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Abstract

Real|Unreal: Crafting Actuality in the Documentary Videogame
Cindy PorembaPhD, Concordia University, 2011

Real|lUnrealexamines tie emerging phenomenon of documentary videogames
specifically,how gamemakersmight craft a stronger understanding of actuality in
these works.To do so, gamemakers must first find ways @éclaiming indexicality
within a digital medium, and second understandiow gameswork as expressive,
meaning-making frames.Using a framework based onheoretical work primarily
drawn from documentary and game studiesReal|Unrealpresentsan analysis of
three documentary videogames that pick ugkey aspects of the indexical/expressive
relationship: JFK Reloadedvhich uses an algorithm as the indexicgrounding in a
re-engagement of avell-known archive; games in thecommercial Brothers in Arms
serieswhich, by juxtaposing extensive archival and makingf documentation with
third -person gameplay, create a phenomenological shift in which we view the late
asreal; andEscape from Woomeravhich enables an experienceentered
performative inquiry within a re -created environment. In conjunction with the®
three analytic case studies, ipresents afourth practice-based case consisting of
topical design skethes 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|Unrealgives documentary videogame creators the theoreticalanalytic,

creative and pragmatic support needed to fither 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, singlaudience game market, driven exclusivelipy 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
aboub xEAO OEAU OAA AO OAgh OEIIT AT AARh AT A OE
rampant in videogamegMcCullagh, Hamilton) Change is further fueled by the rise
of independent gamemakers, who by disseminating their works at festivals,
exhibitions, and onling 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 environmet conducive toexploring new
approaches and genres.

Real|Unrealexamines one such genre the emerging phenomenon of
documentary videogames. Specifically, it investigates how gamemakers might craft
a stronger understanding of actuality (a perception that sch games represent
actual people, places, events, and/or processes) in these works. In doing so it
explores formal, artistic, and sociecultural implications of designing videogames

with non-fiction contents and contexts.



A videogame combines a powerfuldrm 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 understanathat 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 witits
own unique materiality, history, theory, and conventions of practice.

4EAOA EO 11T OAAOGIT OEEO OOAAEOQEITI
but there arecertainly challenges. The firstest 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 willeate
documentary experiences, but why we might want to.

This research aims to identify strategies for crafting actuality in videogames
strategies documentary gamemakers need to make strong arguments for the
documentary nature of their games. These teciques include strengthening

indexical bonds between game elementand their real world referents, prompting a

p>]
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phenomenological shift, such that players treat otherwise nomdexical material as
indexical (a popular technique in documentary animation), antbr 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 dcumentary?
Part of the trouble in conceptualizing a documentary mode within games is
that documentary itself is a fuzzy category thatlefiesfixed definition? in fact
debates over the documentary status of animation, reality TV, and certain films are
common.Critic and filmmaker JohnGrierson was the first to plant a flag claiming
OEA CAT OAh AAEZETET C EO AO OOEA AOAAOEOA 06O
critics and theorists have noted the inherent paradox in this definition
guestioning, to paraphrase Brian Winston Claiming11), what actuality really
remains following creative treatment Howeversuch 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 judgmentsato what types of
work are accepted as documentary in particular contexts OEAOOT 1 6 0 bl OEOQEI
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
3



epistephelig(Representing Realit31). Documentary status is conferred through a
mix of elements: specifially 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 festials, etc.)Representing Realityi). 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 theoriss, Nichols takes for granted that
we are talking about motion pictures (film, vided, and occasionally animationyvhen
we are talking about documentary. This can serve to obscure the ways in which
presumptions about the medium itself (notably, its indexicaty) are made implicit.

Documentary not only maintains a tie to the world beyond the film, this tie is
of a certain quality? specifically, Michael Renov maintains documentary presents a
relationship to the realexceeding analogyBruzzi 2000, italics mine)1. Due to
indexical status alone, you can view any film as documentary (as Nichols
[Representing Reality] and Vivian SobchackCarnal Thoughts268] observe), which
problematizes approaches to documentary basesblelyon 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 Harther defended againsta broader

1 lwould 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.

4



cultural understanding of documentary. If players are to identify a game as
documentary, gamemakers and researchers must present a stronger case than
OAOCOAAT Uh OEEO CAIi A AT OI A AA OAAT AO AT AOD
The term actuality frequently comes into phy in documentary theory?
I AOCAT U OOAI T ETC &£OIIT EOO ETAI OOETT EIT ' OE
that tends to operate unproblematically as a reality that is present, material,
tangible, and/or specific. The actuality of documentary is argably linked to the
i AAREOI 60 ET AAGEAAT EOURh AT A ET EAAO AAT AA
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 ideahave sedimented out of practice and
practicalities. The determination of actualityin documentary is negotiatedbetween
representations grounded in the real world and the ways in which they are
presented.
It is alsoimportant to note that various sub-genres of documentarynegotiate
actuality in specific, contingent ways, and that these adapted criteria represetite
particular histories, representational imperatives, and technical and conceptual
constraints of these sib-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 contenti(e. a creator can

warrant the actuality of content that might otherwise be read as fictional or



subjective). Performancel OEAT OAA AT AOi AT OAOEAOh OOAE AO
provide more space for documentation (i.e. sound and video documentation of

specific performances), and may testonventions of what weconsider noniction

(as the documentation presented isn and of itselfa performance). Animated

documentary (which isdiscussed in later chaptes), commonly usesindexical audio

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

too, present its owntwist on the conventions of documentary, creators deviating too

far from a core conception of documentary run the risk of rendering their work
unrecognizable asa member of the genreAs such, this research treads very

carefullywhel 11T T EET C O OOAE OOPAAEAI AAOAOGoe A
acknowledge that particular reiinterpretations of the standards of documentary

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

conventions as a whole.

Why videogame ebcumentary?

Given the constraints placed around the documentary genre, it is fair to ask
why anyone would want to use the namelocumentaryto describe a videogame in
the first place. Why not use a lessontentious, more inclusive, term likenon-fiction,
over a term so deeply implicated in recording technology such as film? For one,
using the term documentary to describe videogames such 86K Reloaded, Escape
from Woomeraand Brothers in Arms: Road to Hill 3thakes it easier to establish
expectations, which in turn affects ways of understanding a given work. For all the

6



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. $cond, it is useful to differentiate these works from

AAOGAAGET T Al AT A OOAOEIT 6066 CAI AOG j EOOO AOG

documentary against other nonfiction films like newsreels, travelogues and

training films (Bruzzi 5), so as to distinglish 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 @dcumentary drive manifests

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

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

AADOOOA AT A 1T AEA 1 AAT ET cEGInyAveradah@edl. | £ OOA
It is important to note that the gameform need not be, in and of itself,

documentary. The gameacting 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 Renowsuggests documentary (in film) activelycultivates the illusion of

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

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

Galloway @3) notes, the primary phenomenological reality of games is that of action

2 This varies according todocumentary style and approach. Indeed, many documentaries play with
and even subvert such claims.



(rather than seeing}. It is action that most powerfully intertwines players within

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

OEA x1 Ol Ah AT A OEA ET OAOOGAAOQEIT T &£ OEA OxIi
ATET Co6 ET CAI A0 EO AT i-dofihdd@diion Ofedl acion DAOOEAO
features prominently in activist and serious gameshetoric, 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 playeerformed,

designed action, particularly in documentary games.

Popular understandings of games are often skewed by traditional games, and
ATTiTTTU OAcOlI AGAA O1 Aideegande®dd edolinghirioiaO O OA 8
rich, highly varied form with a great deal of expressive potential and an increasingly
diverse audience. Graeme Kirkpatrick arguesontemporary videogames stand
Ol il AxEAOA ET AAOxAAT O Qnlddin@vizaysiwd highdl AUZOO00
conceptualizetraditional games) and aesthetic/art works that stimulate the play of
imaginative and cognitive faculties towards aesthetic experienc&’). However
games are still bound within formal elements and technical capabilities of

computational mediasystems, 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 11 OET OCE *1 100 2AA00AT O OOCCAOOO Ai AGi AT OAOU OEAA
of action to do justice to the complexity of experience: feielg, reflexivity, and action in their

i OO0AI OAlI AGEI 16 jcpoqs
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act as documentary can improve critical literacy with regard to games, and

demonstrate a deepeing understanding of the complexity of ludic expression.

01.2 Interactive @dcumentary

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 suggesthat the use of digital and networked technologies are
creating a paradigm shift that reconfigures documentary makers (and audiences)
not as observers, but as enactor<iverviewd6). Sheargues interactive
documentaries employ different logics than linear docmentary, and as such, do not
fit readily as an extension of linear documentary practice however, both forms can
be seen as a means of documenting reality within different authorial and audience
imperatives and material constraints (Chapterp &). Specifially, digital media
Gacilitates and pushes towards a documentation of reality that is active, dynamic
and collaboratived (@verviewd?2). Gaudenzbbserves the interactive documentary
form does not rely solely on being digital, nor in documenting, but necessarily
Qlocumenting in an interactive wag(Qhapterp &).

Interactive documentary has branched out in a number of different areas

one of themost dominant being database documentary In this form, documentary
9



content isfragmented and stored in a database, theselected and presented in a
manner that often lets the user construct an individualizedpath through the
documentary. While this mightseem 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 cdent). Additionally, in tools like Florian Thalhoferd O
Korsakowsystem (one of the most popular database documentary production
systems), the relational rules behind narrative notes are createdefined (but largely
transparent to the user).

The documentary database model hails a particular sort of useifhey are
called uponto explore the system thoroughly rewarded with a fragmented image
set they are left to interpret (indeed, the entire model is contingent on an
engagement of associative thinkig). The need to alternate between viewing and
doing creates a difficult interaction paradign? once you get settled into a viewing
position, the system makes a demand on you to functionally advance the work, and
to createassociativelinkages with other canponents.One of the challenges in such
a system is constructing a compelling experience built upon meaningful choice
the risk being, that without such meaningful choicesnteraction becomes less about
agency and moreof a barrier to accessHowever, beause the database

documentary model tends to foreground cognitive and functional interactivity

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).
10



(modes more familiar within traditional documentary storytelling), over explicit
and cultural® interactivity (modes favored by game creators), it creates lesfa
cultural barrier to entry into the interactive documentary space.The database
model is also very accommodating of traditional documentary content, such as
video.

OnecompellingA @Al D1 A EO 30EABAEADERAAOCAAB OCA - i
Documentary Poject 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 etween different story
segments, and thestories can run directly as a traditional documentary, allowinghe
user to tailor the level of functional interactivity. Because of the interplay between
linearity and fragmentation, more nformation can be presented than in a traditional
television or theatrical documentary format.

Another interesting project that pushesthe database documentary model is
Katerina Cizek'sHIGHRISE/Out My Windowroject. In this work, documentary
content is aganized via a series ohighrise windows. Unlike some cases of database

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

s 4aEA #A1 AAEAT . AOETT Al &EII "TAOA j.&" Q60 #EAI 1 AT C.
analog and culturally interactive documentary works, focusing on engaging communities being
documented with the act of documenting itself. The program's recent remeal builds upon this
existing tradition? now using digital technologies to facilitate not just explicit, but cultural
interaction.

11



poetically integrated: we feel like we are peering in to the various highrise
apartments. The fragmentaton and moments of useicreated connectionare
poetically consistent with the story being told. When theproject does restrict
agencyasone drills down® (allowing for fragments of linear storytelling), the shift in
mode remains fully consistent with the position ofwindow voyeur.

documentary photography, that combines functional interactivity with data
visualization to both structure and affectively infuse a series ahree-thousand, two
hundred, fourteenimages of an Inupiat whale hunt in Barrow, AlaskaVhile there

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

p)
O

i T OO0 AEAOAET AOET ¢ EO A OEI AT ETA laElt&ET C
captured throughout the nine days he spent documenting the hunthe
juxtaposition of indexical bodily data and often startlingphotographic image works
to reincorporate the lived, embodied experience of witnessin¢perhaps numbed by
the sheer nunber and force of shocking imagery to which a contemporary audience
is exposed)into documentary viewing.
Other experiments with digital documentaryd @btential include works
centering on usercreated content. Brett Gaylor'Rip! A Remix Manifestés itself
available for user remix and contains moments of remied content (although the

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

6/ 1T A AGAAPOEIT x1TO01 A AA OEA ocen) OEAAT OAAOOAO AccO

12



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 workrfactment will
be addressed further in Chapter &

We can recognize thathese works are doing a similar thing to what
documentary gamemakers are attempting to do. They are presenting indeal
content, and they areusing an interactive, expressive frame to commeran this
content. The ones that are particularly successful go one step further, and they use
interaction, not simply as a functional tool, buto connect with the user through

enactment.

Gamesand non-fiction interactive art

Contemporary artworks commonly incorporate documents and nosfiction
contents and contexts. However, there are notable projects that have used similar
technologies and aesthetic$o videogames, without expicitly using games or game
like engines.

One such project iISSONE GITM@ speculative simulation of the Guantanamo
Bay Prison, created irthe virtual world Second Lifédy Nonny de laPefiaand Peggy
Weil”. Usingthe Second Lifenvironment allows de laPefia and Weil tocreate 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 sponed residency at BAVC New Media Producers
Institute in 2007 and is currently hosted by the USC School of Cinematic Arts.
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also integrated US Department of Defense video footage. Screém®tighout the

space display integrated videe@ for example, the documentary testimonial of

AROAET AA -TUAAT "ACCc60O0 ZAOEAOh OAAAET ¢ A I
' TTOEAO EO 4Al EET 4 wikdelle MauerA 4 AOAOA 2A00

ReConstructing the Wal. 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 kinaestheticenvironment that evokes the experience of living in the shadow of

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

BT ET 00 ET OE AA similar spaiidlly sifuktéd&ipdfiéndedssvokedin

Block H aCounterStrike mod and installation featuring the recreation of partisan

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

CAIi A AT CET Ah OEA x1 OE AT A0 110 PAOOEAOI AOI

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

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

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

person perspective gives viewersaccess ta 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 2008Half-Life 2/Garry's Modrecreation of the Berlin Wall
cited in Bogost, Ferrari and Schwieer (65-66).
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A brief history of @cumentaryvideogames

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

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

p]
O

OAAOOAET I AT 06 CAI AO OEAO AOiI OOGAA ET O1T Al
ET Al OAAA CAI AO o& WarrioA dlecision-lefl 9muldtiBrood the
51 EOAA roldidEwahdg) &ndEyeWitnessa game demo created by the Hong
Kong Polytechnic University in which players took the role of a photographer
documenting Japanese atrocities ilNanjing.

Around the same time, a number of artists experimenting with the digital
game form began egloring documentary content (often with an embedded
comment on the unreality of gaming). These works embodied a number of different
i ATA ET OAOAOOET ¢q ApPPOI AAEAO Oi AADPOOOEIT ¢
%l CAI E AT A . Netidval BnuafitCprofedt todk the form of a workshop
in which participants documented and contextualized their personal experiences of
1T AATEAT OATTT A AEAOAOGS AU Ini2003 mefEbdtsiofthe £FE OO O
gaming lab elevell® createdWaco Resurrection

Revisiting the 1993 Waco, Texas episode, gamers enter the mind and

Al Of T £ A OOAOOOOAAOGAASG $AOEA +1 OAOE OE
voice activated, surround sound enabled, hard plastic 3D skin. In an

attempt to defend the Branch Davidian compound againshiernal

intrigue, skeptical civilians, rival theologians and the inexorable

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

10 The production team forWaco Resurrectioiincludes 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

6+1 OAOE®6 8 %l O1 AOAA ET OEA AOOOI I c¢+1 OAO
bombarded with sounds of government psyops, internd 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

Al 1T1TxA0OO AT A 1T Dbl TridmMa@Esteinn.pDOAAEAOET Co
Waco Resurrectioriook a nortliteral, highly performative approach to its treatment
of a noniction event. Rather than attempting to simulate the Waco siege with
historical accuracy, it instead interwove primary source materials ficluding the
writings and songs of David Koresh) within an exploration of the underlying
AUul AT EAO OEAO I AU EAOA ~£EOAT AA OOGAE Al AOAI
connections between religious beliefs, constructed mythologies and historical
fantasy(super powers and a selpublished religious text) were starting points for
exploring the Waco events as a "subjective" documentary rather than an accurate
historical reenactment through gam® Jajisson).
Interesting examples of documentary games also occas pervasive games
including non-fiction, live action role-play (LARPS) such a®rosopopeig Dar vi foll),
ET xEEAE Dl AUAOO -fistiorichatateksiMoftdiaiand Joksson 1 1
The UK game art group Blast Theory hadsocreated pervasive games that
incorporate documentary content, such aPesert Rainwhich uses video testimony
from Gulf War observers, andJlrike and Eamon Compliantwhich integrates the

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

Eamon Collins (19547 1999).

