concept in natural science: that 

these rules do not demonstrate immutable natural laws, rather they fall within the 

domain of meaning and are therefore, fundamentally, philosophical (xvi). 

Furthermore, following a rule only makes sense in the context in which the question 

arises (28)ɂ otherwise, the issue of what counts as Γthe sameΔ correct outcomes 

cannot be determined. There is a certain inherent reflexive component build into 

the concept of a rule that ties into its relationship with social meaning making. Rule 

following is different than mere response to stimuli, or habitually continuing: the 

possibility of reflection is essential (Winch 63), even if such reflection is not an 

integral part of rule following. For something to be considered a rule, it, in principle, 

has to be discoverable (Winch 30). However, it is important to note that following a 

rule does not equal a person's ability to formulate it (we commonly follow rules we 

can't articulate), but to recognize it as correctly applied in new cases (Sharrock and 

Button 200). It is not just a matter of doing something the same way, but 

determining what counts as the same way (outside any initial examplesɂ unless the 

rule specifies only these count) (Winch 58-59).  

Ethnomethodologist Harold Garfinkel furthers this argument, focusing on the 

role of rules in holding what we do to logical account. According to Garfinkel, rules 

are commonly used as tools of meaning making within situated social contexts. We 

take for granted that members of our social group (or society, or game) at the outset 

"know" the contexts in which they are operating and what constitutes logical rule 
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following (this doesn't mean they know what the rule outcome always isɂ just that 

they know the sort of thing they should be looking for). We use this background 

knowledge to defend our procedures, actions, interpretations etc., in terms of 

rational adequacy Γfor all practical purposesȱ (Garfinkel 8). In this way, we shift 

attention and assign relevance, as we determine what interpretation of rules 

provides the right way to see, given that there is always (assumed) some language-

game at play (Garfinkel 13, 20). Meaning and value are not assigned, nor embedded 

in the rule, but managed; with a common sense understanding used to normalize 

whatever actual actions end up being. This often involves re-reading to see what 

was really the case all along (ΓOh, thatΐs what I was doing!Δ)(Garfinkel 74).  

What complicates this process is the generalized reading of rules off 

behaviour. As Winch notes, a series of actions brought into accord with a formula is 

not the same as a formula being applied (29). Wittgenstein acknowledges an 

observer can say that a game is  Γaccording to such-and-such rules because an 

observer can read these rules off from the practice of the gameɂ like a natural law 

governing the play...Are you subsequently discovering it to bring your behaviour in 

line, without having "followed" it? (do you look it up in order to proceed, or give it in 

reply)?" (82). While rules and procedures are invoked to construct order and hold 

actions to account (and in fact this is an important part of how we use rules to create 

meaning), it does not follow that the action followed a process all along (Suchman 

74). 
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This is not to deny or undermine the conscious and intentional practice of 

constructing and following rules as aids to procedural instantiation. Common sense 

and personal experience tell us we do make attempts to direct activity and 

instantiate outcomes through the observance of rules. Herbert Dreyfus, for example, 

does not deny in many contexts people store and use data according to rules (for 

example, in playing games), or run through rule-based scenarios in their 

imagination. What he objects to, however, is the assumption that this is something 

we necessarily (perhaps unconsciously37) do, arguing that it is because we do know 

what it is to do these things, we also know we are not doing this most of the time 

(Dreyfus 265). A key difference in viewing this use of rules is that such rules guide, 

rather than dictate, practice (Winch 52-53). Rules that intimate provide a guideline 

or structure from which, ideally, to instantiate a processɂ as Wittgenstein notes, 

they are "...the last arbiter of where I am to go..." (230), but not a determinate one. 

They gain momentum and recognition of being a ΓruleΔ based on the force of 

collected application. However they are subject to a determination of what counts as 

"the same"(i.e. what follows the pattern) in a given context. In this way, the 

ȰÍÅÁÎÉÎÇȱ ÏÆ ÔÈÅ ÒÕÌÅ ÉÓ ÓÅÄÉÍÅÎÔÅÄ ÏÕÔ ÏÆ ÔÈÅÓÅ ÁÃÔÉÏÎÓȾÉÎÔÅÒÁÃÔÉÏÎÓȢ  

Of course, where one knows the rule someone is following (and that they are 

in fact following a rule), it is in many cases possible to predict what he/she will do38 

                                                           
37  Dreyfus suggests the idea of unconscious formulation is empirically groundless and unnecessary 

given a Wittgenstinian approach (265). 

38   With nothing to say they must do what we predict. 
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(Winch 59).  The more interesting and complex part of this question (and the more 

pertinent one in terms of game design) is how plans, rules, instructions, etc. work in 

multiple ways as such orienting devices, created and used in practice (Suchman 

183). As we have seen, a rule is never just an orienting device, but is wrapped up in 

Γlabours through which is it produced and made reflexively accountable to 

ongoing activity" (Suchman 187). In the case of a digital game, the way a game 

constructs any given rule reflects in the way it codes (if it does) this significance. 

The rules may stand as orienting devices for playful experiences39, but nonetheless 

within the context of reflexive accountability and local interactions.   

As such, it is contentious to consider any rule that involves human 

interpretation as an ontologically separate actuality.  But, perhaps unintuitively, it is 

equally problematic to rely on the transcodability of rules into the digital medium. 

Computers create simulations out of certain types of rulesɂ algorithms. Both 

Dreyfus and Jesper Juul agree that to be an algorithm is to have no access to the 

human world and systems of meaning. As Dreyfus notes, a computer has to see 

input as conforming to the rules, or arbitrary: humans have other optionsɂ 

recognizing something as being unusual, but making meaning of it in terms of lived 

experience (199), or simply re- interpreting the rule so as to bring it in line with the 

data (as in Garfinkel). Juul (citing Donald Knuth) suggests many of the things we 

loosely call algorithmic, such as cookbook recipes, in fact are not specific enough to 

                                                           
39  And indeed, orienting rules are a key part oÆ Á ÇÁÍÅ ÄÅÓÉÇÎÅÒȭÓ ÔÏÏÌÂÏØȢ  
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qualify as an algorithm. Some of the important features they lack include finiteness, 

definiteness, input, output, and effectiveness (that in principle a procedure or 

process can be done exactly and in a finite length of time) (62). For something to be 

an algorithm, it has to be usable without an understanding of the domain, or 

restricted to a rigidly defined domain (such as a game). As such, what can qualify as 

an algorithmɂ and therefore what can be a rule in a digital gameɂ hinges on a 

decontextualizationȡ ȰÁÎ ÁÌÇÏÒÉÔÈÍ ÃÁÎ ×ÏÒË because it requires no understanding of 

the domain and because it only reacts to very selected aspects of the worldɂ the 

state of the system, the well defined inputs, but generally not the weather, the color 

of the computer case, the personality of the computer operators, or the current 

ÐÏÌÉÔÉÃÁÌ ÃÌÉÍÁÔÅȱ ɉJuul 63).  For Dreyfus, the programmer is tasked with converting 

meaningful40 (practical) information to meaningless (discrete) information the 

computer needs in order to operate (166).  This difference in how information exists 

in a social and in a computing sense impacts the way rules in digital games can 

actually be manifest. Dreyfus argues micro-worlds, like games, "are not related like 

isolable physical systems to larger systems they compose; rather they are local 

elaborations of a whole which they presuppose...Since, however, micro-worlds are 

not worlds, there is no way they can be combined and extended to the world of 

everyday life" (14). In other words, it is incorrect to suggest game rules (and the 

experiences they may intimate) are simply reduced slivers of the real.  

                                                           
40  I find it more productive to consider "meaningful" here used as being part of a human meaning 

system, rather than as a value judgment. 
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Ian Bogost suggests rules reveal what logics motivate the human actors 

making meaning (Persuasive 8), despite their de-situated (or, more accurately, re-

situated) contexts.  He presents a critique of Max Weber's pronouncement that 

mechanization overemphasizes rationalism by arguing machines are simply better 

at expressing the logics found within all systems. However, what Weber questions is 

the assumption logics are objects that govern these processes, rather than ordering 

devices brought to bear upon them in the creation of meaning, The issue is that 

mechanization naturalizes and makes transparent rational formalismɂ Bogost's 

argument is actually a good example of this: "When we do things, we do them 

according to some logic, and that logic constitutes a process in the general sense of 

ÔÈÅ ×ÏÒÄȱ ɉφτȟ italics mine).  However, to use process, in this general sense, can be 

misleading given the types of process we are translating between ɀ the invisible, 

informal, recursive processes described by Suchman, Garfinkel and Winch, to the 

specific computational processes described by Knuth and Dreyfus.  

Bear in mind, this is not as much of an issue when we examine certain types 

of rulesɂfor example, rules describing physical and chemical processes. What we 

ÍÁÙ ÄÅÓÃÒÉÂÅ ÁÓ ȰÒÕÌÅÓȱ ÉÎ ÔÈÉÓ case are largely detached from human interpretation 

(the Earth orbits the Sun regardless of how you chose to understand or explain that 

process), and as such, are better suited for formal representation. Juul reminds us 

that games maintain a stubborn resistance to complex human themes such as love, 

ambition and other social interactions, because these are not easily (or, perhaps not 
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at all) formalizable in rules. As such, the "complex" events in the game are only 

presented in the fictional world, or happen as a result of the player's simple actions 

(at least in the context of single player games). For Juul, this technical fact 

necessarily ties in to the types of representational content and themes we can find 

in games (189). In both Juul (189) and Bogost (Persuasive 7), modeling the more 

complex, human-centered world computationally, comes off as merely an issue of 

scale and complexity.  However, it is more likely a problem of epistemology and 

ontology stemming from the properties of rules. 

While this can be viewed as the reification of underlying structure and 

rational logic41, it can also be seen as one of the very pleasures of games.  As Erving 

Goffman notes, to be at ease in a situation is to be properly subject to rules, 

entranced by the meanings they generate and stabilize (81).  Jean Baudrillard 

suggests the allure of games lies in the way they make visible the artifice of rules, 

and allow us to voluntarily submit to them (132). From a design perspective, rules 

allow games to create stable, logically coherent interactive experiences, with clear 

goals and means of engagement. As Mckenzie Wark lamentsȟ ȰÔÈÅ ×ÏÒÌÄ ÉÓ ÍÁÄÅ ÏÆ 

ÉÍÐÅÒÆÅÃÔ ÇÁÍÅÓȱ ɉ022). However Winch reminds us, rationality does not come from 

×ÉÔÈÏÕÔȟ ÆÒÏÍ ȰÉÎÔÅÌÌÅÃÔÕÁÌ ÆÕÎÃÔÉÏÎÓ ÉÎÄÅÐÅÎÄÅÎÔ ÏÆ ÈÕÍÁÎ ÁÃÔÉÖÉÔÙȱ ɉÔÏ ×ÈÉÃÈ it can 

nonetheless be applied)(54). It does not represent a natural force underwriting 

human meaning. Michael T. Black offers a compelling challengeȡ Ȱ(Ï× ɉÃÁÎ ×ÅɊ use 

                                                           
41  Of course, the reification of rational logic is by no means something unique to this debate. 
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simulation to evoke and challenge: not only the rules embedded in our psyches by 

our inherited culture but even the basic models that generate our presumption that 

ÔÈÅÒÅ ÍÕÓÔ ÂÅ ÓÕÃÈ ÒÕÌÅÓȱ ɉτχ-48).  This requires a shift away from viewing such 

structures as actualities, and foregrounding the framing that they create. 

As Bogost observes, procedurality can be read in both computational and 

non-computational structures42. He goes on to note simulations, built on game rules: 

"present biased perspectives on the function of systems and situations in the 

ÍÁÔÅÒÉÁÌ ×ÏÒÌÄȟȱ suggesting in doing so, they operate rhetorically (Persuasive 173). 

As Antonio Gramsci states,"in visualizing the logics that make up a worldview, one 

may reveal ideological distortions or the state of such situations" (qtd. in Bogost, 

Persuasive 73). We can see in Garfinkel, too, the rhetorical nature of rule 

interpretation, even in everyday contexts: 

New examples can be argued as an instance of the order whether or 
not it actually represent the order, possibly independently of the 
order, and potentially without the coder having detected the 'true' 
order (if there can be said to be one). The account may be argued to 
consist of a socially invented, persuasive and proper way of 
rationalizing, produced via 'scientific procedures.' (23)  

Once one can "see the system in the content," one can maintain this system integrity 

(even while accommodating new instances). By presenting a given system (even 

embracing the artifice of said system), games suggest a defensible, rhetorical, way of 

seeing.  

                                                           
42  This does not mandate that it exist prior. 
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We could further argue that some realms of human life are indeed designed 

to begin with ɂ in acting out a bureaucracy, we are already enacting an artificial 

system. Wark, however, argues "(g)ames are not representations of this world. They 

are more like allegories of a world made over as gamespace. They encode the 

abstract principles upon which decisions about the realness of this or that world are 

now decided." (020). He cites Benjamin in noting, "(i)n the allegorical mode, any 

person, any object, any relationship, can mean absolutely anything else. With this 

possibility a destructive but just verdict can be passed on the profane world" it is 

characterized as a world in which the detail is of no great importance" (029). Wark 

calls the interplay between the algorithm and the larger culture an allegorithm: 

"(a)ppearences within the game double an algorithm which in turn simulates an 

unknown algorithm which produces appearances outside the game" (067). To 

paraphrase Baudrillardɂit is more real, because the real is more artificial  (the map 

has become the territory). This is significant in documentary, because if the 

documentary bond is necessarily one that exceeds analogy, it is only a culture made 

over into the allegorithm that can be documented by the game. This might be why 

this model seems to have a stronger claim for actuality in documentary videogames 

like Escape from Woomera that attempt to evoke experiences of bureaucratic 

systems.   
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03. 2 DŀƳŜǎ ŀƴŘ άǊealέ action 

In addition to the question of whether rules themselves form an actuality, a 

rhetoric of the reality of play or action may also occur within digital games. 

Particularly i n the realm of educational, serious and social issue games it is not 

uncommon to hear the implication that games about real-world (as opposed to 

fantastic) subjects engage players in real actions43. Can rules reinstantiate actual 

actions and/or behaviors? Can game rules even generate ȰÉÎÄÅØÉÃÁÌȱ ÅÍÂÏÄÉÅÄ 

experiences? 

Salen and Zimmerman  (123)44 note game rules are explicitly designed to 

limit (alternately framed in Goffman as facilitate [33] and Juul as afford [58] ) player 

action. It is through this quality games emerge as designed experiences, with game 

rules serving as world building tools (not just in a spatial sense, but what Goffman 

conceives as worlds of meaning [27] ). As Johan Huizinga notes, forms such as rites 

and games produce an effect not shown figuratively, but reproduced. Where 

representation is a question of figuratively reshowing an action, play is an effect 

reproduced in the action (Huizinga 14-15). Lucy Suchman reiterates that rules, 

plans, accounts are actions we have made an object ofɂ a representation of actions. 

However, the actual action of play is also a moment of situated activity (Suchman 

71). While there is an imaginative form of the expressive act within the diegesis of 

                                                           
43  Of course in these instrumental contexts, this is a politically important claim to make. 

44  With the caveat that their analysis is artificially divorced from the experience of gameplay (Salen 
and Zimmerman 120).  
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the game, there is also a physical form of the same act (Galloway 25). This is often 

used to suggest that the actions re-created through game rules are in fact real, or at 

very least, partially real.  

Alexander Galloway argues play is a symbolic action for larger issues in 

cultureɂ the expression of structure, and indeed, (citing Clifford Geertz) "a 

powerful rendering of life" (16). In the natural sciences, such a reinstantiation of 

action is fairly straightforward: some physical force is doing something, and the 

rules of this phenomenon describe and recreate the pattern. However, as Dreyfus is 

quick to point out, the argument that human performance might be explainable and 

formalizable in a way reproducible by machines, is epistemologically flawed. 

Explanatory rules or accounts do not mean (conscious or unconscious) 

intentionality. A telling example is that of the bicycle rider, who:  "is certainly not 

following (rules of physics) consciously, and there is no reason to suppose he is 

following it unconsciously. Yet this formalization enables us to express or 

understand his competence, that is, what he can accomplish. It is however, in no way 

ÁÎ ÅØÐÌÁÎÁÔÉÏÎ ÏÆ ÈÉÓ ÐÅÒÆÏÒÍÁÎÃÅȱ ɉ$ÒÅÙÆÕÓ ρωπɊȢ *ÕÓÔ ÁÓ ×Å ÃÁÎ ÅØÐÒÅÓÓ ÔÈÅ ÏÒÂÉÔÓ 

of the planets with equations, with no expectation or requirement that planets are 

aware of and/or  following rules, rules can explain and formalize without being 

determinate. Suchman believes it is important to understand the rules themselves 

for what kind of resource they are (representations or abstractions over action); 

suggestive what their relationship to unrepresented actions might be (193).  In 
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other words, whether rules are expressive or  (causally) indexical largely depends 

on the contexts in which they are situated. 

In The Shape of Actions, Collins and Kusch distinguish between several types 

of action: ranging from the largely instinctual to the deeply interpretive. Computers 

have difficulty replicating both ends of the scale, being neither embodied nor a 

member of a human system of meaning.  So even in the case of bureaucratic 

systems, the presence of human interpretive agents (deciding if you require form A 

or form B... a process Suchman identifies as largely rationalized in situ) means that 

the enactions in such a system are still dependent on embodied, contextual factors 

that are not ported wholesale into the game experience. As follows, the actions that 

occur within them are not the anchored actualities of documentary.  

Simon Penny has argued that if we acknowledge that flight simulators and 

military tactical trainers are effective at training, we cannot deny the reality of 

ÁÃÔÉÏÎ ÉÎ ÏÔÈÅÒ ÇÁÍÅÓȢ (Ï×ÅÖÅÒȟ 0ÅÎÎÙȭÓ ÁÒÇÕÍÅÎÔ ÄÒÉÆÔÓ ÂÅÔ×ÅÅÎ ÁÎÁÌÏÇÙ ÁÎÄ 

ÁÃÔÕÁÌÉÔÙȢ 0ÅÎÎÙ ÓÕÇÇÅÓÔÓ ÇÁÍÅÓ ÁÒÅ Á ÓÙÓÔÅÍ ÏÆ ÂÏÄÉÌÙ ÔÒÁÉÎÉÎÇȟ ÂÕÔ ȰÁÎÁÌÏÇÏÕÓ ÔÏ 

real-world actionȱ (73). He further suggests that in embodying action, we learn in a 

precognitive fashion, citing skill transfer in military simulations as an example (74-

75). However Penny does not fully explore the implications of context of his 

example actions45. Moreover, Penny discounts reflective stance, and the ability of 

                                                           
45  Some of the questions we might ask include: What sorts of skills are we talking about here? What 

about the player's orientation to the material? What work goes in to making military action more 
gamelike? Why are kinaesthetic enactments morÅ ÌÉÔÅÒÁÌȩ 7ÈÁÔ ÁÂÏÕÔ ÁÃÔÏÒÓȩ ɉ)ȭÍ ÎÏÔ Á ÄÏÃÔÏÒȟ ) 
just play one on TV). 
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the player to construct meaning of their actionsɂ argues this double-coding is 

having it both ways (84). However it is not necessarily having it both ways to 

suggest the same actions have different levels of reality in different contexts, as even 

our interpretation of reality is contextual.  

