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Letter From the Editor:  

IT’S DANGEROUS TO GO ALONE! TAKE THIS. 

Tiffany Funk 
Editor-in-Chief, VGA Reader 

IT’S DANGEROUS TO GO ALONE! TAKE THIS. 

—Old Man, The Legend of Zelda (Nintendo, 1986) 

It’s hard to deny the reality that we’re living in 

an era of ecological, social, and political crisis. 

-

-

-

-

resources of individuals, or even whole civiliza-

dizzying array of dystopian scenarios in which 

to build and invent, cooperate to achieve shared 

-

-

ing, we at the VGA Reader agree that critically 

is a crucial step in supporting the creators of vid-

-

-

The response to our call was heartening in 

its breadth and diversity. The artists, art histo-

rians, developers, and cultural theorists whose 

essays we showcase here found survival to be 

-

nant cultural, political, and literal—in the case 

Colossal Cave Adventure 

-

-

ways in which violence and war are so often 

strategies hinge on inclusion, understanding, 

IT’S DANGEROUS TO GO ALONE! TAKE THIS.  |  5 



Anna Anthropy, screenshots from Triad, 2013. Image courtesy of the artist. 

Make Beautiful, Creative Things Together: 

An Interview with Anna Anthropy 

Interviewer: Tiffany Funk 
Editor-in-Chief, VGA Reader 

Interviewee: Anna Anthropy 
Independent video game developer, critic, and writer; Game Designer in Residence, 

DePaul University, College of Computing and Digital Media 

Abstract 

Anna Anthropy is a game developer, critic, 

teacher, and writer, best known for creating nu-

merous independent video games, including 

Lesbian Spider-Queens of Mars, Mighty Jill Off, 

Queers in love at the end of the world, and Dy-

s4ia. She is the author of Rise of the Videogame 

Zinesters: How Freaks, Normals, Amateurs, Art-

ists, Dreamers, Drop-outs, Queers, Housewives, 

and People Like You Are Taking Back an Art Form 

(Seven Stories Press, 2012); in her book, she dis-

cusses the “zine” game model, highlighting the 

importance of inclusion and diversity in video 

game production. She is currently the game de-

signer in residence at the DePaul University Col-

lege of Computing and Digital Media in Chicago. 

Editor-in-Chief Tiffany Funk and Anna Anthropy 

discuss pizza, survival and collaboration in vid-

eo games, the frustrations and wins in teaching 

video games and game design, and how video 

games are suited to transforming the mundane 

into poetic, narrative, ritualistic experiences for 

players. The interview has been edited for clarity. 
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Where did you grow up? 

-

-

Mario Bros. Not Super Mario 

Bros., but the weird Atari port, or Bubble Bobble. 

But Mario Bros., there’s a bonus round where you 

-

 That’s interesting—your connection with 

-

sue of the VGA Reader

-

ular genre on its own, we want to approach vid-

-

-

-

particularly enjoy it. That school of thought— 

-

petitive debate. I just don’t have the energy for 

to hours of debate. There’s a degree of privilege 

dealing with survival in everyday life, they 

need to turn an intellectual debate into a battle-

-

Make Beautiful, Creative Things Together: An Interview with Anna Anthropy  | 7 



everyone—it’s such a shitty way of viewing hu-

together. 

-

Rise 

of the Videogame Zinesters has been so helpful to 

students and teachers.1

-

 I teach undergraduate classes at all levels 

-

students arrive very set in their ways about a lot 

-

what they are capable of, what they are for, and 

-

-

But it’s also frustrating because it’s an uphill bat-

-

-

-

replaced when they’re outdated. You can learn 

-

critically, develop a design sensibility, and culti-

to you in the long run. You spend four years—or 

education. There are other forces that are push-

-

disservice to students. 

-

it helpful to assign? 

8  | Video Game Art Reader  | Fall 2018 



Anna Anthropy, afterword from Queers in love at the end of the world, 2013. Image courtesy of the artist. 

class.2 -

Tiny Sorcer-

ess (Leon Arnott, 2012) which is only a couple 

-

Dr. Langeskov, the Tiger, and the Terribly Cursed 

Emerald: A Whirlwind Heist (2015), where you 

-

-

students. 