16



Few commercial developers have attempted documentary works, and the
ones that have tend to meet with commercial and critical resistance. One of the
1TTCAOO OOTTEITC ATA 1100 OOAAAOOAEOI AOOAI D
Kuma Reality Games, best kiwn for their seriesKuma/War. Since 2003 the
companyhas publishedfree noniction games that recreate war and terrorism
scenarios, by combining news reports (and more recently, historical data) with
standard first-person combat gameplaiZ.

Documentaryvideogames 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 suspetendeavor. Games that have met with particularly
harsh criticism include 9-11 Survivor, aprototype usingthe Unrealengine,created
by Jeff Cole, Mike Caloud and John Brennon as part ofadternative videogame

design clas&? (Mirapaul par. 4). Althoughanon-commercial studentexperiment,3

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

11 Use of damiliar CAT APT AU -DEEET A A6 0D Hictibrisceialiod lows thé
company to rapidly put out game episodes based on current events.

12 Taught by artist Brody Condon at the University of &lifornia, San Diego. Condon hatthe
followingtosayl T OEA OAOPI 1 OA O61 OEA POT EAAOGN O0)O0 xAOI 20
dealing with 9/11 that was the problem, itwas the ambiguous nature in which they presented it,
misunderstandings about the non-commercial nature of the piece, and their focos the most
troubling section of that eventfor many people- individuals jumping from the towers. The fact it
was wrapped in an FP§ame, which is a genre with a long history of irresponsibly simulating
violence, certainlyA E AT o QClaik&89)p 0

1B Al EOAA AAIT xAO AOEAEI U OAI AAGAA TT1ETA8 &1 O OEA
through a design document, concepart, 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 thtw court controversy in
the wake of the tragedy, but taeclaim 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 thasseemed 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 responsén 2005, Syrian developer
Afkar Games released the gaelJnder Sieggecreating scenarios drawn from UN
accounts and eyewitness reportsluring the second Intifada. Although the game was
decried as propaganda irthe Western media, game creator Radwan Kasmiya has
argued heintended 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 issuebehind their political conflict (Ramos).

In 2007, thecontroversial documentary videagameSuper Columbine
Massacre RP@®as pulledunilaterally from its spot as a finalist in theSlamdance
festival's Guerrilla GameMaker Competitiodby Slamdancepresident Peter Baxter,
prompting the protest withdrawal of most of the remaining game finaliss. Creator
Danny Ledonne used simple freeware game engine to translate the Columbine

school shooting intoretro -style gameplay,combined with cutscenes exploring the
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OET T OAOO6 AEAI T ¢ OGaadoddwhAaEdur@aladtéviardOE T 1
consistingof afinal 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 primay source materialin an attemptto make a
documentary claim More recently, the gameSix Days in FallujalfAtomic Games)

was dropped from its publisher Konami following a backlash from war veterans and
advocacy group$.

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 Coupn 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 Mossadeglbackthrough the eventsprecedingthe coup.Take Action Games
(Susana Ruiz and Ashley York) is currently in production on a hybrid
documentary/game project calledin the Balance which explores the American
prison and criminal justice system through the experiencef 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 Fallujalwvas 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 max.

01.3Theorizing documentary @mes

Joost Raessens writes one of the earliest articles on documentary games,
with a primary focus on adapting the documentary theory work of Micheal Renov.
RaessenslefendsCAi AO3 AT AOI AT OAOU OOA énd:thatCAET OO0
they cannot objectively present realityor depart from their innate ficticity , that they
are ontologically dissimilar with respect to indexicality, and that theydeviate from
stable, linear histories by virtue of being interactive. In addressirg the first point,
OEAAT CAI A0 Z£A11 0 xEOEET OEA Al O1 AAOGEAO 1T £
such can be accommodated withia Griersoniandocumentary definition. Against

the second concern, Raessemssiggestsdocumentary theory has moved away from

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

Ol xAOAO OEA OEAxAO8O OIT1T A ET OEA OAAADPOEIIT

A s X - s Lo~

(Raessens 220). According to Raessens, documentary games suchFsReloaded

AOA xAOOAT OAA AU | AOGAOEAI 11 OEAEO xAAOEOA

marking them as documatary. In other words, they selfidentify. Finally, in relation
to the third objection, Raessensote poststructuralist historiography problematizes

notions of historical objectivity and authority in any eventr away from dominant
20
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(and linear) unified narratives. Poststructuralist documentary practice has moved
away from objective historical reality while still presenting more than just
subjective impressons (221), and it is in this greg spaceRaessens suggesise can
conceptualize documentary games.

Tracy Fullerton launches her examination of documentary videogamesy
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 d our understanding of how it came to be (46). 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 agmpts to broaden the definition of
documentary (a commonapproachfor game theorists examining documentary
games), and examines the role of simulations and evidentiary sta#é3s Fullerton also
hints upon a phenomenological reality, suggesting war veteranslf a truth in Medal
of Honor: Rising Suakin to documentary.Still, we can askvhether such a claim
would meet a standard of documentary that would separate it from a particularly
powerful fictional rendering (similar responses were documented with regad to
the film Saving Private Ryaryet 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.& 01 1 AOOT 1 8 O
description of the pay experience ofJFK Reloaderd one example of the potential for
engagement with this constructwhich | address inlater chapters.
lan Bogost hasalsowritten substantively on documentary games, in bothis
2007 book Persuasive Gamesd (to a lesser exent) Newsgamirg. His work
specifically focuses on the related area of game journalism or newsgamesd as
such, documentary games are situated as an extension of these practidg@sgost has
suggested coupling procedural rules and directed commentary wogkto support
critical engagement with these games, and that such a strategy can reveal the
processes and systems that drive our world. IRersuasive GameBogost traces the
role of procedural rhetoric? the use of processual or procedural structures
(particularly in computational media) asargumentation? in 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
&O1 1 AOOTI 1680 OOAE AhdcEndeht olpEodedutal rigtorizT OEOET T h
contributes significantly to understanding theexpressive framingvideogames
create by virtue of their rules and mechanicsBogost also providesnalytic readings
of several documentary games, and has served as a key defender ofskdhtified

documentary games such as LedonneSuper Columbine Massacre RPG!
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Bogost and | cewrote an earlier examination of thedocumentary game
concept (Bogostand Poremba 2007), which was based on Bill Nichols documentary
modes. In this work, wemanage to propose @&oherent definition for documentary
games, albeit one that is contingendn shifting our understanding of what it means
to be a documentary This, | 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, institains,
and associations that make calling games "documentary" valuable in the first place.
As | have previously arguedsecent calls for re-envisioning documentary from
documentary theorists and creatorsstill reference a core and often presumed
reality of arecording 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 a 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 documentgrquality, 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 feelinge a moment of recognition, orWittgensteinian
"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 robustclaim that will be socially recognized as trueAs such, documentary
videogameresearch 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 practicebased research approach in which aeries of
design experiments test key areas of an applied critical framework for the design
and analysis of documentary videogames. This 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 frameworlwas

constructed from the analysis of three exploratory documentary game case studies.
24



These case studies useoth data collected through media and resaah accounts,
and thegameplayanalysis d select works. The resulting framework provide 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 smalkcale design testsin 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 dinal critical documentary game framework, anda body of

design experimentscreated inrelation to said framework.

Justification of practice based research

Research is traditionally conceived as a search for explicit, original
knowledge (expressed inabstract theories),produced through an objective and
methodical process which can be generalized and tested (Marshall and Newtqar.
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, researchgaractitioners in
interactive arts have argued thei 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 legitimag 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 issuesfgractice, justification, separation,
and interpretation, can be found in research across disciplinés Henk Borgdorff
notes methods and techniques are often determined within the course of research,
and that standards are commonly defined within the resarch domain itself
(O $ A A 8)CCArdle Gray and Julian Malkins observe that when it comes to method,
research needs simply to be understood by others (esensible), and there needs to
be general agreement on it (consensual), according to shared standarésr Gray
and Malkins, evaluating research quality is a discursive task (130).

In Ron Wakkary's observationson interaction design, he notes an emphasis
on "situated participation, non-rational design strategies, in situ design and a fe
orientation in focus from tasks to experience"(65). Taking this as a jumpff point, it
is possible to set as a guideline the following characteristics of interactive arts
research:

T Itis necessarily grounded in art, technoscience, and, given the nature of
interactivity, human interpretation, behaviour and understanding;

16 For example, mathematic angbhilosophical 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 diffeyi
research cultures and practices in physics and biology.
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1 Itis interdisciplinary, and commonly collaborative (involves more than one
person, dten with differing skill sets), and

1 It must deal with matters of complexity: wicked (Rittel and Webber) or il
structured problems (Simon), and seconébrder design issues (design of the
conditions of experience).

Note these elements are intertwined’, 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 dgriety of approaches, with perhaps no ondominant 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 inReal|Unrealis an extension of araction case studyas
detailed by Braa and Vidgenand adated by Yen, Woolley and HsiehFor Braa and
Vidgen, the action case study supports the building of theory within the context of
practice, through intervention experiments that bah test hypotheses, manage
design complexity (thus the emphasis on smabcale, 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 approachegBraa

and Vidgen 530)

Reflective pactice as asupportingmethod

Reflective pactice,as aformal method, emerges fromDonald Schén's
influential design text The Reflective PractitioneMVhile this approach maintains
shades of hermeneutics, it is primarily focused on the makingisible of tacit
knowing-in-action, within a critical realist (or even relativist) ontology.Schon
describes two kinds of designercentred reflective practices: reflectionin-action
(attentiveness to theactual AAAE OET 1 Oh OEAT OEAO AT A ET &l OA]
practices, in situ)(68); and reflectionon-action (retrospectively examining design
practices? perhaps drawing particular practices into a design toolbox for future
practice)(123). While reflective practice is primarily descriptive, researchers such
as Wakkaryhave 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 normalized resulting in meanings
shoehorned into standard tropes and expectations. So, for example, critics such as
Anna Pakegrefer a focus on what the artistresearcher actually does as opposed to
the cleverness with which s/he theoretically frames or reflectively characterizes
that doing (par. 5). HoweverHenk Borgdorff notes that while discursive expressions
OOAE AO OAOAAOAE OOAE AddsESignOOAADLORETI COHOARDE
nonetheless can suggest or allude to such reasoning, or can be a post hoc
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reconstruction of the research proces§O 5 1T AAKIUA O E b4). OHis provides
valuable conceptual scaffolding; externalizing "meaning making" to facilitate the
kinds of knowledge sharing andcollaborative researchthat support the interactive

arts.

Adapting action case methods to practideased ars research

Smaltscale 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 Reloadedor 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 desigaxperiments 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, ithaexicality

design experiment can:

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

T allow us to think through implementation (which may revealgaps or flaws in
the concept)

M intervene in the field;

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

015 Practiceoverview

Overview ofthe Grime container project

Although it is not a formal part of this dissertation, the design sketches for
Real|Unrealoperate within the context of ax ongoing documentary videogame
project on the work of reverse graffiti artist Moose (Paul Curtis), except where
indicated. This gameGrime is currently in development for theiOS platform (see

Appendices B and @r more details).

Outline of the desigrexperiments

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

z A X £ A

1. Indexical claimsways in which understandings of indexicality can
extend into videogames. The simple answer is throughcorporating
documents commonly seen as indexical (audio, photography, video);
amore interesting answer is looking at computationalnative
indexicality (like sensor data).

2. Phenomenological shftbo AAET ENOAO OEAO OOECCAO

OA A1 6 adreBlAFBrAxample, the juxtaposition of indexical and
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non-indexical media, in order to shift perception of the non

indexical.

Performative inquiry:enactmentstrategies that lookto construct an

embedded orsituated viewing position (as opposed to objetive

observer construct).

Theme

PossibleApproaches

Examples

Indexicality o]

Data-driven visualized

elements (integration of live

data)

Integration of recorded
media

Crafting a case for an

alternative indexical stature
(such as evidentiary value)

0 Using arate of

transformation captured
from documentary
locations

Documentary audio
integrated into a scene or
scenario

Hybrid animation
integrating video or
photography

Phenomenological o

Shift

Juxtapositionbetween
distinct image types

Audio/visual juxtaposition

#OAAOET ¢ OEI

O- A1 OET ¢ ET 6
animation

Copresence of animated
and recorded media
elements

Voice over
Rotoscoping

Motion or performance
capture
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Performative Inquiry o Embedded perspective 0 Using gestural elements

and the Sublime _ ) to support a link between
o Enacting changing or player and subject
problematizing meaning performance

o Foregrounding of game asa o Draw attention to the
space apart gameas-game

Figure 1: Design Experiment; Initial Approachesd Examples

Evaluation criteria for practice

The design sketches foReal|Unrealiteratively inform the documentary
videogame framework, and viceversa. Their success as practiebased research is
periodically evaluated through formal reflection, in light of their usevalue in
validating and testing the potential of the framework. Alhough they serve a
secondary function of intervening in the design spacéé (in keepingwith 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 sge 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 cultur&s
between game production and documentarynedia creation (particularly
filmmaking). In other words, the ways in which each group of practitioners
O1 AAROOOAT AO OEA 1T AOOOA 1T £# OEAEO DOAAOEAAN
AT A OET OAOAAGEITThe AT A OEA ¢i1 Al Oh OOAT AAOA
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 th@pportunities 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, ngher simulation nor
AT AAOGI AT O Ai AOCA OOEZEAEAT Oh ET AT A T £ OEA
the representation of the actual. However, it will set the grounds for situating the
following three chapters, which address approaches to documentary wibgames
that speak to these challenges.

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

I £ Oxi EAU Al Al A1 6068 4EA AEEOOO EO xEAO xA

19 Knorr-Cetina proposes the termepistemic cultureto describe the context in which meaning is
created and understad through fields bound by a particular set of values, affinities, and historical
reference points (1-9).
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specializes in particular types of documents those that canbe deemed indexical
(i.e. that maintain a contiguity between referent and sign) to a specifiajmost
exclusivelymaterial, referent. Shadows, footprints, bullet holes, weathervanes, and
of course, film and audio recordings can all be considered indexiéalHowever,an
indexical documentalone doesnot 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
presentedasOl AEAAOEOAT U6 AO bDIlchibeEdddunients adeE A
presentedemerges 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 psitions 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 conceptughenomenon, 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
Al AOCA AEOT idefihitore Adexdalitydet@rs 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 reality) 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 claim? one that sewves 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 actuality indeed, one might say all documentary is in itself
contingent on the indexical nature of recording @chnologies, and in a sense is even
aboutthis relationship2!. Expressive framing tellaus 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 afigrm of
interpretation (often as rationalization), the sort of framing most relevant to the
crafting of actuality, and by extensiorthis study, is explicitly designead an

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

210 1 bbbl OAA O1 EEAOEI1T ZEEI I h xEEAE OEOI OCE A 0O000O0OD.
indexicality. Although you are watching real, specific people, places and things, yame 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 documentatype?2.
While indexicality seems to involve a strong ideal of transparency, expressive
framing only adopts transparency as a stylistic choice.

Neither indexicality nor expressive framirg can exclusively confer
AT AOI AT OAOU OOAOOO o1 A 1T AAEA & Oi 8 21 OAl
Qepresentational indexicality in itself never results in a strong form of knowledge
and hence is onlyapreconditon £l O AT A OIOATI &A AU h56, kiR T o
mine). Without expressive framing, we are left with just documen&s. Without
indexicality, we are left with a nonfiction work that lacks the material grounding to
be considered documentary. However these concepts are also not mutually
exclusive. lor example, a degreef framing may be involved in creatingndexicality;
and the very presence of indexical materials impasinterpretation and argument.
The expressive framing found in documentary also maintasa selfawareness of
the indexical claimspresented by its documents (the framing is there in the service
of the indexical content and vice versa) even if it attempts to problematize them.

In other words, documentary presents aelationship between indexicality and

expressive framing.

22 Nichols names several, including expository, observational, performative, poetic, participatory
and reflexive approaches Representingreality).

23 QOr alternately, a livemedia event, which Philip Rosen argues is configured differently from

AT AOI AT OAOU j O0/1T A ATA . Axd6 copQs
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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 referentOAU Al ET A AT | Di®ad OET 1T O j
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 documentaryvorks intentionally for these qualities (as
opposed to simply their reality effects, otbecause of ease of production).
The expressive framing ok documentary videogame is the meaning
wrapper, or interpretive guidance, surrounding the indexical documents. Like film,
games can communicate both through their represented elements (their coent),
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 youdoj AO 1T 001 ET AA OEOIT OCE
goals andmechanics), than through audio and visual content, or even narratige
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 exjlit interactivity ? what Eric Zimmerman describes
AO OPAOOEAEPAOEI T xEOE AAG6d Thisliffiershdm EAAO Al
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 metateractivity/ social
participation with the documentary (e.g. participating in a community discussion
surrounding a documentary screening).

