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Abstract
The Procedural Rhetoric of War:
Ideology, Recruitment, and Training
In Military Videogames

David Demers

In light of the increasing popularity of military-themed videogames, as well

AO OEA 5838 1| EIEOAOUS O ot dd @ddloprmeitAdnd ET OAC

consultation of such games, there exist very pertinent questions regarding the
effects that this particular media has over its consumers. Although this topic has
been previously examined using official military serious games, largebhbsent in the
literature is the study of entertainmentbased videogames. In this thesis, |
investigate the relationship between the military and videogame culture. In
particular, |1 explore how recruitment, training, and ideology are promoted by the
milit ary through the design and production of both educational and recreational
games. | apply theories of game/play, procedural rhetoric, and discourse analysis to
OEAAIT CAI AO Oi AAOAOI ETA OEA DPOAAEOA
effectiveness as an implementfor neomilitarism. | also demonstrate how the
videogame industry is both theoretically and aesthetically intertwined with that of
studies, the results show that, while there xists notable procedural differences

between serious and entertainment videogames, both categories effectively
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Chapter |: Introduction

Captain John Price had been in this situation before. His chopper shot down
behind enemy lines, Price and the rest of Bravo team must fight their way through
droves of enemy soldiers to get to the extraction point. Fortunately, Price was
fearless and indeéitigablez AOAOUOEET ¢ Ul 6 AT OI A AOE &I O E
the rest of his team was as tough as he was, and the only difference between them
was that they knew that it was Price who called the shotzand he was never wrong,
even when he was beingnsubordinate.

This time, however, was different. As skilled as Bravo Team was, there was
no way that they would survive this mission without the help of some big artillery.
Luckily for them, an AC130 warship was inbound and it was filled with a virtually
endless supply of ammunition, along with an accomplished gunner who seemed to
have done this very mission dozens of times before. The enemy soldiers (of which
the village is exclusively inhabited by) charge Bravo Team like lemmings and
ultimately to their death. The camera mounted on the AC30 display their heat
signatures against the grey terrain as they run, then fly through the air from
explosions, then quickly dissipate into a barely visible shade of grey, marking the
moment of their deaths. Captain Rce and his team manage to survive once again
and are airlifted to their next mission.

If only it were that simple. For all of its accuracy in military technology and
visuals, this mission inCall of Duty 4: Modern Warfar€2007) severely sanitizes
masswe destruction and all evidence of collateral damage that comes with virtually

any largescale military attack. The question is: why sanitize violence in this



manner? It would be simple enough to argue that the violence has been sanitized as
such becausethis being a video game, the gaming industry has a duty to avoid the

moral corruption of children who are inevitably playing it. This, however, is

OAT AAOAA A 1110 PiIEIOd OEA CAIi A EOOAI £ EO

years old or above ® A 1 ACAI 1 U PAOIi EOOAA OI DOOAEAO!

corruption were truly the issue, the game would have omitted such elements as
gratuitous profanity or the option to kill wounded enemy soldiers that pose no
threat. They clearly did not.

Another possible argument to be made is that limitations in video game
technology have forced the developers to avoid dedicating too much of the game
AT CETA60 AEAEI OO0 O xAOAO Al Ai AT 66 OEAOD
The logic here would be that the rare time and energy spent on rendering
dismembered bodies, the fewer virtual enemies the player will have to shoot. But
despite game developers constantly seeking to provide an increasingly realistic
representation of warfare, much of the more complex isss such as politics or the
horrors of war are barely glossed over, and even then only as it pertains to fulfilling
a particular mission. Therefore, the rhetoric is directly relatedto the limitations
afforded to it by the hardware, software frameworks, andorogramming language
(Bogost 63).This, then, brings up another, related question: how do the developers
of military -themed first-person-shooters (FPSs) determine which elements of
warfare go into the game and which are left out? In other words, what arthe

criteria for the elements of gameplay, and hence the enjoyable play of war?

EAC



Returning to Captain Price and the AQ30 gunner,it is of note that the visual
layout for the player accurately mimics the realife night vision camera mounted on
actual AG130s, even down to helicopter flyby patterns and military rules of
engagement terminology. In fact, much of the simulated warfare in military FPSs is
quite dead on, prompting soldiers involved in the siege of Baghdad to exclaim that
the actual warfare wasjust as impressive and exciting as those found in video games
(Penny 191). It would appear then that the mediated artifact has become virtual
artifice. To think that such a phenomenon is fostered strictly for economic gain
would be ignoring the fact that he companies developing the most popular military
FPSs employ military personnel as consultants to ensure both realism and
credibility to their videogame franchises. Without the actual military, these games
could never narrow the gap between what is realrad what is mediated.

This blurring of the real and the virtual raises obvious concerns. The same
year that the above videogame was released, an incident occurred in Baghdad
where an ACG130 fired upon suspected militants. Soon afterward it was discovered
that the suspects were in fact made up of Reuters journalists and Iraqi civilians, with
only two of twenty people killed confirmed to have been carrying firearms. None of
those attacked by the A€30 were engaged in warfare at the time, and the recorded
audio of the U.S. soldiers involved in the attack further complicated the matter with
their callous disregard for human life and the rules of engagement (Gardner). The
video of the incident, uncannily resembling that of the AQ30 gunner mission in
Call of Duy 4: Modern Warfare was deemed classified and only released in full to

the public after the whistleblowing website Wikileaksreleased an edited version of



it in 2010. Many leftleaning news outlets in the aftermath of the video leak have
since questioned the use of drone attacks for their sanitized depiction of an
otherwise gruesome reality and the emotionally removed nature of the soldiers
involved, who appear to be mimicking the attitude of the videogame player rather
than the soldier even down to the mterface itself: both player and soldier share

similar apparatuses such as headphones and microphones, monitors with
interactive graphical user interfaces, and of course, both remain well removed from
the physical reality of battle.

Nevertheless, the Call of Duty videogames still attempt to include more
complex moral issues z not for propagandistic purposes, but rather for
entertainment. Here, the franchise pulls a page or two from Hollywood storytelling
by adding plot twists and themes of deception and couption. In fact, in Modern
Warfare 2, the main antagonist is a rogue U.S. general who machinates behind the
scenes to create a war between America and Russia. While this plotline seems to
encapsulate the current U.S. sentiment of the celebration of theromon soldier in
tandem with the distrust of military officers, one could ask: why would the U.S.
military would allow its personnel to remain on board as consultants?

One of the most persuasive answers to this question lies in the fact that,
according to real-life Colonel Casey Wardynski, such games serve as potent
recruitment tools for potential soldiers (Nichols 39). It would seem to be in the U.S.

i El EOAOUBO AAOGO ET OAOAOGO 11060 O1 OOEAEI A AOGG
military FPSs, rgardless of the questionability of content. In truth, any negative

visual or narrative rhetoric these games employ seem to bear little upon the



promotion of military life as much as the positive act of playing the soldier
encourages military recruitment. h effect, even negative publicity is still publicity.

47 OEEO AT Ah #1171 COAOGO ET AOAAOGAA OEA 58
billion at the turn of the 20t century, the bulk of which was dedicated to research,
design, development, and support of militey videogames (Nichols40). Because of
OEA 1 0i U0 AEOAAO ET &£ OATAA 11 OEA OEAAI
regarding how FPSs are developed by both videogame designers and experienced
by gaming enthusiasts alike, questions that this thesis aims #mldress. For instance,
how do military videogames promote the U.S. Army? How do these games prepare
potential soldiers for military life? What is the difference between officially
sponsored military games and those designed by corporate developers? Thisds
aims to investigate the relationship between the military and videogame culture.
More specifically, 1 will explore how recruitment, training, and ideology are
promoted by the military through the design and production of both educational
and recreational games.

My thesis will first unpack the relatively new theory of procedural rhetoric,
demonstrating how the goals and parameters of ttee games effectively mirror
those of both the individual soldier and military culture at large in an effort to
promote neomilitarism, military recruitment and warfare training. Second, my
thesiswill draw a comparative analysis of military recruitment and training with the
5838 inwlvdthérdin the development andfinancing of two popular moving
image media of the wentieth century, namely, film and videogamesFinally, using

two similar yet polarizing military -themed videogame franchises as case studids,



will demonstrate how videogame aestheticsparratives, and procedural rhetoric
advance ethnocentric biases that support the dominanpro-American military

ideology discourse of thetwenty-first century.

My research will focus on videogames that have an overt military theme and
have been released since September 11, 2001, clearly limg the parameters of my
thesis to the current U.S. political and military discourse. The particular games to be
analyzed will be theCall of Dutyfranchise (arguably the most financially successful
commercial military videogames to date and which includs a massive multiplayer
designed explicitly as a recruiting tool). Both of these sets of videogames were
produced with differing goals in mind, and yet both exist in a digitaecology of
videogames that has become a leading area of investment and research for the U.S.
military and are therefore essential to understanding the relationship between the
military and the videogame industry. To this end, my thesis intends to offer a
preliminary study that aims to draw general conclusions about the complicity of

gaming and militarism.

Methodology

Because the study of videogames is itself relatively new, the research on
military videogames from the perspective of the developer is ofin limited. Much
research focuses instead on military games from the perspective of the player and

their phenomenological or cognitive effects! However, there does exist a



considerable body of work that aims to understand the economic, cultural, and

rhetorical considerations that influence how military games are designed.
Therefore, my thesis will begin by outlining the dominant discourses of videogame

theory and define the terms pertinent to my research. | will draw on the works of

lan Bogost and his deviepment of the analytic concept of procedural rhetoric

(2007qh " T 1T UATT &OAOAAgeiOaatdiluBds A iOD1N GQAGE TAIT Al M C/
OAOPAAOGEOAIT UQ OI OEAAT CAI A OUPITTCEAO |
contributions with regards to his games of emergece and progression (2005). My
OEAOEO xEIl ADPDPOI AAE OEAAT CAI A0 DPOEI AOEI U
defined by Robert Brookey in his bookHollywood Gamer$2010), which focuses on
videogames as games themselves. This approach is currently theshdominant one

in videogame research, as opposed to the more traditional narratological approach

which views videogames as narrative texts (Frasca 221). Although | will still devote

some discussion towards how narrative devices within military videogames

contribute to the promotion of propaganda in the textual analyses of my case

studies, | am interested first and foremost in how the procedural rules of military

games create virtual spaces that mount rhetorical arguments and support biases

that are distinctly pro-military. Thus, | will survey the literature that delineates the

various definitions of videogames, and more specifically, instructional games (what

"1 CI OO0 AAOACT OEUAO A Qrofibdakes taicddeQoryg delefodio @ AT A
juxtaposion 0T " 1T CT 6O AO OAT OAOOAET I AT O CcAi AbGéqh
implement procedural rhetoric to promote military recruitment, training, and

ideology. This section will also introduce the reader to currentdebates around



gender and race issuesn videogamesj " AOOT UUEh 091 O 01 AU , EEA
. AEAT Och O40AETET ¢ 2AA0O0EOO AT A #11AEOEITE
between such issues and the intended phenomenological affect upon the gamer
(Myer, The Nature of Computer Games2003). | x E1 | AAAPO 2EAE !
semantic/syntactic approach to film for a videogame context, comparing the
representation of warfare and the viewing experience between military films and
military videogames (2003). Using the writings of Michel Foucault (2012), Will
OEAI Agbpl 1T OA EIT x OEAAIT CAI AO A@GAARAAA FEEI 1 8¢
democracy and disseminate military influence and discipline among its users via
marketing strategies (Dyer-Witheford and De Peutey Games of Empire: Global
Capitalism and Mileo games 2009). The final part of the first section will focus on
the theory of ideology as applied to the medium of videogames and lens with which
such ideology is applied, namely, discourse analysis.

The second section of my thesis will examine militarthemed electronic
media and their rhetorical devices, both shared and exclusivewill explore notions
of identification and subjectivity as defined by Laura Mulvey and Christian Metand
Z despite their subsequent critiquesz discuss how these film theories can be
appropriately integrated into a videogame framework (Lapsley and Westlake, 2006
and Galloway, 2006). This section will also examine how the military has
approached filmbased promotion in the past and how its efforts have since poured
into the videogame industry (Huntemann 2010). | will use several films to
demonstrate the evolving nature of military promotion in films, most notablyMike

-A#T U AT A 3 Att ofGalof 212 & finOthat epitomizes the concept of



media remediation (i.e. how film and video have evolved to the extent of imitating
each other and have been developed in tandem). | will also analyze why and how
both films and videogames navigate the increasingly collapsing boundaries between
real and virtual worlds. Using Galle AU8 O OEAT OU 1T &£ EEI T EA CAUA
jcnmeqh ) xEIT AAIT1OO0OAOA Eix &030 AOA i
shot than film has been traditionally. Lastly, | will analyze the procedural rhetoric
found exclusively in military videogames, especially those of FPSs. Finally, this
AEADPOAO xEIl APPI U -EAEAI &1 OAAOI 660 ATTA
panopticonto theorize how videogames are used by the military as a more effective
method of enforcing control and disseminating i@ological values to its players
(2012).

Building upon the research and theories mentioned above, the final section of

my thesis will revolve around an analysis of two core texts: th€all of Dutyand

N Lo~ =

franchises take advantage of the FPS game engine that seems to resonate with
gamers as the most entertaining and engaging military genre today. Whiledte are
many corporate institutions involved in the creation of thesez and all z military
videogames, thisthesis will emphasize the role of the American military per se and
treat videogame developers as peripheral collaborators. | will delineate the
videogames into either categories of serious games or entertainment gamesd

Eil x OEA OOAOET 000 -thenedehniertaidrtent igafesl raglirg @sAcO U

redefine the parameters of each category. Next, | wilisetextual analysis to explore



their variations in technology and interactive nature, and how these variations
relate precisely to their particular motivations for production. | will also analyze the
procedural structure of game play for each franchise and how these structures are
designed to promotemilitary culture, training, and ideology in their separate ways.
One final note with regards to videogame theory: while the works of Bogost,
Frasca, and Juul are especially helpful (if not integral) to the development of
videogame studies, none of thesedaress how these theories apply to games that
are produced by the military or promote military aims. My thesis will contribute to
the media and games studies by applying these theories to the specific framework of
particular military videogames. My ultimate goal is to more accurately map the
i El EOAOUBO ET OT1T OAIT AT O ET OEA OEAAT CAI A

desired results with regards to recruitment, training and ideology.

Videogame theory and definitions

The above theories need to be unpackefirst before they can be applied to
game analysis. Videogame theory and criticism has traditionally gravitated towards
a narratological approach (Frasca 221). Such an approach foregrounds videogames
as extensions of drama and narrative, a notion that is teih contested despite its
resilience as the dominant discourse (Espen 129). In contrast, a ludological
approach views videogamesas games, constructed by procedural rules to create
virtual spaces (Brookey 25). Within the ludology camp is lan Bogost, whose theory
of procedural rhetoric has become the benchmark for understanding how

videogames create meaning and mount arguments. Bogostkefines procedural

10



rhetoric in his seminal work, Persuasive Gamgs¢c tnix @ AO OA CAT AOAI
practice of authoring arguments through processes. Following the classical model,
procedural rhetoric entails persuasionz OT AEAT CA 1T PET ElThe T £ AA
classical model he is referring to is Sophistic rhetoric, an oral art form developed in
Ancient Greece primarily for the purposes of persuasion in the law court and the
public forum. Procedural rhetoric, he argues, has more in common with oral
rhetoric than with the visual rhetoric that images employ. Media such as film that
employ visual rhetoric mount nonverbal arguments that lack the deeper analysis
often afforded by textual interpretation and thus the result is manipulation (rather
than rhetoric) that tends towards visceral responses (122).
"1 ClI 0080 AEI OEAx 1T &£ OEA PAOOOAOGEOA bI x
not consider the oral rhetoric often applied in documentary films, cinematic
montage, or even silent film as a whole for that magr. Further, he seems to apply
his theory of procedural rhetoric almost exclusively against a genre of videogames
AAT T AA OOAOEIT 6eiefiged hsAidabdames HeSigned primarily for the
purpose of mounting complex arguments that address policy ah management

issues, as opposed to games whose primary goal is entertainmerghfratuddin,

Kitchens, and Fletcherl2). By limiting procedural rhetoric to this category, Bogost

as educational or promotional tools. Military firstperson shooters often fall in this
AAOGAcCTi ou AT A AO A OAOGOI O O1 EP O1T AAO "icCi o0
4EA OAOI OOAOEI OO CAiIi AOG6 EO OEOO Al OE

AdOOAI ATU OAOOOEAOEOA 11 OEA T1TOEAO8 )1 A
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rhetoric can be easily applied to virtually any and all videogames. All games, to one

degree or another, moumt arguments that confront the preconceived assumptions of

the player. Often, these assumptions are largely left unchallenged or perpetuated.

For example, much work has been done with regards to the reinforcement of gender

roles and cultural stereotypes iNnOEAAT CAI Adh OOAE AO (A1 Al
Ethnographies of the Videoganmjec tp p Qh %Il AT A YoAReQiLike 0GB O A OO,
jcmppqh AT A 7EITEAI Oh #1711 O0A1 0T h #API AT h A
(2009). Even if game developers and players mer consciously submit to the

notions that capable men must be anatomically superior or that desirable women

are buxom and scantily clad, the argument is mounted all the same.