Queers 

in love at the end of the world (2013). It’s a perenni-

-

Make Beautiful, Creative Things Together: An Interview with Anna Anthropy  | 9 



-

ing you only have ten seconds left in which to 

-

vive, Queers in love 

-

 With Twine, and Bitsy as well—Bitsy is the 

-

-

and Bitsy involve not a lot of scripting and no 

-

-

sign. These are prohibitive barriers for the peo-

REDDER 

Anna Anthropy, screenshot from REDDER, 2010. Image courtesy of the artist. 
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-

naut needs to collect crystals to power a starship. 

-

-

-

Oh, it’s so interesting—I actually hit on the 

-

other thing near the end. There are two layers 

the other is this willful destruction of the world 

-

signed sincerely to be both things. It’s a really 

-

It was interesting that it was a layer that I added 

-

Lesbian Spider-

Queens of Mars (2011), and how it approaches 

in the 2011 Bad Bitches 

-

about? 

-

-

Nidhogg 

Hotline Mi-

ami (2012)], and a lot of other developers and the 

Make Beautiful, Creative Things Together: An Interview with Anna Anthropy  | 11 
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Anna Anthropy, screenshot from Lesbian Spider-Queens of Mars (2011). Image courtesy of the artist. 

Lesbian Spider-Queens of Mars, which was given 

-

-

ing right now, which is a lot of short, playable, 

-

stellations by drawing lines connecting the dots. 

-

12  | Video Game Art Reader | Fall 2018 



Anna Anthropy, excerpt from The Stone Table, 2018. Image courtesy of the artist. 

nicate to the larger world. What I’ve been doing 

-

-

ticularly good at. 

is your favorite right now? 

The Stone Table (2018), which is essentially a role-

-

ing within the story of the protagonist being 

-

done recently. 

interview. 

Make Beautiful, Creative Things Together: An Interview with Anna Anthropy  | 13 



Notes 
1. Anna Anthropy, Rise of the Videogame Zinesters: How Freaks, Normals, Amateurs, Artists, Dreamers, Drop-outs, Queers, 

Housewives, and People Like You Are Taking Back an Art Form
2. 
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Figure 1. Clint Enns, 747, 2011. Image courtesy of the artist. 

Survival Interventions in GTA: On the Limits of Performance 

in Virtual Environments 

Martin Zeilinger 
Senior Lecturer in Media, Anglia Ruskin University 

Abstract 

The subject of survival in virtual environ-

ments has emerged as a potent site of criti-

cal and artistic intervention in video games. 

Influenced by traditions in performance art 

practices, in particular the critiquing of socio-

political power systems through the radical, 

performative use of bodies, many current art-

ists effectively use existing game platforms to 

address conflicts at the intersection between 

the individual and system. This essay ex-

plores the performative affordances of Grand 

Theft Auto (GTA) game worlds as a research 

tool, subject of critique, or theatrical stage. 

Though survival is difficult to address suc-

cessfully in virtual interventions, the trope of 

survival as coded in game environments can 

be mobilized by virtual performance artists to 

address problematic limits and constraints 

dictated by the algorithmic systems framing 

gameplay. 

Survival Interventions in GTA: On the Limits of Performance in Virtual Environments  | 15 



-

ing, and a struggle that is powerfully gendered, 

-

ed, for player avatars and non-player characters 

-

in the virtual Grand Theft Auto (GTA) franchise 

-

ingful critical discourse of survival? 

-

self-preservation drives of sentient creatures. 

-

-

tarian political perspectives on self-reliance and 

-

appealing to audiences fascinated with survival-

-

-

er is that survival usually tends to indicate the 

concept is understood in its biological, social, 

ongoing struggle to survive thus also serves to 

-

upon survivors. 

Resisting death in virtual worlds has the po-

-

-

-

GTA 
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-

-

-

to adopt in broader socio-political discourses on 

on liveness and the connection between per-

-

-

interventions, the trope of survival as coded in 

-

-

the focus will be on critical invocation of sur-

vival in ways that are not anticipated by these 

-

GTA

-

-

-

The Grand Theft Auto 

My Trip to Liberty City, created 

within GTA III -
1 This 

-

GTA

-

-

-

-

describe My Trip to Liberty City as a successful 

-

Survival Interventions in GTA: On the Limits of Performance in Virtual Environments  | 17 



(and could only be) created in conscious and di-

2 What Munroe’s trav-

elogue achieves instead is a foregrounding, by 

GTA III

falls into the water on the shore) narrativizes a 

-

cies. But again, the refusal is unsuccessful, better 

detecting and responding to violent action, reg-

-

roe’s piece does not successfully subvert the vio-

lence encoded in GTA III, but instead, enacting a 

-

acting non-violently, the artist constantly ges-

tures towards this violence, which cannot, in 

-

My Trip to Liberty City

GTA Fair 

Game [Run Like a Girl] (2015) stages a struggle for 

survival that clashes with a hard-coded algo-

-

lent interaction. Fair Game is strongly oriented 

GTA V Online, and is rough-

-

-

-

-
3

This hard-coded behavior cannot be changed or 

-

-

nothing outside of the predatory is possible. 