In the enacting of these rule-based actions, can we argue games are the 

equivalent of "image instruments" (i.e. things that allow you to really 

do46)(Manovich 167-168)?  On a basic level, almost all games present deixis 

between the game player and their avatar47Ȣ 4ÈÉÓ ÂÁÓÉÃ Ȱ) ÍÏÖÅȟ ÉÔ ÍÏÖÅÓȱ 

indexicality can be instrumental in the crafting of presence, and in some instances, 

immersion. As Doane notes, such deixis is Ȱreduced to its own singularity, pure 

indication, brute fact, assurance of existenceȱ (135). However, in relation to 

documentary, deixis alone ÉÓÎȭÔ ÔÅÒÒÉÂÌÙ ÕÓÅÆÕÌɂ as a live index of player activity, it 

is yet to be contextualized to the level of document48. As a re-instantiation of a 

ÐÒÅÓÕÍÅÄ ȰÐÒÏÆÉÌÍÉÃȱ ɉÐÅÒÈÁÐÓ ÐÒÏ-gamic) action, the sameness of action is called 

into question. To what extent can we say a re-performed action is the same (and as 

such, causally indexical to a particular performative construct) as a prior action? 
                                                           
46  The concept of image instrument might be described in terms of using a map. A map is of course a 

representation of a location, but it is also an instrument that takes said location and renders it in a 
format usable for an activity such as finding or determining distance. We do not tend to 
differentiate the instrumental uses of the representation in relation to their actualityɂthe 
distance between point A and point B on a map is the ȰÒÅÁÌ ÄÉÓÔÁÎÃÅȱ ÉÒÒÅÓÐÅÃÔÉÖÅ ÏÆ ÍÁÐ ÕÓÅȢ  
Although maps tend to be iconic (bearing semblance) than indexical (causally linked), they are 
treated as indexical in the primary context in which they are used. 

47  The term avatar describes any in-game representation of the player (cursors, player characters, 
etc.) 

48  Presuming the eventual documentary framing of player activity is desired. 



 

 76 

Collins and Kusch suggest two kinds of order are apparent in action: orderly 

behavior (for which there can be an observable science), and orderly action (which 

requires participant's comprehension of it). Ordinary social life is full of order, but it 

is what they term ordered polymorphic action, mutually understood through 

common enculturation (as opposed to mimeomorphic actions, which can be 

understood through external observation). In the case of polymorphic action, only 

those versed in the relevant culture can see sameness properlyɂ in the case of 

mimeomorphic actions, the meaning of the action may also be observable to 

nonenculturated observers (such as computers)(28-29). It would then seem 

challenging to use digital games in the case of reconstituting or instantiating 

polymorphic actionɂthe implication being such action would necessarily need to be 

tied to player-to-player rule interpretation. If we accept that action is contextually 

embedded, the necessary temporal dislocation between documentary and its 

subject in and of itself suggests a challenge to sameness.  

Before we go further, we should tease out the distinction between real as not-

imaginary, and real as not artificial . While the action performed in games is most 

certainly not imaginary, even as it occurs in fictive worlds, it is also action that 

occurs in an explicitly designed environment. It is therefore not real, in that it is 

artificial. This distinction is implicated in the construction of meaning, since our 

actions, designed to be enacted, are distinct from actions we might view as causal or 

mundane. They take on qualities of intentionality and purpose not present in what 
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we might call natural or embedded actions. While Salen and Zimmerman suggest, 

"there is a special kind of lucidity and intelligibility about games...in ordinary life it is 

rare to inhabit a context with such a high degree of artificial clarity"(123), the truth 

is perhaps the opposite. It is everyday life that maintains a matter-of-course quality 

ÔÈÁÔ ÇÁÍÅÓ ÃÁÎÎÏÔ ÐÕÒÅÌÙ ÃÁÐÔÕÒÅ ×ÉÔÈÏÕÔ ȰÃÒÅÁÔÉÖÅ ÔÒÅÁÔÍÅÎÔȢȱ  

Perhaps the question of the "reality" of rules and enacted experiences within 

games isn't the right sort of question at all. By abandoning the notion that the rule 

structures and actions theÙ ÉÎÓÔÁÎÔÉÁÔÅ ÁÒÅ ÉÎ ÏÆ ÔÈÅÍÓÅÌÖÅÓ ȰÒÅÁÌȱ ÏÒ ÉÎÄÅØÉÃÁÌȟ ×Å 

could refocus on their role in expressive framing: specifically in the ways they 

encourage performative inquiry  (discussed further in Chapter 6). In this way, the 

ÂÉÎÁÒÙ Ȱreal or non-realȱ, becomes irrelevantɂwe would instead evaluate rules in 

relation to their efficacy in enhancing our understanding of the actual in relation to 

lived experience (i.e. true, or not true).  

Exploring specific cases 

In the following chapters, I discuss different strategies for crafting actuality 

within documentary games, which approach some of the inherent challenges (and 

opportunities) brought about by the digital medium and game form. I will do so 

through a focused analysis of specific gamesɂnot exemplars per se, but games that 

raise interesting questions and/or pose interesting solutions to these issues. 

Specifically, I examine indexical integration within the game JFK Reloaded, shifting 

phenomenological stance in the series Brothers in Arms, and enactment as inquiry in 
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Escape from Woomera, and in relation to my own work. This is not intended to be an 

exhaustive approach to documentary expression in gamesɂ rather, it is to identify 

interesting configurations of the index/framing dynamic within the context of 

specific works. I then further explore these themes through the creation process of 

one or more design sketches that play off of questions or opportunities emerging 

from the chapter. The sketch outcomes are also not intended as exemplars, but 

through their creation, I am able to consider, through practice, emerging issues and 

questions relating to the chapter theme, game analysis, and in many cases my 

framework for documentary games itself. 
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04 Examining Indexicality in JFK Reloaded49 

I would love to see computer, faced with the problems of probabilities 
of the assassination taking place the way it did, with all these strange 
incidents which to place before and are continuing to take place after 
the assassination. (Penn Jones)50 

DALLAS, TEXAS 
12:30 pm, November 22, 1963. 
 The Texas School Book Depository, sixth floor.  
The weather is fine.  
You have a rifle. (JFK Reloaded)  

Often the most well known documentary videogames are the most 

controversial. JFK Reloadedɂa game based on the assassination of American 

president John F. Kennedyɂis one of the better known examples. When it rose to 

public attention in 2004, the game added fuel to a growing outcry over violence and 

inappropriate content in videogames. It was explicitly condemned by politicians in 

the US, including the Kennedy family51ɂand even used to signify the moral vacuum 

of digital games in an episode of the television series Law and Order52.  JFKR has 

ÁÌ×ÁÙÓ ÆÁÌÌÅÎ ÂÁÃË ÉÎ ÄÅÆÅÎÓÅ ÏÎ ÉÔÓ ȰÄÏÃÕÍÅÎÔÁÒÙȱ ÓÔÁÔÕÓɀ specifically, that the core 

simulation at the heart of the gameplay, and supporting game elements such as 

                                                           
49   An earlier version of this chapter was published as Porembaȟ #ÉÎÄÙȢ Ȱ*&+ 2ÅÌÏÁÄÅÄȡ  Documentary 
&ÒÁÍÉÎÇ ÁÎÄ ÔÈÅ 3ÉÍÕÌÁÔÅÄ $ÏÃÕÍÅÎÔȟȱ ,ÏÁÄÉÎÇȣ 3.4 (2009). Used with permission. 

50  Rush to Judgment (1967). Cited in Bruzzi (19). 

51  Reuters. An additional admonition was sent to Traffic Games by US senator Frank Lautenberg  
(Galloway, McAlpine, Harris 329). 

52  Law and Order: SVU  Ȱ2Á×ȱ 3ÅÁÓÏÎ χ %ÐÉÓÏÄÅ φ ɉ/ÒÉÇÉÎÁÌÌÙ ÁÉÒÅÄ ρ .ÏÖÅÍÂÅÒ ςππυɊ 
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vantage points, are based meticulously on Warren Commission data53. Shortly after 

the game's release, Traffic's managing director Kurt Ewig (himself a former 

ÄÏÃÕÍÅÎÔÁÒÙ ÆÉÌÍÍÁËÅÒɊ ÓÔÁÔÅÄȟ Ȱ7Å ÂÅÌÉÅÖÅ ÔÈÁÔ ÔÈÉÓ is the first wave of these kinds 

of games looking at real-life events using interactive technology." The game has 

been unavailable since 2005, the former website for a time hosting the obituary: 

"Documentary history was made here 22nd November 2004. Long live the JFK 

Legacy. " 

In the game, players finds themselves positioned on the 6th floor of the Texas 

3ÃÈÏÏÌ "ÏÏË $ÅÐÏÓÉÔÏÒÙȢ  4ÈÅ ÐÒÅÓÉÄÅÎÔȭÓ ÍÏÔÏÒÃÁÄÅ ÅÎÔÅÒÓ ÔÈÅ ÆÉÒÓÔ-person view on 

the top left, and proceeds along the plaza. The player is given no initial instructions 

beyond the few paragraphs of scene-setting text quoted in the introduction to this 

chapter.  Using the right mouse button will create a viewpoint similar to looking 

through the sight of a rifleɂ yet by default, the player takes aim from a distance 

view of the action, with their cursor. The player is able to fire as many (or as few) 

shots as they wish, at whatever they wish, within the set timeframe of the event. 

After the set time has passed, the scene ends, and the player is presented with a 

score, and reviewing options. 

                                                           
53  A simulation based on motion geometry from the Zapruder film was also produced by David 

Meyers, to favorable reception, winning multiple awards (Schott and Yeatman 85). 
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4ÈÅ ÐÌÁÙÅÒȭÓ ÇÏÁÌ ÉÓ ÔÏ ÉÎÓÔÁÎÔÉÁÔÅ ÔÈÅ ÁÓÓÁÓÓÉÎÁÔÉÏÎ54 (as Schott and Yeatman 

ÄÅÓÃÒÉÂÅȟ ÔÏ ȰÁÃÈÉÅÖÅ ÃÏÎÓÉÓÔÅÎÃÙ ×ÉÔÈ ÔÈÅ ÁÃÔÉÏÎÓ ÏÆ Á ÌÏÎÅ ÁÓÓÁÓÓÉÎȱ ɉψςɊ), with 

their success measured against the historical record ɀspecifically, the Warren 

Commission report. JFKR provides an interesting case in the use of simulations both 

as indexical documents and as expressive frames in documentary videogames; 

particularly in cases involving complex and/or physical processes. The game also 

provides a vivid illustration of some of the issues discussed in the previous chapter, 

specifically in relation to what can and cannot be simulated within a digital game, 

and the limitations of simulation in understanding aspects of the historical world. I 

will argue a defensible indexical relation in JFKR lies between the game and the 

documentsɂÎÏÔ ÔÈÅ ÁÓÓÁÓÓÉÎÁÔÉÏÎ ÅØÐÅÒÉÅÎÃÅ ÉÔÓÅÌÆȢ !Ó ÓÕÃÈȟ ÔÈÅ ÇÁÍÅȭÓ ÐÒÉÍÁÒÙ 

strength as a documentary work is in re-engaging the archive, rather than 

simulating history. 

04.1 Simulations as index and expressive frame 

JFKR technically consists of two simulations: a physics simulation based on 

forensic data, and an event recreation containing the shooter, JFK, etc. Tracy 

Fullerton suggests simulation carries evidentiary weight, enough perhaps to 

establish indexical status. Both Fullerton (5) and Mark J. P. Wolf  (284) have noted 

                                                           
54  This is not the first work to recreate the JFK assassination, nor one to face accusations of poor 

taste. Ant Farm and T.R. Uthco's The Eternal Frame (1975) presented "an examination of the role 
that the media plays in the creation of (post) modern historical myths." The work presented a live 
re-creation of the assassination, using performers in drag (Himmelsbach 53). 
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forensic simulations, used in legal proceedings, have gone from being seen as 

suspect and prejudicial, to being legally admissible as substantive evidence, 

ÐÒÏÖÉÄÉÎÇ Á ȰÐÒÏÂÁÔÉÖÅ ÉÌÌÕÓÔÒÁÔÉÏÎ ÏÆ ÁÃÔÕÁÌ ÅÖÅÎÔÓȱ ɉ&ÕÌÌÅÒÔÏÎ υ). This suggests a 

shift in the way these judicial simulations are understood, as judges and juries have 

become more familiar with them (and particularly as procedural literacy has 

increased). While simulations are almost always presented within judicial 

proceedings as demonstrative evidence or argumentation (in other words, the 

simulation is not in itself evidence, but an extension of expert testimony [Menache 

36]), Wolf notes judges must now remind jurors, swayed by faith in the 

mathematical/scientific authority of th ese models, of their constructed nature. He 

stresses the need to recognize a) that a point of view comes from the programs, 

theories, and assumptions controlling the simulation, and b) its extraction (lack of 

situatedness) from any given event (Wolf 285). Fullerton goes on to posit that in the 

future we may embrace simulations that model aspects of history behaviorally so as 

to constitute evidence (Fullerton 6), as opposed to argumentation.  

(Ï×ÅÖÅÒȟ ÁÓ ÄÉÓÃÕÓÓÅÄ ÉÎ ÔÈÅ ÐÒÅÖÉÏÕÓ ÃÈÁÐÔÅÒȟ ÓÏÍÅ ÔÈÉÎÇÓ ÁÒÅ ÍÏÒÅ ȰÒÅÁÌȱ 

when simulated than others, and that simulations have more value in some contexts 

over others. For example, the ballistics simulation in JFK Reloaded can be highly 

accurate, presuming the accuracy of the core dataɂlaws of physics are easy to 

formalize mathematically, and such laws affect human experience so consistently 

they can be desituated in most cases, without having to reconsider whether or not 
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they will work in the same way. Semi-formal human systems (economics, 

bureaucracies), are less predictableɂit is possible to define some elements and 

ideal conditions fairly easily, but because they involve human interpretation of rules 

(again, whether a person decides whether to fill out form A or B), they cannot be 

entirely formalized. A game designer might model the ideal security procedures 

used to protect a president, but they can only guess how those procedures will be 

interpreted and instantiated in practice. Social systems55 are messyɂ often 

completely embedded, relying in large part on contextual meaning making and 

situated action. Arguably, anything that involves human interpretation is fluid, and 

not entirely  simulable. 

Actualizing algorithms 

Braxton Soderman suggests viewing indexicality in terms of the algorithm 

instead of trying to extend a tenuous (conceptual) indexical link to possible events 

ÉÎ ÔÈÅ ×ÏÒÌÄȢ (Å ÉÓ ÐÁÒÔÉÃÕÌÁÒÌÙ ÃÒÉÔÉÃÁÌ ÏÆ 7ÏÌÆȭÓ ÐÒÏÐÏÓÉÔÉÏÎ ÆÏÒ ÓÉÍÕÌÁÔÉÏÎÓ ÁÓ 

ȰÓÕÂÊÕÎÃÔÉÖÅ ÄÏÃÕÍÅÎÔÁÒÙȟȱ ÁÒÇÕÉÎÇ ÓÕÃÈ Á ÃÏÎÃÅÐÔÉÏÎ confuses the index with icons 

(only bearing a behavioral or conceptual resemblance to the world)56.  Soderman 

suggests assigning indexicality to algorithms would provide a route for examining 

the ideological influence of algorithms, leaving us more inclined and prepared to 

                                                           
55

 Into which you could include mental processes, as arguably the way we make even private 

meaning is socially defined. 

56  Although to ÃÌÁÒÉÆÙ 7ÏÌÆȭÓ ÐÏÓÉÔÉÏÎȟ ÈÅ ÉÓ ÎÏÔ ÐÒÏÐÏÓÉÎÇ ÁÎ ÁÌÔÅÒÎÁÔÅ ÓÔÁÎÄÁÒÄ ÆÏÒ ÄÏÃÕÍÅÎÔÁÒÙȟ 
ÂÕÔ ÄÅÓÃÒÉÂÉÎÇ ÁÎ ÅØÉÓÔÉÎÇ ÐÈÅÎÏÍÅÎÏÎ ÁÎÄ ÏÕÒ ȰÄÏÃÕÍÅÎÔÁÒÙ-ÌÉËÅȱ ÒÅÓÐÏÎÓÅ ÔÏ ÉÔȢ 
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analyze/deconstruct the particular work of computer programs (161)(in other 

words, abandoning the proposition of seeing through to the world). Tracy Fullerton 

ÅÃÈÏÅÓ ÔÈÉÓ ÐÏÓÉÔÉÏÎȟ ÁÎÄ ÐÅÒÈÁÐÓ ÂÒÉÎÇÓ ÉÔ ÃÌÏÓÅÒ ÔÏ 7ÏÌÆȭÓȟ ×ÈÅÎ ÓÈÅ ÒÅÍÉÎÄÓ Õs 

simulations cannot be understood solely through output (21), as they inevitably 

point  us back to the algorithm.   

Computational rules, or algorithms, may be considered hybrid forms. As 

presented in the previous chapter, the algorithm stands somewhat distinct as a 

quasi-object consisting of a fixed formal structure, and user interpretation. Such 

rules are partially situated,57 and contextualized within the designed environments 

of the computer. However, this places algorithms in an unstable position. Peirce 

explicitly states mathematical models such as found in geometry are not indexical; 

yet does allow for the representation of abstract concepts, such as time being 

indexically represented by the hands of a clock.  If one is compelled by force to the 

referent in the case of algorithmic representation, one would not be ground in the 

material world, but in a virtuality that we may in fact treat as an actuality. In other 

words, the hours in a day, and JFKRȭÓ ÇÕÎÓÈÏÔ ÐÈÙÓÉÃÓȟ ÁÒÅ both things we reference 

as actual objects in particular material situations in which they are embedded.  

The ballistics algorithm from JFK Reloaded can be argued indexical on the 

basis of the physical properties of the documented material evidence from which it 

was constructed. As such, its indexicality can be formulated in one of two ways. It 

                                                           
57

  The player is in fact in two situations: one willfully ignored. 
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can be seen as an indexical chain: linking the original event, through to the material 

evidence it left behind, to the documentation and measurement of said material, to 

TrafficȭÓ ÁÌÇÏÒÉÔÈÍɂeach one set in causal relation to each other. Since it is a 

physics simulation, it can be reasonably disentangled from the situation (contingent 

on the accuracy of the evidence), and does not rely on interpretation. Yet, it is not in 

and of itself meaningful outside of interpretation: for example, players can (and did) 

say it did not include alternate models such as the infamous grassy knoll58. Still, this 

is a rather extended chain, even if the links stand solid. Another way to view the 

indexical relations is to place the indexical bond directly between the algorithm, and 

the documented evidence directly. In this construct, the algorithm compels our 

attention towards the Warren Commission evidence, and makes it visible through 

its instantiations. This is a compelling interpretation when taken together with 

other game elements such as the reconstructed vantage points, which also reference 

Warren Commission documents. 