Players versus gamers

)T OEEO OAET h &OAOAA OAObohdsie®furthdrby" T CT OO0
AOAxET C 11 21 CAO # AEI paiflaardidish A OOGE 10A QBIAIA AL
AT A OCAI A6 h PawAdamel fefeftdtAdsdtBat are operended and not
definitively goal-oriented. These games do not produce winners or $&rs, but rather
they allow players to enjoy playing a role in a simulated universe. Nedigital
gaming examples include makdelieve and construction kits, while videogames that
embody the paida structure are those like The SimsMassively Multiplayer Onine
Role Playing Games (MMORPGSs) suchVdsrld of Warcraft, and to some degree, the
first-person shooter online communities. In contrast, ludus games contain social

rules, commonly follow the Aristotelian structure of the threeact narrative, and

ultimately produce winners and losersLudusgames are closed products that invite

12



the player to participate within its limits while remaining concentrated around the

idea of a centralized author. These types of games range from most sports and board

games like ho&ey and chess, to digital games such as singl&ayer campaigns in
first-person shooter games where players need to accomplish missions in order to
AAOAT AA OEA 1T AOOAOEOA AT A230) OEi AGAT U OAAAOD

Both paida and ludus structures provide a rhetorical function, though from
the perspective of game developers (osimauthors as Frasca prefers to call them),
deciding between either one when designing a game depends on their particular
ideological agenda (230)Ludusgames are more coherent in strature because they
present a clear goal and offer limited options to navigate towards that goal. From
the perspective of the military, ludusmost accurately mirrors the life and work of
the U.S. Army soldier, who is required to follow the orders of supenioofficers
without question. The reatworld soldier may express their autonomy on an extra
diegetic level, but with all matters relating to military orders, there is no official
recourse for dissention.

Though military games have traditionally employed tle ludus structure,
there exists a growing trend in firstperson shooters that tap into bothpaida and
ludus. For example, the popularCall of Duty: Modern Warfare 8nline multiplayer
CAI A PI1 AU j OEA AOEOEIT ¢ & OAA AAMmmgplapersOEA £O
to develop their avatar and engage in simplified missions against other players.
Teams are required to capture the flag, destroy headquarters, or simply kill the
other team more than they kill you. While each mission is limited to time and jat

constraints, players are gifted with unlimited respawning, while missions restart

13



within one minute of the previous one ending. Alludus considerations (i.e. winning
and losing) are enforced on an immediate narratological level that encourages
continuous gameplay, but are otherwise meaningless. Whatever goals there are,
such as winning a match or achieving the maximum amount of points for your
AOAOAO j Bresligingd O AO 1T OAT OAO OOAOGANOAT O1I U O,
any ultimate win/lose structure.

& OA OA A 8 paidda@diludds e expanded further by Jesper Juul, who
makes the distinction between games of emergence and games of progression.
Games of progression, likdudus games, require the player to follow a precise

gameplay procedure mn order to reach a goal. Deviating from this procedure will

inevitably result in failure (75). Juul visually illustrates this concept as such (fig. 1):

Gameplay Procedure
Begin Goal

Game Game Game
Over Over Over

Fig.1. A visualization of ludus gameplay.

On the other hand, games of emergence (likeaida games) are those that
allow the player to interact with the virtual world without any ultimate goal,
regardless of perceived competition between players (see fig. 2). However, games of
emergence differ frompaida games in that smaller missions are often a part of the

OEAAT CAI A0 AAOGEGCTi h AOAT EZ& 11 OI OEi AOA (I
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No
Goal
End of End of End of
Mission Mission Mission
Fig.2. A visualization ofpaida gameplay.
* 001 60 AAT OA EI 1 OOOOAOETT 1T /& Ai AOCAT AA

dominant format of online gameplay that has emerged since hiwork and so an

updated graphical representation is required to take into account the procedure

that exists between missions and the procedurality of an unsuccessful mission via

AREAAOR AEOATTTAAOEITh 10O OEEAEG jfersAs

cheating or blatant disregard for the rules). | thus propose a modification to his

illustration of games of emergence (fig. 3):

o Game . Game
Mission | gppy ~ Mission - gppy
Incomplete Incomplete
\{ \{
Begin
End of End of
Mission Mission

Fig.3. A\isualization of military -themed FPS gameplay.

Mission
Incomplete
\ 4
2
No
Goal
End of
Mission
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4EA DI AUAO AAGCET O AU OECcCiEITC ETOT AT 1
convene to begin playing against each other. While this does not constitute
gameplay per se, waiting in the lobby allows players to customize weapon Kkits,
discuss strategies with other teammates, vote on the following mission parameters,
and engage in relvely anonymous verbal impudence. In effect, the game truly
begins here. In between each mission players revert back to the lobby to start the
process all over again. In cases where there is a limit to how many respawned lives a
player may have, once a pler reaches this limit in gameplay, their mission is
AT 1T OEAAOAA ET AT I Pl AOA AT A OEAU 1 00O OOEO |
and everyone returns to the lobby once agai(see fig. 4)

Military games CORE / GROUND WAR

CREATE A CLASS 15 Players (18 Max)
SCORESTREAKS HEE

today fall into the category .- pRlub iz

LOBBY LEADERBOARD 4 [PIZ]Psykopat
¥ Vote evious . :

of emergence thaks to the

rapid rise in popularity of Tim;zremailling: 12

"~ TURBINE
4 NEXT KILL CONFIRMED.

P s

massively multiplayer

1

NAP CLASSIFIED
0 RANDOM MODE CLASSIFIED

Online gameplay Despite ; ESE Back TABAfter Action Report NAT-Open S Search Preferences MMuting FFriends

... Fig4. The game lobby fromCall of Duty: Black Ops (Acure).
the fact that players still '~ ¢ y y ps (Acure)

strive to complete a mission successfully, win/loss results never carryover.

Experience points unlock perks such as weapons or uniforms, though this does not
depend on winning orlosing but merely how many hours a player logs. You may
choose to complete the mission any way you like provided that your choices are
limited to milit ary conduct. An analogy would be a baseball game that still adhered

to all the usual rules save that the number of innings was indefinite. Achieving an

16
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world (Golumbia 195. The end result is that the gamer is given the opportunity to

appreciate the pleasure of playing without end, to immerse him or herself in the

illusion that, despite the fact that their choices are very limited and their actions

controlled, they may continue to exist in the diegesis as if they were not (Perron

241-242). This consensual entrance into the illusion of freedom harkens back to
-AOOGEAIT - A, OENADET AOOEBAD IOAOKAIT A EO A I A,
AAGETT 111U EZ OEA Pl AUAOO AT 1T OAT O O1I AAAI
certainly be said about soldiers in the military machine as welf a parallel that is

not at all accidental, as we sha#iee in the case studies below.

The procedural rhetoric of FPSs

Looking at various types of rhetoric that the military has employed in the
past, it is arguable that procedural rhetoric offers the most efficient method of
persuading its particular audience. For one, videogames are currently the fastest
growing and mostAT T OO1 AA A1 AAOOTTEA 1 AAEA ET '1AO
OEA 6EAAT ' AIT A )T AOOOOUSGQ8 &1 O AT T OEAOh 1T
experience being a part of the military as inclusively as a virtual world might. By
tapping into multiple human sensgs (namely, watching, feeling, and hearing),
videogames encourage a heightened visceral response to warfare previously
unmatched with other media. But with regards to encouraging players to join the

military in the real world, it does not suffice to simpl create a virtual world and
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hope the enthusiasm spills over all the way to the recruitment office. The military
must still address the issue ofvhy we fight even if there is little room for mounting
more complex arguments. Military recruitment requires nore than base emotions:

it needs both a conscious belief (i.e. the military is a moral good) and subsequent
action (i.e. to sign up for the military). The interactive nature of videogames bridges
the gap between these two provisos by providing an argumenfalbeit a very
simplified one) via game narrative and an opportunity to demonstrate that warfare
will prove to be an enjoyable experience.

As the case for enlisting in the military is not easily achieved through
simplified arguments in videogames, develops must employ a specific approach to
win hearts and minds, as it were. Rhetorician Kenneth Burke argues that in order to
achieve rhetorical goals, the one mounting the argument (i.e. the military) and the
one receiving the argument (i.e. the potential reatit) must have their interests
ETETAA8 (A AAI1 O OEEO PEATTITATTT OEAAT OE £E
the joining of interests requires finding common ground since to completely change
ITTABO T ETA EO 110 A OAAI E&DEoAsubdtantiakybloOA OET T
denote the nature of identification, that is, when two natures are joined as one
(Bogost 20). This contrasts the idea ofransubstantiality, which better suits the
concept of manipulation in that one nature is completely changedto another.
Consubstantiality, or identification, is much more attainable than transubstantiality,
and therefore FPSs that allow player identification with its characters are more
rhetorically effective than games that offer no opportunity to do so. The ore a

videogame protagonist contains the physical and character traits that a player
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identifies with (or would like to identify with), the more that player will find him or
EAOOCAI £ ATET ET AA xEOE OEA OEAAT CAI A6O AOcO
Just as film relies on several ntaods of building meaning (the most obvious
ones being oral and visual rhetoric) there are several ways that military FPSs mount
arguments and build meaning, some of which being exclusive to the technology and
even the genre.First, there is the game engia, which dictates how characters,
environments and technologes interact with each other. h other words, game
engines dictate syntaxAccording to Bogost the game engine is one of the primary
tools of procedural rhetoric (13), a claim that is indirectyO OB BT OOAA AU 11 0
genre theory that the relationships between semantic elements are what create
i AATET C jcpwas8 4EA CAIi A ATCETA EAO A PAOOE
AT CET A8 CAET AA QDdshalekE thé pogtlarity ©ERRS VidEgame
franchises Doom (1993) and Quake(1996). In an effort to save both time and
money, especially for an industry where technology was constantly evolving and
thus rendering expensive development projects unfeasible, software development
companies Epic ad id began licensing their game engines to other developers, who
in turn built their own particular semantic elements (Lilly). Thus, game
AAOGAT T i AT O AAAAT A AAT ET AAGAA AzbGOmolhd&ri OEA
words, the syntaxes and the semarts.
One of the ultimate goals of FPS game engines is to develop a rich system of
game physics, and accurately simulating reality how a virtual body runs, jumps,
dies, explodes, and so onis the driving aesthetic force behind military videogames.

It is telling, then, that while game engines are constantly engaged in creating more
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lifelike environments, character movement and appearance nevertheless continue
the Unreal 3 game engine, which boasts such improvements as fracture effects to
static meshes that offers the appearance of destructible environments and greater
OAT AT T EUAOETT &I O 1 AOCA AOiI xA AAEAOET O j O5
maneuverability, characters can still jump higher, run faster, and react more quickly
than is humanly possible (thus adding complexity to a game engine aptly named
Qnreald 9 8

Of equal importance with regards to rhetorical effectivity are the various
videogame consoles. Some tenblogical platforms are strictly profit-oriented and
OEOO xI Ol A PiT Ol U OAOOGA OEA 1 EI EOAOUBO 1T x
chosen to develop its game solelyof the more affordable and universal P and not
even for Mac computers, which tend to be marketed toward a more fashionable,
artistic, and educated demographic, none of which seem to be a particularly
AAOEOAAT A OOAEO Ail 1 ¢ Orudsely, totpiofddamesEoh OAOCA
as the Call of Duty franchise have been exclusively available via dedicated
videogaming consoles since its inception. These platforms are much more powerful
as virtually all of its resources are geared toward maximizing thegaming
experience. As a result, these entertainment games have been afforded the

opportunity to minimize the gap between virtuality and reality more so that serious

games have conventionally done. Graphics are considered more realistic, moving in
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the diegetic space is increasingly seamless, anthe potential for escapism is
perpetually expanded.

On the surface, considerations such as graphics rendering and platform
integration seem insignificant with regards to the current theory of procedural
rhetoric as developed by Bogost. Under this model, the game engine is only one
example of procedural figures that, taken together as procedural forms, develop
procedural genres. Only once these genres are established can rhetoric be
effectively applied (13-14). TakinC OEEO 11T CEA 11T A OOADP £&£00
privileges serious gamesz a curious decision that implies that rhetoric is most
effective only when arguments are explicitly mounted. Bogost also views procedural
rhetoric as fundamentally authored and necessdy intended, basing the
AEmEAAOEOAT AOO 1T £/ OEA OEAOI OEA 11 ET x xAIlI
Yet arguments are still made by the very presence of semantic combinations
injected into a videogame, intended or not. Using character maneuverabjlias just
one example, the mere fact that players assume roles with superior physical
attributes carries many implications: the cultivation of nationalism or
ethnocentrism; the perpetuation of selfinsecurity or self-aggrandizement; cultural
values and expctations; the promotion of aggression, braveness, intrepidity; and so
on.

) £ OEA EEOOO AAOGEAA 1T &£ POT AAAOOAI OEAQG
syntax, then its semantics follow as the second. Semantics here refer to gameplay as
it unfolds narratiOAT U8 ) O EO OOAOAOOGEAT O O1 OUl OA®

storyline can only create as much meaning as the game engine enables it to. | use the
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reality, but a tangential model that resists tangibility while both affecting and being

affected by reality. In virtuality, a single American soldier can convincingly defeat

OEA AT OEOA .1 OOE +1 OAAT AOiIi U | OAI AT OEAOQ 1|

physiologically superior to its enemies by a wide margin (syntax). Further, semantic
meaning is more effectively conveyed to the player if the gap between virtuality and
reality is increasingly narrowed in the mind of the player via more complex
syntaxes.

Although narrative in videogamesmay only fulfill the category of visual
rhetoric (say, when used in conjunction with nomplayable cut scenes) when
combined with procedural rhetoric found in interactive gameplay,these elements
take on a new dimension. For example, gending on which procedural rules the
player chooses to follow, varying story arcsand gameplay opportunities are
presented. Similar to Choose Your Own Adventure books, these branches can be as
broad as win/lose or as minute as choosing a camouflage tyjpe magazine capacity.
Regardless of whatever options are presented to the player, no considerations exist
that compromise the narrative of military dominance.

311 A OO0l AG AAT AA OAOI EAT 6 ET OEA
perform actions that are canterproductive to completing a particular narrative.
These rules can be broken in the game usually because disallowing the player to
break the rules would result in a suspension of gameplay physics (and thus
emotionally removing the player from gameplay)For example, shooting your own

teammate in! | A OE A A 6ipodsikidsibce xllowingplayers to be impervious to
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bullets would only serve to foster reckless firearm use. However, if the player
breaks these rules, they are often penalized accordingly (ass of points for an
accidental infraction; a temporary banfrom online gameplay for repeat offenders).
30AOAOOET ¢ OEA 0OOI AO Al O1 CAOEAO j EsA8 OAEA
glitches, a practice that is often consideredot cheating by phyers who do so
AAAAOOA OEA CAIi A5O pPOi AARAOOAI OEAOI OEA EAO
explicit rule against it. Other players (especially those on the receiving end of a
AEAAOAOB8O AAQGETT OQq x1 OIA AOCOA GeeArRor OEA
example, a player might notice that a portion of a wall had not been rendered
correctly and he can hide behind itwhile still shooting at opposing players who are
unable to see where the shooting is coming from. Considering that these worlds are
virtual in nature and the physics of reality are often bent, both sides of this
argument hold valid points. However, FPSs that support military culture are quick to
eliminate these glitches in subsequent updates and often invite players to submit
discoveredC1 EOAEAO O1 OEA AAOGAI T PAOO ET Al AEA
possible. Ironically, by restricting players from exploiting glitches, developers end
up removing any kind of demiurgic thinking or resourcefulness that a player might
be capable of bmging to the virtual experience.