With explicit interactivity 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 ishie presumption that if documented
subjects have dinear 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-dowever, figuring out how to negotiate a fixed
series of events is a game design issue thatshaothing to do with documentary per
se (many fiction games have a more or less fixed outcome, tlaae slowly revealed
through play), and is more a matter othe game designitself. As a point of
comparison we can look at how @ocumentary makermay use anarrative structure
to guide you through real people, places et@he story itself is something the creator
EAO AOAZOAA j Al OET OCE Oii A TECEO OAU OAEOA
most cases to suggest a particular reading of the documentarylgact?s. 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

elemenrOO OEI DI U POT OEAA AT 1 OCAT EUAOEIT Al 00O

5 17 A AAAA O Oidihmaked Bdn@ter@Anard 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 indexicality?5.

It is difficult to escape expressive framing as generally speaking, everything
becomes interpretable by virtue of the documentary being a designeslork. In the
broadest scenarios, the work might be completely opér. 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
CAi Apl Aus 4EEO AT O A AA AO OEiIiPI A AO A CAI
to a complex or emotionaly 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, sch 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 notreal (it is clearly not), but that it was nottrue.

27 Although this risks creating an environment of Dadaist futility» 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 difice

One of the secondargoncernsabout documentary gameshas less to do with
lacking sufficient indexicality (and/or the things they are treating as indexical would
not be perceived as such within doumentary epistemology), and mordahat
expressing framing within the game form is overly intrusive, or even distractingly
artificial. This would not be without precedent we tend not to think of songs as
being documentary (although a song could be considedenon-fiction), even though
recorded audio, like film,can be seen agdexical 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 indexicallyn@exical 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 artificend excess (chorus,
rhythm) that makes it difficult to create and identify documentary works.

We may want to consider whethercertain configurations of thegame form
presents an unacceptabléevel of stylization, and why the artifice of game
structure may be more or lessnvasive than, say, a narrative forms8. This could
involve identifying gamestructures that are perhapsmore compatible with
documentary storytelling. For example Brody Condonsuggestedthe invasivenessof

the typical first-person shoote gameconstruct had an impact on the documentary

28 This being said, the form a work takes need not be mutually exclusiygames 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 ResurrectiorfClarke 91-92), butwas open tothe potential for other
structures within games.Henry Jenkins discusses a variety of techniques for
integrating elements of story (in this case, noffiction) within games: narrative
enactments (structuring stories spatially or leading players through a series of
micronarratives), embedded narratives (ceating 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, asvennecessarily narrative.For example beatand
pattern matching (forms of rhythmic gameplay)can be seen aa design structure
specifically intended to create play surrounding a linear, indexical media element (a

recorded song)

02.1 Themdexicdity gap

In Peircean semiotics, an index is anof three types of signs (the others being
symbols and icons). The index bears auasal relation to the worldq it indicates the
necessary presence of the object that makes lihdexicality has two common
configurations: pure indication or deixis(pointing 01 OOEAO OEAOAGS Qh
understanding of seeing through an image to the referent in the world to which it is
bound. It can also be conceived both technicaltyas a literal, physical link between
object and image; and broadly as compelling evidace for the existence of a
referent. In documentary film, an understanding of a necessary quesence

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 ashysical link
created by the light bouncing off the profilmi@® object, yielding the trace of the
recorded image. The complication (or even subversion) of this relationship is one of
the challenges in conceiving any noifilm based documentary, including
documentary videogames.

Even as contemporary blockbuster videogamestrive 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
(Boudreauand 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 Raesserssibmits documentary theory has
moved away flom a primary focus on indexicality of the documentary image, and
Ol xAOAO OEAxAOOGG6 OIT1 A ET ET OAOPOAOEIT ¢ OEA
videogames might yet skirt issues of indexicality, Raessens quick dismissal of the
role of the index in @ntemporary 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 ofilm capture)(8).
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of indexicality (perhaps following documentary theorist Brian Winston, who makes
just such a proposition Claiming254)) 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 |
would challenge external warranting on purely poetic grounds), the second point is
a significant challenge forgames in particular, which, as explicit designed micro
worlds, are already sufficiently distanced from the actual world. According tDai
Vaughn, the index affords the viewer a route to penetrate to the actuality (122).
Doane describes the index (rather petically) ashaunted by its object (134) Nichols
describes the identification of reatworld specificity as an indexical anchormeaning
the image no longer serves as an unspecified likeness, but an object from historical
reality. However, Nichols does auhit this anchoringE 01 6 0 E OOdavE®@OA Al Ah
mimicked (Representing Realit}61). Rosen presents the index as providing an
attentional locus in the world as well,Ground which spectators can organize
if evidentiary status can be established, the anchoring function of the indegmains

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 represented 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
understood (non-indexically) as a form of painting (295). George Legrady has
AOCOAA OEAO A AE C &ally/kimulasior baéeld gn@dpreddatE O AA O
simply designed to look like the product of a traditional indexical camera. In fact,
that data could look like anything (a visualization, a number setetéd O/ 1 A AT A
. Axd omyqgs ! 100 AAO 1 ifEludiig Niéhbld Wiesfomand OEAT OEO
6 AOCET q EAOA AGPOAOOAA AT 1T AAOT 1T OAO OEA OA
catastrophic effect on documentary as currently conceived. This is the primary line
of discourse underpinning what Raessens identifies as treftening 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 & C E O A | asstirhed & cBnculrent 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
toenterared | 1T £ DOOA EAAAO tAd miaterlalbddpuehintdipdr. O AA O
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 chengal marker is eitheron or off (112). On one level,
dematerialization of the digital is logically impossible, as numbers simply aren't
thingsin that way: there is no dematerialization in the digitization process except
when we describe it. In other words, this entire line of debate confuséanguage
with material reality. Both Godoy and Marks concede a distinction in the way digital
images are stored in a mathematical matrix disconnected from the organizing
spatial structure of a wave but suggest such a stopping point is largely arbitrary
(Gddoy in particular problematizeswhether this constitutes a loss of contac} 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 indexicality
but rather to stressthe level of technicalgranularity obscured by thecatchphrase
OUAOT O Alorically, thériogedechnically oriented arguments for a unique
analog indexiality are, the less convincing the distinction becomes as a description
of how we create and understad documentary. It is improbablethat 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 wavelenth? instead, 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
AoAl OAET ¢ OEEI ¢cO OEAO AOA Al AAOI U O1 AAOOOI
documentary status for films that are in blackand 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
AAOEOA O1T COAOAT OAA A b OE GdereftigliyfanddA 1 AOGET T O
i AOAOEAI EOQUS6 jpocg8 9AO0 EI OOOEOEI ¢ O £&£EI
indexicality, theorists have created a distinction between analog and digital
technologies with questionable ground inPeirce (although one might wantto argue
OEA PAOAADPOEITT 1 &£ OOI OAESG EO OAI AGAT O ET o0
conception of the indexical value of digital recording and projecting technologies.

1 O 6AOCET 1T ACGAOOAOR A 1100 T £ OEA OOAAI
recording has yet to seep down to the level of public perception and practice
(189)» and | 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
OOOOAEIT AT AAQh xEEAE EO Al AAOiI U 1106 OEA AA
purpose of the semsor 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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causality AT A AO OOAEh xEAO EO OOAAI 6 AEOEAO EI

becomesanorE OO S A AiOD AT 06 woeqQqs8 )T T OEAO x1 OAOh
but socially defined, and as such, how we understand it is subject to-ezaluation

based on our relative commitment to an indexical ideal. Roseroncludes

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 versednd 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. (O/ 1 A A1T13A7) . Axd

According to Paul Ward, the argument over the indexical nature of
documentary representation has moved from the ontological (false in nature) to the
epistemological (s it manipulated or not?do youagree or disagree?), with no real
impact on our ability to createand observe documentary fMargins 26). | would
argue that the ontological view is in fact not useful, nor an accurate depiction of
practice, and that an epistent 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 | believe it does), the
easiest route may be to understand indexal 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 theoristsare in facttrying to shift

focusaway from an alwayspresentfilmic indexicality, not remove it all together,
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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 difficuthallenge in having to crafimany of the
indexical affordancesrecording technologies have by default. While turning away
from indexicality is anattractive option for documentary games, it leaves open the
guestion of what separates documentary from notfiction, and what grounds the
CAIi A ET OEA 0OOA &leaves gambsivdnerableito th@ Buesiidd of

what makes them documentary.

Edges ofndexicality

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

sz A s A o~ oz

EAAAI 8 )1 AAgGEAATl OOAOOO EO AOCANOAOOKUGAEBOA

the absence of automatically, phota@hemically, or electronically recorded indices
(ideally where human subijectivity can be obscured and handed over tomaching
(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 quasiindexical forms are commonly used for documenting the unseen
butnotOT OAAT -1 OAT ¢oemnmqgqh Al OET OCE O xEAO
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mandate to exceed the figuralMoran suggests where an object looks enough like an
indexical object or acts enough like a referent, indexical status may be extended
again, we make do wih 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 hand to indexical images. One familiar example of

indexical bleed is the testimonia¥ A OAT OET OCE OAOOEI 11T EAI ET O
EAAAO6Q AOAh OOOEAOI U OPAAEEIT Ch T1T1U ETAA®
causally driven by the events beig 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 o&n extended index olindexical chaire a
set of links contingent on a set of causalities that bring together the representation
and the world.
Nichols uses the termoblique indexto describe something that acts as an
extensionof what cannotbe shown directly. He cites a range of fairly diverse
examples, including the unconsciow’s, medical visualization (for example, a pulse

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

wounds, scenes of mass destructior(Representing Realit237). Nichols uses

32 Representing the unconscious indexically presents a number of ontological and epistemological A
EOOOAOG Ol 101 A0i 66 o1 1 AT OGETIT EAOA8 ) AAT 860 AOAI
without extensivealternative warranting, such as you might find in an autobiography.
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configuration. Images of destruction, wounds and bulleholes may indeed be
indexical, butnot to social issues, as Nichols is implying. This extends the
relationship with the referent into metonymy (or perhaps synecdoche) in other
words, it is figural rather than indexical. Medical visualizations manage to
encapsulate many of the ideals of documentary indexicality, including the nen
human mediation of instruments, and strike a similarity to the Peircean
weathervane (itself a visualization). Perhaps most importantly, the visualization
provided by, say, a heartate monitor, demands a tremendous amount of faith in its
indexicality, as this instrument needs to be read, in the medical scenarios in which it
EO OOAARh AO Al ET AEOCEAOAI 80 EAAOO AAAO j Ol
otherwise).

Another indexical grey area is sound. Michael Renov notes how acoustic
indexicality is often called upon to underpin the creative interpretationor
visualization of the authentic soundtrack {Vard, Margins98), particularly in the
case of audio interviews.Indexical audio provides a core of actuality ireverything
from live action reenactment to subjective animated visualizatiorHowever sound,
as a captured record that again indicates the necessary-poesence of recording
device and sound object, has as much of a valid indexd claim as film, it does not

seem to bear our faith in quite the same way presenting more ambiguity, and what
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familiar with the ease in which sound objects appear tdetach 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 foleyingAudio recording tends to
take on a supporting role in building documentary actuality, often reemerging in
AAOAOG xEAOA Adiheibecaudd oBedadk offiim/video documents
(whether intentional or unintentional ), or because of the nature of the forriself. As
such, acoustic indexicality features prominently in documentary animation, and

could play a large role in documentary videogames.

Crafting ndexicalty in digital media

Given this broad overview of the indexical landscape, there are a few
promising avenues for finding the indexical withindigital media, and by extension,
the videogame. Rosen reminds us that digital indexicality is not a zesum game:
OAECEOAI ET & Oi AGETT AT A EI ACAO AAT EAOA
appropriates or conveys indexical images, and it is common for the digital image to
retain compositional forms associated with indexicality? not in opposition but in
overlapd Ofj 1 A AT A).In Adurent docpmentary games, indexical integration
typically relies on theintegration of recorded media; such as audio (for example,

music by David Koresh appearsin-t AOAT 6§ 0 Al A WaddbiRE&d@dlionC AT A
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or photographs (which appear in games such &rothers in Arms: Road to Hill 30

and Global Conflicts: Palestine
However integration of traditional indexical mediacreates 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. td1 | AEA EO AEZAZEAOI O 01 AAOAOI EI

composite images, athey simultaneously presentmultiple reality planes.

OET OT COAPEOR O1T AT OO1T x £OT 1 2T®Mitha " AOOEAO

very specific imagé3, where animation creates nore space for prgection and

interpretation . As such, a sudden change in viewing orientation can be jarring

(although juxtapositions are often createdfor just such an effect.) Aesthetic

mismatch between animated and photographic materials (such as variatis in

colour saturation) is complicated by the perception that the recorded image cannot

AA AAEOOOAA 10O 1T OEAOXxEOA OOAI PAOAASG xEOEI O
As noted in previous discussion over medical images such as the EKG,

visualizations have te potential for indexicality, depending on the source of their

between data and its visualization in almost identical terms as we have seen used to

describe documentaryindexicality :

33 Note this is separate from what the image means.

52



(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 doedis 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 stili AET OAET ET ¢ OA OOOAT CAI U 1
OT T AREAOGAA DPOAOAT GArbé&sudyasts wdrdptesentatigpal (1T x A
strategies: one, the indexical paradigm, in which the data is treated as and

referenced for its indexicaity; and the second, generative, wth uses the data as a

launching point for new realities (par. 12). To recall an earlier examplave can see

AOT I (TAeONME&HuUNhow the jagged line we typically associate with heart

rate creates a visual representation based on data sampl€by a non-living agent)

off a realworld 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 examle, using it to

CAT AOAOA A AOOGI TETA ET A 1 OOEA Aiipi OEOQEI
through a more interpretively invasive method (perhaps by asking Harris to rate his

level of arousal on an hourly basis)n other words, the specific conéxt 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 andjore
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recently, motion capture. APierre Hébert has observedthe practice of creating

animation off of a live objecttncompases a number of techniques (41butis

commonly identified with the form popularized by Max Fleischer in 1917, in which

filmic images are tracedo create animated frames Fleischer's work included

capturing, on film, the live performance of aPolynesiandancer, and using her

movement as the basisfoAT OAOOEAT OEA6 AAT AdkateB AOEl Of AT A
character Betty BoopThis createswhat JoannaBouldin callsOA OA AT Hod A E£AA
to corporealityd(50). Paul Ward notes that this technique is popular in government

industry training (an interesting parallel to computer simulations)? its use ment

Gfimof OAEAT AOEA Al A O KGpditonAtd.i7 A OARA OAAKD AOAA

2 AA1 E OE A Ghdthed WotS, roacoping provided the sense of

ET 00001 AT 6A1 EOGUd OA OEEAZAO ET 11 AAWaEeOUR ET O
O 1 Ei AOAMO 62 ApMVitaisM@esuhe reception of the imag&om cartoon to

ontologically distinct rotoscoped animatiofWardh O! T Ei AOAAr.12)AAT EQEA O
Ironically, the effect can ppeartooreal, AT A " T Ol AE icontettihA 0 OOE A
between real and animated bdy alters the ontology and shifts our

phenomenological understanding of the animated imagg50). 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 rotoscopindhas been widely discussed, particularly in
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relation to this (typically involuntary) shift 34, and will be dismssed in more depth in
Chapter 5

While rotoscoping binds an animation to an indexical (primarily filmic)
image, motion capturé® shortens the indexical chainevenfurther. 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 singtree-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 techniques 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 Ron
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 definaimation (43).

% Although some texts distinguish letween motion capture (any translation of motion data)and
OPAOAEI O ATAA AADOOOAG | OEA OPAAEEZEA AECEOEUAOQEI I
research and to avoid confusion, | use the broader term motion capture to refer to both.
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While motion captureis currently usedin both film and gamesprimarily to
enhance realism, there is potential for these technologies in the service of actuality.
Since documentary uses indexatity to accomplish two things? createan 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 representation we 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 ofnon-fiction argument, documentary quality.