Framing the situation 

An understanding of the use and complexity of simulations should come into 

play in any analysis of the larger situational reconstruction in JFKR (the event 

simulation comprised of the assassination experience, of which the ballistics 

simulation is one part). For example, Ian Bogost draws attention to the performative 

                                                           
58  An expansion pack was actually released by Traffic a number of months later, in order to address 

(and refute) this as an alternate theory. 
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nature of assassination itself, noting how it provides insight into the spectacular 

quality of assassination. He suggests that, as the game allows for the discovery of 

alternative scenarios and strategies (Bogost specifically cites one point early on, that 

by taking out the driver the player can get a clear shot of Kennedy when the security 

ÄÅÔÁÉÌ ÓÃÒÁÍÂÌÅÓɊȟ ÐÌÁÙÅÒÓ ÃÁÎ ÍÁËÅ ÉÎÆÅÒÅÎÃÅÓ ÁÂÏÕÔ /Ó×ÁÌÄȭÓ ÄÅÃÉÓÉÏÎ-making 

process in taking the shots that he did, and conclude that the shock value of the 

chosen shots is significant in this assassination (Persuasive 133). This observation 

maintains a problematic tie to actuality, given the indexical value of this sort of 

simulation, and the presumed value of straying beyond the experience it defines 

(the shooting of JFK). Assumptions about alternative strategies may make sense 

within the microworld governed by game physics and AI, without holding true for 

the original, embedded situation. As mentioned earlier, the security procedures 

ÆÏÌÌÏ×ÅÄ ÂÙ +ÅÎÎÅÄÙȭÓ ÓÔÁÆÆȟ ÁÎÄ ÔÈÅ ÂÅÈÁÖÉÏÕÒ ÏÆ +ÅÎÎÅÄÙ ÈÉÍÓÅÌÆȟ ÁÒÅ ÎÏÔ ÏÎÌÙ ÎÏÔ 

modeled, but in fact not possible to model in this way. One can state with confidence 

what they did do, but not what they might have done. This is not a problem if game 

designers and players are exploring a range of possibilities, but becomes so if they 

are using this information to make conclusionsɂtreating these simulation 

outcomes as bearing a causal, indexical relationship to the data drawn from the 

historical record. In this case, the nature of the human interpretation implicit in this 

event makes for a very weak claim for indexicality, however conceived. Nonetheless, 
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as a form of argumentation, we may be able to tie this simulation not to indexicality, 

ÂÕÔ ÔÏ Á ÐÅÒÆÏÒÍÁÔÉÖÅ ÉÎÑÕÉÒÙ ÐÒÏÍÐÔÅÄ ÂÙ ÔÈÅ ÇÁÍÅȭÓ ÅØÐÒÅÓÓÉÖÅ ÆÒÁÍÅ. 

!ÌÔÈÏÕÇÈ /Ó×ÁÌÄȭÓ ÓÈÏÔÓ ÃÁÎ ÂÅ ÄÅÔÁÉÌÅÄ ÉÎ ÅÑÕÁÔÉÏÎÓȟ /Ó×ÁÌÄ ÃÅÒÔÁÉÎÌÙ ÄÉÄÎȭÔ 

need to follow those equations in order to shoot Kennedy. As discussed in the 

previous chapter, it is possible to model information that has great descriptive value 

(it happened that way in the past), but poor predictive value (having little bearing 

ÏÎ ÈÏ× ÓÏÍÅÔÈÉÎÇ ÍÉÇÈÔ ÈÁÐÐÅÎ ÉÎ ÔÈÅ ÆÕÔÕÒÅɊȢ 4ÈÅ ȰÔÒÕÔÈ ÖÁÌÕÅȱ ÏÆ Á ÓÉÍÕÌÁÔÉÏÎ ÃÁÎ 

ÖÁÒÙ ÄÅÐÅÎÄÉÎÇ ÂÏÔÈ ÏÎ ÔÈÅ ÎÁÔÕÒÅ ÏÆ ÔÈÅ ÔÈÉÎÇ ÂÅÉÎÇ ÓÉÍÕÌÁÔÅÄȟ ÏÎÅȭÓ ÉÎÔÅÒÐÒÅÔÁÔÉÏÎ 

of what that simulation means, and what claims are being made through the use of 

the simulation. As such, one must be critically aware and cautious of claims that 

games and simulations document real events. 

04.2 Use of analog indexicality 

JFK Reloaded does in fact integrate at least one piece of tradi tional indexical 

ÍÅÄÉÁȢ &ÏÌÌÏ×ÉÎÇ ÔÈÅ ÐÌÁÙÅÒȭÓ ÁÔÔÅÍÐÔ ÁÔ re-enacting the assassination, the game 

overlays audio from the Air Force One transmissions occurring during the JFK 

assassination. This audio is not addressed directly in any wayɂit simply provides 

ÁÎ ȰÁÕÔÈÅÎÔÉÃȱ ÐÏÓÔ-assassination backdrop during a series of stark screens 

presenting an analysis of the shots taken by the player evaluated against the 

historical record. As such, the audio occupies almost an iconic role in setting game 

atmosphere, and ÐÅÒÈÁÐÓ ÅÖÅÎ ÓÅÒÖÉÎÇ ÁÓ Á ÓÙÍÂÏÌ ÏÆ ȰÔÈÅ ÒÅÁÌȢȱ 
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The game presents other ideas for interface design integrating primary (and 

ÔÒÁÄÉÔÉÏÎÁÌÌÙ ÉÎÄÅØÉÃÁÌɊ ÄÏÃÕÍÅÎÔÓȢ !ÌÔÈÏÕÇÈ ÔÈÅ ÏÒÉÇÉÎÁÌ ÍÁÔÅÒÉÁÌ ÉÓÎȭÔ ÓÈÏ×Î ɉÌÉËÅ 

it is in a game like Brothers in Arms: Road to Hill 30), viewing positions such as 

Ȱ7ÁÔÃÈÉÎÇ *&+ȭÓ ,ÉÍÏ ÆÒÏÍ ɉ-ÁÒÙɊ -ÕÃÈÍÏÒÅȭÓ ρst ÌÏÃÁÔÉÏÎȱ ÁÒÅ ÂÕÉÌÔ ÆÒÏÍ ÔÈÅÓÅ 

related documents and images in the Warren Commission files. As such, players can 

engage these documents to get a better view of their outcome, and potentially use 

ÔÈÅÍ ÁÓ ÓÕÃÃÅÓÓ ÃÕÅÓȢ )Î ÆÁÃÔȟ &ÕÌÌÅÒÔÏÎ ÄÏÅÓ ÔÈÉÓ ÅØÁÃÔ ÔÈÉÎÇȡ ȱ7ÈÁÔ ÉÔ ÒÅÁÌÌÙ ÍÅÁÎÓ ÉÓ 

negotiating my own personal memory of something I have seen hundreds of times 

in the past: the home movie footage shot by Abraham Zapruder. I know when to 

shoot, and what I should hit with each shot, primarily because I have seen the event 

ÈÁÐÐÅÎ ÓÏ ÍÁÎÙ ÔÉÍÅÓ ÉÎ ÃÌÉÐÓ ÆÒÏÍ ÔÈÉÓ ÆÏÏÔÁÇÅȱ ɉςπɊȢ 3ÃÈÏÔÔ ÁÎÄ 9ÅÁÔÍÁÎ ÆÕÒÔÈÅÒ 

ÎÏÔÅȡ Ȱ4ÈÅ ÓÉÍÕÌÁÔÉÏÎ ÆÉÒÓÔÌÙ ÒÅ-frames the actions of the player against the Zapruder 

film, this time replaying the events of the player's action within the simulation. 

When the player's shots are fired too early or late, the impact and familiarity of the 

ÏÒÉÇÉÎÁÌ :ÁÐÒÕÄÅÒ ÆÉÌÍ ÏÎ ÏÕÒ ÐÓÙÃÈÅ ÉÓ ÑÕÉÔÅ ÃÌÅÁÒÌÙ ÕÎÄÅÒÌÉÎÅÄȱ ɉψχɊȢ 4ÈÉÓ might 

suggest where JFKR really succeeds is in engaging players with documents (such as 

the Zapruder document), rather than in the assassination itself. 
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04.3 Challenges in game design 

To some extent, a game like JFK Reloaded illustrates the challenges of the 

second-order design59 ÔÈÁÔ ÁÒÅ ÐÒÅÓÅÎÔ ÉÎ ÁÌÌ ÇÁÍÅÓȡ ÙÏÕ ÃÁÎȭÔ ÓÔÏÐ ÐÌÁÙÅÒÓ ÆÒÏÍ 

ÒÅÓÉÓÔÉÎÇ ÓÕÃÈ Á ÄÏÃÕÍÅÎÔÁÒÙ ÅØÐÅÒÉÅÎÃÅȟ ȰÆÏÏÌÉÎÇ ÁÒÏÕÎÄȟȱ ÐÌÁÙÉÎÇ ×ÉÔÈ ÔÈÅ ÐÈÙÓÉÃÓ 

ÁÎÄ ÉÇÎÏÒÉÎÇ ÔÈÅ ÃÏÎÔÅØÔȟ ÁÎÄ ÏÔÈÅÒ×ÉÓÅ ÕÓÉÎÇ ÔÈÅ ÇÁÍÅ ȰÄÉÓÒÅÓÐÅÃÔÆÕÌÌÙȢȱ !Ó 3ÃÈÏÔÔ 

and Yeatman point out, the design of JFKR accommodates paidea pleasures, 

ȰÁÌÌÏ×ÉÎÇ ÔÈÅ ÐÌÁÙÅÒ ÔÏ substitute the tools of play intended for mission based 

games, activities ordered under a system of rules, with paidea, activities that have 

no objective usefulness beyond the pleasure that the player extracts from the 

ÁÃÔÉÏÎȱ ɉψυɊȢ (Ï×ÅÖÅÒȟ ÔÈÅ ÇÁÍÅ ÄÅÓÉÇÎ ÄÏÅÓ ÓÕÇÇÅÓÔ Á ÒÅÁÌ ÉÎÔÅÎÔÉÏÎ ÔÏ ÆÒÁÍÅ ÉÔÓ 

core documents in an accurate and justifiable way. Take for example the scoring 

system: the target for first shot is the ground; there is a ÂÁÌÌÉÓÔÉÃ ȰÆÕÄÇÅ ÆÁÃÔÏÒȱ ÏÆ 

1.25 seconds; there is no accuracy bonus awarded (as bullet was never found), and 

there is no ricochet point. Upgrade 1.02 contains accuracy corrections to the data 

model that corrects minor errors in the way this first shot was implemented in the 

ballistics simulation. These design and upgrade decisions would indicate a 

commitment to historical fidelity over a more generic gameplay. The original site 

even nods to transparency, inviting players into the details of how the simulation 

works (Schott and Yeatman 90). 

                                                           
59

 The design of the conditions of experience, rather than the direct design of experience itself.   
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The most common rebuttal against the design intent seems to come from the 

$10 000 reward Traffic offered at game launch to the player who got closest to 

instantiating the historical record (i.e. performing the assassination as it had 

occurred). This interpretation of intent tends to ignore the nature of the algorithm 

ÁÔ ÔÈÅ ÃÏÒÅ ÏÆ ÔÈÅ *&+2 ÅØÐÅÒÉÅÎÃÅȢ /ÎÅ ÏÆ ÔÈÅ ËÅÙÓ ÔÏ ÓÕÐÐÏÒÔÉÎÇ 4ÒÁÆÆÉÃȭÓ ÐÏÓÉÔÉÏÎ 

on the accuracy of the Warren Commission report is a broad base of instantiations 

that in turn testify to the fidelity of their ballistics algorithm. Fullerton and 

Soderman note it is only over several passes through the algorithm that we can see 

indexicality in its output.  

The indexicality of recording media boasts a reliance on a non-human (and 

thus a perceived non-subjective) mechanical process, and a traditional framing of 

ÔÈÅ ÃÉÎÅÍÁÔÉÃ ÁÐÐÁÒÁÔÕÓ ÁÓ Á ÓÃÉÅÎÔÉÆÉÃ ÉÎÓÔÒÕÍÅÎÔ ɉ7ÉÎÓÔÏÎȟ Ȱ3ÃÉÅÎÔÉÆÉÃ )ÎÓÃÒÉÐÔÉÏÎȱ 

38). Brian Winston notes early efforts to bolster the scientific status of the camera-

instrument continues to condition reception todayɂcultivating the view that the 

camera never lies, and that it produces analogues of nature, similar to other 

scientific instruments60 (l ike the thermometer, scale, etc.). The ballistics simulation 

at the heart of a documentary videogame like JFK Reloaded has a lot in common, in 

this sense, with the recorded documentɂcontinuing the desire of disentanglement 

of human intervention from historical authenticity. Here computational simulation 

                                                           
60

 Like the thermometer, we don't have to know quite how it works (in terms of the scientific 

ÐÒÉÎÃÉÐÌÅÓ ÇÕÁÒÁÎÔÅÅÉÎÇ ÉÔÓ ȰÔÒÕÔÈȱɊȟ ×Å ÊÕÓÔ ÈÁÖÅ ÔÏ ÒÅÁÄ ÔÈÅ ÉÎÓÔÒÕÍÅÎÔȟ ÁÎÄ ÕÎÄÅÒÓÔÁÎÄ ÔÈÅ ÄÁÔÁ 
ɉȰ3ÃÉÅÎÔÉÆÉÃ )ÎÓÃÒÉÐÔÉÏÎȱ τπ-42). 
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ÐÒÏÖÉÄÅÓ ÔÈÅ ÉÄÅÁÌ ȰÉÎÓÔÒÕÍÅÎÔÁÌÉÔÙ ÏÆ Á ÎÏÎÌÉÖÉÎÇ ÁÇÅÎÔȱ ɉ-ÏÒÁÎ ςυψɊȟ ×ÈÉÃÈ ÉÎ 

documentary film is provided by the camera. But more significantly, the apparent 

removal of human intervention creates a kind of causal indexicalityɂan event 

necessarily resulting from the simulated processes being presented.  

7ÈÅÎ ÐÌÁÙÅÒÓ ȰÓÅÅ ÔÈÒÏÕÇÈ ÔÏ ÔÈÅ ×ÏÒÌÄȱ ÉÎ JFK Reloaded, what do they see? 

The indexical value of the simulations in JFK Reloaded is not the real life event at all, 

but the Warren Commission (and related) documents to which there is that strong 

ÉÎÄÅØÉÃÁÌ ÌÉÎË ÅØÃÅÅÄÉÎÇ ÁÎÁÌÏÇÙȢ )ÓÎȭÔ JFK Reloaded really a documentary about this 

data set and the controversies surrounding it (the ballistics information, the camera 

viewpoints, our reliance on an iconic relationship between the game representation 

ÁÎÄ ÃÕÌÔÕÒÁÌ ËÎÏ×ÌÅÄÇÅ ÏÆ ÔÈÅ ÅÖÅÎÔɊȩ !ÎÄ ÉÆ ÓÏȟ ×ÈÙ ÎÏÔ ÕÎÄÅÒÓÔÁÎÄ ÔÈÅ Ȱ/Ó×ÁÌÄȱ 

role as the equivalent of a forensic investigator,61 as opposed to a role-play 

character? Galloway, McAlpine, and Harris reach a similar conclusion in their 

analysis of the work, observing the media backlash in particular downplays a 

ÒÅÁÄÉÎÇ ÏÆ ÔÈÅ ÇÁÍÅ ÆÏÃÕÓÅÄ ÏÎ ȰÍÏÒÅ ÉÎÖÅÓÔÉÇÁÔÉÖÅȟ ÅØÐÌÏÒÁÔÏÒÙ ÍÅÔÈÏÄÓ ÏÆ 

ÉÎÔÅÒÁÃÔÉÏÎȱ ɉσςωɊȢ #ÈÉÌÌ ÏÆ ÐÓÙÃÈÏÐathic detachment ɀ or chill of the scientific 

detachment society demands to make sense of events?62 If JFKR is indexical at all, 

                                                           
61

 These kinds of CSI recreations ÁÒÅÎȭÔ ÃÏÍÍÏÎÌÙ ÐÅÒÃÅÉÖÅÄ ÁÓ ȰÓÉÃËȱ ÏÒ ȰÔÁÓÔÅÌÅÓÓȱɂthey are 

simply part of the process of trying to understand the event based on the evidence. 

 

62
 One could suggest the off-colour jokes that often come into play in forensic work are not a signal 

of dehumanization, but a release that re-establishes humanity. The joke serves this function 
because it always conversely reminds us this is not a joke that should be told. 
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referring to the world, it is to the documents it is more compellingly tied, not the 

world beyond them. It is an argumentative frame for, and a testament to the reality 

ÏÆȟ ÔÈÅ ÄÏÃÕÍÅÎÔÓ ÃÅÎÔÒÁÌ ÔÏ ÔÈÅ ÇÁÍÅȭÓ ÐÒÏÄÕÃÔÉÏÎȢ  

This analysis is not intended to skirt public concerns about games like JFK 

Reloaded. The game has ethical implications for documentary game design as a 

whole, particularly if it is considered in the context of the decoupling of 

representation and action, and player accounts of insensitivity to the larger meaning 

of game actions. Still, using a game structure as a meaning-building, expressive 

frame proves an interesting way of dealing with a relatively fixed historic outcome, 

but a multi-form truth.  The game fails to make a strong documentary claim as an 

assassin simulator, but succeeds as an engagement with forensic documents (in 

other words, its mode is more indexical than performative). While these are 

arguably some of the most well-traveled forensic documents in human history, this 

ÄÏÅÓÎȭÔ ÍÅÁÎ ÓÉÍÉÌÁÒ ÔÅÃÈÎÉÑÕÅÓ ÃÁÎ ȬÔ ÓÕÃÃÅÅÄ ÉÎ ÅÎÇÁÇÉÎÇ ÌÅÓÓÅÒ ËÎÏ×Î ÁÒÃÈÉÖÅÓȢ 

The JFK assassination itself is transitioning past emotional impact (as it fades from 

direct personal memory), and now largely focuses on technics of conspiracy theory 

ÁÎÄ ÔÈÅ ÒÈÅÔÏÒÉÃ ÏÆ Á Ȱ×ÈÏ ÄÏÎÅ ÉÔȱ ÍÙÓÔÅÒÙ ÎÁÒÒÁÔÉÖÅȡ ÆÒÏÍ Ȱ×ÈÅÒÅ ×ÅÒÅ ÙÏÕȱ ÔÏ 

Ȱ×ÈÏ ÄÏ ÙÏÕ ÂÅÌÉÅÖÅȩȱ )Ô ÉÓ ÉÎ ÔÈÉÓ ÃÕÌÔÕÒÁÌ ÍÉÌÉÅÕ ÔÈÁÔ JFKR finds its place.  

Games such as JFK Reloaded are easy to dismiss, but when critics and 

gamemakers do, they fail to look at lessons of these games. One important 

observation that can be taken from JFKR is the disjuncture between the mechanics 
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and the emotions of an event. Clearly, the mathematical, clinical re-enactment of 

such a deeply emotional event has caused a great deal of public concern. The irony 

here is that people do pour over the technical details of the assassination in search 

for truth, healing, and rationality. In a way, a documentary game such as JFK 

Reloaded is a poetic fit to, and perhaps an inadvertent critique of, this mindset. 

While there exists a fear that the formalism of computing inherent to digital 

games (and by extension to documentary games) reinforces a logical, rationalist 

×ÁÙ ÏÆ ÖÉÅ×ÉÎÇ ÔÈÅ ȰÒÅÁÌȱ ×ÏÒÌÄȟ ÁÓ ÉÓ ÁÐÐÁÒÅÎÔ ÉÎ JFK Reloaded, there is reason to be 

optimistic. In film documentary, which faces the challenge of depicting internality 

and other things non-visible, this restriction ends up being a rich realm for creative 

exploration. As Errol Morris is fond of noting, there is no such thing as a "veritas 

lens" providing a magical truthful picture in film documentary. Likewise, there is no 

ȰÖÅÒÉÔÁÓ ÅÎÇÉÎÅȱ ÄÒÉÖÉÎÇ ÔÒÕÔÈ ÉÎ ÄÉgital games.  A closer, critical reading of JFKR can 

foreground the way formal structures can be used to frame certain kinds of 

actuality, and in the end, can also be used to critique such structures and 

worldviews. What is key to the documentary game is this framing. The formal 

structure of the game can serve as a means of commentary and meaning making for 

its constitutive documents: an experience of those digital documents best conveyed 

in a procedural, interactive form. 
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04.4 Indexical design sketches 

This series of design sketches explores ways in which understandings of 

indexicality might extend into videogames. One of the easiest ways to address the 

ÄÉÇÉÔÁÌ ÉÎÄÅØÉÃÁÌÉÔÙ ÇÁÐ ÉÓ ÂÙ ÔÁËÉÎÇ ÁÄÖÁÎÔÁÇÅ ÏÆ ÃÏÍÐÕÔÁÔÉÏÎÁÌ ÍÕÌÔÉÍÅÄÉÁȭs ability  

to incorporate documents commonly seen as indexical (such as audio, photography, 

and video). The challenge with this approach is both to maintain a coherent and 

unified flow and aesthetic through the gameworld, and to a lesser extent manage file 

size issues that may impact hardware performance.  While it is also compelling to 

consider computational-native indexicality (like data capture and incorporation), 

this presented a challenge in relation to the project timeline, resources, and 

intervention with the documentary subject. The challenge here was to explore ways 

of naturalizing captured data, on both the side of production and gameplay.  