According to Golumbia, FPSs have rigid rules but require very little
intellectual skill, resulting in the honing of the player who allows his mind to
OxAT AAO ET OEA EUDPI T OEA OOAOA AOAahdi& A AU A
sounds), or is intently absorbed in the sensations of playing themselves, whether

OEOOAI EUAA 11 OAOAAT 10O EI AGCETAAd jpyuqs
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intellectual capacity can be employed towards tactics or weapons customization.
Rather than a necessary lack of intellectual skill then, FPSs merely allow a player to
engage in gameplay at any level of intellect that he chooses (or is capable of). In this
sense, the necessary intellectual capacity of FPSs are akin to such activitéss
sprinting or high jumping: anyone may engage in the act, though higher levels of
success can be achieved through an increased intellectual approach, not to mention
a development in dexterity and reaction time. Regardless of my misgivings with
Golumbia,the true goal of these games is to kill as much as possible, and not even to
die as little as possible, since a player who scores the most Kills is celebrated
regardless of how many times he or she has been killed in the process (see fig. 5).
Recorded gamestatistics revolve around this notion and regardless of what the
specific goals of a given mission may be, killing is always available and necessary to

achieve the mission. The result is a military videogame genre that hones the player

Score Kills  Deaths Confirms Denies

3

Fig. 5. Postgame statistics inCall of Duty: Black Ops.INote that the player on the red teamvith
the highest score also has the most deaths, though this bears no consequence to his first plac
ranking (Examiner.com).
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to become accustomed to and adept at killingvith little regard to being killed, all
framed by an absence of intellectual skill that is not a valued attribute for the
Aiii1Tt TEI EOAOU OAAOOEO8 !'1I OET OCE ) 1 AET O
claim that FPSs require very little intellectual skil, | do recognize that the type of
intellect required for succeeding in these games is one of kinesis and spatial ability
(rather than one that espouses, say, logical reasoning). This particular combination
of intelligence and skill could arguably be condered as the archetype for the most
capable soldier. Consciously or not, the effect is threefolgs will be evidenced in
the case tudies found in chapters three and fou): first, these games serve to
promote the military to the player who enjoys warfare while largely ignoring the
greater context and consequences of war itself. Second, and simultaneously, these
games encourage the player to abandon certain areas of intellect and focus instead
on the thrill of warfare when considering a career in the militay. Finally, these
games celebrate a certain amount of sociopathic behavior and completely ignore
issues such as PTSD or the collateral damage of war, be it political, social, or
financial.

In this sense, FPSs differ from serious games because, in thedattall in-
game considerations carry varying degrees of positive and negative outcomes.
Serious games are well positioned to analyze the effects of collateral damage by
allowing the player to weigh the benefits and consequences or their virtual actions.
In contrast, actions or decisions made in entertainmenbased FPSs only carry two
ultimate consequences: life or death, or in other words, win or lose. Every time a

player gets killed, his death either ends his game in defeat or contributes positively
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and still immersed in the virtual world. Some missiorbased multiplayer games
have experimented with this concept in recent years by instituting such objectives
ascapture theflagj x EEAE OANOEOAO A OAAI O1 OOAAI A
succeed in their mission) andkill confirmed (where kills only score points if a
i AT AAO 1T £ OEA 1 pbpi OET ¢ OAAI Al 11 AAOO OEA |
Here, the total numbersi £ EEI 1 O AT A AAAOEO EAOGA 11 AARAA
Nevertheless, These missions cannot be completed unless players kill each other.
4EOOh AOAT xEAT EEITEIC EOI 60 OEA A@bPl EAEC
achieving objective success.

In addition to syntax and semantics, ¢hird rhetorical device may be found in
the elements of gameplay that aim to evoke a visceral or even physiological
response. These primarily include sound effect$iaptic feedback and scenery. Such
elements maysimply be intended totie in with the narrative, although | am more
interested here in how these elements aim to affect the player. For example, @all
of Duty: Black Ops 11(2012), the developers have included an extensive orneff
gameplay type called Zmbies. The player literally kills an infinite number of
zombies until he or she dies. The environment is filled with dark corners,
dilapidated buildings, and gruesome undead that shriek unnervingly. Again, at first
glance these considerations do not seenotprovide much by way of procedural
OEAOI OEA8 (1 xAOGAOh EO EO iU AT1OATOGEIT OE,
considerations are precisely thatz BOT AAAOOAI 8 *O0O6O6 AO ET

DOl AAAOOAI EOU OEAO A Dl AUAOSand tAlk ArieadeE T 1T O 1
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meaning and argument, so are various environmental reactions opened up in FPSs
AO A AEOAAO OAOOI O T £ A Pl AUAOSGO AAAEOEIT O
decisions to include or omit certain sounds indirectly point to theirintentions: you
will find no dark corners or piercing shrieks in the military-funded! | AOEAAG O ! Oi
franchise to induce fear in a player. Conversely, sensory procedures added in
entertainment-based FPSs serve to bridge the gap between virtual and real
experiences, as well as to add a level of diegetic distraction to the player with the
aim of increasing the level of difficulty and excitement. For example, when firing a
weapon in theCall of Dutygames, the controller vibrates to simulate the kickback of
a gun; in the zombies mode forCall of Duty: Black Opseries, zombies shriek
piercingly in an effort to unnerve the player and throw him or her off his game.

7EEIA T OAE 1T &£ OEEO EIT OOI AOGAOCET 160 OEAOQI
videogames (especialyOET OA 11 0 AT 1T £ZET AA AU OEA OECE
games) often employ other types of rhetoric that further advance their arguments.
As mentioned earlier, visual rhetoric has been notably employed in videogames,
often appropriating the same devices fond in film: soundtracks, expositions, cut
scenes, archetypes, and so on. Further, videogames also offer the opportunity for
literary rhetorical devices. As such, thease studiesanalyzed in chapters three and
four are not an exploration into the theory d procedural rhetoric per se, but rather

a close study ohow particular game franchises implement various types of rhetoric

to achieve military recruitment, ideology, and training.
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Simulacra in simulation: A discourse analysis of videogame ideology

Despite ideology being long recognized as a formidable social force worthy of
examination in many realms of society that includes politics, art, and media, it is
especially curious then as to why academic literature has seen relatively little
ideological analysis of entertainmentbased videogames. Film studies, for example,
has recognized the value in studying major studio productions and have gone well
beyond the critical and textual analyses by examining their cultural, historical,
psycho-analytical, and even technical contributions to academic discourse.
However, perhaps due to its relative infancy, surprisingly little attention is given to
the affects and consequences of entertainmeiiitased videogame ideology. Rather
than examining whether videogames make kis violent or unintelligent or anti-
social (all interesting yet realistically indeterminate or interminable debates), this
thesis is much more interested in examining the specific ideologies found among
military FPSs and how these ideologies are geared fexftively or otherwise, to its
target demographic3 This is because, of all the debate that exists over the affects of
videogames upon their players, there is little dispute over the notion that ideologies
are endowed with crucial political functions, acthg as agents of preservation and
AEAT CAh AT T ET AT AA AT A OAT AxAI 8 7EAQ0G0
both very enjoyable ways of consuming ideological viewpoints. They offer attractive
and imaginative packages for social concepts disguised as raeentertainment
(Freeden 119). If we can assume that people to a certain extent are the product of

their environment, then we can argue that we must at the very least delve into the
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guestion of how much people can become a product of their virtual environemt as
well.

Because of the widely contentious and ephemeral nature of ideology, it is
important to not only narrow the scope of our conception of ideology, but also to
identify what scope we are actually implementing to view this segment of ideology.
More specifically, the lens with which this thesis views ideology through is that of
discourse analysisz operating on the assumption that language is the medium
OEOI OCE xEEAE OEAAI CAi AO T AOGAET i AATETCs
exclusively towritten or spoken elements of videogames (though to be sure they are
included), but rather as a broader set of interactions that shape social and cultural
beliefs and understandings. This language is what gives virtuality meaning and
allow players to identfy with fictional characters and worlds. Hence, discourse
analysis will provide the avenue that leads us towards the socipsychological
characteristics of those who have the power to control the discourse, as well as a
more sensitive attunement for the pecise micro-ideologies at play.

The particular reason why discourse analysis is quite an appropriate

approach to videogame ideology and military FPSs in particularz is because it

OOAAOO 1 AT COACA AO OA CEOAT xEOEthdusex EEAE

AAOGCEO ET OEA QAhelsidy pfédénlbdy Ads come atlonyy way since
the Marxist notion that sustaining collective power is an issue of class warfare alone.
More recently, Ernesto Laclau and Chantal Mouffe have argued that societyars
elusive concept that bears no true reality, but rather is wrapped in signifiers or

representative words in order to provide the illusion of stability (141). Taking this
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concept one step further, Slavo}ilek has observed that ideologies are necessary
illusions at all facets of our understanding of the world around us, illusions without
which would create panic at the sight of the void (225). When applied to military
FPSs, such videogames employ (knowingly or otherwise) a particular type of
political ideology that depicts Western powers as maintainers of a universal world
order against unenlightened nations that wish to disrupt this order for the purposes
of either conflicting religious ideology, revenge, orz simpler still z anarchy. In
response, videogane protagonists are tasked with using military force to maintain
an imagined universal ideology before such ideology has been vanquished and
chaos ensues.

Another reason why discourse analysis blends well with the study of
videogame ideology is that analyts tend to assume that options within language
systems are extremely limited, more so than users in the game are led to believe
(Freeden 109). This theory is reminiscent of the frequent claims by videogame
developers that their latest release is the mosinteractive iteration possible. When
Electronic Arts Sega release@attlefield 3 (2011), the internet was abuzz with the
CAI A0 AEmEl 0006 AADT AE GHAOI il AT G AJOD'OOADEAERAT A
truth, most of the environmental destruction conssted of pock marking walls and
breaking windows, with only more complete and unique destruction coming at very
specific gameplay points where the developers wanted you to destroy a particular
aspect of the environment in order to advance gameplay and natree.

Finally, discourse analysis tends to gravitate towards questions that military

FPSs tend to address more consciously than most other types of games. How
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societies perceive themselves, which attributes of society are brought into
prominence through nlODOAOEOAOh AEOOET AGET T O AAOxAAI
particular linguistic and metaphorical devise used to increase selinderstanding

are all at the forefront, consciously or not, of military videogames due to their highly

political nature. This can becontrasted with other less politicized games that
undoubtedly contain their own ideological grammar as well, though one would not

get very far in their attempts at understanding the dichotomy between Middle

Eastern and Western cultural relations by examimg Super Mario Bros(1985).

To be sure, employing discourse analysis for videogame ideology is not
xEQOET OO0 EOO 1 x1 PDPEOEAI T 08 -1 0A POAAEOAI Uh
TTO0 AT OGEOAT U AT 1T OAET AAT A ET ORAnefiotdoA 1 £ A
unmask the insidious nature of false ideologies while coming to terms with the fact
that all belief structures are ideological by nature, it is all too tempting for the
discourse analyst to negate the possibility ofny extant reality. This opens up a
conundrum: if all ideologies are a falsehood, but there is no true reality beyond
ideologies, then the corruption of truth via ideologies becomes an impossibility
(112).

Whether or not there is something behind the proverial curtain is well
beyond the scope of this thesis. However, one truism is that everything is
ideological, and yet another is that there are such things as better and worse
ideologies. With these aspects in mind, we must acknowledge that ideological fosce
AOA O1T AATEAAT U Al £ OAAA OEOI OGCE [ EI EOAOU &

these games (and by extension, its attached ideology) is used as a promotional tool.
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Put another way, the imagined virtual worlds of military FPSs knowingly promotes a
false ideology that obscures a more accurate portrayal of warfare and politics. The
criticism here is not that these games are advertising on behalf of a necessary
institution, but that are using what amounts to lies in order to attract the widest
possible kerth of recruits to what is in essence a game of reéfe killing.

While it is much more clear who owns the discourse in military FPSs, we
must turn our attention to what exactly they are saying. In other words, what is the
precise ideology imparted in hese games? To answer this question we must begin
by defining ideology with a broader definition. Certain assumptions are required,
namely, that ideology is (among other things) a set of ideas, beliefs, opinions, and
values that:

- exhibit a recurring pattern

- are held by significant groups

- aim to justify, contest, or change social and political arrangements or

processes (Freeden 32).

These criteria are especially applicable to military FPSs on a metvel. On
one hand, the multibillion dollar videogame industry has consistently churned out
military -themed games that extol Western ideology, and have even paired up with
the U.S. militay to affect a positive change in recruitment (and, as this thesis argues,
a promotion of Western military ideology). On a virtual level, these criteria are also
apropos: FPS gameplay and story arcs contain recurring procedural rhetoric that
enforce the ndion of American forces acting in tandem with the large majority of

the world to defend vague notions of liberty and justice through lastesort military
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means. In fact, virtuality is much more effective at promoting ideological concepts
since players aremore inclined to overlook the quixotic nature of a utopian society,
AOA ET 1 AOCA DPAOO OF Al AxAOATAGO 1T &£ A OE
portrayal. Louis Althusser acknowledged that the notion of ideology was not an
I AOGAOOAOGET 1 ARBOUA Pk kAAQOAPAOEADO ET OACAOA
OOAE Al EAATITTcU A O1l Ax OEOOOAI EOUG S
At this point we may take the opportunity to note that, while there are
conscious political forces at play with designing virtual ideology, there also exists
whaO DPEEI T Ol PEAO 0AOI 2EAT AOO AT ETAA A 00600
conveyed more information than their ideologues intended to disseminate.
Likewise, players of videogames are consumers of ideology that are necessarily and
at least in part urdetectable to themselves as well (Freeden 47). Such a
phenomenon may be made possible ironically from an oversimplification of ideas,
something that ideologies are quite good at: by distilling arguments down to beyond
their bare essentials, ideologies begoe more encompassing and appealing to wider
audiences who may disagree on the specifics of a particular position but feel united
by its broader strokes. The! | A OE A A GrahchiseOrlevdr delves beyond the
surface of international relations or politics, orly to say that the military is in charge
of protecting the innocent from the tyranny of evil forces. The finer details are then
left to the players who are united ultimately by their enjoyment in playing these
games, individual politics aside. Meanwhile tiis highly doubtful that everyone on
the production end of these games is aware that the ideology imparted is an

oversimplification (as opposed to an adequate simplification) of the political
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complexities war. Nevertheless, the balance between too muchfammation and too
little information is constantly sought in order to effectively appeal to the
entertainment and sensibilities of the player, a technique mirrored by ideologues as
well.

The importance of analyzing the ideologies found in military games,
therefore, cannot be stressed enough. The more intensely emotional one may feel
towards an ideology, the less one allows flexibility and compromise to be
ET OOI AOAAA8 0300i1Tch DAOEADPO OETIT AT Oh AiTC
internal mutation of AT T AADPOOAT [ AATET ¢ xEOEET A CEOA
Distilling this emotion to viscerality through videogames for inexperienced
consumers only serves to further mute the external linguistic controls that permit
one to question, challenge, and redefe ideologies beyond the limits or
falsifications, if any, that their producers have introduced into their consumption. If
society at large truly strives for an amenable culture through sefiwareness,
wherein the masses consciously acquiesce to a systa&nbeliefs and principles, then
ideology must be both cultivated and curbed, and both through consensus and

contestation.
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Chapter |I: Military media convergence

It would be impossible to understand military videogame rhetoric without

z A £ X N = Z

first examining the EOOT OU 1T £ OEA 1 EI EOAOUB8O ETOIIC

entertainment media, namely, film. Even if videogames have proven more effective
than films in recent history with regards to recruitment, military FPSs would not
resemble anything like they do todayif videogame developers had not drawn from
military film traditions rooted in Hollywood aesthetics.

Despite long and ongoing involvement in the film industry, the U.S. military
has conceded that selpromotion via movies has its limits. Colonel Casey
WardUT OEEh $EOAAOI O T &£/ OEA 5838 ! 0iUdo
(OEMA), noted that in 1999 volunteer recruitment had dropped from three in ten
adult males to less than one in ten (Huntemann 178). A renewed effort in military
promotion through Hollywood feature films began, though due to the inherent
constraints of visual rhetoric mentioned in the previous chapter, these movies
revolved primarily around the question of why military efforts are necessary.Why
We Fightfilms such as2 EAT AU Black Hawk Bavn(2001) and Act of Valor

glorify militarism and provide simplified arguments as to U.S. involvement of

| EEE

x AOEAOAR AOO OEA AOIi UBO OAOCAO AAiIT GCOADEERA

film medium as favorably as they have with videogames @ver 200). And while the

military has used gamelike training scenarios since WWIz & OAA 7 AT 1 A06 O OC

OOAET ET @delpipihod Enfrdve their peripheral and movement vision while
in the air being but one example Crist 65) 7z these uses of the radium were limited

for the most part to men who were already enlisted in the military andas such were
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not designed for ideological endsThe development of the! | A O E A Aftazhide O1 U
was thus an easy decision to make for the U.S. Army, although the et
AOT AAT AT OAT T U OEEZAOAA AEOI I OxEU xA EECEOS
arguments are being made to promote military recruitment via simulacra and
empathy rather than signs and sympathy.

This shift in military marketing can be explained ateast partly by the nature
of identification that players experience through videogames. Klimmt, Hefner, et al
jcnmnmnwq AT T AET A OAOAOAI AT TAADPOO 1T £ EAAT OF
literature-AAOAA OEAT OU OEAO OAAOCAOBRDAOG BEADOREE
story content on their personal affective and cognitive processors, which allows
OEAI O AAA1T OEA Ai1 OEIT O -BAE M AdoBhamAd ARG
325). They then analyzed the automatic shift of sefferceptions among FP®layers
and their findings indicate an increasingly stronger association of militaryelated
concepts among these players the more they engaged in military videogames (323).
(T xAOAoh /1 AOI Auéd OEAT OU xAO 1T OECETAIITU
identification and not at all for character identification in videogames. This concept
is therefore highly problematic because it assumes that identification is primarily
due to videogame narrative (as opposed to identification via procedural rhetoric).
Furthermore, Oatley assumes that induced empathy for the reader is the result of an
effective literary narrative. This might be true enough for literary identification,
though as evidenced historically by military recruitment statistics, filmic narrative
might increase sympathy but it is more through the act of playingpg@ida) that

empathy is evoked.
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Perhaps a more useful and appropriate model of identification can be found
in film theory. Christian Metz argues thain order for anyone to function in a social
environment, they must have a sense of identity in relation to that society.
Therefore, the process of identification must adhere to all social practices, film being
one of them (Lapsley and Westlake 82). Mulvey argues that such an identification
comes from the viewer identifying with the fictional main character. The basis for
this identification is found in pre-existing psychological patterns within the
spectator who narcissistically relates to the character on screen, typically a male
hero who dictates the narrative progression (78). With regard to videogames, such
an identification is precisely at play. Players of military FPSs are overwhelmingly
teenage malespften not yet fully developed physiologically or emotionally. Such
games take advantage of the fact that, by creating characters with exceptional
physical qualities, they appeal to playersvho still believe that they may achievehis
level of exceptionality in reality.