Likewise, we should not think of something like simulation as being innately
indexical or norrindexical outside of specific contextsSimulations can be defined in
a number of different ways, from the method ofmitating a process through an
AT AT T Ccl 06 OEOOAOGEIT 10 OOOOAOO0OAR OF OA T A
AT TAEOET T Al OADBOA OAWbekeGdirie birduationsHh&aEAAAEET oo o
defensible indexical relationship to a specific referent, otherserve a nore
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 howthe rules underpinning simulated game spaces bothenerate

and stabilize meaning similar 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 pognditions fordocumentary videogames

The question of indexicality remains an open one for digital games to
address: whether this isby 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 indexicd link can be presumed in filmic
documentary, but @s 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 computationadultimedia (a gameis 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 animation for example, the works of
Calgary animation house Anlénda that combines video with animation, or the 3D
animation/recorded audio foundii / OAAOZxET T ET ¢ Ryaioothe AT AOI| A
technical front, 3D camera technology is also emerging that interpolates spatial

ET £ Of AGETT O OAT AAO &£O611 o$%$ ODPEI Ol COAPEO
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While many of the elements we may be tempted to claias indexical in
videogames instead emerge as expressive framing, it is important not to value one
over the other. Both indexicality and expressive framing arpreconditions in the

crafting of actuality and the creation of recognizable documentary works.
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03 Games and the &al

2AAT PAT PI A AOAT 860 I AAEET A0 OEAO AAT AA
understand their mechanism. (Andrew Stern)®.

Interestingly enough, while popular perception tends to present games as
being markedly unreal (the expr® OET T  OE O &ling)Awitiiniighrded E O
discoursearguments regularly emerge for the reality of games in two key areas
the reality of the rules and procedures thastructure games, and theeality of
actions performed by game playerg-or example,Hanna Sommerseth claimseality
the screen in front of me is imaginary, yet my actions within it are real/67). James
Paul Gee has argued games lead us through real thought processdth¢ugh this is
ostensibly conflating models of decision making with material reality 61)). Jesper
Juul(1) and Espen Aarseth{par. 9) have argued games are at a minimum "half
real"? in that the actions performed in them are real, evensathey occur in fictive
spaces The following sectionexaminesboth rules and action in turn, and suggest
OEAO ET 110060 AAOGAOG OEA Al AEI O O OOAAI EOUSG
commonality to a (specific, material) documentary actualityThis is not to say that
rulesandactid © A 160 BI AU AT AOOAT OEAI O1T 1 A ET O
documentary games. Understanding the role of rules and actions @veryday life,

and ingames (n relation to both indexicality and expressive framing, is a key

element in creating compelling aguments for actuality.

304 AWOAOAT AUG6 18 DACS
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03.1Thetenuousactuality of rules

We tend to use the term rule in a general sense in relation to tleedering of
procedures. Perhaps as a result, theea 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, bankingpolitical action, rules of engagementExpertsin
the natural and social sciencedn economics and businessvenin art and design
regularly propose new rules governing every activity from the formation of black
holes, to the properannual timeframe in which to wear white. Is it not fair to say
real, representablerules (procedures and processesunderpin our physical and
social world, andthat these rules maintain an actuality on pawith documentary
representations? Could weallow videogames to claimndexicality for either rules or
the actions they instantiat, addressing the indexical gap?

One of the problems with discussing a broad topic lik@ulesbis the variable
ways in which we use and understand théerm, and the promiscuitywith which we
tend to transcode the concept between physical, social, and digital contexfwo
primary claims emerge relating to theactuality of rules: 1) whether rules can, or do,
instantiated given the correct rule set or model, and 2)vhether rules governor

drive the material and/or social world, and as such are realln other words, whether
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rules might instantiate actual behaviors, and/ or whether rules mayn and of
themselvesbe consideredactual.

Apart from a popularly held notion that rules somehowdrive 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
proceedsunproblematically 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 cart be

intentional (games are dten designed for just this), but this does call into question

some of the assumptions wie re 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 demding
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 determined by a rule

(84). This is not simply a matter off creative interpretationA 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 rulll and in turn, by which rules do

we determine these rules. If we continued this line of thought, vie d 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 peopl&lo 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 sense otherwise thinking you were
obeying it would be thesame 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 readight from wrong rule following off the behaviour of
participants: ' There 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 wasloing so even without knowing his languagé (54).
Despite the wording, this is not a behaviourist interpretation. What Wittgenstein is
suggesting is that the error is socially performedI{ I realize | did it wrongA ), or
else socially corrected [ Thati s nothow you do itA ). He goes on to state, "To
obey a rule, to make a report, to give an order, to play a game of chess,cargoms"
(199).

Sociologist PetetWinch broadens this argument to question the role of what

we term a rule in describing social proces. 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, ptokophical (xvi).
Furthermore, following a rule only makes sense in the context in which the question

arises (28)» otherwise, the issue of what counts aE the same\ correct outcomes

cannot be determined. There is a certain inherent reflexive component buiidto

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 isat 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 followules we
can't articulate), but to recognize it as correctly applied in new cases (Sharroekd
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 examples unless the
rule specifies only these count) (Winch 5&9).

EthnomethodologistHarold 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 with 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 outome always i$ 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 adequacyl™ for all practical purposes(Garfinkel 8). In this way, we shift

attention and assign relevance, as we determine what interpretation of rules
provides the right way to seegiven that there is always (assumed) some language
game at play arfinkel 13,20). Meaning and value are not assigned, nembedded
in the rule, but managedwith a common sense understanding used to normalize
whatever actual actions end up being. This often involves 1ieading to see what

was really the case all along[[ Oh, that s what | was doing )(Garfinkel 74).

What canplicates 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 i§ according to suchand-such rules because an

observer can read these rules off from the practice of the gamelike a natural law
governing the play...Are you subsequently discovering it to bring your behaviour in
line, without having "followed" it? (do youlook it up in order to proceed, @ 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 wase 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 attentgpto direct activity and
instantiate outcomes through the observance of rules. Herbert Dreyfus, for example,
does not deny inmany contexts people store and use data according to rules (for
example, in playing games), or run through ruldased scenariosn their
imagination. What he objects to, however, is the assumption that this is something
we necessarily(perhaps unconsciously?) do, arguing that it is because we do know
what it is to do these things, we also know we aneot doing this most of the time
(Dreyfus 265). A key difference in viewing this use of rules is that such rulgsiide,
rather than dictate, practice (Winch 5253). Rules that intimate provide a guideline
or structure from which, ideally, to instantiate a process as Wittgenstein notes,
they are "...the last arbiter of where | am to go..." (230), but not a determinate one.

They gain momentum and recognition of being B ruleA based on the force of

collected application. However they are subject to a determination of what counts as

"the samé'(i.e. what follows the pattern) in a given context. In this way, the

Oif AATET co T &£ OEA OOI A EO OAAEI AT OAA 100
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 d8

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, etgork in
multiple ways as such orienting devies, created and used in practice (Suchman
183). As we have seen, a rule is never just an orienting device, but is wrapped up in

I" labours through which is it produced and made reflexively accountable to

ongoing activity" (Suchman 187). In the case of a digi 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 experienc€sbut nonetheless
within the context of reflexive accountability and local inteactions.

As such, it is contentious to consider any rule that involves human
interpretation as an ontologically se@rate 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 rules 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 © the rules, or arbitrary: humans have other optiong
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). Juulditing 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 akey pat& A CAI A AAOECTI A0O6O Oi 11 Al @8

66



gualify as an algorithm. Some of the important features they lack include finiteness,
definiteness, input, output, aml 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 (sut as a game). As such, what can qualify as
an algorithm? and therefore what can be a rule in a digital gan?e hinges on a
decontextualization, OAT Al CI OHecbsét reduikes norufidéréianding of
the domain and because it only reacts to very seled aspects of the worl@ the

state of the system, the well defined inputs, but generallyot the weather, the color

of the computer case, the personality of the computer operators, or the current
meaningfuke (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 dgligames can
actually be manifestDreyfus argues micreworlds, 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, mienwrlds 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 | 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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lan Bogost suggestsules reveal what logics motivate the human actors
making meaning Persuasived), despite their desituated (or, more accurately, re
situated) contexts. He presents acritique of Max Weber's pronouncement that
mechanization overemphasizes rationalism byrguing machines are simply better
at expressing the logics found within alsystems. However, what Weber questionis
the assumption logics are objects that govern these processes, rather than ordering
devices brought to bear upon them in the creation aheaning, The issue is that
mechanization naturalizes and makes transparent rational formalism 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@ocessn the generalsense of
OEA x 1 (tdlids mjne). THowever, to use process, in this general sensan be
misleading given the types of process we are translating betweepthe invisible,
informal, recursive processes described by Suchma@arfinkeland Winch, tothe
specific computational processes described binuth and Dreyfus.

Bear in mind, this is not as much of an issue when we examine certain types
of rules? for example, rules describing physical and chemical processes. What we
(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 resignce to complex human themes such as love,

ambition and other social interactions, because these aret 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, thechnicalfact
necessarily ties in to thetypes of representational content and themes we can find
in games (189).In both Juul(189) and Bogost(Persuasiver), modeling the more
complex, humancentered world computationally, comes off as merely an issue of
scale and complexity. However, it is nre likely a problem of epistemology and
ontology stemming from the properties of rules.
While this can be viewed as theeification of underlying structure and
rational logic#!, it can also be seen as one ofdlvery pleasures of games. As\Eng
Goffman rotes, to be at ease in a situain is to be properly subject torules,
entranced by the meanings they generate and stabilize (81)ean Baudrillard
suggests theallure of gameslies in the way they make visible the artifice of rules,
and allow us to volurtarily submit to them (132). From a design perspective, rules
allow games to create stable, logically coherent interactive experiences, with clear
goals and means of engagemers Mckenzie Warklamentsh OOEA x1 O1 A EO |
Ei DA O&EAA G2)CHawedeOWinch reminds us, rationality doesnot come from
xEOETI OOh &£O0T 1T OET OAI 1 AAOOAT &£O1 AOQEichnd0 ET AA
nonetheless be applied)b4). It does not represent a natural force underwriting

human meaning. Michael T. Blaciffers a compelling challengg, O( I x us8 AT xAQ

41 Of course, the reification of rational logic is by no means something unique to tidebate.
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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
OEAOA 1 OO0 A A48D OisEequirésh shibawayj fronxviewing such
structures as actualities, andoregrounding the framing that they create.
AsBogostobserves,procedurality can beread 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
i AOA OE A suggestiaylinklbiny so, they operate rhetoricalljPersuasivel 73).
As Antonio Gramscstates,"in visualizing the logics that make up a worldview, one
may reveal ideological distortions or the state of such situations'gfd. in Bogost
Persuasiver3). We can see in Garfinkel, too, the rhetorical nature nfle

interpretation, even in everyday contexts

New exanples 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). Tha&ccount may be arged 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). Bgresenting 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 2 in acting out a bureaucracy, we areleeady 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 th 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 profangorld" 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 amallegorithm:
"(a)ppearences within the game double an algorithm which in turn simulates an
unknown algorithm which produces appearances outside the game" (067)0
paraphrase Baudrillarck it is more real, because the real is morartificial (the map
has become the territory). This is significant in documentary, because if the
documentary bond isnecessarily 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 Woomerthat attempt to evoke experiences of bureaucratic

systems.
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In addition to the question of whether rules themselves form an actuality, a
rhetoric of the reality of play or action mayalso occur within digital games.
Particularly i n the realm ofeducational,serious and social issuggames it isnot
uncommon to hear the implication that games about realvorld (as opposed to

fantastic) subjects engage players in real actiof® Can rules reinstantiate actual

actions and/or behaviors? Gin game rulesevengenerateOET AAGEAAT 6 A

experiences?

Salen and Zimmerman (123} note game rules are explicitly designed to
limit (alternately framed in Goffmanas facilitate [33] and Juul asafford [58]) player
action. It is through this qualitygames emerge as designed experiences, with game
rules serving as world building tools (not just in a spatial sense, buthat Goffman
conceives asorlds of meaning[27]). AsJohanHuizinga notes, forms such as rites
and games produce an effect not showndiratively, 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 o 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 theexperience of gameplay (Salen
and Zimmerman 120).
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the game, there is also a physical form of the same act (Gallgnb). This is often
used to suggest that the actions rereated through game rules are in faateal, or at
very least, partially real.

Alexander Galloway argues play is a symbolic action for larger issues in
culture? the expression of structure, and inded, (citing Clifford Geertz)"a
powerful rendering of life" (16). In the natural sciences, such reinstantiation of
action is fairly straightforward: some physical force is doing something, and the
rules of this phenomenon describeand recreatethe 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
Al Aobl AT AGETT 1 &£ EEO PAOAI Oi AT AAd j $0AUED
of the planets with equations, with noexpectation or requirement thatplanets are
aware of andor 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);

suggestivewhat 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 Action€ollins 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 presace 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 followdhe 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
AAOCEITT ET 1T OEAO CAi AOG8 (1 xAOGAOh 0ATTUBO AO
AAOOATI EOU8 0ATTU OOCCAOOO CAIi AO AOA A 0OuUOO
real-world actiono(73). He further suggests that in embodying action, wigarn in a
precognitive fashion, citingskill transfer in military simulations as an examplg74-

75). However Penny does not fullyexplore the implications of context of his

example actiong>. Moreover, Pennydiscountsreflective stance,and theability 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 mér 1 EOAOAl e 7EAO AAT OO AAOI 00¢
just play one on TV).
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the player to construct meaning of their actiong argues this doublecoding is
having it both ways (84). However it is not necessarily having it both waydo
suggestthe same actions have different leels of reality in different contexts aseven
our interpretation of reality is contextual.

In the enacting of these rulebased actions, can we argue games are the
equivalent of "image instruments” (i.e. things that allow you teeally
do%6)(Manovich 167-168)? On &asiclevel, almost all games present deixis
between the game player and theiravatdfie8 4 EEO AAOEA O) 11 OAh
indexicality can be instrumental in the crafting of presence, and in some instances,
immersion. As Doane notes, such deixis @educed to its own singularity, pure
indication, brute fact, assurance of existen@€135). However,in relation to
documentary, deixisaloneE OT 8 O O A © G&dlivelhde® 6f Alagé hctivity, it
is yet to be contextualized to the level of documef®. As a reinstantiation of a
DOAOCOI AEETIOEEN6 | -§akid) Bdkidh Ghedar@dnessf action is called
into question. To what extent can we say a fperformed action is thesame(and as

such, causally indexical to a particular performative&onstruct) as a prior action?

46 The concept oimage instrumentmight 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 locaticand 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 actuality the

M

e

distance between point A and point Bonamapistt® OAAl AEOOAT AAd6 EOOAOPAAOE(

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 irgame representaion of the player (cursors, player characters,
etc.)

48 Presuming the eventual documentary framing of player activity is desired.
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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 lifas full of order, but it
is what they term orderedpolymorphicaction, mutually understood through
common enculturation (as opposed tonimeomorphicactions, which can be
understood through external observation). In the casef polymorphic action, only
those versed in the relevant culturecan see sameness property in the case of
mimeomorphic actions, the meaning of the action may also be observable to
nonenculturated observers (such as computers®8-29). It would then seem
challenging to use digital games the case of reconstituting or instantiating
polymorphic action? the 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 disloti@an between documentary and its
subjectin and of itselfsuggests a challenge teameness

Before we go further, we should tease out the distinction between real ast-
imaginary, and real asot 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
adions, 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 aspecial 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 mattesf-course quality

OEAO CAI AO AATT1T O POOAIT U AAPOOOA xEOEI OO O
Perhaps thequestion of the "reality” ofrules andenacted experiences within

games isn't the right sort of question at allBy abandoning the notion that the rule

structures and actionsthe) ET OOAT OEAOA AOA ET 1 & OEAI OAI

could refocus on their role in expressive framing: specifically in the ways they

encourageperformative inquiry (discussed further in Chapter6). In this way, the

A ET Adalldr ndn-reald becomesirrelevant? we would instead evaluate rulesn

relation to their efficacy in enhancing our understanding of the actual in relation to

lived experience {.e.true, or not true).

Exploring specific cases

In the following chapters, | discuss different stratgies for crafting actuality
within documentary games, which approach some of the inherent challenges (and
opportunities) brought about by the digital medium and game form. | will do so
through a focused analysis of specific gamesnot exemplars per se, bugames that
raise interesting questions and/or pose interesting solutions to these issues.
Specifically, | examine indexical integration within the gaméFK Reloadedshifting
phenomenological stance in theseriesBrothers in Armsand enactment as inquiryin
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Escape from Woomerand in relation to my own work. This is not intended to be an
exhaustive approach to documentary expression in gamesrather, it is to identify
interesting configurations of the index/framing dynamic within the context of
specific works. | then further explore these themes through the creatioprocessof
one or more design sketchethat play off of questions or opportunities emerging
from the chapter. The sketch outcomes are also not irdnded as exemplars, but
through their creation, | am able to consider, through practice, emerging issues and
guestions relating to the chapter theme, game analysis, and in many cases my

framework for documentary games itself.
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04 Examining Indexicality idFK Reloadéd

| would love to see computer, facg 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 takplace after
the assassination(Penn Jones¥

DALLAS, TEXAS

12:30 pm, November 22, 1963.