 These sketches further  address the design choices for incorporating 

indexical materials (used as such) into digital games. Some of the initial questions 

that occurred with this design experiment included: 

¶ (Ï× ÃÁÎ ×Å ÉÎÔÅÇÒÁÔÅ ÄÁÔÁ ȰÔÉÍÅȱ ×ÉÔÈÏÕÔ ÉÎÔÅÒÒÕÐÔÉÎÇ ÇÁÍÅ ÆÌÏ×ȩ 

¶ How do we capture and process data, with an eye to maintaining a sense of 
transparency and limiting intervention ?  

¶ How might non-fiction spatial storytelling facilitate the integration of 
indexical documents?  

¶ How do you make transparent exactly what this data is, in keeping with an 
ethical imperative to document truthfully? 
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Sketches: Integrating Media 

These sketches experiment with ways of integrating traditionally captured 

data (specifically photography, video and audio) into a game environment, while 

exploring different aesthetic relationships between the materials. 

 

 
Figure 3:  Initial experiment in creating a photographic interactive environment in a 3D engine. 

 

Having seen, what I considered to be, the failure of some documentary 

videogames to manage the interpretive disjuncture created in combining materials 

that prompt different viewing positions, and having observed attempts to manage 

this in games like JFK Reloaded (this I discuss further in Chapter 4), I came in to 

these experiments with some expectation of having to find a workable balance 

between captured and created materials. Nonetheless, I was still surprised to 

encounter issues such as the difficulty in distinguishing indexical and realistic 3D 

rendered materials ɉÔÈÉÓ ÉÎÉÔÉÁÌÌÙ ÏÃÃÕÒÒÅÄ ÉÎ ÔÈÅ Ȱbecoming ÒÅÁÌȱ ÓËÅÔÃÈÅÓ 

documented in Chapter 5). This became particularly problematic in instances where 
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the recognition of certain material as indexical was an important part of the 

documentary game experience. 

 
Figure 4: Initial collaged environment design (with photo). 

 
Figure 5: Photos presented for discovery under the introductory grime layer. The first two images are 

used poetically to recall moments of grimewriting experience. The last one is from Moose's practice. The 
images have been altered in saturation and colour balance to better blend with the 3D modeled grime 

surface. 
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In attempt to subvert the illusion of a fully rendered 3D environment (my 

ÓÐÅÃÉÆÉÃ ÃÏÎÃÅÒÎ ÉÎ ÔÈÉÓ ÃÁÓÅ ×ÏÕÌÄ ÂÅ ÔÈÁÔ ÂÙ ȰÒÅÁÌÉÓÔÉÃÁÌÌÙȱ ÍÏÄÅÌÉÎÇ ÔÈÅ 

documentary site, I would be inadvertently implying that the visual reconstruction 

itself contributed to documentary quality, which was not the case in this particular 

scenario), I initially made several attempts to foreground the constructedness of the 

game space. While working to create a harmonious integration of indexical material, 

) ÂÅÇÁÎ ÔÏ ÔÈÉÎË ÁÂÏÕÔ ÔÈÅ ÐÁÒÁÍÅÔÅÒÓ ÏÆ ȰÔÁÍÐÅÒÉÎÇȱ ×ÉÔÈ ÉÎÄÅØÉÃÁÌ ÉÍÁÇÅÓȟ ÁÓ ÍÁÎÙ 

photos and audio segments brought in required extensive editing in order to mesh 

with the overall environment, and with the interaction itself. This was true for both 

photographic images (that often required significant cropping and colour correction 

in order to blend aesthetically with other materials); and audio clips, which lost 

context when edited down to smaller, more flexible, clips. 

 
Figure 6: Interview integrated directly into the "narrative space" of the game environment (rather than 

presenting media in a window). 
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Indeed, as indexical audio tends to be long and not terribly mutable, the 

drastic alteration of the audio interview ( see Device_Demo.mov 0.00 -0.35 on DVD ) 

within my creation process let me to consider issues with audio documentary as a 

form (this observation is presented in the theoretical discussion earlier in this 

chapter). However the reworking of materials also opened certain creative doorsɀ 

in the case of audio, presenting the opportunity for emergent layering between 

sound clips. 

4ÈÅ ÅØÁÍÐÌÅÓ ÆÏÕÎÄ ÕÎÄÅÒ ÔÈÅ Ȱ"ÅÃÏÍÉÎÇ 2ÅÁÌȱ ÓËÅÔÃÈÅÓ (Chapter 5) may also 

be incorporated into this sketch theme. 

Sketches: Playing with Data 

While previous sketches incorporated traditional (or even analog) indexical 

material, the goal of this series of sketches was to explore digitally-native 

indexicality. However, this presented significant technical and conceptual 

challenges. Making a proposition for motion capture indexicality is relatively easyɀ 

but the specialized expertise and technical setup involved, and the intrusive nature 

of the technology (whether it be camera based, or using on-body sensors), creates a 

significant barrier to using this strategy in documentary game creation. At present, 

digital indexicality would appear to lack both technical support and, interestingly, 

creator transparency. 
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Figure 7:  Alternate character subjectivities for data representation. Motion video available at 

http://vimeo.com/25639859 (password docgames) and on the companion DVD. 
 

While motion capture was not a practical option to explore, I did examine other 

areas of data capture and integration within the context of the design sketches. Here, two 

early conceptual sketches are presented. In the first, a character design adapts according 

to a data setðwho the player is currently playing varies depending on in-game decisions 

they have made, and states they have brought about (for example, surviving to a certain 

point). This is a variant on a visualization that destabilizes the association with avatar and 
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performance, highlighting the ñthird spaceò rather than suggesting an immersive ideal
63

. 

This sketch was a thought experiment in creating ñvisualizationsò that work within an 

interactive narrative (without seeming too much like ñdataò). The sketch, as currently 

conceived, involves a rapid change in data, which would require a very specialized data 

set. A more likely scenario that could incorporate this concept is an evolution over 

timeðalthough this could in turn create issues in maintaining dual states over an 

extended period (i.e. how long could you play two overlayed characters?). The 

construction of data also becomes evident on the production size, as much data analysis 

needs to occur to assign ñstates.ò 

With the second sketchða ñregrimingò scenario in which a clean wall would 

gradually become dirty according to a data set drawn from pollution monitoringðI again 

found myself confronting the role of the indexical transparency ideal (in terms of 

documents) on the side of production. As Whitelaw has also observed in relation to 

visualization, the process from data to visualization is obscured to the audience, but 

readily apparent as a design process to the creator.  

                                                           
63    Note: this sketch is at the stage of concept drawing (not integrated with any particular data set). 
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Figure 8: Processing data during the visualization process. 

 
Figure 9: Street view: various stages of the "regriming" process, over time. 
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Figure 10: Environmental (air quality) data reinterpreted as a "regriming" process. The link manifests 

as more argumentative than indexical. 

While the sketch, initially intended as a means of incorporating captured data 

and thus reinforcing indexicality, was ostensibly a failure (given my goal was to 

present a digital indexicality without the apparent intervention of a human 

interpretive  agent), the tension between what I had thought I could do, and the 

dissatisfaction with having to engage in such a clear crafting process, is a significant 

outcome that warrants further exploration. 
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05 Phenomenological Shift in Brothers in Arms 

Many of the tidbits you unlock offer ÇÅÎÕÉÎÅ Ȱwowȱ moments where 
you realise just how close the game you just played was to the real 
thing. (Ramsay) 

Even given the reconstruction of witness vantage points, JFK Reloaded never 

quite manages to reorient the players viewing stance to the extent accomplished by 

the commercial game series Brothers in Arms64.  Yet the Brothers in Arms series of 

games do not present themselves as documentary. Instead the aim of developer 

Gearbox is to create as authentic an experience as possible. In other words, their 

goal is to produce a high level of realism, without having to argue things within the 

game are actual65.  This is an approach we can observe in other games that make 

heavy use of indexical material in the service of realism:  including some sports 

games and music performance games such as the Rock Band and Guitar Hero series. 

These games are still interesting to look at in relation to self-identified documentary 

videogames, because while in some cases, gamemakers could present a defensible 

documentary claim, their material and presentation is not used in the service of 

documentary.   

The Brothers in Arms series follows the true story of the 101st Airborne 

Division (502nd Parachute Infantry Regiment), from their initial drop behind 

                                                           
64  The Brothers in Arms series originates with Road to Hill 30, and has been followed up with two 

sequels, Earned in Blood, and (ÅÌÌȭÓ (ÉÇÈ×ÁÙ. This research focuses primarily on Road to Hill 30, 
and the 2008 Wii port Double Time, which is comprised of both Road to Hill 30 and Earned in 
Blood. 

65  While they might present both indexicality, and an expressive frame contextualizing this material, 
they do not use either resource as a basis for a claim to actuality. 
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German Lines on D-Day, to the later stages of WWII. In the game, players take the 

role of fictional character Sergeant Matt Baker, the reluctant squad leader of the 

regiment. Brothers in Arms presents a slower, more team-focused style of gameplay 

than many of its ȰÒÕÎ ÁÎÄ ÇÕÎȱ counterpartsɂin order for players to succeed at the 

various game objectives, they must use their (AI controlled) team to strategically 

"Find, Fix, Flank, and Finish" the enemy. Losing members of the team (before their 

time) seriously compromises mission objectives, which is a strong disincentive. 

However, upon losing a member of the core squad or failing at an objective (the two 

are often intimately linked), players are given the ÏÐÔÉÏÎ ÔÏ ȰÃÏÒÒÅÃÔȱ ÔÈÅ ÎÁÒÒÁÔÉÖÅ 

and revive the lost character(s). As the game reminds us, ×ÁÒ ÉÓÎȭÔ ÆÁÉÒȟ ÂÕÔ ÖÉÄÅÏ 

games should be. 

Brothers in Arms presents a meticulous 3D spatial reconstruction of World 

War II Europe, based on perhaps the most extensive research undertaking ever to 

feature in a digital game production. Gearbox programmer Corrinne Yu describes 

using British spy plane footage taken every three hours as a basis for one scenario 

design in (ÅÌÌȭÓ (ÉÇÈ×ÁÙ. Yu states wherever historical photos and footage were 

available, the production team felt obliged to recreate them within the game 

ɉȰ/ÐÅÒÁÔÉÏÎ -ÁÒËÅÔ 'ÁÒÄÅÎȱ).  The spatial environment is not the only thing the 

game attempts to recreate. Producer Randy Pitchford reveals all non-player 

characters (NPCs) at the rank of lieutenant and higher are based upon an actual 

historical figure (such as Lt. Col. Robert G. Cole [March 19, 1915 ɀ September 18, 
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1944], and Lt. General Robert F. "Bob" Sink [April 3, 1905 - December 13, 1965]). 

While NPCs at a lower rank are still based on someone (lead character Matt Baker 

has been described as an amalgam of several WWII servicemen), their  name and 

personality, and various identifying details, have been changed ɉȰ2ÏÌÌ #ÁÌÌȱɊȢ  

Like JFK Reloaded, Brothers in Arms does not present indexical material 

directly within its playable gameworld (i.e. the environment in which the primary 

gameplay occurs)66. Unlike JFK Reloaded, it not only references historical 

documents, it introduces them within the game67 in the form of unlockable reward 

extras. These extras including an impressive array of documents: images of original 

reports, letters, maps and photographs from the specific WWII scenarios being 

ÐÌÁÙÅÄȟ ÂÕÔ ÁÌÓÏ ȰÍÁËÉÎÇ ÏÆȱ ÄÏÃÕÍÅÎÔÁÔÉÏÎ ÏÆ ÔÈÅ ÄÅÖÅÌÏÐÍÅÎÔ ÔÅÁÍȭÓ research and 

creation process.  There are a couple of interesting ways this ties back to the 

gameplay experience. When you engage in play in Brothers in Arms: Road to Hill 30, 

the world you are placed in is exquisitely renderedɂ but this is no different than 

any number of games (shooter and otherwise) that take place during wartime, or 

even WWII explicitly. Indeed, there are countless gritty tactical shooters out there, 

and although the Brothers in Arms series has a distinctively slower-paced and team-

centric style of play, there is nothing obvious in the gameplay itself that would 

necessarily yield the player to see through the gameworld to the actual world 

                                                           
66  As noted in Chapter 4, JFK Reloaded does include audio recordings, but it is incorporated into the 

non-playable evaluation (score) section of the game, not the primary gameplay. 

67  "ÒÉÁÎ 2ÅÊÁÃË ÄÅÓÃÒÉÂÅÓ ÔÈÅÓÅ ÅØÔÒÁÓ ÁÓ ÅØÉÓÔÉÎÇ ȰÂÏÔÈ ÉÎÓÉÄÅ ÁÎÄ ÏÕÔÓÉÄÅ ÔÈÅ ÇÁÍÅȱ ɉτρφɊȢ 
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(excluding, of course, specific personal relationships to the game or its contentsɂ 

for example, if a veteran was playing a battle in which he had taken part, or perhaps 

if a player was firing a weapon they had used on a firing range). The game at this 

point can be seen as highly authentic and richly rendered, without slipping from its 

status as a historical fiction.  

Where things get complicated is in the juxtaposition between the archival 

documents in the reward screens, and the player's re-encounter with the 

gameworldɂ whether through the play of future scenarios, or in reflecting on past 

gameplay. A phenomenological shift is created, in which material that was 

unproblematically not real, has begun to take on an aura of actuality. The map that 

was fully designed and rendered now becomes archival surrogateɂ an animated 

means of traversing an indexical document. The AI behavior that was previously 

ignored becomes a re-enactment of an actual after-action report.  

If when we are talking about indexicality we are more interested in a feeling 

or quality of actuality, than an independently verifiable guarantor of reality, then 

perhaps it is more valuable to consider our orientation towards the material we 

deem indexical, rather than an innate material indexical bond between an object 

and its representation. Paul Ward describes this as a shift in modality, to sober 

ÄÉÓÃÏÕÒÓÅȟ ÐÒÏÍÐÔÉÎÇ ÄÏÃÕÍÅÎÔÁÒÙ ÁÕÄÉÅÎÃÅÓ ÉÎÔÏ Á ×ÁÙ ÏÆ ÖÉÅ×ÉÎÇ ȰÁÓ ÒÅÁÌȱ 

(Ȱ!ÎÉÍÁÔÅÄ 2ÅÁÌÉÔÉÅÓȱ ÐÁÒȢ15).   Ward suggests if we respond to material in a way 

that recognizes its direct relationship to actuality, we can have a legitimate 
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ͼÄÏÃÕÍÅÎÔÁÒÙ ÒÅÓÐÏÎÓÅͼ ÔÏ ÏÔÈÅÒ×ÉÓÅ ÎÏÎȤÉÎÄÅØÉÃÁÌ ÍÁÔÅÒÉÁÌȟ ÓÕÃÈ ÁÓ ÁÎÉÍÁÔÅÄ 

documentaries or dramatized reconstructions (Margins 30). These materials may 

not fit formal definitions of indexicality, but we respond to them with the faith 

afforded to indexical documents (specifically, letting them ground us in the material 

world). Ward suggests a peculiar dialectic is set up between knowing that, for 

example, an animated film is about a real person, and juxtaposing or warranting the 

ÎÏÎȤÉÎÄÅØÉÃÁÌ ÁÎÉÍÁÔÉÏÎ ×ÉÔÈ ÉÎÄÅØÉÃÁÌ ÍÁÔÅÒÉÁÌȟ ÓÕÃÈ ÁÓ ÖÏÉÃÅ ÒÅÃÏÒÄÉÎÇ ɉMargins 

91).   

Noel Carroll presents a theory of indexing68, in which documentary material 

calls for certain modes of reception (cited in Plantigna, 20). According to Carl 

Plantigna, indexing is a social phenomenon, and to a degree is independent of 

personal uses of a text (20). So while a text could mean more than one thing given a 

person's viewing perspective, works that we call documentary tend to be socially 

agreed-upon (or debated), not contingent on each individual's interpretation. In 

other words, you will not expect to find the classic police procedural Bullitt  in the 

documentary section of the video store simply because one recognizes a street in 

San Francisco where you used to live, or because you choose to use it as a document 

of a Steve McQueen performance. Still, while a shift in viewing orientation does not 

define a work (whether film or game) as documentary, it can play a valuable role in 

reinforcing documentary quality in conjunction with other indicators. Furthermore, 

                                                           
68 (ÅÒÅ ÍÅÁÎÉÎÇ ȰÌÁÂÅÌÉÎÇȱɂnot to be confused with index in the semiotic sense. 
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such a shift is not exclusively a logical-rational process based on our prior 

knowledge, and/or the way in which the material is presented. In techniques such 

as re-photography, rotoscoping and motion capture, un- articulable qualities of real 

appear to bleed off of the indexical, and re-orient our response to non-indexical 

materials. Independent of whether the shift is brought about logically or viscerally, 

the response is the same: although what we are viewing does not retain indexical 

correspondence, knowledge of the indexical material underpinning the viewing 

ÅØÐÅÒÉÅÎÃÅ ÔÒÉÇÇÅÒÓ ÖÉÅ×ÉÎÇ ȰÁÓ ÉÆȱ ÒÅÁÌȢ &ÏÃÕÓ ÓÈÉÆÔÓ ÆÒÏÍ ×ÈÅÔÈÅÒ ÔÈÅ ÍÁÔÅÒÉÁÌ ÆÉÔÓ Á 

defensible argument for indexicality, and towards its power to create an indexical 

effect. 