Yyl OEEO OA1T 6OAh - Ol GAU8O OEAT OU 1T &
military videogames. Mulvey argues that films often turn women into fetish objects
in an effort to contain the threat of difference through disavowal78). When applied
to FPSs, the fetish object is no longer the woman (as there are virtually no women in
these games) but the weapon. Instead of objectifying women with extreme cles@s
of their physical anatomy, the player now has extreme closeps of their rifle, which
he gets to personalize with a long list of modifications. The longer a player plays the
game, the more weapons and modifications he unlocklslere, the weapon serves as

a phallus(a symbol E OE A DI AUwhi@ Gidultaéousl Gepresenting the
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emasculating threat (of virtual death and the obliteration of the subject), as the
cinematic woman did for Mulvey.

- AAT xEETI Ah - AOU AT 1T AAAAO OEAO - Ol 6GAUGO
though it is secondary and requires a preonstituted identity already in place
between the viewer and the character. Metz argues that this primary identification
with him or herself is a pure act of perception:

Conscious always that he is in the cinema, inhé presence of

something only imaginary and hence, regardless of what happens on

screen, unthreatening, the spectator is aware, firstly of himself as

absent from the screen, placed outside in in a position of akeing

mastery; and secondly, of the condibn of films being perceived,

namely that he exists there in the auditorium as the seeing, hearing

subject without which the film would have no point or even existence

(83).

7EAT APPI EAA O1 OEAAT CAi AOGh -AOUBO OEAI
truth. As with the film viewer, the videogame player is doubtlessly aware that his
corporeal body is outside of the virtual world and immune to its hazardous
environment. Simultaneously, the character and even the game only exist because
the player is playing them. By mere virtue of interactivity the player is developing a
social relationship with his virtual environment and therefore identifying with his
character at a deepetevel than can be produced in any other medium.

Regardless of which mechanism produces gmathy in videogames, Klimmt,

Hefner, et al. determined that the level of identification or seléxperience among
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FPS players with their virtual character directly correlated to their level of
AT ET Ul AT 08 4EAU OAZEAOAT AA %A x A grdaterdtheOU  ( E G
reduction of selfFAE OAOADAT AUh OEAO EOh OOEA DAOAAEOA
setDAOAAPOETT AT A T1A60 EAAAI h DOAEAOOAA O
player had with the videogame (Klimmt et al. 325).The implication of their findings
thus supports the parallel notion that the more appealing a military FPS is, the
higher the likelihood of players identifying with military culture.

However, it may be true that where gains are made through a new media
form, something is omitted (inherently or by design) in the exchange. Unlike film,
i El EOAOU OEAAT CAI A0 1T £ZO0AT AOIEA AOEET C OE
morally neutral position on warfare and politics that assumes all recourse to
diplomatic means have been exhausted. €he is no debate over whether military
involvement in the given conflict is necessary or just, as such a debate would
complicate the attractive simplicity of the FPS platform. While this leads to an
incomplete virtual reality (i.e. onewhere real-world consequences are muteji there
are obvious benefits to promoting militarism to a young male demographic that is
presumably more interested in the excitement of war games rather than the
Al i pl AGeEOU 1T £ I EIl EOAOU AOEEAO8 wikgaEdanAOU OE
increasingly effective military recruitment tool and as the next generation of

xAOOEI A POl PACAT AAh AOA A EETA 1T &£ OOET AE

A
i El EOAOU EO AAPAAT A 1T &£ xEOEI OO OEA AT 1 OARNO
Traditionally, these questions have been more effectively addressed through

N - z A o~

AEI i h A AEAOAAOAOEOOEA OEAO AAT AA AAOO A
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semantic/syntactic approaches to film genres (2003). According to Altman,
OAl AT OEAO OAEAOT REOCOERO OAIVEGREAIC Al Al AT 006
For presentday military films then, semantics include common physical settings
such as villages in developing nations; common character archetypes such as the
fearless war hero; significant props such as igh tech weaponry and other
equipment that demonstrate American military superiority. In contrast, syntax
OAEAOO O1 OEA OAT 1 OOEOOOEOA OA1 AGEIT T OEEDO
complex meanings (219). For filmsthat fall under the banner of neomiitarism,
syntactical elements often include reasons for why we fight, the dialectic between
self-sacrifice and suicide, the inevitable American victory, and so én.
Videogames have not been able to mount visual or oral arguments they way
films seem to beable to do. In military films, action sequences are employed to
ultimately demonstrate why we must engage in war. The rhetoric in these types of
films often follow a sequence where a mission is outlined in the first act, increased
with tension and moral daubt in the second act, and finally resolved with impressive
action and resolution for all doubts in the third. In the first act oSaving Private Ryan
(Spielberg 1998), Captain John Miller (Tom Hanks) is issued orders to extract
Private Ryan (Matt Damon),despite Ryan being deeply embedded behind enemy
lines. In act two, Miller loses two soldiers in the process of finding Ryan and his
OOAT OAET AOAO AACET Al OAOGET ¢ OEA T EOOEITG60
Miller tells his men that the reason he conhues to follow through with the mission

is because saving Ryan is the most humane endeavor he could ever hope accomplish

in the war, and a fantastic battle ensues. Similarly, iBlack Hawk Down soldiers
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were issued orders in act one; tension is filledni act two with soldiers questioning
the reasons for fighting in the first place; the film wraps up with a moral victory (if
TTO0 AT AAOOAIT OEAOT Ouqgq AT A A OEI Pl EEEAA Al
fightd dVhed | go home AT D1 Ao 1 HeyM®E whiy dofyou@o it man? Wat,
Uur & O1 1 A EET Avbu kaovQvhaE 1D sa?B ven'd say a goddamn word.
Why? They won't understand. They won't understand why we do it. They won't
understand that it's about the men next to you, and that's it. Thatall it is.0

While film syntax often dictates that action sequences lead up to the meaning
of fighting, for military videogames the meaningsOEA AECEOET ¢8 O7EEI] /
arguably created in a film in the relationship between action sequences and
diall COA 1T O 1T OEAO OAAT AOGh OEA TAATET C ET A Ol
These games exist to create various scenarios that require a certain kind of activity
AOT I OE AAliBoh 2A90)ATh® syrjtax of military videogames is the thrill that
players experience when being a part of warfare, or in other words, the relationship
AAOxAAT OEA AAOO 1T &£ EEITEIC 10 AAET C EEIITA
Videogames provide avirtual representation of lexical elements that differ
A£O0T AAT AT OATT U AEOT T FEEIT 60 OEOOAI OADPOAOATC
rendered very much secondary to the foregrounded visceral reaction. All extensions
of the videogame media align with tis observation: vibration controls, interactive
environments, and button layout are just several considerations that provide the
maximum opportunities possible to respond to the medium. This response is

narrowed by the rules of the game, which can only b&uccessfully completed with a

mastery of mechanical and instinctual cognitive skills.
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These unique lexical elements are the primary difference between
videogame syntax and any other media. Philosopher Ludwig Wittgenstein argued
that language is a game whOA 0O1 AO OAI OE DPAOIEO AT A A
CAT AOAI IO EECEI U OPAAEZEEAG | &0AAAAI T 0C
importance only takes shape through grammar coupled with their social context.
&1 EPDPET C 7EOOCAT OOAET 60 | AoCbkdd Geth&Eohithe T 1T 1 A
languageof games, we may argue that videogames are languages that also permit
and constrain. They may be general, though with military FPSs they tend to be
highly specific. These environments only make sense to the player who understs
the grammar (or the fundamental structures and patterns that videogames employ),
Al 6p1 AA xEOE EOO O1 AEAI AT A AOI O00AT AT1TC
ideology within a particular time and space (e.g.twenty-first Century nec
imperialism), eCAOAT AOO T £ OEA AAOAI 1 PAO8O AEAEI 000
of universalism and abstraction.

Despite these differences, videogames have undoubtedly taken several pages
from film to develop the military FPS genre. This ease in which they do thisdse in
large part to the fact that videogames are themselves still indebted to film. Thus, the
semantics that have been used time and again in military films have found their way
into military videogames z so much so, in fact, that it is not uncommon foentire
scenes or battles from films to be recreated virtuallf{Allison 184). The storming of
Normandy during WWII as filmed inSaving Private Ryarhas been replicated time
and again (see fig. 6), complete with documentargtyle handheld camera, de

saturated colors, and even simulated high frameate shutter speed. Allison has
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outlined three dominant semantics shared

between historical military films and e =

videogames: iconography (weapons, uniforms,g

they hail from, and historical references as
strategies of authentication 88). Since current
military videogames used for recruitment

purposes are set in the present or the near®

future, historical references have been replaced
with the semantics of topicality. The opposition
is no longer a nowdefunct enemy such as the
Nazis or the Japanese, but rather a mix of anti g

Western nations or organizations that currently

remains suspect: The Chinese, the Russians, the _ .
Fig. 6a (top): Saving Private Rya

. . .. . . (1998); fig. 6b (middle): Medal o
Iranians, and especially hypessuicidal Jihadists |\no" ajied Assaul(2002): fig. 6¢

(bottom): Call of Duty 22005)
(as evidenced in virtually all military
videogames today).
Topicality notwithstanding, the likeness between military videogame
semantics and those of military films are such that scholar Will Brooker noted that
OOEA OOAAI EOI 68 OEAOA CAIzZAMG expelidée@diof being EO A
atwar, AOO AAET ¢ ET A xAO FEEI T 06 jpgoeQs8 4EEO EC

style title sequences, letterboxing, and exposition cut scenes. Even the voice actors
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ET T EI EOAOU &030 EAOA AAAT 1 EOOAOAA xEOE O
payed ET | E1 EOAOU 11 OEAO AAEI OAs &I O AgAI bl /
soldier in many military films and television shows ( 1 E OA O Pltéoh, 11986, O
and* Al AO $ Behi@liEhetnPLines Il: Axis of EM006, to name but two), now
plays the characer Sergeant Foley irCall of Duty: Modern Warfare .2

This imitation of a mediated reality is quite similar to sports videogames,
xEAOA OEA DI AUAOBO DI ET O 1 -gerséhiathiete, Buba I AOAT
third -person camera that habitually attemps to emulate cameras used for television
broadcasts (King and Krzywinska 136). Despite claims by developers that such
games are increasingly mimicking real life as known by the professional athletie
DOAAEOA OOAAI EOQUS AAEis he BAMIOG\SMIRAGNS Ggizé OEAA
watching the real athlete. The spectator may becomethe gamer in an attempt to
fulfill a desire to be the athlete. But, while the player does assume control of the
OEOOOAI kinktd EuhchosAshich interactivity does little to allow the player an
increased understanding of what it is like to holistically assume the role of the a&
world athlete. To put another way, what is being mimicked in videogames is the
desireto be the real athlete.

This desire to be the virtual character in the real world is the driving force
behind the widely used marketing device of a claim for authentic experience. One
might quickly attribute this desire for either escapismor diversion. However, this
argument is more applicable for gameshat make an effort to recreate a virtuality

that intentionally breaks away from the appearance of realitWorld of Warcraft

and Mario Kart being but two examples of escapism and diversion, respectively)
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However, military-themed FPSs largely fall outsidef these categories. Rather, they
encourage the player to idealize the virtuh character and the result is an
identification with the real-world soldier. This identification is born of a pre
constituted identity of the gamer who is encouraged to fetishizsignified elements.
Players progressively identify their own selves with the characters they emulate and
their desire to be more assertive or aggressive is perpetuated through the constant
playing of these characters. While thigdentification might be bed suited for the
interactive medium of videogamesdue to its unique syntax videogamesstill largely
borrow semantic elements from the silver screen, a medium that has been
encouraging audiences to identify with war heroes for decades prioAs we shall se

in the next section, there seems to be a new emergence of military film culture, one
that now has filmmakers drawing from lessons learned by military videogame

aesthetics.

The subjective gaze of videogames

One primary reason why videogames have beenare successful at inducing
empathy than film is because ofhe first-person point of view (FPPOV)that all FPS
videogames have come to embrace. According to Galloway, fHePOVperspective
ET EEI I EO Oi AOCET Al EUAA AT A O@dAaion, DOEIT AC
detachment, fear, or violence, while in games the subjective perspective is quite
ATiT117T1T AT A OOAA O AAEEAOGA Al ET OOGEOEOA 0O}
(40). In classic Hollywood, theFPPOV shotis problematic and therefore largely

sz A L A o~ A

avoAAA8 3O0AE A OET O Ai 1 OOEOOOAOG A OCOAT A
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OEAxAO8O AUAOh DPEAOAAO OEA OAOAAT h AT OAOO
ACAET orhejF@g @8 OET O | AOAT U DPOE OE bfAigoh @hil®EA AE /
excluding the ch® A A Qdkeots@jectivity. This is necessarily differentiated from
the subjective shot, where the audience may see approximately through the eyes of
the character, but the accuracy of the camera position is secondary; rather, the
audience views a scenérom the psychological and emotional vantage point of the
character.4 EA OAOOI O EAOA EO A OEI O OEAO Al i bpoOI
AT A OEA AEAOAAOAOBO OEAxh T1TA OEAO AT AO 1
submit their point of view to that of the character while still allowing the audience
to understand what said character is looking at.

Though FPPOVshots offer plenty of creative opportunities, due to the
limitations of film, overuse of the technique can become gimmicky and tiresome.
The mast fitting and famousexample of thisis2 T AAOO - T TfinCLhdy iAtbd) 6 O
Lake (1947), in which the camera follows main character Philip Marlowe almost
incessantly (fig. 7a). The ensuing hour and a half becomes an exercise in how clever
the camera can beat OAPOAOAT OET ¢ - AOI T xA86O OEOEITh
physiology. This experimentwas ultimately deemed a failureas a regularly used
filmic device and future usewas relegated to necessityonly. For example, science
fiction television shows have used theFPPOVshot to suggest that a character is
being controlled against their will by a parasitic organism or through hypnosis, or
else does not have its own will at all (suchsathe computerized firstperson gaze in
* Al A0 # AlhdT@iminatad 1984). The effect is quite clevercapitalizing on

the fact that FPPOVshots are precisely the opposite of subjectiveshots and thus
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abstract, its implementation in cases like
these fcster a feeling of being trapped and
I17T60 ET ATT0O01T 1T4&£ T1TAB0
many postmodern films have experimented
with the FPPQV shatlargely for comic relief
and as a means to draw attention to the
medium itself (fig. 7b). For an extreme

example of this, 3 DEEA Bding Udh® O

Malkovich (1999) works particularly well as
Fig. 7a (top): Lady in the Lakg1947); fig. 7b

(bottom): Inglorious Basterds (Tarantino a film that uses theFPPOVshot both to draw
2009). The top image demonstrates ho'
awkward and abstract a film is when th
FPPOV shot is overused. However, t
director in the bottom image cleverly anc
humourously uses the FPP® shot to spea Well as to alienate the viewer through the

directly to the audience on ameta-textual
level. eyes of Craig Schwartz (John Cusack), who is

attention to the nature of the film medium as

in turn looking through the eyes of John Malkovich (himself).

However, this detachment and distance falby the viewer in film becomes
transmuted when usedin videogames. While it is obvious that th&=PPOV shoin
FPS games is not native to games themselves but in film, it is the videogame that has
managed to successfully appropriate it more so than film ev could. This is because
the FPPO\shot is less aboutseeingand more aboutmoving. When a film audience is
forced to watch aFPPOVshot for any length of time theymay often get tired and
even dizzy because they are subjected to motion through a spacethhey cannot
control. They cannot anticipate which way the camera will turn next. With

videogames, the player i;mow the one who determines the motion of the camera
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and thus avoids motion sickness. Moreover, FPS games have expanded the concept

of the FPROV shot by understanding what such a gaze could potentially be subject

to: while FPPO\shotsin film are almost exclusivelyattached to characters alongor

perhaps the occasional security camera or handheld video camer&PS videogames

often use FPPOVshots to represent the environment (such as mechanized turrets,
AOTTAOh DOT EAAOGEI Abh AT A OEA | HEipr@al 7EAOQHS
technology, the physiology of a character in a game is more accurately mimicked.