The Texas School Book Depository, sixth floor.
The weater is fine.

You have a rifle(JFK Reloadéed

Often the most well known documentary videogames are the most

controversial. JFK Reloaded a game based on the assassination of American

president JohnF. Kennedy is 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 Kenedy family>1? and even used to signify the moral vacuum

of digital games in an episode of the television seridsaw and Orde?2. JFKRhas

Al xAUO AT 1 AT AAAE ET AR ZAdediidally|thattiedate OAT AO

simulation at the heart of thegameplay, and supporting game elements such as

49

50

51

52

An earlier version of this chapter was published aBorembah  # ET AU8 O Daéumertalyl T AAAA
&OAIT ET ¢ AT A OEA 3EIT AR BD®E09)3Usell @ith Adrnidsion.

Rush to Judgmer(tL967). Cited in Bruzzi (19).

Reuters.An additional admorition was sent to Traffic Gamedy US senator Frank Lautelnerg
(Galloway, McAlpine, Harris 329)

Law and Order: SVW2 Ax6 3 AAOI T x wbEOI AA ¢ j/ OECET AT T U AEO/
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vantage points, are based meticulously on Warren Commission dataShortly after

the game's release, Traffic's managing director Kurt Ewig (himself a former

AT AOI AT OAOU EZ£EI T 1T AEAOQ 6 défisAwale ofdniesk kildd 1 EA OA
of games looking at realife 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. Loriye the JFK

Legacy."

In the game, playes finds themselves positioned on the 8 floor of the Texas
BAETTIT "TTE $ADPI OEOI OUS 4 EA pasbriievidhi 080 I
the top left, and proceeds along the plaza. The player is given no iaitinstructions
beyond the few paragraphs of scensetting 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 rifle yet by default, the player takes aim from alistance
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 w&ith

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 miiiple awards (Schott and Yeatman 85).
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4EARA PI AUAOBO cCci Al EO Of(asBthai@adiyéamArOA OEA
AROAOEAAR O1T OAAEEAOA AT 1 OEOOAT Awithx EOE OEA
their success measured against the historical recorgspecifically, the Warren
Commission report.JFKRprovides 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 iie 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. |
will argue a defensible indexical relation inJFKRies between the game and the
documents? T T O OEA AOOAOOET AOGET 1T A@GPAOEAT AA EOO/
strength as a documentary work is in reengaging the archive, rather than

simulating history.

04.1Simulations as index andxpressivdrame

JFKRechnically consists of two simuldions: a physics simulation based on
forensic data, and an eventecreation containing the shooter, JFK, etc. Tracy
Fullerton suggests simulation carries evidentiary weight, enough perhaps to

establish indexical status. Both Fullertor{5) and Mark J. P. Wb (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. UthcoBhe Eternal Framg1975) presented "an examination of the role
that the media playsin 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 proceedingsiave gone from being seen as
suspect and prejudicial, to being legally admissible as substantive evidence,

shift in the way thesejudicial 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 asdemonstrative evidence orargumentation (in other words, the
simulation is not in itself evidence, but arextension of expert testimony Menache
36]), Wolf notes judges must now remind jurors, swayed by faith in the
mathematical/scientific authority of these 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.

(T xAOAOh AO AEOAOOOAA ET OEA DPOAOGEI OO
when simulated than others, and that simulations have more value in some contexts
over others. For example, the ballistics simulation idFK Reloadedan be highly
accurate, presumng the accuracy of the core data laws 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. &mi-formal human systems (economics,
bureaucracies), are less predictable it 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 outorm 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 systen®s are mesy? 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 dgorithms
Braxton Soderman suggests viewing indecality in terms of the algorithm
instead of trying to extend a tenuous (conceptual) indexical link to possible events

s N oA £ o~ AN N L oA 2o~ N

ET OEA x1T Ol A8 (A EO DPAOOEAOI AOI U AOEOEAAI
(only bearing a behavioral or conceptual resemblance to the worl8. Soderman
suggests assigning indexicality to algorithms would provide a route for examining

the ideological influence of algorithms|eaving usmore inclined and prepared to

> |nto which you could include mental processes, as arguably the way we make even private
meaning issocially defined.

56 AlthoughtoA1 A OE £U
ABGO AAOGAOEAET
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analyze/deconstruct the particular work of computer programs(161) (in other

words, abandoning the proposition ofseeing through to the world. Tracy Fullerton

AAET AO OEEO DPi OEOEITh AT A PAOEADPO AOEI CO
simulations cannot be understood solely through output (21), as they inevitably

point us back to the algorithm.

Computational rules oralgorithms, may be considered hybrid formsAs
presented in the previous chapter, thalgorithm stands somewhat distinct as a
guasi-object consisting of a fixed formal structure, and user interpretation. Such
rules are partially situateds” and contextualized within the designed environments
of the computer. However, this places alggthms in an unstable position.Peirce
explicitly statesmathematical 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 foyce 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 hous in a day,andJFK® O C O1 OE | Oboth thingdkeAddehencA O A
as actual objects in particular material situations in which they are embedded.

The ballistics algorithm from JFKReloadedcan be argued indexical on the
basis of the physical properties of the documented material evidence from which it

was onstructed. As such, its indexicality can be formulated in one of two way#.

" The player is in fact in two situations: one willfullyignored.
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can be seen as an indexical chaitinking the original event, through to the material
evidence it left behind, to the documentation and measurement of said material, to
Trafficd O A1 € kabtobesset in causal relation to each otheBince 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 interpretatio¥et, it is notin
and of itself meaningful outside of interpretation: for example, players can (and did)
say it did not include alternate models such as th@famous grassy knolF8. 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 guation

An understanding of the use and complexity of simulationshould come into
play in any analysis of the largesituational reconstruction in JFKRthe event
simulation comprised of the assassination experience, of which the ballistics

simulation is one part). For example, lan Bogost draws attention to the perfornige

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

guality of assassination. He suggests that, as the game allows for the discovery of

alternative scenarios and strategies (Bogost specifically cites one point early dhat

by taking out the driver the player can get a clear shot of Kennedy when the security
AAOAET OAOAI A1l Adbgqh DI AUAOO AAT -rhakitgA ET £ZAOA
process in taking the shots that he did, and conclude that the shock value of the

chosen shots is significant in this assassinationRersuasivel33). 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 mayake sense

within the microworld governed by game physics and Al, without holding true for

the original, embedded situation. As mentioned earlier, the security procedures
AlT11TxAA AU +ATTAAUBO OOAZEEh AT A OEA AARAEAOD
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 conclusions treating 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 avery 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,

AOGO O1 A DPAOA&I Oi AOEOGA ET NOEOU bOiT i POAA AU

' 1 OET OCE / Ox Al AKSDABDIEAOOETAAMMNGROET T Oh [/ O>
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 pooipredictive value (having little bearing
IT Eix Oiil AOEEI ¢ I ECEO EAPPAT ET OEA £0O
OAOU AAPAT AET ¢ AT OE 11 OEA 1TAOOOA T &# OEA O
of what that simulation means, and what claimare being made through the use of

the simulation. As such, one must be critically aware and cautious of claims that

games and simulations documenteal events.

04.2Use ofanalog ndexicality

JFK Reloadedoesin factintegrate at least one piece ofraditional indexical
I AAEA8 &i 111 xEIl ¢ QOdehacthd theladsasdiratiodh®©gahé DO AO
overlays audio from the Air Force One transmi&ons occurring during the JFK
assassination This audio is not addressed directly in any way it simply provides
A1l OA O O E AaksésEidation Eatkdydpuring a series ofstark 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 AOEADO AOAT OAOOGET ¢ AO A OQUIATIT 1A
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The game present®ther ideas for interface design integrating primary (and
OOAAEOEITATT U ET AARGEAAI q AT AOi A1 6068 '1 OET O
it is in a game likeBrothers in Arms: Road t#lill 30), viewing positions sud as
O7TAQGAEET C *&+860- OKEI | adipd DA @ETAIOGAIQAOA ADEI O
related documents and images in the Warren Commission files. As such, players can
engage these documents to get a better view of their outcanand potentially use
OEAT AO OOAAAROO AOGAOG8s )1 ZAAOh &OI 1 A0OTT A
negotiating my own personal memory of something | have seen hundreds of times
in the past: the home movie footage shot by Abraham Zapruder. |&w whento
shoot, andwhat | should hit with each shot, primarily because | have seen the event
EAPPAT OiF 1 ATU OEIi A0 ET AT EDPO A£OI i OEEO A
TT OAd O4EA OE Hrénedtlemattibns sEthptaget dgainét A&apruder
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
I OECET Al : APOOGAAO £EI T 11 1T060 POwidBEA EO NO
suggest whereJFKReally succeeds is in engaging players with documents (such as

the Zapruder document), rather than in the assassination itself.
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04.3 Challengesn game cesign
To some extent, a game lik8FK Reloadetiustrates the challenges of the
secondorder designfrt OEAO AOA DPOAOGAT O ET Al1l CAI AbGd Ul
ORAOEOOET ¢ OOAE A AT AOiI AT OAoOU AgbAOEAT AAh O
and Yeatman point outthe design ofJFKRaccommodatespaidea pleasures,
OAT 11T xET ¢ <ubstitutebte fotlsfotplapiftended for mission based
games, activities ordered under a system of rules, with paidea, activitidsat have
no objective usefuhessbeyond the pleasure that the player extracts from the
AAOGETTo6 jyuqgs (1T xAOAoOh OEA CAi A AAOGECT ATA
core documents in an accurate and justifiable way. Take for example the scoring
system:the target for first shot is the ground;ithereisaA A1 1 EOOEA OAOACA A/
1.25 secondsthere 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 transparencyinviting players into the details of how the simulation

works (Schott and Yeatman 90).

9 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
AO OEA AT OA 1T &£ OEA *&+2 APGPAOEAT AA8 /1A
on the accuracy ofthe Warren Commission report isa 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.

Theindexicality of recording media boasts a reliance on a nehuman (and
thus a perceived nonsubjective) mechanical process, and a traditional framing of
38). Brian Winston notes early efforts to bolster the scientific status of the camera
instrument continues to condition reception today? cultivating the view that the
camera never lies, and that it produces analogues of nature, similar to other
scientific instruments®0 (like the thermometer, scale, etc.). The ballistics simulation
at the heart of a documentary videogame likdFK Reloadeldas a lot in common, in
this sense, with the recorded documert continuing the desire of disentanglement

of human intervention from historical authenticity. Here computational simulation

%0 | ike the thermometer, we don't have to know quite how it works (in terms of the scientific

DOET AEPI A0 COAOAT OARET ¢ EOO O0O00OOESGQqh xA EOOO
i OBAEAT OEAZAEA42) 1 OAOEPOEI 16 1m
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DOl OEAAO OEA EAAAT OET 06001 AT OAT EOQU 1T £ A 1
documentary film is provided by the camera. But more significantly, the apparent
removal of human intervention creates a kind bcausalindexicality? an event
necessarily resulting from the simulated processes being presented.
7EAT Pl AUAOO OOAA QIEKReDagédvharido tie¥Eske?x T O1 Ad
The indexical value of the simulations iFK Reloadeis not the real life eventat all,
but the Warren Commission (and related) documents to which there is that strong
ET AAGEAAT 1 ET E A gikKRAdadetedly addbcanmehtgylaBout)th@l 6 O
data set and the controversies surrounding it (the ballistics information, the casra
viewpoints, our reliance on an iconic relationship between the game representation
AT A AOI OOOAI ETI x1 AACA T £ OEA AOAT O0Qqe !'TA
role as the equivalent of a forensic investigatdit as opposed to a roleplay
character?Galloway, McAlpine, and Harris reach a similar conclusion in their
analysis of the work, observing the media backlash in particular downplays a
OARAAAET ¢ T &£/ OEA CAT A I AOOGAA 11 OITOA ET OAO
ET OAOAAOQET 1 6 | o athic@etachHmieriziod chill offheBdetiAcE T D

detachment society demands to make sense of evers# JFKRs indexical at all,

®1 These kinds of CSl recreationA OAT 86 AT i i1 11 U PAOAABdhareAO OOEAESD
simply part of the process of trying to understand the event based on the evidence.

®2 One could suggest the oftolour jokes that often come into play in forensic work are not a signal
of dehumarization, but a release that reestablishes 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 fame for, and a testament to the reality

I £#h OEA AT AOI AT 6O AAT OOAI O1 OEA CAIi A0 bpO
This analysis is not intended to skirt public concerns about games lik#=K

Reloaded The game has ethical implications for documentary game design as a

whole, paticularly if it is considered in the context of thedecoupling of

representation and action,and player accounts of insensitivityto the larger meaning

of game actions. Still, using a game structure as a meaninglding, expressive

frame proves an interesting way of dealing with a relatively fixed hisoric outcome,

but a multi-form truth. The game fails to make a strong documentary claim as an

assassin simulator, but succeeds as an eagement with forensic documentgin

other words, its mode is more indeical than performative). While these are

arguably some of the most weltraveled forensic documents in human history, this

AT AG1T 60 1 AAT OEI EI AO OAAET ENOAO AAT OO OOA

The JFK assassination itself is transitioning pasimotional impact (as it fades from

direct personal memory), and now largely focuses on technics of conspiracy theory

AT A OEA OEAOI OEA 1T £ A OxET AITA EOG6 1 UOOAO
O

(@}

OxET Al Ui O AAI EAOAeod ) IXKREnGsitEglaceODEEO AOI O
Games such a3FK Reloadedre 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 fromJFKRs the disjuncture between the mechanics
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and the emdions of an event. Clearly, the mathematical, clinical renactment of

such a deeply emotional event has caused a great deal of public concern. The irony
here is that peopledo pour over the technical details of the assassination in search
for truth, healing, and rationality. In a way, a documentary game such 38K
Reloadeds a poetic fit to, and perhapsn inadvertent critique of, this mindset.

While there exists a fear that the formalism of computing inherent to digital
games (and by extension to docunm@ary games) reinforces a logical, rationalist
xAU 1T £ OEAxET ¢ OEA OO0ARKRéoadgithéré idreasoh ® bee O
optimistic. In film documentary, which faces the challenge of depicting internality
and other things nonvisible, this redriction 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
OOAOEOAO AT CEIT Agial gades. Orcioser, dbitad @dslingraiF K REak:
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 keyto 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 aesign sketches

This series of design sketches exploresays in which understandings of
indexicality might extend into videogamesOne of the easiest ways to address the
AECEOAI ETAAQGEAAI EOU CADP EO AU OA#iity ¢ AAOA
to incorporate documents commonly seen as indegal (such asaudio, 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 performanceéwhile 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 sketchedurther address thedesign choices for incorporating
indexical materials (used as such) into igital games.Some of the initial questions

that occurred with this design experiment included:

~

T (I x AAT xA ET OACOAOA AAOA OOEIi A6 xEOETO

1 How do we capture and process data, with an eye to maintaining a sense of
transparency and limiting intervention ?

1 How might non-fiction spatial storytelling facilitate the integration of
indexical documents?

1 How do you make transparent exactly what this dat&s, in keeping with an
ethical imperative to document truthfully?
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Sketches: Integratingedia

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 experimentin creating a photographic interactiveenvironment in a 3D engine

Having seen, what | considered to be, the failure of some documentary
videogamesto manage the interpretive disjuncturecreatedin combining materials
that prompt different viewing positions, and having observed attempts to manage
this in games likeJFK Reloadefthis | discuss further in Chapter4), | came in to
these experiments with some expectation of having to find a workable balance
between captured and ceated materials. Nonetheless, | was still surprised to
encounter issues such athe difficulty in distinguishing indexical and realistic 3D

documented in Chapter 5) This became pdicularly 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 Iéyer. The first two images are
used poetically to recall moments of grimewriting experience. The last one is from Moose's pradiee.
images have been altered in sattion 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
OPAAEEZEA AT T AAOT ET OEEO AAOA xi 01 A AA OEA
documentary site, | would be madvertently implying that the visual reconstruction
itself contributed to documentary quality, which was not the case in this particular
scenario), linitially made several attempts to foreground the constructedness of the
gamespace While working to create a harmonious integration of indexical material,

) AACAT O OEETE AAI OO OEA DPAOAI AOGAOO T &£ O
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 aeshetically with other materials); and audio clips, which lost

context when edited down to smaller, mordlexible, clips.