Documentary animation has already taught us much about the power of 

juxtaposition to create a bleed-through between indexical and designed (animated) 

materials. In Anlända's The Real Place, an audio interview with playwright John 

Murrell is combined with hybrid animation work that integrates indexical images 

from photos and video, with 3D animation. In Ari Folman's Waltz with Bashir, (a 

2008 animated film documenting Folman's traumatic experience in the 1982 

Lebanon War) a live-action scene is strategically placed at the end of the film to 

create a shock shift in retrospective stance in relation to the film's actuality ɂ what 

you have seen is real69. This effect can even run both ways: documentation of the 

                                                           
69  4ÈÉÓ ÉÓ ÎÏÔ ÅÎÔÉÒÅÌÙ ÕÎÐÒÏÂÌÅÍÁÔÉÃȟ ÁÓ "ÅÌÌÁ (ÏÎÅÓÓ 2ÏÅ ÏÂÓÅÒÖÅÓȡ  ȰThe conclusion of the film with 

the live action archive footage suggests narrative resolution  ȣ The question remains, however, as 
to whether the inclusion of live action material negates, ÁÅÓÔÈÅÔÉÃÁÌÌÙȟ ×ÈÁÔ ÃÁÍÅ ÂÅÆÏÒÅȱ ɉρπωɊȢ  
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character model from the videogame Prince of Persia, in a sense creates the 

perception of a kind of reverse-effect. Instead of the Prince of Persia's nameless 

ÐÒÏÔÁÇÏÎÉÓÔ ÃÏÍÐÅÌÌÉÎÇ ÕÓ ÔÏ ȰÓÅÅ ÔÈÒÏÕÇÈȱ ÔÏ ÃÒÅÁÔÏÒ *ÏÒÄÁÎ -ÅÃÈÎÅÒͻÓ ÙÏÕÎger 

brother David (amazingly detailed in a blog set to correspond to the original 1985 

development journal [Mechner]), the opposite occursɂ players familiar with the 

ÇÁÍÅ ÐÒÏÔÁÇÏÎÉÓÔͻÓ ÄÉÓÔÉÎÃÔ ÍÏÖÅÍÅÎÔ ÓÔÙÌÅ ÃÁÎ ȰÓÅÅȱ ÔÈÅ ÇÁÍÅͻÓ ÃÈÁÒÁÃÔÅÒ ÉÎ ÔÈÅ 

quality of David Mechner's movements. 

05.1 As-real: the phenomenological shift 

Vivian Sobchack has written extensively about the way in which we are 

oriented towards a representation shifts according to both context and our always 

changing relationship to the image.  Joanna Bouldin describes such a reconfiguring 

of the image as a phenomenological shift  (53). 

3ÏÂÃÈÁÃËȭÓ ×ÏÒË ÒÅÆÏÃÕÓÅÓ ×ÈÁÔ Á ÄÏÃÕÍÅÎÔÁÒÙ ÉÍÁÇÅ ÉÓ ɉÉÎ ÁÎ ÏÎÔÏÌÏÇÉÃÁÌ 

ÓÅÎÓÅɊ ÔÏ ×ÈÁÔ ÓÕÃÈ ÉÍÁÇÅÓ ÃÏÍÅ ÔÏ ÍÅÁÎ ÂÁÓÅÄ ÏÎ ÔÈÅ ÁÕÄÉÅÎÃÅȭÓ ÖÉÅ×ÉÎÇ 

orientation  (Carnal Thoughts 272). This is not to say documentary is wholly relative 

or internal to the spectator, simply that it is mutable. As we negotiate where an 

ÉÍÁÇÅ ȰÂÅÌÏÎÇÓȱ ÉÎ ÔÅÒÍÓ ÏÆ ÉÔÓ ÏÎÔÏÌÏÇÉÃÁÌ ÁÎÄ ÉÎÔÅÒÐÒÅÔÉÖÅ ɉÁÎÄ ÃÏÎÖÅÎÔÉÏÎÁÌɊ 

status, there are cues the "right" interpretation, but these rules are not determinate 

of the viewerȭs interpretive strategy or the resultant reading. Notes Sobchack: "it is 

this embodied knowledge and ethical care, not some objective stylistic change in the 

image or in ɍÔÈÅ ÆÉÌÍȭÓɎ narratological structure, that charge the image (and are 
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charged by it), to momentarily rupture the autonomous coherence and unity [of an 

otherwise fiction film]" ( Carnal Thoughts 273). Sobchack refers, as an example, to 

her own personal experience of seeing the on-screen killing of a rabbit in Jean 

2ÅÎÏÉÒȭÓ La Règle du Jeu. Realizing the image depicts the killing of an actual rabbit 

shifts the non-fiction status of the imageɂ for Sobchack, that violence becomes an 

emblem of the real (qtd. in Jordan 17).  A further implication this viewing shift 

creates is a "documentary space suddenly charged with existential and ethical 

investment" (Sobchack, Carnal Thoughts 270). If what we are seeing is no longer 

ȰÒÅÁÌÉÓÔÉÃȟȱ ÂÕÔ ȰÒÅÁÌȟȱ ÔÈÅÎ ×Å ÔÁËÅ ÏÎ ÔÈÅ ÒÅÓÐÏÎÓÉÂÉÌÉÔÙ ÂÙ ÖÉÒÔÕÅ ÏÆ ÏÕÒ ÃÏ-presence 

on a shared existential plane70. 

The shift in understanding in relation to the image Sobchack is speaking of is 

not designedɂsimply one emerging from the intersection of the indexical materials 

and viewer experience. But media creators do intentionally prompt such shifts. One 

example would be in the use of reality -transfer techniques such as rotoscoping and 

motion capture. According to Bouldin, the rotoscope transfers reality from real to 

animated body. Bouldin frames this in terms similar to what we have seen in 

ÄÉÓÃÕÓÓÉÏÎÓ ÏÆ ÉÎÄÅØÉÃÁÌÉÔÙȠ ȰÎÏÔ ÏÎÌÙ ÁÎ ÉÍÉÔÁÔÉÏÎ ÂÕÔ ÁÎ ÉÎÓÔÁÎÃÅ ÏÆ ÃÏÎÔÁÃÔȱ ɉυρɊȢ  

She describes such juxtaposition as ȰÁÎÉÍÁÔÉÏÎ ÈÁÕÎÔÅÄ ÂÙ ÔÈÅ ÒÅÁÌȱ (52).  An 

indexical image (in the case of rotoscoping) sits tethered to the animation, creating 

what Bouldin identifies as a thrill of authenticity (note this could apply to images 
                                                           
70

  An interesting question thus emerges in relation to documentary videogames:  do these games, 

too, implicate us ethically? And if not, have we failed to successfully create a shift? 
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deemed both real and realistic). More importantly, the animation in turn anchors 

the meaning of the clip in the real, asking us not to project the image into the world 

simulated by the animation, but in the real world (Bouldin 52).  

In Chapter 2, I argued techniques such as rotoscoping and data capture 

(including motion capture) can make defensible indexical claims, either by virtue of 

extended indexical chains, or due to the perception they are captured off the world 

by virtue of non-living agents. But even if we were to cast indexical claims aside, the 

ability for reality -transfer techniques (particularly ones that affect a more mutable 

animation) to trigger such a shift makes it a powerful tool for documentary 

videogames. According to Erik Marshall, tools such as rotoscoping target a Ȱpre-

rational affective register, inviting the viewer to feel as well as perceive the 

ÏÎÓÃÒÅÅÎ ÉÍÁÇÅÓȱ (309). Even without knowing the image origin (and this is 

significant, as Sobchack suggests, because it speaks to this not solely being a logical 

or argumentative process, but an affective one), a shift in response to the 

rotoscoped animation occursɂ we suddenly see the real person in the image, 

whether it is an anonymous Polynesian dancer, or A Scanner Darkly 's Robert 

Downey Jr. The image is not just an artful illustration of someoneɂ it IS that person 

(if only ephemerally).  

The phenomenological shift that can emerge from rotoscoping can also be 

observed in motion capture animation. Alberto Menache describes his experience in 

a series of motion capture tests, where his production team was trying to find out if 
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motion capture from a human gymnast could perform an ape-like motion in a 

convincing way (versus motion capture data from an actual chimpanzee). Although 

both looked convincing as a live performance, when mapped on to a character, it 

was only the chimpanzee data ÔÈÁÔ ÌÏÏËÅÄ ȰÒÉÇÈÔȱɂ the chimp with the human data 

simply looked like a human in a chimp suit (63-64). Animator Richard Chuang 

further describes some of the perceptual issues that motion capture creates:  

(T)he mass and weight of the performer almost never look good when 
ÁÐÐÌÉÅÄ ÔÏ Á ÃÈÁÒÁÃÔÅÒ ÏÆ ÄÉÆÆÅÒÅÎÔ ÐÒÏÐÏÒÔÉÏÎÓͼ ȣ ͼÔÈÅ ÍÏÓÔ ÉÍÐÏÒÔÁÎÔ 
thing you get out of motion capture are the weight shifts and the 
subtleties and that balancing act of the human body. If the proportions 
change, you throw  all that out the door, so you might as well animate 
it. (Menache 40) 

Again, this is a good indicator of the perceptual quality invoked in the motion 

capture relationship. Humans are incredibly adept at sussing out minute changes in 

human appearance and movement, much of which occurs on a pre-cognitive level. 

When this perceptual information is off, it can serve to dissolve the indexical bondɂ

but when it is right, we can recognize the actual in the animationȟ ÉÎ ×ÁÙÓ ÔÈÁÔ ÁÒÅÎȭÔ 

readily articulable. We see the real in the animation. 

Composite video and photo forms also work by juxtaposing indexical and 

non-indexical images to shift viewing mode towards documentary. Bella Honess Roe 

notes the use of indexical/non-indexical image juxtaposition in the History 

Television documentary series Life after People (2008 ɀ2010) to create reality 

effects:  
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By juxtaposing the faked indexical-looking computer animated images 
of the future with indexical images of contemporary examples, Life 
After People is making claims for the epistemological validity of its 
digital images.  The impact of the digital imagery relies on it looking 
realistic, which in turn encourages us to believe that  
this could really happen. (70) 

Related photographic examples include photographer Sergey Larenkov's compelling 

computational rephotography (or rephotographic compositing) of WWII photos 

juxtaposed with modern day images, -ÁÒË +ÌÅÔÔ ÁÎÄ "ÙÒÏÎ 7ÏÌÆÅȭÓ Rock formations 

on the road to Lee's Ferry, AZ, or the project Looking into the Past by Jason E. 

Powell71. Each of the above projects involve the creation of photographic 

composites juxtaposing different time periodsɂevoking a reorientation towards 

our perception of the historical photo. While in these cases all the material 

integrated is already indexical, the sense of actuality is heightened through 

juxtaposition.  

Obviously, our prior knowledge of what we are seeing, including how it has 

been framed, bears some influence on our understanding and expectations. Yet such 

a shift can occur without external warrantingɂ whether or not we know if the 

image is "real" or constructed (either using traditional versus digital methods). 

External warranting provides a foothold that may allow the player to see the image 

in a documentary manner: it is not determinate. This is a way in which indexicality 

and shift may work in tandem ɀ it is in the recognition of the indexical that we can 

                                                           
71  Note these are all composite rephotography projectsɂthe body of general rephotography work is 

much broader. 
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extend and transfer it onto the non-indexical while simultaneously anchoring in the 

material real.  

Familiar faces: juxtaposition and shift in Brothers in Arms 

It is interesting to compare Brothers in Armsȭ approach with another popular 

WWII videogame series Call of Duty. Like Brothers in Arms, Call of Duty also seeks to 

situate the player in the midst of WWII by incorporating archival sound and image. 

According to Jaimie Baron, in Call of Duty, the presence of indexical material 

ȰÐÒÏÄÕÃÅÓ Á ÓÅÎÓÅ ÔÈÁÔ ÔÈÅ ȬÒÅÁÌȭ ÈÁÓ ÓÕÄÄÅÎÌÙ ÅØÃÅÅÄÅÄ ÔÈÅ ȬÒÅÁÌÉÓÍȭ ÏÆ ÔÈÅ ÒÅÓÔ ÏÆ 

the game as the user is confronted with images of actual bodies, living, dying, and 

dead, rather than just simulations thereofȱ (304).  However, Baron also notes that in 

Call of Duty, archival documents are perhaps not used indexically (indexicality not 

being a property of an image, but a relationship it maintains with a referent). In the 

context of use, these images represent a non-specific place and time, a generalized 

view of war. Their presence is intended to set the scene, as it were, and to situate the 

player historically, but not to trigger a shift. Baron notes:  

Within the cut-scenes, the archival footage is heavily edited and 
sutured within a sequence of animated graphics. The game uses the 
World War II footage only as brief, jarrÉÎÇ ÓÉÇÎÉÆÉÅÒÓ ÏÆ ȬÒÅÁÌÉÔÙȭ whose 
meaning is limited as much as possible by the images and sounds 
ÁÒÏÕÎÄ ÉÔȢ ȣ )ÎÄÅÅÄȟ ÔÈÅ ÉÎÄÅØÉÃÁÌ ÁÒÃÈÉÖÁÌ ÉÍÁÇÅÓ ÏÆ ÅØÐÌÏÓÉÏÎÓȟ 
executions, ruins, and so on sutured into an iconic space, move by so 
quickly that it is barely possible to ascribe to them a meaning except 
ÉÎ Á ÇÅÎÅÒÁÌ ÆÏÒÍȟ Á ÓÅÎÓÅ ÏÆ Ȭ7ÏÒÌÄ 7ÁÒ ))ȭ or a sudden, truncated 
emotional response: horror, anger, or pride. (306) 
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In other words, like the Air Force One audio in JFK Reloaded, the images serve to 

iconically represent certain phases of the war, more than indexically to connect us 

with to specific people and events.  

In Brothers in Arms we see a rather different approach. The game is full of 

documentation, including images of the developers visiting the European locations 

in which the game events took place, testing weapons and recreating battle training, 

and gathering motion data ɀ again, all presented in-game (albeit as an unlockable 

reward material) . In fact, to flip the interface around would be to create something 

very much like a traditional documentary, with the game play segments serving to 

visualize the indexical core72.  

Although several chapters unlock image sets containing both game images 

and modern day or archival photographs of the same location, one of the rewards 

for completing the mission objectives at D+1 (one day after the D-Day drop) is a 

series of composited images evoking a kind of rephotography, that serve as an 

unlockable reward73. Brian Rejack describes such an instance of shift in relation to 

one particular scenario within the gameɂÔÈÅ ÄÅÁÔÈ ÏÆ 3ÇÔȢ "ÁËÅÒȭÓ long time friend 

George Risner after a German rocket attack disables his tank. The scene concludes 

with a visibly upset Baker, standing alongside the destroyed tank with the bloody 

                                                           
72  Interestingly, game footage from BiA was used to visualize voice-over and veteran accounts in the 

History Channel documentary series "Brothers in Arms" (initial air date December 18, 
2005)ɉ!ÎÔÁÌɊȟ ÁÌÔÈÏÕÇÈ ÓÁÄÌÙ ÎÏÎÅ ÏÆ ÔÈÅ ÔÅÁÍȭÓ ÒÅÓÅÁÒÃÈ ÁÄÖÅÎÔÕÒÅÓ ÁÐÐÅÁÒ ÔÏ ÈÁÖÅ ÍÁÄÅ ÔÈÅ 
cut. 

73  !Ó "ÒÉÁÎ 2ÅÊÁÃË ÄÅÓÃÒÉÂÅÓ ÉÔȟ ȰɉÔɊÈÅ ÓÔÒÕÃÔÕÒÅ ÏÆ ÔÈÉÓ ÍÏÖÅÍÅÎÔ ɉÐÌÁÙÉÎÇ ÉÎ ignorance and being 
ÒÅ×ÁÒÄÅÄ ×ÉÔÈ ËÎÏ×ÌÅÄÇÅɊ ÍÉÒÒÏÒÓ ȣ ÔÈÁÔ ÏÆ ÒÅÅÎÁÃÔÍÅÎÔȱ ɉτρφɊȢ 
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body of his friend slumped over the turret. Rejack comments on how the reading of 

the scene shifts in relation to the composite images, aerial photos, hand-drawn and 

official maps, and after-action report unlocked after D+1 ɉȰ$ÅÁÄ -ÁÎȭÓ #ÏÒÎÅÒȱɊ and 

the following chapter, D+2 ɉȰ4ÈÅ #ÒÁÃË ÏÆ $Á×ÎȱɊ: 

While this scene is meant to develop pathos in its own regard (the 
main character of the story has just witnessed the death of his best 
friend), it establishes a different relationship to sympathy once we 
ÒÅÁÌÉÚÅ ÔÈÁÔ ÔÈÅ ÓÃÅÎÅ ÃÁÒÅÆÕÌÌÙ ÒÅÅÎÁÃÔÓ ÁÎ ÁÃÔÕÁÌ ÅÖÅÎÔȣɉ0ɊÅÒÈÁÐÓ 
the most striking samples are two composite images comprised of 
archival photographs and gameplay screenshots. The first features a 
photograph taken on D+4 of two soldiers inspecting the hulk of the 
destroyed Stuart tank. The right side of the image shows the right half 
of the photograph, while the left half is made up of a screenshot from 
the game. Inset in the upper-left corner of the image is the entire 
photograph, so the viewer can compare it with the digital replication 
of it from the game. After viewing this image, one can replay that 
particular chapter and essentially reenact the photograph. (416-
417)74 

Rejack notes this image flags this particular scene as a historical one, and serves to 

ÆÕÒÔÈÅÒ ÅÌÉÃÉÔ ÓÙÍÐÁÔÈÙ ÆÏÒ "ÁËÅÒȭÓ ÌÏÓÓȢ  

Rejack also encounters a phenomenological shift triggered from aerial photos 

overlaid with locations of game combat, noting as with the image juxtapositions, the 

ÓÅÔÕÐ ÃÒÅÁÔÅÓ Á ÄÉÆÆÅÒÅÎÔ ÃÏÎÃÅÐÔÉÏÎ ÏÆ ÔÈÅ ÇÁÍÅȭÓ ÓÐÁÃÅ ɉτρωɊȢ  However one of the 

richest juxtapositions of documenÔÓ ÓÕÒÒÏÕÎÄÓ ÔÈÅ ÃÈÁÐÔÅÒ Ȱ0ÕÒÐÌÅ (ÅÁÒÔ ,ÁÎÅȱ 

(Highway N13 outside Carentan, France) on D-Day +4. After playing through the 

                                                           
74  Note that while the actual photo Rejack mentions was taken on D+4, in Brothers in Arms the 

composite photo is unlocked following the destruction of the tank on D+1 (thus the discrepancy in 
dates). 
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mission objectives, players unlock (among other materials) a series of four 

documents: a hand-drawn sketch of Purple Heart Lane created by a soldier and 

found in the American national archives, the same perspective as seen from today 

ɉÔÁËÅÎ ÏÎ 'ÅÁÒÂÏØȭs research trip to France), a screen capture (again from the same 

perspective) of how the causeway looks in-game, and finally, a rare colour photo of 

the lane taken in Fall, 1944. Each document prompts its own unique interpretive 

position and maintains a different configuration in relation to indexicalityɂtaken 

together, they create the perception of a fluctuating, multiform actuality.  

Baron suggests that the separation of indexical and non-indexical materials 

that commonly occurs in games might be due to the interpretive disjunction they 

evoke, which serves to disrupt game immersion. According to Baron, Ȱthe archival 

ÆÏÏÔÁÇÅ ÓÉÍÕÌÔÁÎÅÏÕÓÌÙ ȬÁÕÔÈÅÎÔÉÃÁÔÅÓȭ the game's historical status through the 

production of the archive effect and tÈÅ ȬÃÈÁÒÇÅ ÏÆ ÔÈÅ ÒÅÁÌȭ and undermines the 

user's immersion in the narrative world of the gameȱ (305). The design sketches for 

phenomenological shift suggest, to me, that this is less an issue of immersion, and 

more of aesthetic disjuncture. The combination of indexical and non-indexical (or 

ambiguously indexical) representations (including sound and gesture) sends mixed 

signals as to the preferred viewing stance in relation to the representation. While 

this ambiguity can work to our advantage in terms of triggering a phenomenological 

shift that extends an indexical orientation onto other representations, it can also 

create interpretive confusion, and disrupt the creation of a harmonious existential 
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plane. As in the example of Waltz with Bashir, such a disruption can be used to 

create powerful experiential effects, but sometimes at the expense of a harmonious, 

clearly defined, and interpretively consistent storyworld.  