When the player shoots at anotheplayer through a scoped rifle, he will hear his

heart beating, the field of vision will sway in tandem, his gun will kick back when he

fires, and the controller will vibrate slightly to mimic kickback. When a character

gets blown up by a grenade, the pleer may see the vision of the character thrown

into the air, the screen will fill with red splotches to represent blood, and the player

will feel a sharp vibration in the controller. This physiological response shocks the

player into acting as would a solér, with increased instinct and speed without the
contemplation of actionz OEi E1 AO O1 OEA [ EI EOAOUBO AiT10O
of acclimating cadets to loud explosions, strewn internal organs, and the stress of
ammunition whizzing by. This relatively recent yet already commonplace
technological advancement contributes to the theory that ideologies require clever
DAAEACEI ¢ OI ObPAT AOOAOGA OEA 1 EOAOAAU AAQO
DAUET ¢ AOOAT OEI 1 oi A 11T OAprinditheOdniotiodaA OA @O
OAAAQET T 68 OEAO CAO OOAT OI AGAA ET O1 AAOQEI

OEOI 6CE OEA 1 AAEOI 1T &£ OAEIAAOEOA AOAI OAOEI
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Both film and videogames continually borrow and trade aesthetic
considerations as the media pgress, which is a natural phenomenon in the
development for both. Allison believes then that the borrowed film semantics in
i E1 EOAOU &030 AOA OI AOAT U xET AT x AOAOOET C¢
serve no real purpose, which they certainly do. Irfact, military FPS semantics
borrowed from film allow the player to enter into a virtual world that he believes to
AA AOAAEAT A AT A OAAI EOOEARh AO EEO ETT xI AAc
AET 1 O EAGO DPOAOET 001 U x A Ok sinfid snilitaryUmediad OAT T DE
players, audiences, and soldiers engage in a very familiar sense of warfare and
military culture. This military media ecology has already begun manifesting itself in

several notable ways: with regard to entertainment media, thealationship between

military films and videogames is no longer in one direction only.

The military videogame -style film
Nowhere is this phenomenon better

represented than with the film Act of Valor.The

film marks a turning point in the military

media ecology in that no other military film

before it has borrowed as heavily from the
videogame aesthetic, joining the growing list of g

OOEAAIODUITA £EEI T 06 OE

. . o . Fig. 8a (top): Exposition scenes from the filmAct o
conventions while not exgicitly adapting a valor(2012); fig. 8b (bottom): the videogameCall
of Duty: Modern Warfare 22009).
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OPAAEZAZEA CAI A j"OITEAO pcgoqQ8 4EA EEI I
military FPSs rather than other films:the antagonist is an evil mastermind named
Abu Shabal (played by American actor Jason Cottle), who introduces himseilf b
committing a calculatedly heinous act by blowing up an ice cream truck and
murdering an innocent American ambassador and a schoolyard of children. Abu
Shabal orchestrates the terrorist act firsthand, but escapes before the explosion
occurs.Within minutes SEAL Team Seven is briefed on their upcoming mission, the
details of which are not clearly explained, though the mission objectives are. The
entire exposition scenelasts less than a minute, its godleing to usher in the action
sequences as quickly asgssible. The scene employs a brief conversation between
the soldiers discussing the mission with overlapping computer graphics that show
animated maps and photos of targets, weapons and objectives (fig. 8a). The look
virtually mimics the exposition scenesof military FPSs (fig. 8b). Ironically, FPSs use
these exposition scenes as segues to the action primarily to keep the player involved
in the gameplay while the software loads. But what was once used in videogames to
kill time is now used in film to compress it.

The missions continue in this fashion throughout the film: soldiers engage
the enemies, new and increasingly difficult threats appear throughout the mission,
and the soldiers succeed in suppressing the threats before they get ferried to their
next mission. Each battle begins with videogamstyle exposition and each brings
the soldiers closer to Shabal until he is ultimately killed. The final battle sequence
(incidentally, in a smuggling tunnel underneath the MexicdJ.S. border) even has

U.S. soldierChief Dave (the last names of all SEAL characters and actors are never
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identified) critically wounded and about to be killed by Abu Shabal before Shabal is

EEITAA AO OEA 1 AO0OO DPi OOEAT A T1TTATO Au AT T

impaired from his wounds and the firstperson camera appears blurry and in slow

motion. The entire sequence strikingly resembles the final action sequence @uall of

Duty: Modern Warfare# x EAOA #ADPOAET O31 Abo - A4ADOEOE

by the evil mastermind, Lieutenant General Shepard and is about to be executed

O1T OEl A EAI 11 x 5838 Oi 1 AEAO OAOAOAOG EEI AO

#EEAZE $AOABO AEOAO EEih EO Al OOOAA AT A EI
Act of Valod O OOA | /[Estyl® Hilk Adedihétic Seves more than

Al 1 OOEABOGETI ¢ O1 A TAx AT A ETAOAAOEICI U E

celebrated concept is its perceived authenticity. Just as videogames claim to achieve

an increasing realism,Act of Valor makes the same assertion by blending real

soldiers among its actors and stuntmen. The result is a claim to authenticity that no

I OEAO £EI i AAEI OA EO AOGAO EAA8 )T AAAAR 117

2AAl OAAOEAO8 2AA1 AAOQGEI 18 4EEO EO ddi CAI A

by U.S. critics for its arguably subpar acting, generic plot and owiémensional

characters. There are virtually no factual events in the entire film and the action

sequences are not very believable, with U.S. soldiers fighting an incredibly inept and

morally bankrupt terrorist organization. Nevertheless, there is a notable perception

AiT1c¢c i AOEAAT AOAEAT AAO OEAO OEA FEEI 180 1

According to the popular film rating website rottentomatoes.com, as of November

2012 74% of filmgoers gaveact of Valora favorable rating despite only 25% of

critics agreeing with them.
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AEEO EO xEAOA '10i AT80 OEAIT OU 1T &£ DPOACI A
OEAT OU T &£ £EI I CATOAR 1101 Al AAROAOEAAO bB(
ciOEAOh AT A £AT O OOA AT A OAAAEET A CAT OAO OE
The syntax of a given film or videogame
becomes perpetually redefined,
depending on social, cultural, or historical
of authentication is as successful as it is
because its audience has never yet
experienced a military film that used

active-duty soldiers to this extent.

Furthermore, the film has perpetuated

the military media ecology by working

Fig. 9a (top):First person action sequence fronCall

Valor.

platform familiarity, all of which place

Al PEAGEO 11 OAAIEOI8 &ETAITUh OEA EEIT60
enforced with topical references (Islamic fundamentalists, terrorist acts, Mexican
drug lords) that are very much in the realm of public concern in thenesent era.

The irony with regards to strategies of authentication is that, just like
videogames Act of Valorclaims to offer an experience rooted in reality. And yet, just
like videogames, the film is not imitating real life so much as it is another mediated
reality z videogames. It seems as if the greater the level of convergence between the

A £ 0~ 2 A N

two media, the greah O OEA Al AEI &£ O AOOEAT OEAEOUS8 4E
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emulate (see fig. 9).

To be fair, videogamestyle military flms have not entirely abandoned the
grammar of film. Indeed, Act of Valorstill employs sequences of the pregnant wife
waiting at home for her husband killed in action, the camaraderie between soldiers
as they surf together during their military leave, and a melodramatic military
funeral, enforcing thenotion that U.S. military operations are vital to the safeguard
of American wayof-life and the security of its citizens. These scenes evoke an
emotional response that videogames cannot yet duplicate, the reason being that
films necessarily leave audience as helpless witnesses. Videogames on the other
hand thrust the audience into the action, who no longer act as witnesses to the
highly emotional content of a funeral, but as players experiencing the death more
directly via emulating the character itself.The result is not sympathy for the dead
and those affected by it, but often frustration, renewed aggression, or exhilaration.

From the point of view of the military, the value in this type of sympathetic
emotional response lies in its ability to rally supmrt from the general public, while
its limitations lie in an inability to promote military recruitment (Power 200). It will
be interesting to determine if and how videogamestyle military films will be
effective recruitment tools. Nevertheless, as the U.$ilitary continues to enhance
film and videogames into a harmonized media ecology, a likely prediction is to
expect a media convergence that implements the benefits of botmedia (and

others) to create the most effective recruitment campaign possible.
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Discipline and Democracy

In this section | turn to Michel Foucault, who offers an applicable method for
analyzing the economy of military recruitment. In particular, his concept of the
panopticon a physical edifice that allows for wideranging oneway monitoring, can
be applied to the videogame industry as an economic exercise of power. This will
allow us to compare military-themed videogames against other types of media and
their varying levels of effectiveness with regards to recruiting methods.

There is one other notable area where videogames are imitating and even
OOPAOOGAAET ¢ EEI I O AOA zhid byxtkadl ménA thldiutecof D E AT 1
participating in a premiere where viewers can be in the presence of other fans who
share in their interest for a particular film franchise, actor, or director.This allure
rests on the concept that audience members not only get to be among the first to
witness an alleged milestone moment in film history, but that they get to participate
in solidarity as a memberof an elite audience group. This communityased desire
has translated very well into the videogame industry, where preordering games in a
popular franchise has become the norm. This successful marketing strategy is
buttressed by adding exclusive irgame hcentives for preordering and timing
releases for November to catch the initial Christmas shopping season, but the main
allure to preordering is to become a part of the gaming community as early as
possible. This may have to deomewhat with getting a headstart on developing
ITA80 AEAOAAOAOR OET OCE OEEO AAT Ol OEi AOAI
purchased.More crucially, there exists an online wealth of player conteng walk-

throughs, critical reception, glitch hunters, forum posts, replay videgraphers,
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statistic accumulation, and so oz that players rush to get out to the greater gaming
community, most of which serve primarily as a form of bragging rights or virtual
AOOAT OET 1T AEI AA AO AAAOI 601 AGETI ¢ Ol EEAGS 11
It is also my contention that, with the advent of MMO gameplay, the social
function of imz OEAO EOh OEA OAOAT 06 PEATTIATITT OE
of watching films as a group in theatres, especially on opening nighisis being
superseded by the social fuation of videogames: if being immersed in a likeninded
community is central to both videogame events and film events alike, then
videogames manage to outdo film in that the community of players is larger than the
community of audience members in any givetheatre. Players are now immersed in
a truly international community that not only witness the event together but also
interact with each other via both diegesis and exegesis. This is further enabled by
the relative ease in turning on a television and gamg console in place of leaving
ITTAGO ETT A O ADhAdthing that apped)sitd pakehtCwho are
uncomfortable with their children being outside the house and unattended, yet
T AGAOOGEAT AGO xAT O O1 1T AAOPU OEAERN AEHBIOA
require parents to keep an eye on them.
While such a phenomenon seems inconsequential at first glance, each of
these elements are calculated marketing strategies in order to increase participation
Zz and, in turn, to militarize the player.According to Michel Foucault, a turning point
during industrialization was epitomized with the invention of the panopticon a
prison designed in circular fashion with the center used as a monitoring station so

that the prisoners could be watched at all times by single guard. The result was the
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between discipline and the tactics of power in three sections:

1. To obtain the exercise of power at the lowest cost;

2. To bring the effects of this social power to their maximum intensity
and to extend them as far as possible, without either failure or
interval;

3.417 1ETE OEEO OAAITTTITEAS COI #t0E 1T £ bl x.
APPAOAOOOAO xEOEET xEEAE EO EO AQAOAEOR
OEA AT AEI EOU AT A OEA OOEIEOU 1 &£ All OEA
Applying this definition of power through discipline, military videogames

carry the ability to enforce its power over its users in very specific ways. With
OACAOAO OiF &l OAAODI Odvide MatD OfplayadsAid ekgosed t€ DT x A
military culture and virtual experience (while this may true for other military -

themed media, videogames more accurately refledhis tenet in that, unlike, say,
television advertising, it is the player and not the military itself that pays for

expoaure to military discipline). Secondly, the massive popularity in FRShas
produced hundreds of military-themed videogames, all playedorimarily by the

i El EOAOUS6O AAOEOAA AAI T COADPEEAS8 &ET Al 1 Uh
economic growth to the output of its apparatus by developing its own official

videogame franchise complete with irgame marketing, promotion of military

ideology, and exercises in military procedure.
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It is far too easy to argue that discipline in this regard is merely providing the
player with a desire for authenticity (though to be sure,it does). True, FPS players
seek out the opportunity for avirtual reality that stretchesthe boundariesof realism
while still allowing them to suspend disbelief. But discipline serves a higher function
than that of experience:

Discipline fixes; it arrests or regulates movements; it clears up

confusion; it dissipates compactgroupings of individuals wandering

about the country in unpredictable ways; it establishes calculated

groupings. It must also master all the forces that are formed from the

very constitution of an organized multiplicity; it must neutralize the

effects ofthe counter-power that spring from them and which form a

resistance to the power that wishes to dominate it: agitations, revolts,

spontaneous organizations, coalitionsg anything that may establish

horizontal conjunctions. (Foucault 306)

The discipline taught in military videogames, then, contais the potential to
exert control and limit dissention on a virtual (and by extension, real) level. This is
the where the relationship of discipline and power in military-themed videogames
become more than mere orgaization or entertainment. However, videogames

represent a new milestone in the implementation of power through discipline, more

Ol OEAT &£EI i1 EAO AOGAO AAAT AAPAAT A T &£ AAE

through a state of conscious and permanent visility, videogames foster precisely
the opposite z a power through a state ofunconsciousand permanentinvisibility.

While it may be a given that twenty-first century videogames are all connected
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online to game servers that aggreda player statistics, gayers are often unawareto

what extent that their data and performance are being recorded; players suspend

disbelief to more fully appreciate the immersion into a virtual reality; players

willfully display their personal user information onto servers rather than protect

them from those that may want to take advantage of them for gain. In other words,

this is a power that not only disciplines effectively, but withmuch lessresistance

than with previous media. Players often no longer give meaningful thoughtb the

institutions that exert control over them, provided that they receive the perceived

rewards that go hand in hand with submission: inclusion into a wider virtual
community, a point system, and the ke 041 OOAOOEOOOA &I O A
manifested through the brilliance of those who exercise it, a power that insidiously

I AEAAOEAZEAO OET OA 11 xEiIil EO EO ADPDI EAA8
or a school, reaches the threshold of a discipline when the relation of the one to the

other becomes/A OT OOAAN. A6 j omo
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in the process of developing videogame® EAT AT U 1T OEAO 1 AAEA8O A
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sort of voice of the massesnot justfor OEA AEOAAOEIT 1T &£ A £O
but evenfor future updates. They are often the ones who discover glitches or cheats
that need to be patched. Videogames, theprovide an illusion of a democratic
media processthat at once allows for a sense of anonymity while removing it

AT OEOAT U8 4EA EI1OOCEIT EO OEA bl AUAOOS OA
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andgami ¢ AAEI EOEAO AOAAOA A Al i bi OEOA OEAOAE
abilities. The player believes to have the opportunity to communicate with other

players through text or microphone without repercussion or identification, though

all text is transcribed onto a database andusers can be reported for uttering

profanity or threats. In terms of videogames that have no overt political agenda, the

possible consequences are mitigated to purely financial ends: developing a player

profile allows companies d all kinds to tailor their marketing strategies to

individual tastes z strategies that sites like Google and Facebook have already begun
capitalizing upon. In terms of games that do carry a political agenda, the stakes are

much higher.

If we continue alang the logic that more effective surveillance is used to the
end of more effective marketing and thus more effective discipline, then we are
entering an era where videogames have dethroned film and television as the most
effective ideological tool” Videogames continue to develop marketing strategies that
AAPEOAI EUA ObPI1T OEA DI AUAOSO AAOGEOA &I O PA
more so than film or television have been previously capable of. Videogames also
encourage an illusion of democracywhereas the reality is that the producers of the
media are the ones who exercise power through both disseminating militarism as
well as colleting data. Finally, military videogames prepare its players to submit to
discipline, often unconsciously and oftennvisibly. Returning now to the marketing
strategies outlined at the beginning of this section, it is easily conceivable that there
are ulterior ideological motives for the promotion of military videogames. Ayone

who denies the dubious nature of videogamenarketing must at the very least
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recognize that the illusory nature of authenticity and democracy creates a false
sense of security at best and a calculated, politicized rerouting of sensibilities at

worst.
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anywhere has developed their own official platfom. Previous sponsored projects
were developed for educational or training purposes, but an unprecedented $2.2
billion from the U.S. military budget was dedicated to recruitment efforts, the bulk of
which was specifically earmarked towardsthe research, deelopment, marketing,

and maintenance of their very own videogame (Nichols 40). Perhaps just as
interesting is its targeted audience while most other military videogames have a
year old males who are, among other factors, literate with regards to genres and
conventions, read gaming magazines, and form opons about games and machines
(Dyer-Witheford 80) z the ! | AOCEAADEAROCAI AO AAOOU A
meaning players as young as 13 years old are permitted to download and play the

game without parental consent. While this might be the unintended resubf a game

that limits the portrayal of violence and gore, it is more likely that the sanitized

E A

OEOOOAI OAAITEOU xAO A AAlI AOI AGAA AAAEOEI I

more palatable military experience while also ensuring that the very individals
whom they wish to convince with regards to recruitment are being reached (Bogost
79). The game purported to offer the most accurate military experience possible
i Ol'T AOEAAS O | Othelnarkend tactio vabrked AAfitek only six months,

over a mllion users had registered to play the game online and more than half of
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them had already passed basic combat training (Zyda 28Yonsidering its diegetic

and exegetic marketing strategiesas well asits virtual training requirements, the

N L o~ =

first level where the player begins hiscampaign at the rank of Private and must
complete basic training in order to understand how to manipulate his or her avatar.
The Drill Sergeantbarks at the playerin military nomenclature and comes with a
trite but encouraging Midwestern accent. Playersra given increasing freedom to
maneuver, such as running, jumping, or shooting when they are either required to
do so or when it does not impede narrative progression. If the player does not
complete the required task or they disobey commandsbf/, say, shoting a fellow
soldier), they are admonished and must return to the last saved position.
Completing levels successfully provides the player with medals and positive
encouragement.