(e Jivaesd il loasd 2L ::1||‘ iy lnllowing roloscops demo)

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, asndexical audio tends to be long and not terribly mutablethe
drastic alteration of the audio interview( seeDevice_Demo.mo0¥.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 doors
in the case of audio, presenting the opportunity for emergent layering between
sound clips.
4EAR AGAI DI AG & 61 AABT A qErAmEASayalsd | | ET C

be incorporated irto 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 digitalhyative
indexicality. However, this presented significant tehnical and conceptual
challengesMaking a proposition formotion capture indexicality is relatively easy
but the specialized expertise and technical setup involved, and the intrusive nature
of the technology (whether it be camera based, or using dmdy sensors), creates a
significant barrier to using this strategy in documentary game creationAt 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 representatioMotion video available at
http://vimeo.com/25639859 (password docgamesnd on the companion DVD.

While motion capture was not a practical option to explore, | did examine other
areas of data cayre and integration within the context of the design sket¢tha®, two
earlyconceptual sketches are presented. In the first, a character design adapts according
to a data sét who the player is currently playing varies depending egame 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 fivdideaf'd space
This sketch was a thought experiment in cr
interactive narrative ( wiThésketchascueeatini ng t oo
conceivedinvolves a rapid change in data, which would require a sieegialized data
set. A more likely scenario that could incorporate this concept is an evolution over
timed although this could in turn create issues in maintaining dual states over an
extended period (i.e. how long could you play two overlayed charactéhs?)
construction of data also becomes evident on the production size, as much data analysis
needs to occur to assign Astates. o

With the second sketéha fAr egri mi ngo scenari o in whioc
gradually become dirty according to a data set drfa@m pollution monitoring | again
found myself confrontinghe role ofthe indexicatransparencydeal (in terms of
documentspn the side of production. As Whiteldvas also observed 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: thissketchis at the stage of concept drawing (not integrated with any particuladata set).
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Target Data
Environmental Selection
factors for wall Finding a subset
grime. of data to
select, and
finding it.

Translation Visualization

Linking final
interpreted
data to a wvisual.
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form of the data
that will provide
a useable
output.

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 limianifests
asmore argumentativethan 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 | had thought | 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 iBrothers in Arms

Many of the tidbits you unlock offerC AT O tdwAmofents where
you realise just how close the game you @i played was to the real
thing. (Ramsay)

Even given the reconstruction of withess vantage pointdFK Reloadedever
guite manages to reorient the payers viewing stance to the extent accomplished by
the commercial gameseriesBrothers in Arns?4. Yet theBrothers in Armsseries of
games do not present themselves as documentary. Instead the aim of developer
Gearbox is to create aauthentic an experierce as possible. In other words, their
goal is to produce a high level afealism, without having to argue things within the
game areactual®s. This is an approach we can observe in other games that make
heavy use of indexical material in the service of réiam: including some sports
games and music performance games such as tReck Bandand Guitar Heroseries.
These games arstill interesting to look at in relation to selfidentified documentary
videogames, because whilan some cases, gamemakers couldgsent a defensible
documentary claim,their material and presentation is not used in the service of
documentary.

The Brothers in Armsseries follows the true story of the 101st Airborne

Division (502nd Parachute Infantry Regiment), from their initial diop behind

64 TheBrothers in Armsseries originates withRoad to Hill 30 and has been followed up with two
sequels,Earned in Bloodand( A1 1 8 O . ThiE @deardh tbcuses primarily oiRoad to Hill 3Q
and the 2008 Wii portDouble Time which is compised of both Road to Hill 30and 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 EDay, 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 Armspresents a slower, more tearrfocused style of gameplay
than many of itsO O OT A cointepéris0in order for players to succeed at the
various game objectives, they must use the{Al controlled) team to strategically
"Find, Fix, Flank, and Finish" the enemy.osing members of the team (before their
time) seriously compromises mission objectiveswhich is a strong disincentive.
However, upon losing a member of the core squaat failing at an objective (the two
are often intimately linked), players aregiventhel DOET 1T O1 OAT OOAAOGS6 O
and revive the lost character(s). A the gamaemindsus,x AO EOT 80 AAEOh AC
games should he
Brothers in Armgpresents a meticulous 3D spatial reconstruction of World
War Il Europe, based on perhaps the most extsive research undertaking ever to
feature in a dgital game production. Gearbox programme€orrinne Yu describes
using British spy plane footage taken every thre@ours as a basis fooone scenario
designin ( A1 1 8 O . Yuktgi&svhéréver historical photos andfootagewere
available, the production team felt obliged to recreatethem within the game
i O/ bAOAOET 1 ). Ane EpAtidl envifodnded s ot the only thinghe
game attempts to recreate Producer Randy Pitchford reveals all noplayer

characters (NPCs)at the rank of lieutenant and higher are based upon aactual

historical figure (such asLt. Col. Robert G. Cole [March 19, 19%%eptember 18,
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1944], and Lt. General Robert F. "Bob" Sink [April 3, 190%9ecember 13, 1965).

While NPCs at lower rank are stillbased on someon€lead character Matt Baker

has been described as an amalgam séfveral WWII servicemen), their name and

personality, and various identifying details, have beenchanged; 021 11 # Al 1 6 Q8
Like JFK Reloadedrothers in Ams does not present indexical material

directly within its playablegameworld (i.e. the environment in which the primary

gameplay occursyé. Unlike JFK Reloadedt not only references historical

documents, itintroduces them within the game®’ in the form of unlockable reward

extras. These extrasncluding an impressive array of documentsimages of original

reports, letters, maps and photographs from the specific WWII scenarios being

bl AUAAh AOO Al O1 Oi AEET ¢ 1 F6 AlrekdathmnidOAOET 1

creation process. There are a couple of interesting ways this ties back to the

gameplay experience. When you engage in playBmothers in Arms: Road to Hill 30,

the world you are placed in is exquisitely rendered 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 theBrothers in Armsseries has a distinctively slowefpaced 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 4JFK Reladeddoes include audio recordings, but it is incorporated into the
non-playable evaluation (score) section of the game, not the primary gameplay.

7 " OEAT 2AEAAE AAOAOEAAO OEAOCA APOOAO AO AQGEOOEI ¢ O.
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(excluding, of course, specific personal relationships to the game or its contents
for example, if a vetean 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 historicalittion.

Where things get complicated is in the juxtaposition between the archival
documents in the reward screens, and the player's rencounter with the
gameworld? 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 redered now becomes archival surrogate an animated
means of traversing an indexical document. The Al behavior that was previously
ignored becomes a reenactment of an actual afteraction report.

If when we are talking aboutindexicality we are more intereded 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 inate material indexical bond between an bbject
and its representation. Paul Ward describes this as a shift in modality, to sober
AEOAT OOOAh bpOT i POET C AT AOI AT 6AOU AOAEAT AAO
(O!'T EI AGAA 215A wWardsbgheds if vileAeS®nd to material in a way

that recognizes its direct relationship to actuality, we can have a legitimate
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c AT AOIi AT OAOU OAODBPI 1T OAec O 1T OEAOXxEOA 111 2zET
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 @ person, and juxtaposing or warranting the
TT1TzET AAGEAAT AT EI AGETT xEOE EI AhgiessAAl [ AO
91).
Noel Carroll presents a theory of indexingf, in which documentary material
calls for certain modes of receptior(cited in Plantigna, 20) According to Carl
Plantigna, indexing is a social phenomenon, and to a degree is independent of
personaluses ofa text(20). So while a text could mean more than one thing given a
person's viewing perspective, works that we call documentagrtend to be socially
agreedupon (or debated), not contingent on each individual's interpretation. In
other words, you will not expect to find theclassicpolice procedural Bullitt in the
documentary section of the video store simply because one recogngza 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 valuébrole in

reinforcing documentary quality in conjunction with other indicators. Furthermore,

s( AOA [ AIAA AA4goi@ibé confused with index in the semiotic sense.
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such a shit is not exclusively a logicalrational process based on our prior

knowledge, and/or the way in which the material is presented. In techniques such
asre-photography, rotoscoping and motion capture, unarticulable qualities of real

appear to bleed off of the indexical, and rerient our response to norindexical

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
AobAOEAT AA OOECCAOO OEAxXxET C OAO EE6 OAAI 8
defensible argunent 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 bleedthrough between indexical and designed (animated)
materials. In Anlénda’'s The Re&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'$Valtz with Bashir, (a
2008 animated film documenting Folman's traumaitt experience in the 1982
Lebanon War) a liveaction 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 what

you have seen is red?f. This effect can even run both waystocumentation of the
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character model from the videogamdPrince of Persiain a sense creas the

perception of a kind of reverseeffect. Instead of thePrince of Persia nameless

DOl OACIi T EOCO AT i PATTEIC 60 O OOAAgeOEOI OCEG
brother David (amazingly detailed in a blog set to correspond to the original 1985
development journal [Mechner]), the opposite occurs players familiar with the

CAI A POT OACTITEOO2O AEOOETAO 11 OAI AT O OOUI A

guality of David Mechner's movements

05.1 Asreal: 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 ghenomenological shift(53).
3T AAEAAEGO x1 OE OAAZI AOOAO xEAO A Al AOI A
OAT 6Aq 61 xEAO OOAE Ei AcCAO ATIT A O1 1 AAT AA
orientation (Carnal Thoughts272). This is not to say documentary is wholly relative
or internal to the spectator, simply that it is mutable As we negotiate where an
Ei ACA OAATTTcCcO6 ET OAOI O T &£ EOO 110111 CEAA
status, there are cues the "right" interpretation, but these rules are not determinate
of the viewer® interpretive strategy or the resultant reading.Notes Sobchack: "it is

this embodied knowledge and ethical care, not some objective stylistic change in the

image orinf OE A wREdtolodic@l ¥tructure, that charge the image (and are
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charged by it), to momentarily rupture the autonomous coherencerad unity [of an
otherwise fiction film]" ( Carnal Thoughts273). Sobchack refers, as an example, to
her own personal experience of seeing the eacreen killing of a rabbit in Jean
2 AT T Ilr@&glé duel. Realizing the image depicts the killing of an actliaabbit
shifts the nontfiction status of the image for Sobchack, that violence becomes an
emblem of the real @td. in Jordan 17). A further implicationthis viewing shift
creates is d'documentary space suddenly charged with existential and ethical
investment” (SobchackCarnal Thoughts270). If what we are seeing is no longer
OOAAT EOOEARG AOO OOAAI ho OEAT xAprésdnBeA 11
on a sharedexistential plane’©.

The shift in understanding in relation to the image Sobch&ds speaking of is
not designecd simply 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 ofeality -transfer techniques such as rotecoping 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
AEOAOOOGEITIT O 1 £ ET AAGEAAT EOUN O11 6 1110 Al
Shedescribes such juxtapositona® AT EI AOET T EAOGBHAA AU OEA
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

0 An interesting question thus emerges in relation to documentary videogames: do these games,
too, implicate us ethically? And if not, have wfailed to successfully creata shift?
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deemd 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, | argued techigues 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 ifve 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 sucks rotoscoping target a&pre-
rational affective register,inviting the viewer to feel as well as perceive the
I T OAOAAT (30@) Evep Aithout knowing the image origin (and this is
significant, as Sobchack suggests, because it speaks to this not gdbeing a logical
or argumentative process, but an affective one), a shift in response to the
rotoscoped animation occurs we suddenly see the real person in the image,
whether it is an anonymous Polynesian dancer, gk Scanner Darklys Robert
Downey Jr.The image is not just an artful illustration of someone it IS that person
(if only ephemerally).

The phenomenological shift that can emerge from rotoscoping can also be
observed in motion capture animation. AlbertoMenache describes his experience

a series ofmotion capture tests, where his production team was tryingo find out if
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motion capture from a human gymnast could perform an apéke motion in a
convincing way (versusmotion capture data from an actual chimpanzee). Although
both looked convincing as a live performance, when mapped on to a character
was only thechimpanzee dataDE A QO 1 1 1 £ AdchidpwtltBehaman data
simply looked like a human in a chimp suit (6364). Animator Richard Chuang

further describes some of the peceptual issues that motion capture creates:

(T)Yhe mass and weight of the performer almost never look good when

Appi EAA OT A AEAOAAOAO T &£ AELEAEAOAT O POI
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, youhrow all that out the door, ® you might as well animate

it. (Menache 40)

Again, this is a goodndicator 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 pregnitive level.
When this perceptual information is off, it can serve to dissolve the indexical bond
but when it is right, we can recgnize the actual in the animatoh ET xAUO OEAO
readily articulable. We see thereal in the animation.
Composite video and photo forms also work by juxtaposing indexical and
non-indexical images to shift viewing mode towards documentaryBella Hones Roe
notes the use of indexical/nonindexical image juxtaposition in the History
Television documentary seried.ife after Peoplg2008 z2010) to create reality

effects:
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By juxtaposing the faked indexicalooking computer animated images
of the future with indexical images of contemporarexamples,Life
After Peoplds making claims for the epistemological validity of its
digital images. The impact of thedigital 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) ofWWII photos

juxtaposed with modern day images; AOE +1 AOO AT Rocklotthéxioris 71 1 AEA
on the road to Lee's Ferry, Adr the project Looking into the Pasby Jason E.

Powell’l, Each of the above projects involve the creation of photographic

composites juxtaposing different time periods evoking a reorientation towards

our perception of the historical photo. While inthese casesll 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
beenframed, bears sone influence on our understanding and expectations. Yet such
a shift can occur without external warrantingg  whether or not we know if the
image is "real" or constructed (either using traditional versus digital methods).
External warranting provides a foothdd 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 tandemz it is in the recognition of the indexical that we can

71 Note these are all composite rephotography projects the body of general rephotography work is
much broader.
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extend and transfer it onto the nonindexical while simultaneously anchoring in the

material real.

Familiar facesjuxtaposition andshift in Brothers in Arms

It is interesting to compareBrothersin ArmsGapproach with another popular
WWII videogame seriesCall of Duty Like Brothers in ArmsCall of Dutyalso seeks to
situate the player in the midst of WWII by incorporating archival sound and image.
According to Jaimie Baron, irCall of Duty the presence of indexical material
OPOT AOGAAOG A OAT OA OEAO OEA OORAN &£ GRAD
the game as the user is confronted with images of actual bodies, living, dying, and
dead, rathe than just simulations thereof(304). However, Baron also notes that in
Call of Duty archival documents are perhaps not used indexicallyndexicality not
being a property of an image, but a relationship it maintains with a referent). In the
context of use, these images represent a nespecific place and time, a generalized
view of war. Their presence is intended to set the scene, as it weand 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

() 30X

World War |l footage only @ brief, jatET ¢ OECT E £lvioéed 1 £ OOAAI

meaning is limited as much as possible by the images and sounds

AOT OT A EO8 8 )T AAAAnh OEA ET AAQGEAAI
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

AOAE

ET A CAT AOAI & Oi h odasdideh, @vhcaiede 071 O A 7 A

emotional response: horror, anger, or pride(306)
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In other words, like the Air Force One audio iRIFK Reloadedhe 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 Armswve see a rather different approachThe game is fullof
documentation, including images of the developers visiting the Eapean locations
in which the game events took place, testing weapons and recreating battle training,
and gathering motion dataz again,all presentedin-game(albeit as an unlockable
reward material). In fact, to flip the interface around would be to cre@ something
very much like a traditional documentary, with the game play segments serving to
visualize the indexical coré2.

Although severalchaptersunlock image sets containing both game images
and modern day or archival photographs of the same locatip one of the rewards
for completing the mission objectives atD+1 (one day after the DDay drop)is a
series of composited imagesvoking a kind of rephotographythat serveas an
unlockable reward?3. Brian Rejackdescribes such an instance of shift in relation to
one particular scenario withinthe game OEA AAAOQOE Illofgti€iead " AEA OGS
George Risneafter a Germanrocket attack disableshis tank. The sceneconcludes

with a visibly upsetBaker, standing abngside the destroyed tank with thebloody

72 Interestingly, game footage fromBiAwas used to visualize voiceover and veteran accounts in the
History Channel documentary seriesBrothers in Arms” (initial air date December 18, S
2005)j ' T OA1 gqh Al OET OCE OAAIT U TTTA T &£ OEA OAAI 80 OAOGA
cut.