05.2 Design sketches for phenomenological shift 

The phenomenological shift design sketches explore techniques that trigger 

the viewing of non-indexical media ȰÁÓ-ÉÆȱ ÒÅÁÌȡ Æor example, through the 

juxtaposition of indexical and non-indexical media, in order to shift perception of 

the non-indexical. The initial design goals of these sketches were to explore creating 

a hybrid animated game environment integrating indexical and non-indexical 

materials, if not through motion capture (which again was both technically and 

logistically out of reach), then through hybrid video (rotoscoping), with audio 

narration. The focus here is not on indexical materials (although indexical materials 

are of course implicated)ȟ ÂÕÔ ÔÏ ÒÅÆÒÁÍÅ ÔÈÅ ÐÌÁÙÅÒȭÓ ÕÎÄÅÒÓÔÁÎÄÉÎÇ ÏÆ ÎÏÎ-

indexical materials as-if real. Some of the initial questions that occurred with this 

design experiment included: 

¶ On a technical level, how do you manage equipment-intensive motion 
capture strategies and/or the time-intensive process of rotoscoping with the 
now expected ȰÌÉÇÈÔÎÅÓÓȱ ÏÆ ÄÏÃÕÍÅÎÔÁÒÙ ÔÅÃÈÎÏÌÏÇÙȩ  

¶ How much indexical media is ÎÅÃÅÓÓÁÒÙ ÔÏ ÔÒÁÎÓÆÏÒÍ ÔÈÅ ȰÁÒÔÉÆÉÃÉÁÌȱ ÍÅÄÉÁȩ  

¶ How does integrating player-controlled navigation and interaction affect 
media positioning within a game environment? 
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Sketches: Becoming Real 

I am interested in the poetic implications of images and gestureÓȟ ȰÂÅÃÏÍÉÎÇ 

ÒÅÁÌȟȱ ÔÈÒÏÕÇÈ ÇÁÍÅÐÌÁÙȢ 4ÈÅ ÆÉÒÓÔ ÓËÅÔÃÈ ÓÈÏ×Î ÈÅÒÅ ×ÁÓ ÁÎ ÅØÐÅÒÉÍÅÎÔ ÉÎ 

integrating 2D photography into hybrid 3D animated environments suitable for 

gaming. This work was created for, and incorporated into, a trailer for a National 

Film Board funding pitch. The original photo (not shown) appears in Dwell 

magazine.  

 
Figure 11: Video of the transition can be viewed at http://vimeo.com/5352070 (password docgames) 

and on the companion DVD. 
 

The image juxtaposition created here required several iterations, because it 

was not evident the photographic image was an actual photo. The animator and I 

created several versions while deciding ×ÈÅÔÈÅÒ ÏÒ ÎÏÔ ÔÈÅ ȰÒÅÁÌȱ ÉÍÁÇÅ ÓÈÏÕÌÄ ÓÎÁÐ 

in, fade in, etc., so as to best create the juxtaposition effect.  Using a published image 



 

 120 

was contentious, as the image can only be cited if external, and use permission for 

the original image was unavailable, preventing true integration between indexical 

and non-indexical elements of the sketch. The juxtaposition creates a more powerful 

shiftɂjust knowing it is based on an image series is not enough to trigger the same 

effect. Additionally , without the original image, the sketch is missing a document., 

Without the photographic image, the value as a recreation is only held through 

external warranting (although this sketch might still  be viewed expressively as a 

spatial simulation, playing off its affective impact). 

The next sketch built upon some of the insight found through the preview 

sketch. !Ó Á ÓÕÃÃÅÓÓ ÃÕÅȟ Á ÃÏÍÐÌÅÔÅÄ ÉÍÁÇÅ ÉÓ ÒÅÐÌÁÃÅÄ ÂÙ ÔÈÅ ȰÒÅÁÌȱ ÐÈÏÔÏÇÒÁÐÈ ÏÆ 

the same design on the wall. 

 
Figure 12: Early version: fade-to-real, incorporating text, a camera icon, and a button linking to a 

clearer version of the photo set. 
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Figure 13: Final version. Create three "mutant mickeys" and a photo appears of the actual design. More 

information can be accessed (if desired) via the game inventory. 
 

This sketch built off several of the observations from the previous sketch, 

and tried to incorporate clearer distinguishing cues between photographic and non-

photographic elements. Some of the cues I had played with included photo borders, 

camera icons and descriptive labels. The tradeoff appears to be a cluttering of the 

interfaceɂone nice thing about the stripped down final version is that it leaves 

ÏÐÅÎ ÔÈÅ ÏÐÐÏÒÔÕÎÉÔÙ ÆÏÒ ÁÎ ȰÁÈ-ÈÁȱ ÍÏÍÅÎÔ ×ÈÅÎ ÐÌÁÙÅÒÓ ÒÅÁÌÉÚÅ ÔÈÅ ÒÅÌÁÔÉÏÎÓÈÉÐ 

between the image and the stencil drawings, which in turn could prompt a 

phenomenological shift. 
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Sketch: Rotoscoping 

This sketch features a sprite animation constructed from a rotoscoped video 

lecture given by my lead documentary character (Moose) in Australia (AgIdeas, 

2010). 

 
Figure 14: Stills from rotoscoped Moose interview, tunnel. Original source: AgIdeas (used with 

permission). 
 

With the more technically complex process of motion capture off the table, I 

wanted to explore the (time consuming, but relatively unobtrusive) process of 

rotoscoping. This had a number of practical implications to the Grime container 

project: it allowed us to salvage and integrate a relatively poor quality (but 

interesting) piece of video, and it allowed us to incorporate motion documentation 

seamlessly into the game environment without having to use a square video frame 

(a technical necessity on the iOS platform). The overall idea, within the game, is for 

Moose to serve as a companion rather than lead character, providing context for the 

gameplay (ÔÈÉÓ ÍÉÒÒÏÒÓ -ÏÏÓÅȭÓ ÒÏÌÅ ÁÓ ÆÁÃÉÌÉÔÁÔÏÒȾÅÎÁÂÌÅÒ ÉÎ ÖÁÒÉÏÕÓ ÇÒÉÍÅ ×ÒÉÔÉÎÇ 

workshops). As such, bringing the rotoscoped character of Moose in to offer 
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comments and advice worked well with the game concept. One of the interesting 

issues emerging during production of this sketch surrounded the boundary of 

indexicality: in short, how little information could I present, and still convey 

indexicality? The judgment criteria emerged as strongly contextual (and in this case, 

in part perceptual). By maintaining the rotoscoped outline, I had greater flexibility 

in incorporating the interview into the gameworld, while still preserving enough 

qualitative information to preserve the sense we were seeing a recorded interview. 

 
Figure 15: Rotoscope in context. 

The final experiment was mocking up the rotoscoped image onto the 3D 

character modelɂsomething I might experiment with further. Although Randy 

Pitchford is careful to note in Brothers in Arms ÔÈÅ ÃÈÁÒÁÃÔÅÒ ÔÅÁÍ ÉÓȟ ȰÎÏÔ ÊÕÓÔ 
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painting faces on Á ÍÏÄÅÌȱ ɉȰ2ÏÌÌ #ÁÌÌȱɊȟ ÔÈÅ ÕÓÅ ÏÆ ÒÏÔÏÓÃÏÐÉÎÇ in this scenario 

attempts to go beyond semblance to extend the indexicality of the original video 

image onto an animated form. 

 
Figure 16: Integrated character test, 3D + 2D rotoscoping. 
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06 Escape from Woomera: Performative Inquiry and the Sublime 

What happens when our expressive technologies also become 
perceptive technologiesɂ expressing and extending us in ways we 
never thought possible, radically transforming not merely our 
comprehension of the world, but also our apprehension of ourselves? 
(Sobchack Carnal Thoughts 135) 

In the documentary game Escape from Woomera, players search for the 

means to escape deportation while being detained at !ÕÓÔÒÁÌÉÁȭÓ 7ÏÏÍÅÒÁ 

Immigration Reception and Processing Centre (1999-2003), a facility that was 

subject to protests and accusations of human rights violations. The game world itself 

is re-constructed in a modified version of the story-driven first -person shooter Half-

Life, based on photographs, first -person and official accounts, and maps the EFW 

Collective was able to acquire despite a media blackout surrounding the remote 

facility. The research informing the game also includes primary research conducted 

at related facilities, such as the Baxter detention centre (EFW Collective75). Unlike 

Half-Life, primary gameplay does not involve any combat. The game is instead 

structured like a classic adventure gameɂplaying as detainee Mustafa (RAR-124), 

players must query non-player characters (NPCs) in the facility in order to build a 

correct chain of dialog and action (primarily through retrieval and exchange tasks) 

ÔÈÁÔ ×ÉÌÌ ÁÄÖÁÎÃÅ -ÕÓÔÁÆÁȭÓ narrative towards freedom or deportation. For example, 

by discussing plans for escape with the character Amir, Mustafa learns he is the 

leader of a planned escape, and that he requires a pair of pliers. By speaking to other 

                                                           
75 Later identified as Julian Oliver, Katherine Neil and Kate Wild. 
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characters, players discover they can find a pair of pliers in the kitchen, if they can 

get on the work list, etc. As with many narrative adventure games, progress can at 

times seem oblique and circular: NPCs direct you towards other NPCs to which you 

can speak, send you on various errands in return for information (that may or may 

not be useful, depending on the order in which the information is retrieved), or turn 

down your requests. Many recount their own experiences, despair, and desire for 

freedom. !ÌÌ ÔÈÅ ×ÈÉÌÅȟ ÁÎ ÉÎÄÉÃÁÔÏÒ ÉÎ ÔÈÅ ÔÏÐ ÌÅÆÔ ÃÏÒÎÅÒ ÑÕÁÎÔÉÆÉÅÓ -ÕÓÔÁÆÁȭÓ slowly 

draining hopeɂbottoming out at the moment of capture and/ or deportation. 

Developer *ÕÌÉÁÎ /ÌÉÖÅÒ ÓÔÁÔÅÓȡ Ȱ'ÁÍÅÓ ÁÒÅ ÁÎ ÉÄÅÁÌ ÍÅÄÉÕÍ ÔÏ ÅÎÇÁÇÅ ×ÉÔÈ 

this kind of content, better than a documentary could ever be, because to play is to 

ÂÅÃÏÍÅ Á ÓÕÂÊÅÃÔ ÏÆ ÔÈÅ ÃÏÎÔÅÎÔȱ ɉ3×ÁÌ×ÅÌÌ par. 12). In other words, games 

construct player subjects: in %&7ȭÓ Woomera, you are not an objective observer, but 

an embedded participant. But what does it mean to be such a participant, 

specifically an enactor, within a designed experience such as a videogame? What 

might this gameplay tell us about being a detainee in Woomera?  

Well, the primary emerging from the gameplay is actually a sense of 

frustration. The player's sense of agency is undermined as it becomes increasingly 

suggestive that success (at least in any given playthrough) is perhaps futile, as only a 

specific and correctly ordered chain of events will even offer the possibility for 

escape. If this were a typical adventure game, we might object that the game is not 

providing enough support to scaffold player success, or we might blame our own 
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lack of familiarity with the genre. But because this is billed as a documentary game, 

×Å ÁÒÅ ÐÒÏÍÐÔÅÄ ÔÏ ÐÕÓÈ ÆÕÒÔÈÅÒȢ .ÏÔÅÓ /ÌÉÖÅÒȡ Ȱ3Ï ÍÕÃÈ ÏÆ ÇÁÍÅÐÌÁÙȟ ÐÁÒÔÉÃÕÌÁÒÌÙ 

ÉÎ ÁÄÖÅÎÔÕÒÅ ÂÁÓÅÄ ÇÁÍÅÓȟ ÉÓ ÁÂÏÕÔ ȬÈÏ× ÄÏ ) ÇÅÔ ÆÒÏÍ ÈÅÒÅ ÔÏ ÔÈÅ ÎÅØÔ ÐÁÒÔȩȭ Ȭ(Ï× 

ÄÏ ) ÍÏÖÅ ÆÒÏÍ ÔÈÉÓ ÓÉÔÕÁÔÉÏÎ ÔÏ ÅØÐÅÒÉÅÎÃÅ ÓÏÍÅÔÈÉÎÇ ÅÌÓÅȩȭ Ȭ(Ï× ÄÏ ) ÇÅÔ ÏÕÔȩȭ 

4ÈÁÔȭÓ ÔÈÅ ÆÒÕÓÔÒÁÔÉÏÎ ÔÈÁÔ ÉÓ ÌÏÇÉÃÁÌÌÙ ÅÍÂÅÄÄÅÄ ×ÉÔÈÉÎ ÓÏ ÍÕÃÈ ÇÁÍÅÐÌÁÙȟ ÁÎÄ ÉÓ 

ÁÃÔÕÁÌÌÙ ÌÏÇÉÃÁÌÌÙ ÅÍÂÅÄÄÅÄ ×ÉÔÈÉÎ ÔÈÉÓ ÒÅÁÌ ÓÉÔÕÁÔÉÏÎȟȱ ɉ3×ÁÌ×ÅÌÌ par. 13). The 

performative outcome, the frustration, comments on the documented experience 

ÉÔÓÅÌÆȣÅÖÅÎ ÍÁËÉÎÇ Á ÃÌÁÉÍ ÆÏÒ ÉÔÓ ÉÎÈÅÒÅÎÔ ÇÁÍÅ-like nature.   

Woomera is a challenging game to evaluate, given that the work never 

advanced beyond the stage of single-level prototype (even if the player is successful 

the level ends as Mustafa succeeds in acquiring the pliers Amir had requested). As 

such, any reading of the game brings with it a degree of speculation as to how the 

final experience may unfold. According to developer Kate Wild, the original plan for 

later levels was indeed to include escape scenarios paralleling actual refugee 

ÅÓÃÁÐÅÓȡ Ȱ7Å ×ÉÌÌ ÂÅ ËÅÅÐÉÎÇ ÉÔ ÁÓ ÃÌÏÓÅ ÔÏ ÒÅÁÌ ÌÉÆÅ ÉÎÓÐÉÒÁÔÉÏÎ ÁÓ ÐÏÓÓÉÂÌÅ ÂÅÃÁÕÓÅ 

people have escaped, of course, using ÃÌÁÓÓÉÃ ÍÅÔÈÏÄÓ ÒÅÍÉÎÉÓÃÅÎÔ ÏÆ Ȭ4ÈÅ 7ÏÏÄÅÎ 

Horse,ȭ ÏÒ Ȭ4ÈÅ 'ÒÅÁÔ %ÓÃÁÐÅȭ in terms of their ÉÎÇÅÎÕÉÔÙȱ ɉ3×ÁÌ×ÅÌÌ par.10). On the 

ÇÁÍÅȭÓ ×ÅÂÓÉÔÅȟ the EFW Collective states their design intent was toȟ ȰÓÔÅÅÒ Á×ÁÙ 

from a value-loaded, clear-ÃÕÔ ÓÅÔ ÏÆ ÏÕÔÃÏÍÅÓ ÒÅÐÒÅÓÅÎÔÉÎÇ Ȭ×ÉÎÎÉÎÇȭ ÏÒ ȬÌÏÓÉÎÇȭȢ 

Instead, (we) aim to set up a simulated environment where players are empowered 

ÔÏ ÅØÐÌÏÒÅ ÔÈÅ ÐÏÓÓÉÂÉÌÉÔÉÅÓȟ ÔÏ ÂÅ ÃÏÎÆÒÏÎÔÅÄ ×ÉÔÈ ÄÉÌÅÍÍÁÓȡ Ȭ7ÈÁÔ ×ÏÕÌÄ ) ÄÏ ÉÎ ÔÈÉÓ 
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ÓÉÔÕÁÔÉÏÎȩ 7ÈÁÔ ÍÉÇÈÔ ÈÁÐÐÅÎ ÉÆ ) ÄÏ ÔÈÁÔȩ (Ï× ×ÏÕÌÄ ÔÈÁÔ ÍÁËÅ ÍÅ ÆÅÅÌȩȱ ɉ%ÓÃÁÐÅ 

from Woomera Collective). However, at least in the prototype version of Escape 

from Woomera, this sense of exploration, choice, and empathy are restricted. 

Strangelyɂthis is a compelling feature of the work. In fact, in enacting what seems 

to be an absurd game, player frustration and confusion is what vivifies the 

experience, moreso than Á ÓÅÎÓÅ ÏÆ ÐÒÅÓÅÎÃÅ ÉÎ ÔÈÅ ÇÁÍÅȭÓ drab environment, or the 

(somewhat heavy-handed) NPC stories. Woomera succeeds less by immersing 

players in a physical space, or revealing truths about the logic of Woomera and 

detainee strategy, and more in crafting insight into the enacted subjectivity of 

Woomera refugees, read through ÔÈÅ ÐÌÁÙÅÒȭÓ embodied gameplay experience. 

06.1 Really there?: longing for transparency 

The desire for transparency is present in both documentary and videogames. 

In documentary, it is most apparent in the rhetoric of witnessing ɂ the conflation of 

camera and viewer presence that lets the viewer observe, really see, the 

documentary subject. This becomes politically important in the case of social issue 

documentary, as it implies the viewer is implicated in the profilmic action, which in 

turn suggests an ethical responsibility to respond.  

This is not simply a lack of media literacy (in most cases). This transparent 

viewing construct has been defended on the grounds of the camera reinvoking the 

act of perception. In other words, the film re-presents the image to the perceiving 

viewer, in the same manner as if they had been co-present with the depicted event. 
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7ÈÉÌÅ ÉÔ ÉÓ ÔÅÍÐÔÉÎÇ ÔÏ ÖÉÅ× ÔÈÉÓ ÓÏÒÔ ÏÆ ȰÄÉÒÅÃÔ ÁÃÃÅÓÓȱ ÁÓ Á ÄÏÃÕÍÅÎÔÁÒÙ ÉÄÅÁÌȟ ÔÈÅ 

construct is problematic for a number of reasons. In Chapter 3, I critiqued this 

proposition on the basis of whether it makes sense to say such a disembodied and 

decontextualized surrogate perception is the same as non-mediated perception, 

creating a challenge to its indexical value. Garnett Buchardt argues that even if we 

accept a surrogate perception construct, the only thing we can say is true about the 

documentary image is that something occurred (438). In other words, perception is 

irrelevant without context; specifically the material embodiment in which we 

construct meaning. As such, Buchardt also charges transparency is ethically suspect, 

and, following Brecht and Boal, promotes an acknowledgment of the constructed 

frame as more ethical.  

Realistically, in few cases do we truly conflate having "been there" with 

having viewed something in a documentary. Even if indexicality has effaced the 

camera as interface, most people do maintain a distinction between things seen in-

person and via mediated representations, depending on context ɉȰ9ou actually saw 

ÔÈÁÔȩȱ Ȱ.Ïȟ ÂÕÔ ) ÓÁ× ÉÔ ÉÎ Á ÄÏÃÕÍÅÎÔÁÒÙȱɊ, suggesting a difference is both 

recognized and relevant. As Bruzzi notes, documentary viewers are aware of the 

tensions between viewing the actual and the construct of documentaryɂ in fact, she 

suggests this tension is part of the pleasure of documentary (9). While we watch 

documentary to see "the real," we simultaneously are aware of the fact documentary 
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is a created thing, a designed thing that presents the real necessarily through a 

human intermediary. 