The playeris given theexperienceof a wide arsenal of weapons, each with
opportunity to offer the semblance of individualization in this regard. An avatar can
be designed with preset facial structures, clothing, and equipment that allow the
player to build a character that is equal parts likeness and aggrandizement. The
player must begin a campaign by choosing to be a medic, a machine gunner, or a
reconnaissance soldier. Each come with their own set of skills, weapons, and

functionality. For instance,by choosing to be a machine gunner, the player has more
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firepower disposal while maneuverability and speed are sacrificed. The player is
given control over how much ammunition and gear to carry into a mission, though

i TOA xAECEO 1 Ei EOutil Diicdomed expdnded die playbralBol
becomes immersed in the subtleties of various types of warfare and what he
believes he would be best suited for: urban assault, jungle, reconnaissance, sniper,
and hostage rescue all have their share. In these wags, the game serves as a
training tool demonstrating the various facets and considerations of military
warfare, as well as a propagation of the notion that the U.S. Army affords plenty of
options for soldiers to achievetheir full potential z in effect, being all that he or she

can be8

Training the twenty -first century virtual soldier for real war

recruits thanks in large part to its emphasis oma level of procedural realism not

common in other FPS videogame$tE | OCE OEA 5838 ! Oi U OOEI I
competitors for their contributions to military promotion and hence provides plenty

of consultation for these games). One may see this level of realissmore limiting

in gameplay and promotion because of the discouraging truth of accrued injuries,

the lack of unlimited lives, or less firing accuracycompared to other first-person

shooters. However,! | A OE A A 8efves!a®©theJmost capable training platform

precisely because b these structural rules. Rather than viewing more lifelike
functionality as limitations, they in fact serve a greater purpose in preparing the

~ N o~ 2 A z £ A o~ PPN z A s x~
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critical component of any semiotic system is neither signified nor signifier but the
relationship between the two, it is this relationship that simulations must signify.
Simulations can then signify semiotic relationships within the other semiotic system

either denotativelyord T T 7T OAOEOAIT Ud jopQs8 ! BBI EAA O |
less concerned with realism of the created space than the manipulations of the

Ol'1 AEAOS8 O ~&EOT AOE lwbrid i canfideratidng Ae o0 Ehk mayAbk |

s s N £ oA 2 as

as both a soldier and as a squaiihis feel is the true test of the realism mettle.

Perhaps the most notable improvementwithin the franchise is the addition
of popular teambased multiplayer battles alongside its single player campaign
missions. This phenomenon is an indication that developers are beginning to
recognize the benefits in designing a game that incorporates bothaida and ludus
virtues of teamwork and camaraderie while also appealing to the desires of the
gaming community. By creating perpetual missions with outcomes that bear no real
consequerce, the game allows the player to remain in the military culture and
community for extended periods of time.

It is no surprise that a game produced by the U.S. military prohibits players
to side with specific enemies of the state, although teams playingaigst each other
would result in Americans killing other Americans.! | A OE A A én@gotiated this ¥
conundrum by allowing each player to view their own team as US Army soldiers

while their opponents are represented as a generic, nenation-specific oppostion

64



force (in a sense, no one has to play the Indiareveryone gets to be a cowboy)
Although this is a clever way to bypass the issue of kiling Americans while at the
same time allowing everyone playing tdoe American (one that is also unique to the
medium of videogames), this is ultimately symptomatic of the populaiWestern
assumption that matters of military conflict are commutative, where both sides of a
military conflict are guided by a singular, transcendntal objective. According to
Bogost:

Perceptual equivalence reinforces the notion that military conflicts

AEEEOI A OET ¢cOI AO OOOOEHh T1TA OEAO EO |

both vantage points. This line of thinking accurately represents

contemporary U.S. attitudes about military conflict. Our perspective is

TTO0 T1T1U OEcCEOh AOO OEAOA EO 11 A@DIl /

AAEAOEI O OAOA xEAEAAT AOO8 4EA bPiI OOEAEIE

the part of the enemyz or even a coherent historical circumgance

that underwrites opposing actionz is ruled out of army conflicts. (78)

In line with this sanitization and simplificatonT £ x AOZAOA EO OEA (
attempt at creating a political context. The background storyline has no bearing on
gameplay otherthan providing narratological context for multiplayer maps and was
likely created after the franchise was criticized for decontextualizing war. In
Czervenia, a Soviet s@A OEAO AAAAI A ET AAPAT AAT O EI
splintered, creating the independent state of Odporzhia (the RDO). The RDO

government prospered economically while the Czervenian government (the PKC
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party) came into power after years of economic stré. The PKC blamed their woes
on its various ethnic communities, the RDO, and their Western allies.
and tyrannical government worthy of international intervention, while the RDO
have been subjected entirely to undue violence despite their altruistic aims. When
the PKC failed to fulfill promises of economic prosperity, they began persecuting
their own citizens (collectively called theindetrejanh T O OEA OO1 x Al OAAS (
refugeeswere welcomed into the RDO, who made a formal complaint with the UN
instead of resorting to militaristic means. The PKC party leader Kazimir Adzic
OAODPT T AAA OI OEA & Oi A1l AT i DPI AET O AU 1 £&£AC
message to them is, not inwo weeks, not in two months, not in two years, never!
We must be clear that we will not surrender and we will not turn Czervenia over to
OEA ET OAAAOO AT A OEIT OA xEI 00PDPI OO OEAI E
bombed a national PKC oil refinery, th&KC promptly blamed the RDO military and
declared war. The Czervenian military (more precisely the Czervenian Nocza
-EI EOATE Ui OA %EOBPAAER 1T 0O OEA O1 &£ 0001 AC
militarized RDO, and after requesting assistance from the watl community the
United States has offered to intervene.
This narrative is demonstrated through a clever amalgamation of video, text,
and sketches of other media: television news bulletins, photos, radio waves, and
found footage. It is fitting that such a rediated truth is represented through a
mediated media. The images and sound mirror various identifiable media

representations of enemies of the state in the twentfirst century. One clip has
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Adzic speaking over a microphoneduring a

military parade, a common scene played out
over American news outlets for former
president Mahmoud Ahmadinejad of Iran,
deceased former presient Saddam Husseirof
Irag, and Chairman Kim Jongin of North
Korea (see fig. 1@18 ! AUEAS O OFf
also harkens back to the resolute rhetoric
expressed by Saif alslam Gaddafi (son of
Colonel Muammar Gaddafi) in Libya and more

recently by President Bashar atAssadin Syria.

Czervenian troops are drawn wearing alblack

| YN WYY
fatigues and black facemasks while theyrig. 10. Adzic affirms his resoluteness during

military par ade, as does the rest of the axis o

monitor the expulsion of somber women and ©V! (The DarkroomMinnposp.

children. British correspondents are used to report on the latest developments in
Czervenia in an #empt to offer a truly international perspective and allied
solidarity for the RPO (although American anchormen are also figured, one
strikingly similar in appearance to Lou Dobbs). This attempt to contextualize
military intervention remains visibly one-sided and offers no counterpoint or any of
the more complex arguments for or against war that inevitably exist with all
military conflict. The game distills the reasons for intervention down to a small
handful of clear and simple key concepts, a strategydhis essential for garnering

military support by a large group of people. U.S. motivations for war are not

67



mentioned other than implying a humanitarian duty to the greater good. This short
background contains the oftemployed narrative trope of America caing to the aid
of an overpowered ethnic ally that relies on the American forces to save them
against an oppressive, onglimensional, and ultranationalist state. The UN makes
an appearance as recourse to diplomacy but is ultimately impotent. Overall, ntary
intervention with Czervenia is the most just war since WWII.

Writing about the Gulf War, Brian Massumi remarked that the legitimation of
OOAOA OEIT 1T AT AA 1T DAOAOAO POEI AOEI U ET OAT A
(O2 ANO#A Thisaffect OANOEOAO 11 T1TA EATA OEA AT Al LU
of despot, thug, terrorist, and religious fanatic, while on the other hand, there exists
and identification between U.S. soldiers and media audiences, and foreign
populations aided by American philanthi PEA Al OOOEOIi 8 | AAT OAET C
you need do is feek a oneness with the prospective dead hero, and, based on that,
ET OOEI EOU A& O OE AD 2BAlRBl&EPgtdoio ByerANithetlrtl 80). W o
may seem rather shameful that the game resort® such propagandisticdevicesas
these, yet it ultimately succeeds as believable due to the fact that they are not
representing reality as such, but a mediated reality through news outlets and
recognizable imagery. The visual rhetoric offers up a sensef oecognition and
familiarization, turning to a narrative that the American people are already well
versed in. Had the game attempted to display the same events via Amediated
imagery (i.e. representing oppression and violence directly and not through mes

outlets), the effect would be less convincing, more subjective, and more fictitious. In
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this sense, the more layers of media involved, the more real we perceive something
to be.

military FPSs extend beyond perception, especially with gard to gameplay and
objectives, which | would like to briefly outline here. These differences highlight the
procedural rhetoric with which the state-sponsored videogame franchise intends to
communicate  its potential recruits:

f Multiplayer rules: Unlike # AT | I Ahighty Qpopuldar ODeathmatch
multiplayer format where the winning team is the one that finishes the game
goaloriented to promote the notion of teamwork and codependency. Players
who focus solely on killing their opponents leave their own team susceptible
to losing the overall mission (Ocampo). Unlimited respawning is not an
option either, which now results in less reclkkess behavior and more reliance
on and support for the rest of the team. There also exists a gaming
Al 11 01T EOU xEAOA bPiI AUAOO AAT ETET OAIlAI
other players as a unit, furthering notions of teamwork and team building
that are essential to successful military operations in the real world.

1 Rules of engagement (R.O.E.):R.O.Ecertainly apply here and consequences
for breaking them are weighted accordingly. For example, if an enemy is
injured, a player would be heavily penalized orpoints for shooting him or
her dead before he can be revived by a teammate. However, shooting an

injured enemy still removes that opponent from the game and thus facilitates
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here suggests that breaking the rules of engagement are not encouraged but

in doing so you are not truly punished other than losing potential merit.
2A0EAOh ATET C OF xi OIA AAOOAIT T U AA AEEI
precisely the mindset thatAl A OE A A 6 Gtternpisi tdJfoster. It is more

grievous to allow American soldiers to die than to kill an incapacitated and
unthreatening opponent.

Reward system: | O EAZ OEA A& OAI AT OET T AA CAI EIT
its moral imperative. The more expertly a player completes a mission, the

i TOA OETT1 06 DI ET OOntsEgA tovards severddifiérent ( 1T 11T O
categories (divided into the acronym LDRSHIP: Loyalty, Duty, Respect,

Selfless Service, Honor, Integrity, and Personal Courage). The goal of the

player is to reach 100% of the points offered in each category, although there

is no extrinsic value for accomplishing this other than for the sake of 100% of
something. Conversely violations of the rules of engagement result in the

loss of hardAAOT AA ETTT O DBITET OO AT A OEAOA&E OA
web-based global statistics boards. Bogost points out that the correlation of

honor with performance might seem contrived at firg glance, but this very

system of reward bears much semblance to the actual practice of military
decoration (77). In place of honor points, real soldiers are rewarded with

medals and ribbons for mission completion, bravery, getting wounded in
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There are no loud explosions, no ambient nee, no impertinent chatter.

%OAOU x1T OA OOOAOAA AU OEA bPI AUAOBO AEAC
necessarily with the mission objectives. Players have hotkeys for common
PEOAOGAO j Ascs OATAi U OECEOAAoqh AOO 1 OE
be typed, which can be very inconvenient during gameplay and thus
infrequently used. The resulting gameplay is a very focused and professional
experience without any distractions or opportunities for inappropriate

humor or out-of-line questioning. The onlynonessential audio is the music

played during the menu screenz uplifting orchestral music with heroic

undertones that plays over a screenshot of a virtual army recruitment office.

This contrasts with other online FPSs, which allow players to speak quite

candidly to each other. By keeping dialogue to a bare minimum, players are
CEOAT 11 1T®HOEIT OF AAOGEAOA &EOI I OEA AO
military expects, nor does it allow other players to hear how profane a

soldier could be. On another, deepelevel, the limited opportunity for

dialogue aligns with the military imperative to keep dissent and cynicism to a

virtually non -existent level.

However, regardless of how effective this virtual military mirrors the

mechanisms of the real one, the versioof reality that! | A OE A A doffersliscah U x

N Lo~ s =
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firearms and other related weapons, ignoring more mundane or complex topics.
There are no training sessions on medical procedurebattlefield tactics, or
communication procedure. There are no considerations for poor weather, patrol
missions without incident, or military careers that are less glamorous, such as
engineers, heavy artillery, or intelligence officers. Medics can heal yannjury in
order to immediately return the player to the front. Killed soldiers are sanitized,
with very little blood splatter and absolutely no dismemberment. Corpses lay on the
ground in a fetal position and after several seconds disappear altogetherul@s of
engagement are lopsided in favor of American forces and without any independent
monitoring body to hold soldiers accountable for breaking them.

This then is themost sinister AT AT AT O 1T £ GedfogyAdAplayeE EOAS O
is encouraged to be an political and sociopathic being thatoperates within a field
where war and death aredecontextualized. There is simply no recourse in this
virtual world for dissent, doubt, politics, or empathy. These videogames have, if
effect, managed to accomplish an @blogical machine of panopticonal proportions.
Since classical antiquity, military institutions in Western civilization have attempted
to persuade the masses towards militarism to one degree or anothefhe Sophist
Gorgias might have likened the type of rhetoric found in military -sponsored
videogames as a method of communicating expertise, one that Plato criticizes as a
means of deceit among ignorant masses. Plato likens such rhetoric as cookery,
which mitigates the undesirability of unhealthy food by makimg it more tasteful

(46). Thus, by blending Sophistic rhetoric within procedural rhetoric, the game
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mounts an impression of military life that is more appealing and simpler to

understand than the real world.

Mission accomplished?

Army 3in terms of recruitment or training, there is no doubt it fosters an overall
favorable impression of military culture among its players who often feel as if they
areexPA OEAT AET ¢ xEAO EO6 0O | EHeAd tddbmmerii@ésAl | U
games for their perceived historical and technical accuracy. Many players profess
that they have gained knowledge about historical battles and weapons according to
military games, despite their awareness that such information varies from game to
game and even within game franchises (Penney 196). Faced with this truth, military
videogames do not actually increase correct learning or knowledge to a significant
level; rather, they are FEEOOO AT A & OAI 1T 60 ET OAT AAA OI
military life outside of the virtual reality. Indeed, there are no extensive

is, however, an option in the mau screen that links to the U.S. Army recruitment
webpage for those who want to continue playing into the real world. In fact, the

of the game. At any time during the gam players may click their way to a virtual
edifice where they can speak with administrative soldiers regarding the recruitment
process for the U.S. Army, watch video clips of real war heroes and their military

exploits, or simply spend time watching otheryoung, generic, virtual men ponder
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the decision to enlist Eee fig. 1). This permeability of in-game and outof-game
recruitment further deepens the development of the military media ecology: instead
of recruiters handing out brochures with phone numbers the military is distributing
videogames with web links.

"AUTTA OAAOOEOI AT Oh APDPOT AAEET ¢ OEA OEA
insofar as soldiers are not learning how to assemble their rifle faster or shoot more
effectively. There would be too manyonsiderations for procedures like these to be
accurately portrayed, and in any case, more complex simulators are already being
used exclusively by the military for training purposes (Nichols 39). What is being
instructed instead is military culture and conduct z players are awarded points
based on their demonstration of representing the ideal combatant.