710 "OEA] 2AEAAE AAOAKOEAAO EOR Oj ignarénde atideGAOOOA | A&
OAxAOAAA xEOE Eiixi AACAQ 1 EOOI 00 8 OEAO | &£ OAATI AA.
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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 imageaerial photos, hand-drawn and
official maps, and afteraction report unlockedafter D+1j O$ AAA - AT &@d #1 O1 A

the following chapter,D+2j O4 EA #OAAE 1 £ $Ax16Q

While this scene is meant to develop pathos in its own regard (the
main character of the story has just witnessed the death bis best
friend), it establishes a different relationship to sympathy once we
OAAI EUA OEAO OEA OAAT A AAOAAEOI T U OAAT AA
the most striking samples are two composite images comprised of
archival photographs and gameplay screenshots. The first features a
photograph taken onD+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 uppeteft corner of the image is the entie
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

Rejacknotes this image flags this particular scene as a historical one, and serves to

AOOOEAO AT EAEO OUI PAOEU &A1 O "AEAOSGO 11 008
Rejackalsoencounters a phenomenological shiftriggered from aerial photos

overlaid with locations of game combat, noting as witlthe image juxtapositions, the

OAOODP AOAAOAO A AEAEAOAT O AHIwAArDeethée 1 £ OE

richest juxtapositions of documerD©0 OO0 0T 61 AO OEA AEADPOAO 0O0C

(Highway N13outside Carentan, Francgon D-Day+4. After playing through the

74 Note that while the actual photo Rejack mentions was taken on D+4,Bnothers in Armghe
composite photo is unlocked following the destruction of the tank on D+1 (thuthe discrepancy in
dates).
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mission objectives players unlock (among other materials) a series of four
documents: ahand-drawn sketch of Purple Heart Lanereated by a soldier and
found in the American national archives the same perspective as s& from today

i OAEAT 1 bkresedkch tigtd Readce), a screen capturgagain from the same
perspective) of how the causeway looksn-game, and finally, a rare colour photo of
the lane taken inFall, 1944.Each document prompts its own unique interpretive
position and maintains a different configuration in relation to indexicality? taken
together, they create the perception of fluctuating, multiform actuality.

Baron suggests that the separation of indexical and naendexical materials
that commonly occurs ingamesmight be due to the interpretive disjunction they
evoke, which serves to disrupt game immersiorAccording to Baron Ghe archival
production of the archive effectandE A O A E A O C AndiunBerdifiedthcOA Al 8
user's immersion inthe narrative world of the gamed(305). The design sketches for
phenomenological shift suggest, to me, that this is less an issue of immersion, and
more of aesthetic disjuncture. The combinatio of indexical and norindexical (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 ofriggering 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 dfvaltz with Bashir, such a disruption can be used to
create powerful experiential effects, but sometimes at the expense oharmonious,

clearly defined, and interpretively consistent storyworld.

05.2 Design sketches for phenomenological shift

The phenomenological shift degn sketches explore techniqes that trigger
the viewing of norrindexical media O AEDES  aDékdipld,thrdigh the
juxtaposition of indexical and nonrindexical media, in order to shift perception of
the non-indexical. The initial design goals of theseketches were to explore creating
a hybrid animated game environmenintegrating indexical and nonindexical
materials, if not through motion capture (which againwas both technically and
logistically out of reach), then through hybrid video (rotoscoping), with audio

narration. The focus here is nobn indexical materials (although indexical materials

are of course implicatedp AOO O OAZEOAI A OEA BI AUAO

indexical materials asif real. Some of the initial questions that occurred withtis

design experiment included:

1 On atechnical levelhow do you manage equipmenintensive motion
capture strategiesand/or the time -intensive process of rotoscopingvith the

0

0

o]

now expectedOl ECEOT AOOG6 1T £ AT AOI AT OAOU OAAET |

Y How muchindexicalmediaisi A AAOOAOU O

1 How does integrating playercontrolled navigation and interaction affect
media positioning within a game environment?
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Sketctes: Becoming Real

| am interested in the poetic implications of images and gestueh OAAAT | ET C
OAAl hdo OEOI OCE CAi APl Aus 4EA EZEOOO OEAOAE
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) appearsn Dwell

Figure 11: Video of the transition can be viewed at http://vimeo.com/5352070 (password docgames)
and on the companion DV.D

magazine.

The image juxtaposition created here required several iterations, because it
was not evident the photographic image was an actual photo. The animator and |
created several versions while decidingg EAOEAO T O 110 OEA OOAAI 6

in, fade in, etc, so as to best create the juxtaposition effectysing a published image
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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 nonrindexical elements of the sketch. The juxtaposition creates a more powerful
shift? just knowing it is based on an image serieis not enoughto 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 mightstill be viewed expressively as a
spatial simulation, playing off its affective impact).

The nextsketch built upon some of the insight found throgh the preview
sketch.! 0 A OOAAAOO AOAh A AT i bl AOAA EI ACA

the same design on the wall.

‘:'.:—'F :‘5 '.i.'u'_.'l 5
Figure 12: Early version: fadeo-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 accessdif desired)via the game inventory.

This sketch built offseveral of the observations from the previous sketch,
and tried to incorporate clearer distinguishing cues between photographic and nen
photographic elements. Some of the cues | had played with included photo borders,
camera icons aud descriptive labels. e tradeoff appears to be a cluttering of the
interface? one nice thing about the stripped down final version is that it leaves
I DAT OEA 1 pbi CBEAHG EIOUI Ml © AEAIOABI AUAOO OAAIT |
between the image and the stencil drawings, whitin 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 AustralidAgldeas

2010).
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Figure 14: Stills from rotoscoped Moose interview, tunnel. Original source: Agldeas (used with

permission).

With the more technically complex process of motion capture off the table, |
wanted to explore the (time consuming, but relatively unobtrusive) pocess of
rotoscoping. This had a number of practical implications to th&rimecontainer
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
seamkssly 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 QEEO | EOOI OO0 -11 0A60 Oi 1T A AO EAAEI EOAC

workshops). As such, bringing the rotoscoped character of Moose in to offer
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comments and advice worked well with the game concep®neof the interesting
issues emerging during production of this sketchsurrounded the boundary of
indexicality: in short, how little information could | present, and still convey
indexicality? The judgment criteriaemerged as stronglycontextual (andin this case,
in part perceptual). By maintaining therotoscoped outline, | had greater flexibility
in incorporating the interview into the gameworld, while still preserving enough

gualitative information to preserve the sense we were seeing a recorded interview.

(New level will load autorm®l@ally following rotoscope demo)

Figure 15: Rotoscop in context.

The final experiment was mocking up the rotoscoped image onto the 3D

character modek something | might experiment with further. Although Randy

s N s o~ A
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painting facesonA | T AAT & j 02111 #Al inthgbcen@ribA OOA
attempts to go beyond semblance to extend the indexicality of the original video

image onto an animated form.

3

Figure 16: Integrated character test, 3D + 2D rotoscog.
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06 Escape from Woomerd@erformative Inquiry and the Sublime

What happens when our expressive technologies also become
perceptive technologies 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?
(SobchackCarnal Thoughts135)

In the documentary gameEscape from Woomergplayers search for the
Immigration Reception and Processing Centr¢1999-2003), a facility thatwas
subject to protests and accusationsf human rights violations. The gameworld itself
is re-constructed in a modified version of thestory-driven first-person shooterHalf-
Life, based omphotographs,first-person and officialaccounts and mapsthe EFW
Collectivewas able to acquiredespite a media bhckout surrounding theremote
facility. The research informing the gamelso includesprimary research conducted
at relatedfacilities, such as the Baxtedetention centre (EFWCollective’s). Unlike
Half-Life, primary gameplaydoes not involve any combatThe game is instead
structured like a classic adventure game playing as detainee Mustafa (RAR24),
players must querynon-player characters (NPCs) in théacility in order to build a
correct chain of dialog and actior(primarily through retrieval and exchange tasks)
OEAO xEI 1 A Afhkdivd bwardOfeéldnBAdegdrtation. For example,
by discussing plans for escape with the character Amikustafa learns he is the

leader of a planned escape, and thae 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 manynarrative adventure games progress carat
times seem oblique and circularNPCsdirect 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 igetrieved), or turn
down your requests.Many recount their own experiencesdespair, and desire for
freedom.! 11 OEA xEEI Ah Al ET AEAAOI O ES$low®EA OT D
draining hope? bottoming out at the moment of captureand/ or deportation.
Developer* O1 EAT /1 EOAO OOAOAOGd O' AT AO AOA Al
this kind of content, better than a documentary could ever be, because to play is to
AAAT T A A OOGAEAAO 1 AardPAnolérivapds, igdnes j 3 x Al x Al |
construct player subjects in % & 7 Wdmera 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 videogarié?at
might this gameplay tell us aboubeing a detainee in Woomera
Well, the primary emerging from the gameplay isctually a sense of
frustration. The player's sense of agency is undermined as it becomes increasingly
suggestive thatsuccesdat least in any given playthrough)is perhaps futile, as only a
specific andcorrectly 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 ouwa
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lack of familiarity with the genre. But because thiss billed as a documentary game,
xA AOA DPOIi i POAA Oi DPOOE AOOOEAO8 .1 0AO /1E

ET AAOAT OOOA AAOAA CAIi Adh EO AAT OO OET x Al

AT ) 11T O0A &E£OIiI OEEO OEOOAOE(T x OAT AwbADOE ATl @
4EAO08O0 OEA AOOOOOAOGEIT OEAO EO TTCEAAITT U A
AAOBAT T U TTCEAATT U Ai AAAAAA paEBEHE OEEO OA

performative outcome, the frustration, comments on the documented expernce

EOOAT A8 AOAT 1 AEET C A -hkédatmre. £1 O EOO ET EAOAI
Woomerais a challenging game to evaluategiven that the work never

advanced beyond the stage of singlevel prototype (even if the player is successful

the level ends as Mustafa succds 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 plarfior

later levelswasindeedto include escapescenarios paralleling actual refugee

AOAAPAOGYd O7A xEIl AA EAAPEI ¢ EO AO AilT OA O

people have escaped, of course, usilgi AOOEA | AOET AO OAI ET EOAAT

CAlI Ad O thdEF@ Edidtivestatestheir design intentwasth OOOAAO Ax AU

from a valueloaded, clearA OO OAO 1T &£ 1T OOAT I AO OADPOAOGAT OEIT

Instead, (we) aim to set up a simulated environment \ere players are empowered

01 Agpi T OA OEA bPT OOEAEI EOEAOh O1F AA AT 1 £OI
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OEOOAOEITe 7TEAO T ECEO EADPDPAT E&£& ) Al
from Woomera Collective) However, at leastin the prototype version of Escape
from Woomerathis sense of exploration, choice, andmpathy are restricted
Strangely? this is a compelling featureof the work. In fact, in enacting what seems
to be anabsurd game, player frustration and confusion is what vivifies the
experience, moreso tharlA  OAT OA 1 £ b OA @rAl eAvikonridnt, dDtEeA
(somewhat heavyhanded) NPC storiesWoomera succeeds less by immersing
players in aphysical space or revealing truths about the logic of Woomera and

detainee strategy, ad more in crafting insight into the enactedsubjectivity of

Woomerarefugees read throughO E A B lerAbddle@dgar@eplayexperience.

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 the conflation of
camera and viewer presence that lets the viewer observegally see the
documentary subject. This becomes politically important in the case of social issue
documentary, ast implies the viewer is implicated in the profilmic action,which in
turn suggestsan 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 represents the image to the perceiving

viewer, in the same manner as if they had been garesent with the depicted event.
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7TEEIA EO EO OAIi POEIT ¢ O OEAx OEEO Oi 00
construct is problematic for anumber of reasons. In Chapter 3 critiqued this
proposition on the basis of whether it makes sense to say suehdisembodied and
decontextualized surrogateperception is thesameas nonmediated perception,
creating a challenge to its indexical value. Garnett Buchardt argues that even if we
accept a surrogate perception castruct, the only thing we can say is true abouhe
documentary image is thatsomethingoccurred(438). In other words, perception is
irrelevant without context; specifically the material embodiment in which we
construct meaning. As such, Buchardt also alges 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 doesmentary. Bven if indexicality has effaced the
camera as interface, most people do maintain a distinction between things seen in
person andvia mediated representations depending on contexf ®@9actually saw
OEAQkem OO ) OAx E (suggdstinda diférehceiishdthOA OU 6 q
recognized and relevant. As Bruzzi notes, documentary viewers are aware of the
tensions between viewing the actual and the construct of documentapy in fact, she

suggeststhis tension is part of the pleasure of documentary9). 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

human intermediary.
AEEO AEOOET AOET T OAI AEIiInQ oreradinytvihina x A6 OA

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 ideathat the end-game (so to

speak) of videogame progress is a play experience completely indistinguishable

from the real world is an immersion fallacythat discounts our ongoing awareness (if

not necessarily at the forefront of our mind at all times) that we ar@laying a game

(451). Salen and Zimmerman stress the need to acknowledge the douwdeded

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 factthis play between transparency and design thatake games such

rich and multilayered experience (452453). In other words, for the game world to

AEOADPPAAOR AT A £ O A PI AUAO O OOAAIT T U AAA

virtual space, B amisrepresentation of the complexity of the gameplayer

OAl AGET 1T OEEPh AEET OF OEA OOCCAOOEIT AT AOQI
According to performance theorist Richard Schechner, performance

consciousness is always subjunctivie awareness of ontingency, alternative paths

(6). We can say that game players have value in a situated perspective without

EAOETI ¢ O EAOAT A EO AO ET AAGEAAI h AU OEAXEI]
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framing. Situated interactionis one of the more compellingppportunities presented
by videogamesbut it often comes paired with ax unproven value proposition that
situating perspective provides more agency and/or insight through active
DAOOCEAEDPAOEI T h AO 1 BPT OAA O OB&GIYPE OAL
encompass a variety of game structures, including implication within a (rational)
system, performative inquiry, and immersion (transparency).

| would argue thatin the context of documentary videogamessituated
interaction is at its most promising, aad perhapsmost defensible,in relation to the
idea of a documentarythird space evoking both the historical actual and the
embodied insight of the participant. Performative inquirywithin such a situated
perspective can be particularlyvaluable as a means in which to reflexively
encounter documentary subjects, and is distinct from the kinds of imaginative role
play commonly considered with regard b videogames In a sense, performative
inquiry encompasses thedouble-coded nature of thegame 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 situateénd how and what performance entails,
dependsvery much on the sort of gameone 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.), playerser

implicated in a variety ways Enaction canalsobe seenas a different mode of
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engagement with media (one that can be theorized in differenways in terms of

effect/affect). Like indexicality, situated interaction can provide an anchoring/bond

function that seems to ground the experieoe in the material world (through the

body)? but unlike indexicality, it does not provide evidentiary value. In other

xT OAGh xA AOA 110 AOCOEIT C £ O ET AAGEAAI 0O
have simply reinstantiated), but for a vivication ofthe documents anchoring the

documentary experience

06.2 Recreation andenaction
/ITA 1T £ OEA T OEAO OAAET ENOGAO ATiii11T ET O
OEAAT CAI A0 EO OAZAOA/sintal tb Esgagednivénaerad ET O1 AOE
Brothers in Arms Road to Hill ®, and the evensimulation (as opposed to ballistics
algorithm) in JFK Reloaded hesere-creations, which frame the documentary
AGPAOEAT AA OOOOI O1 AE icah bedteded intwo irdadd AT AOI AT O
categories: spatial and procedural simulationsRe-created environments using a
spatial simulation, such as modeling real spaces withim game engine (as we saw in
Chapter 1with works such asGone GITM@nd Block H, are commonly used to
situate a player spatially within an environment. Although this$ a potentially
interesting and modestly expanding area for documentary theory to address, such

re-creations do not necessarily involve or require gameplayrocedural 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 exploredin the context of theoretical work on reenactment
drawn from film documentary, anthropologyand the performing arts.
While there are issues involved in an interactive simulation nopresent in a
filmic recreation (which usually serves to visually reembody an event rather that
re-perform it), some of the discourse surrounding the ontological status and role of
reenactmentmight inform how we come to understand enacting within
documentary videogamesWhen it comes to eenactment, Nicholsagainstressesthe
distinction between indexical documents and our encounters with them. He refers
to reenactment as a "vivication" of documents, butuggeststhis is an inherently
effort of going through the motions of reenacting them imbues such facts with the
lived stuff of immediate and situated experience{@antasmic Subjedd80). Nichols
is clear that such vivificationdoes not constitute anmdexical bond claiming
“reenactment lines anchored, indexically, to the present distinct from the past it
OAPDOAOCAT OOB8OEA AAI AOA OAAT OAO 1T £ OET OA xA
these figures are also ghosts or simulacra of others who haveeddy acted out their
parts" (Ward, Margins52). Such enactments fulfill a persuasive and affective
function, not an evidentiary one For Nichols, "WE OE AAAOET 1T EO 1T AEOEAO

explanation.lt is, though, a form of interpretation, an inflection that resurrects the

77 Given the actual is only an ideal, ostensibly even for Nicholam unsure as to why this is
particularly problematic.
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past to reanimat it with the force of a desiré (Nichols,0 & AT O 88 iInfokéer
words, it is a product of the expressive framing of a documentary work.