4ÈÉÓ ÄÉÓÔÉÎÃÔÉÏÎ ÒÅÍÁÉÎÓ ×ÈÅÔÈÅÒ ×ÅȭÒÅ ×ÁÔÃÈÉÎÇ Á Æilm, or enacting within a 

simulated environment. As noted in Chapter 3, action within games is not imaginary, 

but it is certainly artificial. Although immersion is commonly discussed in relation to 

games, Katie Salen and Eric Zimmerman suggest the idea that the end-game (so to 

speak) of videogame progress is a play experience completely indistinguishable 

from the real world is an immersion fallacy that discounts our ongoing awareness (if 

not necessarily at the forefront of our mind at all times) that we are playing a game 

(451). Salen and Zimmerman stress the need to acknowledge the double-coded 

nature of games, which allow us to immerse ourselves deeply in play, while 

simultaneously maintaining such activities as being part of a game. They suggest 

that it is in fact this play between transparency and design that make games such 

rich and multilayered experience (452-453). In other words, for the game world to 

ÄÉÓÁÐÐÅÁÒȟ ÁÎÄ ÆÏÒ Á ÐÌÁÙÅÒ ÔÏ ȰÒÅÁÌÌÙ ÂÅÃÏÍÅȱ Á ÃÈÁÒÁÃÔÅÒȟ ÏÒ ȰÒÅÁÌÌÙ ÅØÐÅÒÉÅÎÃÅȱ Á 

virtual space, is a misrepresentation of the complexity of the game-player 

ÒÅÌÁÔÉÏÎÓÈÉÐȟ ÁËÉÎ ÔÏ ÔÈÅ ÓÕÇÇÅÓÔÉÏÎ ÄÏÃÕÍÅÎÔÁÒÙ ÁÕÄÉÅÎÃÅÓ ÁÒÅ ȰÒÅÁÌÌÙ ÓÅÅÉÎÇȢȱ  

According to performance theorist Richard Schechner, performance 

consciousness is always subjunctiveɂ awareness of contingency, alternative paths 

(6). We can say that game players have value in a situated perspective without 

ÈÁÖÉÎÇ ÔÏ ÆÒÁÍÅ ÉÔ ÁÓ ÉÎÄÅØÉÃÁÌȟ ÂÙ ÖÉÅ×ÉÎÇ ÉÔ ÁÓ ÐÁÒÔ ÏÆ ÔÈÅ ÄÏÃÕÍÅÎÔÁÒÙȭÓ ÅØÐÒÅÓÓÉÖÅ 
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framing. Situated interaction is one of the more compelling opportunities presented 

by videogames, but it often comes paired with an unproven value proposition that 

situating perspective provides more agency and/or insight through active 

ÐÁÒÔÉÃÉÐÁÔÉÏÎȟ ÁÓ ÏÐÐÏÓÅÄ ÔÏ ȰÐÁÓÓÉÖÅȱ ÖÉÅ×ÉÎÇȢ 3ÉÔÕÁÔÅÄ ÉÎÔÅÒÁÃÔÉÏÎ ÃÁÎ actually 

encompass a variety of game structures, including implication within a (rational) 

system, performative inquiry, and immersion (transparency).  

I would argue that in the context of documentary videogames, situated 

interaction is at its most promising, and perhaps most defensible, in relation to the 

idea of a documentary third  space evoking both the historical actual and the 

embodied insight of the participant. Performative inquiry within such a situated 

perspective can be particularly valuable as a means in which to reflexively 

encounter documentary subjects, and is distinct from the kinds of imaginative role-

play commonly considered with regard to videogames. In a sense, performative 

inquiry encompasses the double-coded nature of the game experience suggested by 

Salen and Zimmerman, in that it seeks insight through both the performance and the 

performance construct (often in an iterative fashion).  

Of course, how much one is situated, and how and what performance entails, 

depends very much on the sort of game one is playing. As both Galloway (37) and 

Newman (par. 1) have identified, even within the same game (which may involve 

moments of passive viewing, configuration, action, reflection etc.), players are 

implicated in a variety ways. Enaction can also be seen as a different mode of 
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engagement with media (one that can be theorized in different ways in terms of 

effect/affect). Like indexicality, situated interaction can provide an anchoring/bond 

function that seems to ground the experience in the material world (through the 

body)ɂ but unlike indexicality, it does not provide evidentiary value. In other 

×ÏÒÄÓȟ ×Å ÁÒÅ ÎÏÔ ÁÒÇÕÉÎÇ ÆÏÒ ÉÎÄÅØÉÃÁÌ ȰÓÁÍÅÎÅÓÓȱ ɉÎÏÔ ÔÈÅ ȰÓÁÍÅȱ ÆÒÕÓÔÒÁÔÉÏÎ ×Å 

have simply reinstantiated), but for a vivication of the documents anchoring the 

documentary experience. 

06.2 Re-creation and enaction 

/ÎÅ ÏÆ ÔÈÅ ÏÔÈÅÒ ÔÅÃÈÎÉÑÕÅÓ ÃÏÍÍÏÎ ÉÎ ÓÅÌÆȤÉÄÅÎÔÉÆÉÅÄ ÄÏÃÕÍÅÎÔÁÒÙ 

ÖÉÄÅÏÇÁÍÅÓ ÉÓ ÒÅȤÃÒÅÁÔÉÏÎ ɉÅÖÅÎÔɊ ÓÉÍÕÌÁÔÉÏÎ76, similar to Escape from Woomera, 

Brothers in Arms: Road to Hill 30, and the event simulation (as opposed to ballistics 

algorithm) in JFK Reloaded. These re-creations, which frame the documentary 

ÅØÐÅÒÉÅÎÃÅ ÓÕÒÒÏÕÎÄÉÎÇ ÔÈÅ ×ÏÒËȭÓ ÄÏÃÕÍÅÎÔÓȟ can be viewed in two broad 

categories: spatial and procedural simulations. Re-created environments using a 

spatial simulation, such as modeling real spaces within a game engine (as we saw in 

Chapter 1 with works such as Gone GITMO and Block H), are commonly used to 

situate a player spatially within an environment. Although this is a potentially 

interesting and modestly expanding area for documentary theory to address, such 

re-creations do not necessarily involve or require gameplay. Procedural simulations 

                                                           
76  Simulation designed to represent interactive environments, as opposed to abstractions etc.  
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(specifically re-creations) implicate the player in re-performing or reenacting. The 

later can be further explored in the context of theoretical work on reenactment 

drawn from film documentary, anthropology and the performing arts.  

While there are issues involved in an interactive simulation not present in a 

filmic recreation (which usually serves to visually re-embody an event rather that 

re-perform it ), some of the discourse surrounding the ontological status and role of 

reenactment might inform how we come to understand enacting within 

documentary videogames. When it comes to reenactment, Nichols again stresses the 

distinction between indexical documents and our encounters with them. He refers 

to reenactment as a "vivication" of documents, but suggests this is an inherently 

artificial conceit77ȡ Ȱ&ÁÃÔÓ ÒÅÍÁÉÎ ÆÁÃÔÓȟ ÔÈÅÉÒ ÖÅÒÉÆÉÃation possible, but the iterative 

effort of going through the motions of reenacting them imbues such facts with the 

lived stuff of immediate and situated experience" (ȰFantasmic Subjectȱ 80). Nichols 

is clear that such vivification does not constitute an indexical bond, claiming 

"reenactment lines anchored, indexically, to the present distinct from the past it 

ÒÅÐÒÅÓÅÎÔÓȣÔÈÅ ÃÁÍÅÒÁ ÒÅÃÏÒÄÓ ÏÆ ÔÈÏÓÅ ×Å ÓÅÅ ÏÎ ÓÃÒÅÅÎ ×ÉÔÈ ÉÎÄÅØÉÃÁÌ ÆÉÄÅÌÉÔÙȟ ÂÕÔ 

these figures are also ghosts or simulacra of others who have already acted out their 

parts" (Ward, Margins 52). Such enactments fulfill a persuasive and affective 

function, not an evidentiary one. For Nichols, "(v)ÉÖÉǢÃÁÔÉÏÎ ÉÓ ÎÅÉÔÈÅÒ ÅÖÉÄÅÎÃÅ ÎÏÒ 

explanation. It is, though, a form of interpretation, an inflection that resurrects the 

                                                           
77  Given the actual is only an ideal, ostensibly even for Nichols, I am unsure as to why this is 

particularly problematic. 
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past to reanimate it with the force of a desire" (Nichols, Ȱ&ÁÎÔÁÓÍÉÃȱ 88). In other 

words, it is a product of the expressive framing of a documentary work.  

This is not to suggest that it does not have a valuable role to play in crafting 

documentary actuality. Beyond simply reanimating documentary material, 

vivication may also help fill inevitable gaps in understanding indexical documents: 

(It) is also because the text locates on the person of its subjects, as it 
were, tensions, conflicts, contradictions, and paradoxes of historical 
moment, making them real, as though for the first time, because they 
are rendered with the specificity they've never had before. There is 
only to fear...where this impression of reality becomes credited 
entirely to the text... the represented instance clearly existed before 
the camera.  But may not exist apart or presentation is the meaning, 
value, and affective experience of the situation or event in the 
subjectivity of others.  History awaits us outside the text, but aspects 
of magnitude may be discovered within. (Representing Reality 236)  

As Nichols notes, "What is needed beyond ɉÁ ÄÏÃÕÍÅÎÔÁÒÙȭÓ indexical core) is the 

vivification of existential paradox, lived contradiction itself, as tensions and conflicts 

that exist between the text and its world, to give form to its context and also 

informed the text in ways that can be apprehended" (Representing Reality 241). 

Peggy Phelan also notes the value of reenactment, suggesting that while 

reenactments may be warranted by historical documents and artifacts, "the body 

remains the vehicle that can carry the past into the present, that can give the past 

presence" (181). Both Sabine Himmelsback (Ȱ0ÌÁÙÂÁÃËȱ 112) and Jennifer Allen 

(qtd. in Cook ȰSimulated Realitiesȱ 136) describe the body of the re-enactor as a 

medium for reproducing the past: Himmelsback goes on to offer it is the body that in 
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ÆÁÃÔ ÐÒÏÖÉÄÅÓ ȰÁ ÇÕÁÒÁÎÔÏÒ ÏÆ ÁÕÔÈÅÎÔÉÃÉÔÙͼ ÉÎ ÔÅÒÍÓ ÏÆ ÌÉÖÅÄ ÅØÐÅÒÉÅÎÃÅ (112). As 

Richard 3ÃÈÅÓÃÈÎÅÒ ÐÒÏÐÏÓÅÓȟ ÔÈÅ ÒÅÅÎÁÃÔÍÅÎÔ ÉÓ Á ÆÏÒÍ ÏÆ ȰÐÈÙÓÉÃÁÌÌÙ 

ÒÅȾÍÅÍÂÅÒÉÎÇ ɉЀ ÐÕÔÔÉÎÇ ÂÁÃË ÔÏÇÅÔÈÅÒ ×ÈÁÔ ÔÉÍÅ ÈÁÄ ÄÉÓȾÍÅÍÂÅÒÅÄɊȱ ɉτψɊȢ 

Reenactment fills in the lived space outside of evidence and argument, restoring 

experience left uncategorized within logic or systemɂ which Nichols links to 

Roland Barthes third or obtuse meaning (Representing Reality 234). Nichols 

suggests this is not spectacle, not facts and forces, but experiential awareness of 

difference knotted into contradiction by social construction of reality (Representing 

Reality 235).   

Vanessa Agnew also ÄÅÓÃÒÉÂÅÓ ÒÅÅÎÁÃÔÍÅÎÔ ÁÓ Á ȰÂÏÄÙ-based discourse in 

which the past is reanimated through physical and psychological experience (330). 

However she goes on to problematize the constructȟ ÎÏÔÉÎÇ ȰÂÏÄÙ-based testimony 

tells us more about the present self than the collective pastȱ (335). Peggy Phelan 

observes reenactment creates a dynamic in which "a unique body has been replaced 

by an endless series of bodies that are interchangeable with one another, across 

ÔÉÍÅ ÁÎÄ ÓÐÁÃÅͼɉρχωɊȢ 4ÈÉÓ ÁÇÁÉÎ ÓÐÅÁËÓ ÔÏ ȰÓÁÍÅÎÅÓÓȟȱ ÒÅÍÉÎÄÉÎÇ ÕÓ ÔÈÁÔ ÔÈÅ 

original context and materiality of action are important, and are in danger of being 

effaced by reenactment. Nichols also critiques the ethics of reenactment; reminding 

us that going through the motions is its own pleasure. We submit to the psychic 

gratification of embodying actions within an artificial context ɉȰ&ÁÎÔÁÓÍÉÃ 3ÕÂÊÅÃÔȱ 
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76).  In other words, we cannot discount the role of fun in such performance (even 

in viewing such a performance), and how this pleasure impacts experience.  

The ludic (re) enactor: re-creation as performative inquiry 

Reenactments are often theorized in documentary more from the point of 

view of the observer of the documentary than on the "enactor" him/herself. 

Discourse surrounding the documentary film Battle of Orgreaves is perhaps an 

exception. In the film, Mike Figgis had miners and police officers from an embattled 

mining town to reenact the divisive riots that had occurred in the town a decade 

earlier. The documentary chronicled both the reenactment, and how the 

reenactment process affected the reenactors, many of whom had at one point been 

the original participants in the historic event.  

As such, the reenactment testimonials (also included within the film) become 

our surrogate interrogation of the profilmic event (Blackson 126).  Battle of 

Orgreaves further used personal recollection rather than official and media accounts 

to re-inscribe/reencounter histor y (Blackson 127). Notes Robert Blackson, 

"contemporary reenactments and their means are slowly eroding the need for 

accountability to an original source and relying instead on the efficacy with which 

its performance, or the reproduction of that performance, can act as an emotional 

and interpretive link between the past and our imperfect present" (127). According 

ÔÏ "ÌÁÃËÓÏÎȟ ÒÅÅÎÁÃÔÍÅÎÔÓ ÈÉÎÇÅ ÏÎ ÔÈÅ ÒÅÅÎÁÃÔÏÒȭÓ ÁÂÉÌÉÔÙ ÔÏ ÄÒÁ× ÐÅÒÓÏÎÁÌ 

experience through a combination of lived experience and historical touchpoints: 
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Ȱ4ÈÅ ÄÅÇÒÅÅ ÔÏ ×ÈÉÃÈ ÐÅÒÆÏÒÍÅÒÓ ÅÍÐÏ×ÅÒ ÔÈÅÍÓÅÌÖÅÓ ÔÈÒÏÕÇÈ ÌÁÙÅÒÓ ÏÆ 

authenticity is secondary to their willingness to allow personal interpretation rather 

than verisimilitude to influence their actions...(the) shifting balance between 

personal involvement and the past continually shapes our regard for reenactment" 

(127).  

While historical recreationsɂ particularly  of times and places with 

perceived educational value, such as pioneer villagesɂare common, Plimouth 

Plantation (MA, USA)(as described by Scheschner) warrants close examination. The 

village sets up its participant villagers in an interpretive performance in order to 

better simulate visitors' exchanges with the real historic participants. Village 

enactors are given a dossier containing a documentary biograph (what is known, 

current opinion and learned presumptions based on probability) and a personation 

biograph (dialog sample, friends names, character notes)(Schechner 84-86)ɂ 

material with varying degrees of indexicality. Their role goes beyond actors, as they 

are asked to interpretively improvise in response to questions, based on what their 

(contemporary but enacted) personal experience tells them their character would 

do, say and think. In other words, they provide "first person interpre tation" 

(Schechner 88). The entire experience is hypermediated (this is not an attempt at 

complete simulationɂ for example the "characters" do not live on-site, and clearly 

the presence of tourists is a discrepancy), and the answers provided by the enactors 

are not put forward as historical factɂ however, the structuring of their role around 
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a performative inquiry designed to enrich the experience and understanding of 

character is one with parallels to documentary games.  

Cultural anthropologist Victor Turner has used performative inquiry as a 

way of enriching understanding of anthropological ethnography. Turner and his 

wife Edith (with the help of 4ÕÒÎÅÒȭÓ students), established the practice of enacting, 

reflected upon, and iterating  anthropological accounts. The primary goal behind 

enacting these processesɂÃÒÁÆÔÉÎÇȟ ÁÓ ÉÔ ×ÅÒÅȟ ÁÎ ȰȭÉÎÓÉÄÅ ÖÉÅ×ȟȭ ÅÎÇÅÎÄÅÒÅÄ ÉÎ ÁÎÄ 

ÔÈÒÏÕÇÈ ÐÅÒÆÏÒÍÁÎÃÅȭȱɉ4ÕÒÎÅÒ ρτπɊɂwas to reflexively find gaps in the logic of the 

anthropological account, and to apprehend details of it that are obscured by written 

accounts78Ȣ 4ÈÉÓ ÐÅÒÓÐÅÃÔÉÖÅ ÂÒÉÎÇÓ 4ÕÒÎÅÒȭÓ ÃÏÎÃÅÒÎÓ ÉÎ ÌÉÎÅ ×ÉÔÈ .ÉÃÈÏÌÓȟ ×ÈÏ 

notes: "What vivification involves is more closely aligned with a felt sense of 

contradiction, dilemma, or existential paradox" (Representing Reality 234).  

Interestingly enough, through monitoring the successes and failures of this 

(re)performative approach, Turner established a preference for enacting mundane 

scenarios over highly structured rituals, citing the tendency for the otherness of 

ritual to cloud enacted understanding. Moreover, for Turner, rituals and myths  

"have their source and raison d'etre in the ceaseless flow of social life" and as such 

are inextricable from their contexts (47-48). 4ÕÒÎÅÒȭÓ ÐÒÏÃÅÓÓ ×ÁÓ ÉÔÅÒÁÔÉÖÅȡ ÔÈÅ 

performance itself was paired with a critique of the performance (i.e. the 

performance is not presumed to be actual)(Schechner 31). Turner's awareness and 

                                                           
78  Although to recall Lucy Suchman, we can always devise a narrative that brings such practices to 

account. 
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caution surrounding the tendency of performance to lead to an othering or 

sensationalizing of experience is key. The enactments which supported insight are 

vivified through embodied encountersɂ not scenarios where we play pretend, but 

scenarios in which we maintain a reflective encounter that allows our experience to 

inform our understanding of another.  

It is important to recognize that experiential or enacted knowledge need not 

be confined to the realm of affect. Ian "ÏÇÏÓÔ ÎÏÔÅÓȟ ȰÁÌÌ ÇÁÍÅÓ ÅÎÔÁÉÌ ÓÏÍÅ ËÉÎÄ ÏÆ 

ÓÕÂÊÅÃÔÉÖÅ ÅÍÂÏÄÉÍÅÎÔ ÔÈÁÔ ÔÒÁÎÓÇÒÅÓÓÅÓ ÔÈÅ ÇÁÍÅ ÉÔÓÅÌÆȱ ɉUnit Operations 134), 

even if what we are enacting is not typically seen as a subjective experience. In other 

×ÏÒÄÓȟ ×ÈÉÌÅ ÉÔȭÓ ÅÁÓÙ ÔÏ ÔÈÉÎË ÏÆ ÐÅÒÆÏÒÍÁÔÉÖÅ ÉÎÑÕÉÒÙ ÉÎ ÒÅÌÁÔÉÏÎ ÔÏ ÐÅÒÓÏÎÁÌ 

ÓÕÂÊÅÃÔÉÖÉÔÙȟ ÉÔȭÓ ÁÌÓÏ ÉÍÐÏÒÔÁÎÔ ÔÏ ÃÏÎÓÉÄÅÒ ÏÔÈÅÒ ÔÙÐÅÓ ÏÆ ÅÎÁÃÔÍÅÎÔÓȟ ÓÕÃÈ ÁÓ ÌÏÇÉÃÁÌ 

(even abstract) systems and processes. A ready example is how performative 

inquiry features in the forensic sciences as a means of verifying the embodied logic 

of the forensic account (this may involve both reconstructions and reenactments.) 