As the U.S. military continues to develop theAmericad O ! fr@richise,

players continue to be exposed to an idealized military culture that foregroundsow

we fight over why we fight. But to consider such arguments as deceitful or

SETTINGS
EXIT

Fig. 11. The game lobby also doubles as Army Recruiting Station lobby inl | AOEAA& O
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getting into. As Col. Wardynski explicitly statesO) £ A ¢ Ul OT ¢ AAOI O xE
CAi Ay OEciI O Obp O1 AA ET OEA '0iuh TAAO AO/
help level the playing field so that the customer, the kid, is much better experienced
Z which is better for the kid, better for the country, better for the Army in the long
rul 6§ (O1T OAT ATT puytQs

Regardless of what is actually being imparted among the playerd, is
significant to note that enlistment numbers have spiked 200 percent since the
I | AOE A A Gabchiseégan in 2002 (178). Statistics have demonstrated that
around 30 percent of players are more likely to consider a career in the military
than those who have not played the game, a figure that is on par with children of
military families (185). With statistics like these, it is a safe bet that the videogame

franchise will continue for years to come.
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Chapter 1V: Call of Duty

Despite its importance for analysis, we should note that | AOEAABa® ! Oi U
received a disproportionate amount of academic attention, whereas other military
themed videogamesz many much more popularz have been relatively overlooked.
Indeed, such a platform is ripe for analysis, though it tends to come at the expense of
exploring a corner of the military videogame industry that boasts the large majority
of players: entertainmentbased military FPSs. Such games have flown under the
radar of academics because of their seemingly little contribution to the discourse of
ideology and educational games. Bogost does not even mention it in his essay of
procedural rhetoric because of its apparent lack of rhetorical argument and (to
AT 00T x - AOUGO OAOIETTITcuqgq EOO Ai PEAOGEO 11
of arguments.

Yet there isabsolutely no doubt that such gameg all games, reallyz are
political, intended or not. On one level, the very notion of a militarpased game
produced for financial profit is in itself a product of a capitalist ideology. Extending
this discourse analyss to entertainment-based videogames, we can clearly
demonstrate on a deeper level how these very games disseminate Western ideology.
Further still, an analysis of procedural rhetoric uncovers a psychological link
between the identification between pleasureand the American soldier, and that
procedural considerations are designed to mimic psychoanalytic and physiologic
training that actual soldiers undergo in order to prepare them for war.

The Call of Dutyfranchise is arguably the most popular military FPS in the

world to date. They boast upwards of 20 million online players and have become the
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benchmark upon which other FPS games attempt to emulate. Thgall of Duty:
Modern Warfare and Call of Duty: BlackOpsseries fall under the same franchise,
although both are made by separate developers in order to develop the game during
a two-year span while maintaining a yearly release. While this fact might seem
inconsequential to the occasional gamer who would beard pressed to note any
difference between them besides narrative, their slight differences and (even more
interesting) their glaring similarities speak volumes as to their motivations for
gameplay design and the demographic which plays them.

The Modern Warfare series, developed by Infinity Ward, is narratologically
AAT OAOAA AOT OT A OAOAOAT AEAOAAOAOOK i1
and British SAS Captain Pricéfrom the introduction of this thesis), an extremely
competent soldier who is predictably cynical and jaded by war. Throughout the
series Price completes arduous missions (often singlehandedly), though he often
does so grudgingly, never fully trusting his superiors. His suspicions are eventually
proven right, as the gamer discovers throghout the series that a Russian terrorist
and a rogue American general together orchestrate World War Ill. Eventually Price
manages to save the world, although the series is presently ongoing. The gamer also
gets the opportunity to play several missions s other soldiers around the worldz
American, British, and even Russian. One particularly controversial mission @all
of Duty: Modern Warfare zhas the gamer playing as an undercover U.S. soldier
trying to infiltrate a Russian terrorist organization by participating in a civilian
massacre at a Russian international airport. Although the mission itself is optional

for the gamer, the option to play is left up to the player andat to parental consent
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measures. This apparent oversight conveniently allows anplayer, regardless of

age, to engage in a relatively shocking and morally bankrupt mission that is framed

ET OEA AI 1 OA@dO T &£ OOEA COAAOAO ciiT Aoh Al
real world but nevertheless is employed time and again to arguéor military

involvement.

A Very Grand Narrative

The narrative itself is largelyz to use film vernacularz a MacGuffin: a plot
device used to advance the storyline but is otherwise meaningless. Though the
Hitchcockian term originated in the medium offilm, nowhere else is a MacGuffin
more extensively used than in the videogame industry. The bulk of th@all of Duty
series plays out its narrative in cut scenes, used solely as exposition, and any in
game story advancement is minimal and nointeractive. Each scene is used to
segue into the next mission objective and any complexity to the storyline can be
attributed to the increasingly convoluted plot that makes little sense but is largely
ignored sinceits goal is to usher in the gameplay as quickly aopsible.

As the franchise has progressed, it must be noted that the amount of mature
content has increased noticeably. The most recent addition to the franchis€all of
Duty: Black Ops llcontains a narrative littered with gratuitous profanity, violence
and gore. It is clear from this development that the game developers are more
concerned with appealing to the sensibilities of its demographic than promoting the
virtues and ideology of the U.S. military. Indeed, th€all of Dutyfranchise has

adopted thecurrent trend of action films, namely, a celebration of the soldier on the
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ground with a simultaneous distrust of highlevel military administrators and

political motivations. These themes, found in such fiims a8 Ul OAOOA OThed OAT 1 T
Expendable§2010),2 E A1 A U Ba&lyAof LGe§PB08) and the recent incarnation of

the James Bondilms (Campbell, Forster, and Mende2006-2012) to name only a

few, are mimicked very well in theCall of Dutygames. Here, generals on all sides are

corrupt and politicians are easily duped into starting World War lll. Of course, such

a storyline enables the player to fight enemy forces in a variety of environments,

including a suburban American neighborhood, where most players likely residend

perhaps often wondered what wa would look like in their own backyard. It is a far
engagement are always just and appropriate.

However, most military films that require elaborate and realistic battle
sAAT AO AOA OOEIT OAOPAAOAEOI 1 &£ OEA T[T EIEOAO
games like theCall of Dutyfranchise set themselves apart, by seeming to be critical
of the military. This flagrancy can be under®od better through the historical
relationship between the U.S. military and the U.S. film industry. I@peration
Hollywood: How the Pentagon Shapes and Censors the Moules/id L. Robb
chronicles the countless anecdotes of how the military would be more than willing
to lend their aircraft, armored vehicles, and even military personnel, provided that
they allow the military to approve the script and all subsequent edits. If the military
did not approve of the material (often due to a negative portrayal of one or more
soldiers, regardless of its eracity), the military would routinely withhold their

equipment, knowing full well that the film would no longer be authentic, as
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entertaining, or simply feasible (107). But this phenomenon does not apply to
videogames, where military equipment is completly unnecessary to recreate them
in the virtual world; the only military assistance videogame developers use (and,
even then, it is unessential) is that of consultants with intimate knowledge of
military procedure, equipment, or events. They need not even eb activeduty
servicemen, which has resulted in the military having much less creative control
over the vast majority of military-themed videogames than they would prefer .
Martin).®

Of course entertainment-based military games areclearly not liberated from
to. Despite its portrayal of military elite as untrustworthy, theCall of Dutyfranchise
(and most others like it) never questions the ideological subtext foeven main text)
of militarism. As if to prove the point, Hank Keirsey, an army veteran, was hired as a
consultant for the development of theCall of Dutyseries. Not only did the army
allow him to discuss very specific details about military operations @d technology,
but they also granted him permission to conduct interviews with activeduty
servicemen in Iraq to capture thefeel of modern day warfare (Thier).7 E A @ér&
one must consider the selicensoring and ethnocentrism (unconscious or otherwise)
that occurs in any body of work that caters to a particular demographic for financial
CAET 8 #AOA ET DI ETOg xEEITA TTA TECEO £EITA
soldier or even a U.S. soldier engaged in a murderous act of terrorism, what is
perhaps more interesting is whose gaze the gamer is not permitted to peer through.

Playing as a Russian is apparentlpermitted only when not engaging American
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forces or their allies. And while many of the missions are placed in Brazil, Northern
Africa and the Mddle East, never once does the player experience the gaze of the
favela gangster or the Islamist rebel. It is curious that the developers thought it
acceptable for the player to participate in mass murder of Russian civilians but to
participate in the death of Allied soldiers or to see through the eyes ever so
empathetically of modernday enemies of the state is where the line is drawn. One
might quickly point out that the question of gaze is answered by the fact that the
developers wished to provide a virtial experience that their target market (i.e.
Westernized teenage boys) would relate to, although this argument is mitigated by
the gamer assuming the role of Russian ultraationalists or participating in
murdering Russian civilians.

In actuality, these ceative considerations are inherently designed to appeal
to the political sensibilities of their demographic, which areindelibly linked to the
current American political discourse. The player virtually resists terrorism and
corruption harboured in Iran, Iraq, Afghanistan, North Korea, China, Russia, and
their satellite 3 World allied nations. Outside of the U.S. military branches, the
games prominently display the military prowess of the British Special Air Service (a
real-world ally in the U.S. invasia of Iraq), while ignoring other militarily allied
nations that have not stood in arms with the U.S. The games even continue the
military film tradition of using France (who was critical of the Iragi invasion) as a
virtual whipping boy: just as in Stephen3 1 | | A @r® &0 Jo€2009), the Eiffel

Tower plays victim to yet another terrorist attack inCall of Duty: Modern Warfare.3
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Where opposing forces are concerned, the enemy is ruthless while
simultaneously idiotic. At their best, military-trained enemies are predictable, and
at their worst, Taliban fighters and African militamen are downright inept. Suicide
bombers are portrayed as mindless teorists who run in droves towards American
soldiers without any covert effort or religious motivations. The fanchise has even
begun to include suicide dogs. Ironically, while Iragi insurgents did, in fact, attempt
Z and fail z to use dogs with explosives strapped to their bodies against U.S. soldiers,
explosive dogs were first conceived by Russian and Americaarées during WWII

(Lemish 89).

When Simply Following Procedures Carries Complex Implications

The dichotomy between American military might and foreign ineptitude is
accentuated further via procedural considerations. As with all military FPSs,
procedurality leaves no wiggle room for digressing from the missiory a fact that
AT OO0OAO OEA CAI AGS OI 1 AEAOO xEI 1 Aiibl AOA
EAOTEAO AO OACOI AO ET OAOOAI 68 4EA CAI A0S E
used for the highly stylzed Quakefranchise) ensures that players can maneuver in
xAUO OEAO OOAT OAAT A OEA EOI AT AT AUBO 1 EI E(
run, and shoot more efficiently than soldiers inthé | A O E A Aféafrhide (hbt ttb
mention in real life as well). Such a consideration might appear at first glance to be
detrimental to real world military recruitment, where human mechanics are not
even closely attainable. However, the sedggrandizement that players often inherit

through these games quickly negatethis otherwise obvious fact. Instead, players
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are now more ready to accept the potential of selflorification attained in the arena
of warfare, if only temporarily.

But perhaps the most effective aspect of the&all of Duty franchise that
furthers its goals of ideological dissemination and military promotion is the various
structures of its online gameplay. In the first 15 days of its launci@all of Duty: Black
Ops lllogged 150 million hours of gameplay via Xbox Live and PlayStation Network.
This record supersedes the previous one for online multiplayer games, held l&yall
of Duty: Modern Warfare 3launched only a year before (Thurrott). The franchise
has developed a sound strategy to keep players coming back for more. It especially
helps that the game agine allows for phenomenal virtual kinesisz that is, the
AEAOAAOAOG O OOPAOEOI AT OAODPITT OA O1 OEA
Players enjoy staying in the virtual world partly for this reason; they get to be more
mechanically adept than many othem truly are, especially at a pubescent stage of
life where the human physiology is constantly changing and awkward mobility is
often the norm. Instead of being able to run and jump effectively, the only
mechanical skill involved in mastering these mowveents now reside in their
fingertips.

To be sure, this phenomenon extends beyond kinesiology. The characters are

intrepid and unflinching, but even more interestingly, they are conspicuously

IS s A N o~ 2 oA

ETO1T1 AT 08 4EAU AEOOOOOO OEAE OayAy theirides.AA OO

This is surely not the ideal soldier, and yet this trait appeals so well with teenage
boys who appreciate the notion of not having to follow rules after doing just that at

school and at home. Players are now virtually living out a fantasyhereby they get
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to not only give a proverbial middle finger to authoritarian figures, but get rewarded
for it as well.

Both the single player and multiplayer modes are designed to keep the player
immersed in the virtual world without much downtime in between gameplay. In
single player mode, as soon as a player dies, he is immediately transported to the
previous checkpoint. Exposition scenes in between missions last no longer than a
minute, which is only necessary in the first place for the hardware to & the data.

In multiplayer, game lobbies last roughly one minute, giving players adequate time
to join the game, choose a map, make adjustments to weapon kits. While in the game
itself, most options have players immediately respawning once they die so thiney
can return to the gameplay quicker than they can get tired of playing. Respawning, a
concept entirely eschewed by thé | A O E A Aféafxhide,(d sbundly embraced in
Call of Duty While the procedurality for dying and coming back to life does not
mimic real life in any way, it does encourage intrepidity. If a player attempts to run
across a field and gets mowed down by a machine gunner, he simply returns back to
the spawn point in the map and gets to try again. As mentioned in Chapter 1, the
number of times a player dies has no bearing on the outcome of the game, only the
number of times the player kills does. TheCall of Dutyfranchise continues to
develop new procedures for multiplayer gameplay that exemplify this very concept.
In Call of Duty: Ghsts (2013), a new multiplayer mode calledcranked requires the
player to kill another player within 45 seconds of his initial kill or else his own

character will spontaneously combust (L. Martin).
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The result is a more effective consubstantiality betweenhie player and the
AEAOAAOAOh xEEAE DI OEOEOAI U AT OOAI AGAO xEO
the player identifies with or wishes to identify with. Considering that the level of
identification or self-experience among FPS players with their vittal character
directly correlated to their level of enjoyment and that entertainmentbased
military FPSs are extremely popular among young males, we may infer that a
bl AUAOG6O EAAT OEEZEAAOQEIT I Ol OEi AGAT U O0OAOOGO
ethnocentric Euro-American ideology.

This particular ideology can be especially evidenced via the procedural
rhetoric employed, both inherent in the medium and as design considerations alike.
Despite the fact that a foundationalistapproach to cultural theory has been
routinely criticized since deconstructionists have exposed this theory as myth
(Massumi,Parables68), the very existence of procedurality in a videogame (as well
as real life) depends upon the individual. From the prgrammer who codes the
procedures for videogames to function and be won or lost, to the player whose
existence in the virtual world is what gives the world itself existence, procedures
order actions that qualify and introduce value. Prior to the individualprocedures
cannot exist. In that case, any order of actions would be truly random and thus
devoid of any value whatsoever. The formal rules of any game, and FPSs in
particular, contain any variation that the player might attempt to make, on the field
(or in this case, the virtual war zone). But, to appropriate Massumi, without the

virtual environment, the rules lose all power Parables72).

85



The implication here is that virtual worlds in videogames can only exist via
preconceived and qualitative rules, inheently ideological procedures that advance
gameplay to an arbitrary end. Points are intangible commaodities that are worthless
O1T1 AGO A OUOOAI EO ET bPI AAA OEAO EITI OO0 O
version of a MacGuffin, used to advance the gaplay and narrative. Players Kill
each other in an effort to gain more points, though while players are the ones who
follow procedures that gain points, but the points themselves are what cause the
displacement of the players. In effect, the player is thebgect of the points (Brown
96). When a game unfetters the player from the fetishism of points, the result can be
distinctively contra military ideology. No longer with an incentive to achieve a
universally accepted goal, players would then be faced with ¢ipns to exist in the
virtual world without having to kill. But Callof Dutp © OEOOOAIT x1 O1 A Al
outside of the mission at hand. Just as military culture dictates that soldiers are
required to fulfill the mission without digression or dissention, the player is
required to play the game in the precise order and manner that the developers
demand. This is surely not a limitation of videogame technology, as there exist many
games (notably action roleplaying games, or ARPGs) where opemnded
environments are the norm and players have the option to fulfill a mission or
otherwise follow their own whim. These action roleplaying games (ARPGSs) tend to
privilege the concept ofpaida, leaving room for closedended missions and narrative
but ultimately allowing the player to simply appreciate the mere existence in
virtuality. Grand Theft Auto \(2013) and Elder Scrolls V: SkyrinfR011) capitalize on

this type of play very successfully. But for militarypased FPSs in general and the
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Call of Dutyfranchise in particular, privileging the concept of ludus i.e. closed
ended missions, ever governed by ideological proceduresis what drives the

gameplay. Without ideological procedurality, warz virtual or real z cannot exist.

Grand narrative through self-idealizati on

One very important reason as to why video games are as effective as they are
in appealing to its players (and therefore increasing the reach of neomilitarism) is
OEA OAI AOET T OEED AAOxAAT b Pdrokplich RethrhitgO U
to the concept of the player as object, it is simple enough to equate the videogamer
as an actor on a stage a player improvising in a play, if you willz who wants to
transcend, to be someone else. Our archetypal young mafarchetypal in
conjunction with the mil EOAOU8 O OAOCAO AAi) @0 AByEEA
videogames often chooses to do so because his options are limited in the real world.
His parents, his school, the figures of authority in his community, all contribute to
OEA UT O1T ¢ | Al Gaidts. N® hio GeBlA Bhacklell dY) Is own bodily
limitations: not yet fully grown, not yet muscularly developed to his full genotypic
potential. He feels as if he has the ability to be something great, though it is not yet
realized. He wants to be extraordiary. He wants to be a hero. Entertainmenbased
military videogames allow players to engage in a militarized culture while
simultaneously allowing them to remain uncompromising in their individualistic
and selfcentered values. Without the virtual, it issobering for the player to strike

the pose of a war hero and still see himself or herself reflected back in the mirror.