This is not to suggesthat it does not have a valuable role to play iorafting
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 thperson 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 Realit236)

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 Realitg41).
Peggy Phelaralsonotes the value of reeactment, 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® I A U AlA2fdhdJennifer Allen
(gtd. in CookCBimulated Realitie®136) describe the body of the reenactor as a

medium for reproducing the past: Himmelsback goes on to offer it is the body that in
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AAAO POI OEAAO OA COAOAT O1 O 1T £ AKIDBAT OEAEOU
Richard3 AEAOAET AO POT BT OAOh OEA OAAT AAOI AT O EC
OA7i Al AAOET ¢ | E DOOOEI ¢ AAAE OI CAOEAO xEAO
Reenactment fills in the lived space outside of evidence and argument, restoring

experience left uncatgorized within logic or systen» which Nichols links to

Roland Barthes third or obtuse meaningRepresenting Realit234). Nichols

suggests this is not spectacle, not facts and forces, but experiential awareness of

difference knotted into contradiction by social construction of reality (Representing

Reality235).

which the past is reanimated through physical and gychological experience (330).

However she goes on to problematizehe constructh T 1 O E Ibazed@estimdny

tells us more about the present self than the collective pa®335). PeggyPhelan

observes reenactment creates a dynamic in which "a unique body has been replaced

by an endless series of bodies that are interchangeablvith one another, across

OEI A AT A OPAAAcjpxwas8 4EEO ACAET OPAAEO Oi
original context and materiality of action are important andare in danger of being

effaced by reenactmentNichols also critiquesthe ethics of reenatment; reminding

usthat going through the motions is its ownpleasure. We submit to thepsychic

(@}
>
mp

gratification of embodying actions withinan artificial contextj O & AT OAOI EA 3
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76). In other words, we cannot discount the role diun in such performance (even

in viewing such a performance), and how this pleasure impacts experience.

Theludic (re) enactor: recreation as performative inquiry

Reenactments are often theorized in documentary more from the point of
view of the observer ofthe documentary than on the "enactor" him/herself.
Discoursesurrounding the documentary film Battle of Orgreavess perhaps an
exception. In the film, Mike Figgis had miners and police officers from an embattled
mining town to reenact the divisive riotsthat 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 reeactment testimonials (also included within the film) become
our surrogate interrogation of the profilmic event (Blackson 126).Battle of
Orgreavedurther used personal recollection rather than official and media accounts
to re-inscribe/reencounter history (Blackson 127). NotesRobert 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
Ol "1 AAEOGITh OAAT AAOI AT OO EETCA 11 OEA
experience through a combination of lived experience and historical tapoints:
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O4EA AACOAA O xEEAE PAOAE OI AOO Al PiI xAO
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 recreations? particularly of times and places with
perceived educational valugsuch as pioneer villages are common,Plimouth
Plantation (MA, USAjas describedby Scheschnerwarrants closeexamination. The
village sets up itsparticipant villagers in aninterpretive performancein order to
better simulate visitors' exchanges with the reahistoric participants. Village
enactorsare given a dossier containing aacumentary biograph (what is known,
current opinion and learned presumptions based on probability) and a personation
biograph (dialog sample, friends names, character notes)(Schechner-86)>
material with varying degrees of indexicality. Their role goes &yond 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 simulation? for example the "characters” do not live orsite, and clearly
the presence of tourists is a discrepancy), and the answers provided by the enacor

are not put forward as historical fact 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 anthopological ethnography. Turner and his
wife Edith (with the help of4 O O1 &udén®d), establishedthe practice of enacting
reflected upon, anditerating anthropologicalaccounts The primary goal behind
enacting these processes AOA £ZO0ET Ch AO EO xAOAh Al OB8ET OF
OEOI OCE DPAOAI Oi Alwaskdrefgxigelydrid faps iptherogic of the
anthropological account, and to apprehend details of that are obscured bywritten
accounts88 4 EEO DAOODPAAOEOA AOEI GO 4001 A060 ATl
notes: "What vivification involves is more closely aligned with a felt sense of
contradiction, dilemma, or existential paradox" Representing Redly 234).
Interestingly enough, tirough monitoring the successes and failures of this
(re)performative approach, Turnerestablisheda preference for enacting mundane
scenarios over highly structured rituak, citing the tendency for the othernessf
ritual to cloud enacted understandingMoreover, for Turner, rituals and myths
"have their source and raison d'etre in the ceaseless flow of social life" aad such
are inextricable from their contexts @7-48).4 OO1 A0O8 O POI AAOGO xAO EO
performance itself was pairedwith a critique of the performance (.e. the

performance is not presumed to be actug(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
sensationalzing of experienceis key. The enactmentswhich supported insight are
vivified through embodied encounter® not scenarios where weplay pretend, but
scenarios in which we maintain a reflectiveencounter that allows our experience to
inform our understanding of another.

It is important to recognize that experiential or enactedknowledge need not
be confined to the realm of affectlan” T CT OO 11T OAOh OAlI 1 CAIT AO A
OOAEAAOGEOA Ai AT AElI AT O OE A Onit OgedatioBI3HOA OOA O OE
even if what we are enacting isiot typically seen asa subjective experienceln other
xI OAOh xEEI A EOG6O AAOU OiF OEETE 1T £ PAOA O
OOAEAAOEOEOUR EOB8O Al 01 EI DI OOAT O O1 AiTOE
(even abstract)systems andprocessesA ready example is howperformative
inquiry features in the forensic sciences as a means of verifying the embodied logic
of the forensic account this may involve bothreconstructions and reenactments.)
Bogostsuggess understanding the encounter between the subjective experience of
simulations and the rules and configurations on which they are based may help
overcome aOOE| O1 AGET 1T ZEAOAO6 OEAO OAOGOI 60 &EOI i
attraction towards simulations and our distrust of them {Unit Operations109). In

other words, performative inquiry can act asa critical as well as an affectivdrame.
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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 a graphing of
EEOOI oussggi 1l O Fdb&dla"BOAAKETROE EOQixydds EO OPAOE
byitsrAAT AAOT AT & E (32) Bizi siygedidhdurdentary viewing
Al O O A O EIOQHErpeial Aefohidtion between the rebevent and its
representation (7)8 4 EEO Ox1 OEEI ¢ OAAI EOUhd T AEOEAO
the present, can be articulated as a type of third space.
Bill Nichols suggests such #hird space construct is a meando distinguish
OEA OBl AAARS 1T £ Al AOI Aplaceiidne "aday OGRA ORI EQI |
3 O A Egb)ARDiip Rosen, eturning to Ankersmit's notion of the historical sublime,
frames this idea asa space of union between our situated contemporary
understanding (in many ways contingent on our own embodiment) and a past,
inaccessible reality. Rosen suggests contact betwepast object and present subject
creates an alternateéemporality that brings both into detached temporal now
(Mow and Therd34). This reflects our yearning fordirect experience in
documentary,despite the inevitability of decontextualization, aporia and
politicization (Now and Ther®35-36).
A sublime space apart, or third spaceconception 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 anstructs such as reenactment
i O&AT OAOI K7\ H8 W3S bhdtér@ Bsituatedantasmic' to describe the
relationship between the enactments andhe ideal of asingular historical actuality
i O&AT OAOI B0\ R&AnAtmehtd, Gotording to Nicholsreate the sense of a
fold in time ? asense 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)j O& AT OAOI BsA 3 OAEAADG
Still if traditional documentary viewing can already be conceptualized as a
sublime intersection between an inaccessible past amtbntemporary embodied
audience what does a game do differently? Games take what is a cognitive
interaction construct in traditional documentary, and extends it into explicit
interaction. They provide a compelling framework forenaction, that enables
documentary experience to take placgn such a space aparRaessens suggests that,
in documentary games likeJFK Reloaddd OBl AUAOO AT AAO A@PAOEAIT
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 ad pain of the trauma and, at
the same time, the satisfaction of overcoming these feelings in terms of precognitive
EEOOI OEAAI ET OECEOOS6 j g8 4EA CAI A POAOAI

and present moments.
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Performed reermactments, what Schehner callsrestored behaviour,can also
be viewed as being part of a space apart; the sublime meeagiof two points of

subjectivity:

During performance, if everything goes right, the experience of
synchronicity as the flow of ordinary time and the flow &

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. Noeotan keep it
long. (113)

Schechner describes enacted experiences as transitioraald characterized again by

z o~ N - oA s A

OEA OAIi A AOAT EOU AAOAOEAAA AU 3AI AT ATA

ARAT T A Oi A8 xEOET CIOA®O@@ET ¢ OEAEO O110 1A

There is navay to escape return to Woomera

To say you are reallyexperiencingthe plight of Woomerad © AAODBDAOAOA
detaineesis a bit of a rhetorical overreach It seems closer to sayn the spirit of a
documentary third space that the player experience inEscape fom Woomera
vivifies the documentary content (vhich is in this caserecreated ina spatial and
procedural simulation). InEFW, there is little direct contact with the historical,
material world of the Woomera detaineesAlthough the game is constructed ontte
basis ofprimary and secondary research?, there is little attempt within the game
itself to bridge what we see in the game world tdhis research anddocumentation.

As such, the game lacks the kind of material anchoring that indexicality provides

4] A 1EI EOAA AgOAT Oh OEEO OAOAAOAE EO OAOAAI AA
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and does not prompt the kinds of phenomenological shifts found iBrothers in

Arms. Given thatseveral facilities were researched, at best Woomera is an amalgam
of places and experiences. Thigarts to pull us closer to the systemdgocused,
generalized smulations of a game likeSimCityor Civilization than the specific
actualities of documentary.

Some of my own questions abouEscape from Woomeras 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 excessRegardless of what the
documentarian intended to capture, we find additional visual details, expressions,
sub-audible cmommentsz 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 revelationg in fact, knowing we are in an explicitly designed
environment flags everything asntentional, if not meaningful. For me, a striking
moment researchingEFWwas finally seeing physical imags of the facility while
watching video footage of rios at Woomera in particular, the incongruous bright
murals adorned the walls.This filmic Woomera contained information that was
perhaps incidental to the gamemakes intentions (and given thelogistics, including
resource and technical concerns, involveth 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, wasan evocative detailbypassed by the gaméwho
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created these murals, and to what ends? How do theyayl 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 even if we
discount simulation as a documertt 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.
7TEEI A OEA CAI A0 Ag@bIl BEuarzindeifdct®dk bebtg OPAAEO
known as just a number (RARL24), walking through the facility players repeatedly
AT AT 61 OA O~ @geAdhidicharadtdk fype which does not provide information
and simply asks to be left aloneOne soon learns that it is name characters that
provide stories and information, and guards that provide accesgbut that the
typical detainee simply fills out the space. This crafts a very instrumental
perspective on the experiential space then again,perhaps one that aligns with a
clear and desperate goal such as escaf@alog with characters is presented in
multiple choice, typically includingadialog option in which the NPC shares a
personal story (ostensibly based on an actual detainee experience, but this is not
made clear eitrer within the game or on the website), and dialog option that

AAOAT AAO (GrAnt quésts) Bawéveér because the game is timbased

j OEA OET PA ET AEAAOT 06 OAAI T U OAOOGET ¢ AO i

disincentive to engaging with chaacter stories, unless there is a clear instrumental
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detail embedded within (e.g. the character needs a particular item). While the

CAIl A& Goaded timér initially works on ametaphoric level (there is a sense of
urgency not based on running out of timehut running out of hope), through
gameplay this indicator serves to formalize the fluctuation of hope, rather than
having it emerge experientially (which Iwould argueit does). This creates

moments of disjuncture, where the player may finally feel agenag having laid out
their escape scenario, only to have the game tell them they have lost all h&pe
These elements of the game frame are conspicuous enough that they pull attention
away from the represented experience (out of the third space), and towasthe
game itself (our present experience as game players).

Moreover, instrumentalizing and/or formalizing affective aspects of the
experience works to disruptthe function of the game as performative inquiry
(Manuel Sicart has suggested this in relatio to ethical engagement{43), but it
applies broadly). | am not ethically implicated in my own enacted experience, as the
game will tell me whether or not | am feeling hope, despair, boredom, or whether |
feel a longing for conversation or connectionandquantify this accordingly.
Woomerabecomes 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 character Mustafa is about to be deported which is causally

AEOATTTAAOGAA O1 EI DA jbecauBde hashodtbopd).i O AAET ¢ AADPI OOA.
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To what extent does our experience oEscape from Woomerallow us to
critically appraise our presumptions of the experience of refugees in Woomera? For
Turner, the designof 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 theenactmentitself. In Escape from Woomerave can iterate our
performance, but not the modelln 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 leveln is unfinished state,Escape from
Woomeraemerges underdeveloped as a documentary performative inquiry. Lacking
A O00O0iTT ¢ ETARAGEAAT AT T A OEAO x1 OI A ¢cOI O A
claim to actuality regs on the frustration and futility evoked by enacting the various
information and resource exchanges from within the facilityThrough navigating
official and de facto folk bureaucracies recreated from the research, the frame that
emerges for players is tlat of adiscouraginggame? atelling, but underdeveloped,

assessmenbf the Woomeraexperience

06.4 Performative nquiry design &etches

The performative inquiry design sketches employ strategies that look toraft
an embedded or internal viewng position (in contrast to an objective observer
construct). They primarily use gestural interaction as a means to rancorporate
materiality into the interpretation process. Some of the mitial questions for these

sketches include
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1 How do we evoke the feeling of gme writing?

1 How can the documentary material surrounding this gesture change the way
in which we better read what it means in context?

Sketcles: 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.| decided to pick up the theme of performative inquiry on a much smaller
OAAI A OEAT OEA OAOAT 06 OEI OI AGEI T O POAOAT O
the touchiOOAT £ EO PAOO 1T £ OEA OOEOEAAOQEITOS6 T £ C
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. Beingab A 01 OOA OOI ODAEd j1 0 ET AA

Al

A
OOECEOS6 EOh ET AT A 1T &£ EOOAI £#h A O1 ENOA
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Figure17: The introductionpresents a more freeform, paidistyle of interaction, to maintain focus on
the touch gesture itself.

One issue that readilyemerged with this sketchis that touch screers (at least
OEA TTAO &£ O1T A 11 O1 Ararealy®ood at evokin@defaikl AAOEA
touch experiences, but nbothers. The smoothness of the screen makes fog and
steam drawing experiences readilyaccessible but perhaps not the rougher
surfaces that require intense cleaning. Originally, | wanted to explore the feel of
scrubbing (and the images and perceptual qudies it evokes) on different surfaces.
However the resistance needed for certain surfaces (e.g. concrete) are difficult to
simulate, and | reached a point of diminishing return on effortHad | been framing
this in my own mind as an event simulation, | migt have continued to push towards
simulation fidelity in terms of surfaces, butin relation to the experiential qualities of
cleaning, | felt | could work within the affordances of the device and still meet my

design goals for this sketchThe conceptualfamework 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 @égnds 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 equipmen(possibly using initial particle

effects on the spray). While there is some manner of spatial simulation involved

with the sound (for examge, the motor plays from behindthe spray in front), the

CIlAl EO OI OOCCAOO OEA RIPAOERTCAAEBOS8EOET 00
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 Armgwhich again, lacks situated context surrounding the

gesture performance). For example, at one point when | was trying to compensate

for a lack of resistance and pressure on the interface, | varied the opacity of the

drawing area in an attempt to simulatepressure. While somewhat effective

j Al OET OCE OEA 1 AAE 1T £ OAOGEOOAT Aant®AAAT A 11

press down on the screen, lest | damageritwhich drew unwanted attention to the

device itself. Temperature also made it easier to represegertain gestures over

others? the 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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Oi AA OxAAEAA theBoudd shdklidobile pekrAvasher eentually 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.

| also used gesture to try to vivify some of the stencil documentation (again, |
am thinking of this as enlivening them not as they were [an accurate recreation], but
in a space apart). This, perhaps more than the frdgand 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 design# future
versions of the drawing interface | would liketo emphasize an explicit linkage

between images stencilean the wall, and the stencils available kgame? again, in
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