Bogost suggests understanding the encounter between the subjective experience of 

simulations and the rules and configurations on which they are based may help 

overcome a ȰÓÉÍÕÌÁÔÉÏÎ ÆÅÖÅÒȱ ÔÈÁÔ ÒÅÓÕÌÔÓ ÆÒÏÍ ÔÈÅ ÔÅÎÓÉÏÎÓ ÅÍÅÒÇÉÎÇ ÂÅÔ×ÅÅÎ ÏÕÒ 

attraction towards simulations and our distrust of them (Unit Operations 109).  In 

other words, performative inquiry can act as a critical as well as an affective frame. 
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06.3 Documentary as sublime third space 

Paula Rabinowitz suggests all documentary is a reconstruction, "a 

reenactment of another time or place for a different audience ɂ a graphing of 

ÈÉÓÔÏÒÙȢȢȢÏÎÔÏ ÔÈÅ ÐÒÅÓÅÎÔȱ ɉςυχɊȢ For Stella "ÒÕÚÚÉȟ ÈÉÓÔÏÒÙ ÉÓ ȰÐÅÒÐÅÔÕÁÌÌÙ ÍÏÄÉÆÉÅÄ 

by its rÅÅÎÁÃÔÍÅÎÔ ÉÎ ÔÈÅ ÐÒÅÓÅÎÔȱ  (32). Bruzzi suggests documentary viewing 

ÆÏÒÍÓ Á Ȱ×ÏÒËÉÎÇ ÒÅÁÌÉÔÙȱ ɀ a perpetual negotiation between the real event and its 

representation (7)Ȣ 4ÈÉÓ Ȱ×ÏÒËÉÎÇ ÒÅÁÌÉÔÙȟȱ ÎÅÉÔÈÅÒ ÉÎ ÔÈÅ ÐÁÓÔȟ ÎÏÒ ÆÕÌÌÙ ÅÎÇÁÇÅÄ ×ÉÔÈ 

the present, can be articulated as a type of third space. 

Bill Nichols suggests such a third space construct is a means to distinguish 

ÔÈÅ ȰÐÌÁÃÅȱ ÏÆ ÄÏÃÕÍÅÎÔÁÒÙ ÅØÐÅÒÉÅÎÃÅ ÆÒÏÍ ÔÈÅ place of the "actual" ɉȰ&ÁÎÔÁÓÍÉÃ 

3ÕÂÊÅÃÔȱ 80). Philip Rosen, returning to Ankersmit's notion of the historical sublime, 

frames this idea as a space of union between our situated contemporary 

understanding (in many ways contingent on our own embodiment) and a past, 

inaccessible reality. Rosen suggests contact between past object and present subject 

creates an alternate temporality that brings both into detached temporal now 

(ȰNow and Thenȱ 34). This reflects our yearning for direct experience in 

documentary, despite the inevitability of decontextualization, aporia and 

politicization  (ȰNow and Thenȱ 35-36).  

A sublime space apart, or third space, conception of documentary is a useful 

way to think about documentary without falling back into transparency fantasies, 

particularly in relation to enactment. Nichols evokes a third space "linking now and 
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then" in the case of repetitive and performative constructs such as reenactment 

ɉȰ&ÁÎÔÁÓÍÉÃ 3ÕÂÊÅÃÔȱ 77). He uses the term "situated fantasmic" to describe the 

relationship between the enactments and the ideal of a singular historical actuality 

ɉȰ&ÁÎÔÁÓÍÉÃ 3ÕÂÊÅÃÔȱ 80). Reenactments, according to Nichols, create the sense of a 

fold in time ɂ a sense of breathing life into the lived experience of others. For him, 

this fold also incorporates the intention of the (filmmaker) and the emotional 

investment of the (viewer) ɉȰ&ÁÎÔÁÓÍÉÃ 3ÕÂÊÅÃÔȱ 88). 

Still if traditional documentary viewing can already be conceptualized as a 

sublime intersection between an inaccessible past and contemporary embodied 

audience, what does a game do differently? Games take what is a cognitive 

interaction construct in tradi tional documentary, and extends it into explicit 

interaction. They provide a compelling framework for enaction, that enables 

documentary experience to take place, in such a space apart. Raessens suggests that, 

in documentary games like JFK Reloadedȟ ȰÐÌÁÙÅÒÓ ÅÎÁÃÔ ÅØÐÅÒÉÅÎÃÅÓ ÏÆ ÒÕÐÔÕÒÅ ÔÈÁÔ 

separated the past and present in a traumatic way. These experiences are 

paradoxical in a sublime way in the sense that they, as experiences that transcend 

the individual level, involve and unite both the loss and pain of the trauma and, at 

the same time, the satisfaction of overcoming these feelings in terms of precognitive 

ÈÉÓÔÏÒÉÃÁÌ ÉÎÓÉÇÈÔÓȱ ɉςςɊȢ 4ÈÅ ÇÁÍÅ ÐÒÅÓÅÎÔÓ Á ÐÁÒÔÉÃÕÌÁÒ ÃÏÎÔÁÃÔ ÐÏÉÎÔ ÂÅÔ×ÅÅÎ ÐÁÓÔ 

and present moments.  
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Performed reenactments, what Schechner calls restored behaviour, can also 

be viewed as being part of a space apart; the sublime meeting of two points of 

subjectivity:  

During performance, if everything goes right, the experience of 
synchronicity as the flow of ordinary time and the flow of 
performance time meet and eclipse each other. This eclipse is the 
"present moment," the synchronic ecstasy, the autotelic flow, of 
liminal stasis. Those who are masters at attaining and prolonging this 
balance are artist, shamans, conmen, acrobats. No one can keep it 
long. (113) 

Schechner describes enacted experiences as transitional and characterized again by 

ÔÈÅ ÓÁÍÅ ÄÕÁÌÉÔÙ ÄÅÓÃÒÉÂÅÄ ÂÙ 3ÁÌÅÎ ÁÎÄ :ÉÍÍÅÒÍÁÎȡ ȰÅÌÅÍÅÎÔÓ ÔÈÁÔ ÁÒÅ ȬÎÏÔ ÍÅȭ 

ÂÅÃÏÍÅ ȬÍÅȭ ×ÉÔÈÏÕÔ ÌÏÓÉÎÇ ÔÈÅÉÒ ȬÎÏÔ ÍÅ-ÎÅÓÓȭ" (110).   

There is no way to escape: return to Woomera 

To say you are really experiencing the plight of WoomeraȭÓ ÄÅÓÐÅÒÁÔÅ 

detainees is a bit of a rhetorical overreach. It seems closer to say, in the spirit of a 

documentary third space, that the player experience in Escape from Woomera 

vivifies the documentary content (which is in this case recreated in a spatial and 

procedural simulation). In EFW, there is little direct contact with the historical, 

material world  of the Woomera detainees. Although the game is constructed on the 

basis of primary and secondary research79, there is little attempt within the game 

itself to bridge what we see in the game world to this research and documentation. 

As such, the game lacks the kind of material anchoring that indexicality provides, 
                                                           
79 4Ï Á ÌÉÍÉÔÅÄ ÅØÔÅÎÔȟ ÔÈÉÓ ÒÅÓÅÁÒÃÈ ÉÓ ÒÅÖÅÁÌÅÄ ÖÉÁ ÔÈÅ ÇÁÍÅȭÓ ×ÅÂÓÉÔÅȢ 
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and does not prompt the kinds of phenomenological shifts found in Brothers in 

Arms. Given that several facilities were researched, at best Woomera is an amalgam 

of places and experiences. This starts to pull us closer to the systems-focused, 

generalized simulations of a game like SimCity or Civilization than the specific 

actualities of documentary.  

Some of my own questions about Escape from Woomera as a performative 

inquiry centre on this difficulty in gauging the actuality of the represented context. 

Perhaps one underappreciated feature of the motion picture documentary is its 

ability to carry with it a degree of representational excess.  Regardless of what the 

documentarian intended to capture, we find additional visual details, expressions, 

sub-audible comments ɀ in other words, a richness of representation beyond the 

explicit intent of the documentary creator. In a game, we are seldom confronted 

with such excess revelationsɂin fact, knowing we are in an explicitly designed 

environment flags everything as intentional, if not meaningful. For me, a striking 

moment researching EFW was finally seeing physical images of the facility while 

watching video footage of riots at Woomeraɂin particular, the incongruous bright 

murals adorned the walls. This filmic Woomera contained information that was 

perhaps incidental to the gamemakers intentions (and given the logistics, including 

resource and technical concerns, involved in the production of videogame spaces, 

close attention often needs to be paid to the level of detail which is possible to 

produce), but which, for me, was an evocative detail bypassed by the game (Who 
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created these murals, and to what ends? How do they play against the experience of 

the detainees?). The reductionist nature of simulation is well known and 

unavoidable (as was discussed in Chapter 3), but for documentary ɂ even if we 

discount simulation as a documentɂ it carries additional significance in its 

potential to influence performative inquiry.  

Several other aspects of working with the game engine also have unfortunate 

experiential consequences that threaten to override the design goals of the game.  

7ÈÉÌÅ ÔÈÅ ÇÁÍÅȭÓ ÅØÐÌÉÃÉÔ ÃÏÎÔÅÎÔ ÓÐÅÁËÓ ÔÏ ÔÈÅ ÄÅhumanizing effects of being 

known as just a number (RAR-124), walking through the facility players repeatedly 

ÅÎÃÏÕÎÔÅÒ Ȱ$ÅÔÁÉÎÅÅȱɂa generic character type which does not provide information 

and simply asks to be left alone. One soon learns that it is named characters that 

provide stories and information, and guards that provide access ɀ but that the 

typical detainee simply fills out the space. This crafts a very instrumental 

perspective on the experiential spaceɂthen again, perhaps one that aligns with a 

clear and desperate goal such as escape. Dialog with characters is presented in 

multiple choice, typically including a dialog option in which the NPC shares a 

personal story (ostensibly based on an actual detainee experience, but this is not 

made clear either within the game or on the website), and a dialog option that 

ÁÄÖÁÎÃÅÓ ÔÈÅ ÐÌÁÙÅÒȭÓ current quest(s).  However because the game is time-based 

ɉÔÈÅ ȰÈÏÐÅ ÉÎÄÉÃÁÔÏÒȱ ÒÅÁÌÌÙ ÓÅÒÖÉÎÇ ÁÓ ÍÏÒÅ ÏÆ Á ÃÌÏÃËɊȟ ÔÈÅÒÅ ÉÓ ÁÃÔÕÁÌÌÙ Á 

disincentive to engaging with character stories, unless there is a clear instrumental 
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detail embedded within (e.g. the character needs a particular item). While the 

ÇÁÍÅȭÓ ÈÏÐÅ-based timer initially works on a metaphoric level (there is a sense of 

urgency not based on running out of time, but running out of hope), through 

gameplay this indicator serves to formalize the fluctuation of hope, rather than 

having it emerge experientially (which I would argue it does).  This creates 

moments of disjuncture, where the player may finally feel agency in having laid out 

their escape scenario, only to have the game tell them they have lost all hope80.  

These elements of the game frame are conspicuous enough that they pull attention 

away from the represented experience (out of the third space), and towards the 

game itself (our present experience as game players).  

Moreover, instrumentalizing and/or formalizing affective aspects of the 

experience works to disrupt the function of the game as a performative inquiry 

(Manuel Sicart has suggested this in relation to ethical engagement (43), but it 

applies broadly). I am not ethically implicated in my own enacted experience, as the 

game will tell me whether or not I am feeling hope, despair, boredom, or whether I 

feel a longing for conversation or connection, and quantify this accordingly. 

Woomera becomes less about the embodied insight created by enacting the 

experience of detainees, and more about advancing through the adventure game. 

                                                           
80  The unfortunate part about this game/experience mismatch is that there is actually a very real 

time constraint on the characterɂMustafa is about to be deportedɂwhich is causally 
ÄÉÓÃÏÎÎÅÃÔÅÄ ÔÏ ÈÏÐÅ ɉÉȢÅȢ ÈÅȭÓ ÎÏÔ ÂÅÉÎÇ ÄÅÐÏÒÔÅÄ because he has lost hope). 
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To what extent does our experience of Escape from Woomera allow us to 

critically appraise our presumptions of the experience of refugees in Woomera? For 

Turner, the design of a performative inquiry was necessarily iterative, as we 

uncover not only a better understanding of the account, but presumptions and bias 

we have build into the enactment itself. In Escape from Woomera, we can iterate our 

performance, but not the model. In fact, Kate Wild had originally hoped to allow 

modifications to the game itself (Swalwell par. 14), before funding was cut off to 

expand the game beyond the prototype level. In is unfinished state, Escape from 

Woomera emerges underdeveloped as a documentary performative inquiry. Lacking 

Á ÓÔÒÏÎÇ ÉÎÄÅØÉÃÁÌ ÂÏÎÄ ÔÈÁÔ ×ÏÕÌÄ ÇÒÏÕÎÄ ÔÈÅ ÇÁÍÅ ÉÎ ÔÈÅ ÒÅÁÌȟ ÔÈÅ ÇÁÍÅȭÓ ÓÔÒÏÎÇÅÓÔ 

claim to actuality rests on the frustration and futility evoked by enacting the various 

information and resource exchanges from within the facility. Through navigating 

official and de facto folk bureaucracies recreated from the research, the frame that 

emerges for players is that of a discouraging gameɂa telling, but underdeveloped, 

assessment of the Woomera experience. 

06.4 Performative inquiry design sketches 

The performative inquiry design sketches employ strategies that look to craft 

an embedded or internal viewing position (in contrast to an objective observer 

construct). They primarily use gestural interaction as a means to re-incorporate 

materiality into the interpretation process.  Some of the initial questions for these 

sketches include:  
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¶ How do we evoke the feeling of grime writing?  

¶ How can the documentary material surrounding this gesture change the way 
in which we better read what it means in context? 
 

Sketches: Using touch to vivify content 

These sketches use the touch interface on iOS platforms to create different 

experiential effects: to evoke both grime drawing on different surfaces, and power-

washing. I decided to pick up the theme of performative inquiry on a much smaller 

ÓÃÁÌÅ ÔÈÁÎ ÔÈÅ ȰÅÖÅÎÔȱ ÓÉÍÕÌÁÔÉÏÎÓ ÐÒÅÓÅÎÔ ÉÎ ÍÁÎÙ ÄÏÃÕÍÅÎÔÁÒÙ ÖÉÄÅÏÇÁÍÅÓȢ (ÅÒÅȟ 

the touch iÔÓÅÌÆ ÉÓ ÐÁÒÔ ÏÆ ÔÈÅ ȰÖÉÖÉÃÁÔÉÏÎȱ ÏÆ ÔÈÅ ÉÎÄÅØÉÃÁÌ ÄÏÃÕÍÅÎÔÓȢ )Ô ÉÓ ÎÏÔ ÍÅÁÎÔ 

to simulate the (rational)  experience of grime writing, but rather, to connect a banal 

experience (cleaning and markmaking) to the practices depicted in the 

documentary. Being abÌÅ ÔÏ ÕÓÅ ȰÔÏÕÃÈȱ ɉÏÒ ÉÎ ÆÁÃÔ ÁÎÙ ÔÁÃÔÉÌÅ ÉÎÐÕÔɊ ÒÁÔÈÅÒ ÔÈÁÎ 

ȰÓÉÇÈÔȱ ÉÓȟ ÉÎ ÁÎÄ ÏÆ ÉÔÓÅÌÆȟ Á ÕÎÉÑÕÅ ÁÐÐÒÏÁÃÈ ÔÏ ÄÏÃÕÍÅÎÔÁÒÙȢ 
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Figure 17: The introduction presents a more freeform, paidia style of interaction, to maintain focus on 

the touch gesture itself. 

One issue that readily emerged with this sketch is that touch screens (at least 

ÔÈÅ ÏÎÅÓ ÆÏÕÎÄ ÏÎ ÔÏÄÁÙȭÓ ÃÏÍÍÅÒÃÉÁÌ ÄÅÖÉÃÅÓɊ are really good at evoking certain 

touch experiences, but not others. The smoothness of the screen makes fog and 

steam drawing experiences readily accessibleɂbut perhaps not the rougher 

surfaces that require intense cleaning. Originally, I wanted to explore the feel of 

scrubbing (and the images and perceptual qualities it evokes) on different surfaces. 

However the resistance needed for certain surfaces (e.g. concrete) are difficult to 

simulate, and I reached a point of diminishing return on effort. Had I been framing 

this in my own mind as an event simulation, I might have continued to push towards 

simulation fidelity in terms of surfaces, but in relation to the experiential qualities of 

cleaning, I felt I could work within the affordances of the device and still meet my 

design goals for this sketch. The conceptual framework and case studies gave me a 
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better way to think through the nature of this component, and to make design 

decisions accordingly. 

Powerwashing is more of a functional gesture, intended to piggyback on the 

established grime trace gesture (i.e. this extends from the same action). Here, sound 

came to the forefront: the shock of the equipment volume more valuable than the 

accuracy of the sound. However work still needs to be done on visually representing 

the power (and thus control issues) of the equipment (possibly using initial particle 

effects on the spray). While there is some manner of spatial simulation involved 

with the sound (for example, the motor plays from behind; the spray in front), the 

ÇÏÁÌ ÉÓ ÔÏ ÓÕÇÇÅÓÔ ÔÈÅ ÅØÐÅÒÉÅÎÃÅȟ ×ÉÔÈÏÕÔ ÅØÐÌÉÃÉÔÌÙ ȰÓÉÍÕÌÁÔÉÎÇȱ ÉÔȢ 

The decontextualization created by both the game and the physical qualities 

of the device in some cases constrained my ability to represent gestural parameters, 

similar to Brothers in Arms (which again, lacks situated context surrounding the 

gesture performance). For example, at one point when I was trying to compensate 

for a lack of resistance and pressure on the interface, I varied the opacity of the 

drawing area in an attempt to simulate pressure. While somewhat effective 

ɉÁÌÔÈÏÕÇÈ ÔÈÅ ÌÁÃË ÏÆ ÒÅÓÉÓÔÁÎÃÅ ÂÅÃÁÍÅ ÍÏÒÅ ÁÐÐÁÒÅÎÔɊ ) ÆÏÕÎÄ ) ÄÉÄÎȭÔ want to 

press down on the screen, lest I damage itɂwhich drew unwanted attention to the 

device itself. Temperature also made it easier to represent certain gestures over 

othersɂthe cool iOS screen seemed, by default, to evoke glass or metal (smooth, 

cool surfaces). Key experiential factors surrounding, say, the power washer, also had 
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ÔÏ ÂÅ Ô×ÅÁËÅÄ ÆÏÒ ȰÂÅÓÔ ÆÅÅÌȱɂthe sound shock of the power washer eventually dulls 

down, but an overly loud initial volume, while it creates the right initial effect, 

simply encouraged people to remove their headphones in initial testing. 

I also used gesture to try to vivify some of the stencil documentation (again, I 

am thinking of this as enlivening them not as they were [an accurate recreation], but 

in a space apart). This, perhaps more than the free-hand drawing, created a tangible 

sense of satisfaction in seeing the profound impact these sharp designs made on the 

surrogate dirty wall. 

 
Figure 18: Powerwashing on wall 

 

While the stencils are traced off of the original wall designs, in future 

versions of the drawing interface I would like to emphasize an explicit linkage 

between images stenciled on the wall, and the stencils available in-gameɂagain, in 






























