Videogames have emancipated this physical limit. Whereas before when players on
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a stage could only cross over a minimal distance betweehimself and his

compliment, videogames now allow others in the virtual realm to view the player as

he wishes to be seen. And perhaps even more importantly, the player can now affect

the other players both virtually and by extension in real life. For whem player uses

EEO OEOOOAI 1 AAEOGI O1 OEITTO AT A EEI1T ATTOC

OAT AO EAPOEA AEAAAAAAE ET OEA M O 1T &£ A OEI
AEAOA [T EIl EOAOU CAIi A0 AOOAIi PO OI AOEACA

real and virtual seltperceptions z and by extension, increasing the likelihood of the

bl AUAOGO AAOEOA O AAATIT A A Ogbyedpoyingdl | AEA

afirstbAOOT 1T DAOOPAAOEOA OEAO OAI T OAO AT U OE!
(xEEAE ET OEOOOAIT U Ail1l AAOAO I1I1TEO 11O0EEI
AAT AA6 EO OEA 1 AOOOAI DOT COAOOEIT ET OEA

now ironically yearns to become his compliment, in this case, a virtual soldier with
an aggrandized version of himself and very identifiable character traits that include
gualities valued by the military. It is now reality that attempts to mimic the virtual.
The entertainment-based FPS then is more disposed to promote the military
machine than any governmentsanctioned iteration of it. Military ideology is most
appealing when it is promoted not only as altruistic and entertaining, but also and
AOPAAEAI T U AO A O11 OGOETT OF OEA 1 EIiEOAOQEII
and experience affect, a culture where the real self and its aggrandized image are
one, and the breaking of cultural boundaries are celebrated; these are the selling

points for a militarized lifestyle. Whether or not such goals ever become actualized

is not important. Military institutions can afford to allow itself to be misrepresented
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in order to get its foot in the proverbial door, for in truth, how the military is
narrativized in videogames matters quite little; the veritable essence of these games
Z the veryreason why they are played for millions of hours by millions of people is

its procedural rhetoric.
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Chapter V: Conclusion

As this conclusion is being written, the next installment forCall of Dutyhas
already been released and is currently the top sétig videogame title in North
young boys are chattering awaywith each othervia microphone headsets while
they wait impatiently for the next multiplayer hardcore deathmatchto begin. And
then someone will inevitably utter it, or something to the same effectandno one

listening even reacsto it since O E A Wh@afdl & hundreds of times before.

O

091 O6G80A CciITT A cCAO AOAEAA O EAOA ObP Ui

And therein lies thebrilliance of these games. Before the soldier ever has to
kill his first human being, before they have to be conditioned to and desensitized of
the horrors of war, before they even have to consider signing upideogames have
successflly mimicked a crucial military process for soldierization. These games
have the capacity to turn players intdPavlovian dogs, salivating at the thought of the
kill, equating a violent act with a moment of intense physical pleasure and release.

But we stll have our morals. Medal of Honor(2010) initially selected online
players to play as Taliban soldiers fighting against Americans. There were many
who objected. Mothers of dead American soldiers, combat veterans, and even the
Canadian and British governrents have all called for the game to be banned@heir
argument was that it would be inappropriateto allow people to play as real bad
guys killing real good guys. IO E A A A Odeferisé) publidhér Electronic Arts said
that someone always hasto be thA AA COUh xdpdadoBbers wWhdyd

and Indians or Medal of Honog O' AT AOO #A1T O01 AUd AO 4Al EA
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was too great and the developers inevitably changed all references of the Taliban to
OEA O/ pbiT OET ¢ &1 OA A étitd reserBbed the ThliBan And figktiA®® OE A
took place in Afghanistan.

Strange that so many people assume the precarious nature of videogames as
tools for losing the hearts and minds of the people. Could it be that winning said
hearts and minds might alsde at play?

Thankfully, American videogame developers no longer allow players to be
part of a true opposition still in existence in the present world. Now there is no
irony when Western nations point the propaganda finger at countries that have
followed suit. China has recently released its own statgponsored videogame titled
Glorious Mission Onlin€013), where players get to fight alongside Chinese soldiers
against Japan for control of the disputed Diaoyu/Senkaku islands (Taylor). The
game does not een bother to create a fictional enemy, a consideration that
immediately brings to light the notion of the videogame medium as a formidable
ideological tool. As this thesis has suggested, the time has come for us to embrace
the seriousness of thinking abotimilitary videogames.

What then shall the study of FPS videogames look like? Connecting the field
Oi &£EiIi AT A OAI AGEOEIT OOOAEAO EAO EOO 1,
implications with videogames and reexamining the theory may even lead to a
OAOGEOAT 1T &£ EO8 "1 CI 0080 OEATOU 1T &£ DPOT AAAC
currently exclusive to videogames but needs to be expanded greatly to ngerious
CAIi A08 &OAOAAB8O ADPDPOI POEAOET ipaidd ad ldddsE 1 1 T EO

provide a neessary categorization of videogames, though FPSs are increasingly
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converging the two and soon a third term might be needed perhaps we could call it
lusionih AT OE , AOET &1 O OCAI Apil Aué AT A #AOAI Al

What all of the above theories have inammon is that they are all necessary
to the study of FPS theory while simultaneously being outdated. They rely on a
condition of relationality, dependent on a previous medium to make sense of the
current one. There should be no doubt that videogames are boof the stage (actors
improvising in a play), the written word (narrative still reigns supreme in any
single-player mode), film (aesthetics), television (hardware), and even radio (audial
communication between players). But in this age of remediation ihas become
imperative to avoid privileging the origins. Videogames, like any other artistic
medium, require its own semantics and syntax. It is a field of constant flux, both in
its nature and in its development, and cannot be positioned on a grid. We waube
prudent to glean from previous media, but wiser still to readily discard any theories
that condition videogames strictly as a subset of anything elsé.

#AOOAET T U &1 OAAOI O AT A - AOOpahdpticonasA 1 OO
an omnipotent institution that maintains order and keeps a watchful eye on its
inhabitants is quite an appropriate analogy for the current state of online
OEAAT CAI ET ¢ch xEEIT A -AOOOI E6O0 AOCAEAxAI 1 &
into the trappings of a foundational apprdd AE O1 OEA OEAAT CAT A 1 AA
concept of intensity embodied in autonomic reactions should also be examined, for
it is this very kind of intensity that is being stirred up among FPS players. This is an
intensity begins indeterminately and becomes galified in the game. The intensity

may be happiness or sadness; it does not matter. But once the intensity is given
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form in a fulfilment of ideological virtue, it becomes an enjoyable sensation
(Parables25). This is why we love to hate, why we order barg pay-per-views for

fighters we want to see get beat up, why juvenile delinquents constantly make little
distinction between positive and negative attention, and why an act of violence

repeated over and over can feel liberating.

The Object of our Affect ation

| am now going to ignore my own advice and reference a tangential medium
to prove a videogame point.Jarhead (Mendes 2005) is a film about marines
deployed in Iraq during Operation Desert Storm. The soldiers march for months
through the desert but rever chance upon any opportunity to ever fire their
weapons. They constantly live in anticipation of the kill, but then the war suddenly
ends and they go home. To further the discomfort of unfulfilled climax, Swofford
(Jake Gyllenhaal) suffers from constigtion throughout the film.

Critics were largely divided over the worth of the film. Most of the criticism
rested with the fact that there were no payoff or action sequences. The film was too
AAOAAEAAR O1T1T AT TOETTAIT U OAI ¢ FaM BlimonAfEAT 8 O

TT8ATT xAT O O &£AO AO OiI AiipiAET OEAO OE

p>]

a case of irony that these people are guilty of the very criticism that Mendes is trying
to make about military ideology, or is their boredom and discomfort with a lek of

violence precisely what Mendes was attempting to reflect back upon them in the
first place? It seems as if the critics and a lot of moviegoers all got the point without

realizing it.
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This unconscious desire for mediated warfare has been cultivatediiough a
military media ecology that has fed consumers of electronic media for almost a
century. Videogames may have appropriated in large part its syntactical and
semantic language from film, but it is videogames that are well positioned to take
over as he dominant medium of neemilitarism. Thanks in large part to its
panopticon-like exercise of power, videogames both disseminate military ideology
xEET A AT 11 AAGET ¢ AAOGA 11 EOO Ai1 001 A0O
more, military-themed FFSs are designed in such a way that gameplay prepares
players for the military training via a soldier-like discipline required to complete in
game goals and to even exist in the virtual environment. The procedurality in these
games truly denies any recours¢o non-military means of problem solving. The very
choice not to shoot your weapon will result in inevitable failure. If we take these
implications further, then we must admit to ourselves that these games are capable,
if not of duping its players to jointhe military, then at the very least of giving players
who fully embrace or submit to militarization a sense of confidence in transitioning
from the virtual soldier to the real one. Regardless of whether a player becomes a
soldier or not, these games preagre its consumers for militarization and the
concession that warfare is more than an inevitability; it is a moral good.

Perhaps one day there will be an entertainmenbased military FPS that will
have Captain John Price going through the virtual motions e&cruitment, Basic
Training, and then the monotony of no warfare. Players would be always at the
ready to kill, yet always denied the opportunity. And perhaps its selfeflective

sequel would feature a retired Price once again, in meetings with videogame

94

AO



consultants as he advises them on how to provide a more authentic virtual
experience. And to complete the trilogy, the third installment of the franchise might
AA A £l AGEAAAE T AOOAOEOA 1T &£ 00OEAAGO OET 00
allthehl OOT OO0 OEAO xAO AAT bDPOI OEAA8 4EA CAI A x
involvement in morally ambiguous scenarios and the present day, when Price
speaks with military psychologists as he grapples with PTSD. There would also be a
diegetic option that alows the character to donate money in real life to various non
profit organizations that highlight the tragedies that befall many soldiers.

Such games would behe most effective antiwar films made to date.These
environments would be rich with cultural detail and openended, but without any
ultimate goal. Players in the virtual would be waiting futilely for a payoff that never
comes. It would leave them in a constant statof emotional constipation. Yet for
profit developers would balk at this concept for the sole reason that very few
consumers would pay $60 for such an experienc&ew playerswould be willing to
accept a virtual world where the battle is alreadyover and wherethe uncomfortable
consequences of war run so deep. Reality is not nearly as at@lble. Rather, players
would be much more content to exist in the military -themed FPS environment,
which would have you believe that the cost of losing is literally no price to pay for
the chance tofeel the exhilaration and intensity that come with the mtentiality of
winning. It truly does not matter, then, whether you win or lose. How the game is

s A A N s o~ A

playedz and how the game playsyog EO xEU xA80A AOOOAAOAA Ol
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Notes

1. See, for instance, Anderson and Bavelier (2011), and Sommerseth (2007).

2. Despite this contradiction with regards to reality, the FBI has purchased
licensing for the Unreal Development Kit to produce simulatottraining software
(Makuch). This is probably due to the fact that the engine is relatively simple to
modify, but the irony is still worth noting.

3. To date, there is no definitive research identifying violehgameplay as a
primary factor for aggression (Jenkins). The latest findings indicate that playing
violent videogames for more than three hours every day is linked with moral
immaturity (Coughlan), though this does not apply to the vast majority of players
who exercise a greater temperance with their game time. In fact, a recent joint study
performed by the University of Oxford and the University of Rochester
demonstrated that levels of aggression among gamers depended more upon
incompetence when playing agame than on the level of violence contained in the
game (Lee).

4. The theory of simulacra figures prominently in the work of Jean
"AOAOEI T AOA8 )1 AEAAT OAl 1 Uh EO xAO " AOAOEI I
who can give andcannot be repaid | ¢ lpph@ case off | AOEAASO ! Oi U
"AOAOEI 1T AOAGO OOAOQAI AT O OAEAO 11 A OAOU
completely free to download.

5. It is worth noting here that there exist war films that do not necessarily fall

under the banner of neemilitarism, i.e. antiwar films. Such films privilege the
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genre is paradoxical in the sense that, despite offering a critical perspective of a

given war at large, most of these films sfilglorify the act of warfare. For example,

Platoon (Stone 1986) is critical of the military machine while at the same time

making every effort to heighten the emotional tension of the soldier in the heat of

battle. This concurs with Fragi E O 4 O O mvdatoteétify aA anfkwar film is

impossible since war is necessarily portrayed as exciting even if you were against it

(Ebert). This is doubly true for videogames, as this particular medium privileges

empathy of the soldier via gameplay rather than angemantic argument against

war. Case in point: TheéMetal Gearfranchise (1987-2014) is known for having one of

the most antiwar narratives found in videogames, though such arguments are

reduced to mere cutscenes that serve only to advance the narrativeyhile the

CAIi Api AU EOOAI £ OANOCEOAO OEA bPI AUAO O1 OEI
6. Incidentally, it is this very reason why | focus my paper on militaryz

themed FPSs and not redime tactical (RTT) games. Stylistically, RTTs have a

A E Geyd® v@w of the action and the player assumed the role of a commander who

organizes his troops across a battlefield. Using the latest in the series as an example,

in Close Combat: Panthers in the F¢g8012), the player is not subject to the

physiological effectsthat a subjective shot affords him. Rather, the player is told by

the graphical interface whether his troops are suffering injury or death, low morale,

and the like. While such a game may offer a greater opportunity for providing

procedural rhetoric from A OOAOEIT 0O CAIi AOGd6 DAOOPAAOEOAN

i El EOAOU AOI O60Anh AO EOO AAOGO EO AAT 111U
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does nothing towards training a potential soldier to withstand the emotional shock
of battle, nor does it provude training that is useful for the soldier on the front lines.
With regards to recruitment, the result may be the opposite of what the military
would hope for: once a player witnesses the level of emotional detachment a
commanding officer might have as heends countless expendable troops into battle,
he may think twice about visiing his local recruitment office. The effect is a sort of
OpOI 1T ET ¢ AAAE OEA AOOOAEIT 6d A DI AUAO
military must account for in order to win a war, considerations that are at once
objectifying and underhanded. The awareness that someone is trying to boost your
morale so that you will be more willing to fight is seHdefeating.

7. Interestingly enough, film is not capable of recreating thellusion of
democracyto the same extent of videogames sinc¢eat its essencewatching a movie
at home has the arguable potential toalienate the viewer from the greater
community. Tempering this argument are film communities built around discussion
of cinematic experiences; however, the collection of user data is far more advanced
and sophisticated with gamers than with film viewers. Due to thénteractive nature
of videogames overshadowng the largely oneway communication mechanism of
film, gamer data isthus the truer organization of power. While the viewer is an
essential part of the film experience, it largely rests on the side of reception and its
influence on the film itself is only economic: good reviews and attendance might
I AT COEAT A e AR hnd de@ewOWwIRidfdnD production companies the
AEOAAOEITT OEAU OEIT O1I A i xEOE £EOOOOA
extremely limited to the film as a seHcontained work of art: once the film is
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released, very rarely is the product alteredor updated. DVD and Bltray releases
offer some opportunity to add supplemental footage or extra featuresbut for the
most part, A E£E1 1 60 OEAAOOEAAI OAI AAOGA EO A1 1 OEA
how many film blogs, group screenings, or director@nd-! 8 © OAEA bi AAAh O
to exist a tangible and systematic level of twavay communication between the
masses and theilmmaker.

8. Even with a necessarily strong emphasis on weaponry, | AOEAAS8 O ! Of |
does not encourage a fetishization of guns, as is the case in entertainméased
military videogames. While the weapon is visibly central during gameplay, a player
does notget to choose any weapon they wish to use; rather, the weapon given to
them is based on the type of soldier they choose to be. Weapons, then, are thought of
as specialized tools before they become objects of desire. While this still contains an
obvious anmount of phallic symbolism, it is nowhere near the level found in games
like the Call of Dutyfranchise.

9.4EA 1100 OAAAT O AOGAT O O OOAT OPEOA £&0OI
the videogame industry has been the disciplining of seven Navy SEALSs ifevealing
classified material while hired as paid consultants by Electronic Arts regarding an
AOOAAE 11 A DPEOAOASOG AAT ET 311 Al(Eelr). AT A A/
While the reprimand will stunt their military careers, the group have since
continued their lucrative forays into videogame consulting, as well as Hollywood

consulting, political activism, and even writing bestselling novels about their

experiences on Seal Team Six.
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10. Even the military seems to understand that videogames are noriger
subservient to earlier media. The U.S. Air Force has produced a new series of
television commercials with montages of videogamstyle aesthetics and then
revealing that the clips are actually taken from the real, not the virtual. Their new
catch phrad EO NOEOA OAI T ET Cd O) 080 1106 OAEAT A

(Franz).
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