The hardcoded survival instinct of GTA V’s 

-

18  | Video Game Art Reader  | Fall 2018 



-

-
4 -

tant corollary to the artist’s critical role inversion 

-

5 While Fair Game 

[Run Like a Girl] 

this fact rather than a discovery, it nevertheless 

-

-

-

code substrate of GTA V

of survival. 

-

-

2011 video 747

-

-

-

GTA

response is therefore never issued. In Burden’s 

-

GTA IV

plane in the crosshairs of a shotgun (sharing the 

-

the artist’s position as a radical artist-terrorist. 

-

traditions of radical intervention, Burden pro-

-

-

has noted, Burden’s pistol is pointed critically at 

6

In Enns’ piece, the shotgun that has replaced 

Burden’s pistol is additionally pointed at the al-

-

ish violations of its order often with the player 

Enns’ intervention. The aggressive act of shoot-

Survival Interventions in GTA: On the Limits of Performance in Virtual Environments  | 19 
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which audiences and critics have doubted that 

-

ed, and if so, is this a successful virtual survival 

tactic? Enns has suggested that he is hesitant to 

characterize his version of 747 
7 I would propose that such a description is 

that serves as a surrogate for the artist represents 

-

sider Enns’ 747 

-

-

den’s 747 Liberty City Crawl series 

-

-

cally foregrounds a convergence of ideology and 
8

-

ries Liberty City Crawl -

GTA IV. The 

-

Tompkins Square Crawl (1991) and 

The Great White Way (2002) in GTA IV’s virtual 

-

what uncertain what they achieve beyond the 

The reactions that Liberty City Crawl 

9 As in Enns’ ver-

sion of 747, here, too, the GTA -

-

-

useful for. 

-

20  | Video Game Art Reader | Fall 20 718



cannot survive transposition into virtual envi-

share is that they force viewers to recognize the 

GTA 

-

discussed draw our attention to a struggle with 

-

-

-

entirely contingent upon a horizon of possibility 

Grand 

Theft Auto

-

-

sion of two further GTA

Watanabe’s San Andreas Deer Cam -

Elegy: GTA USA Gun Homicides 

-

-

San Andreas 

Deer Cam 

GTA V 

in which the player-controlled protagonist is re-

Andreas.10 Watanabe designed the deer to re-

-

get involved in police chases, witness a variety 

-

in the landscape. Throughout all these encoun-

overall displaying a profound disinterestedness 

in its surroundings. Over the course of the art-

In its original iteration, San Andreas Deer Cam 

11

-

Survival Interventions in GTA: On the Limits of Performance in Virtual Environments  | 21 



-

-

isted not only in a strange narrative disregard for 

-

characteristics are noteworthy because they fa-

San Andreas Deer Cam 

-

Watanabe’s San Andreas Deer Cam was shown at 

the Toronto-based Vector Festival.12

-

13 The 

throwing footballs, and racing along on scooters. 

silhouettes of central Mississauga’s faceless con-

Figure 2. Brent Watanabe, San Andreas Deer Cam, 2016. Image courtesy of the artist and InterAccess Gallery in Toronto. 
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been uncertain whether or not the deer was con-

-

violence and the constant cycle of virtual dying 

that characterizes GTA

was still violent in its depiction of countless at-

GTA, it 

-

ing logical sense of its presence. The perceived 

-

-

San Andreas Deer Cam 

-

-

Elegy: GTA USA Gun Homicides (2018) 

14 -

data visualization tool that transposes statistical 

-

Grand Theft Auto San Andreas Deer 

Cam GTA Elegy criti-

-

-

sualizing violence and survival data. Restarting 

GTA V 

-

-

seen shooter who appears to share the viewer’s 

gun-related deaths.15

spectacle. Viewers are forced to inhabit the video 

-

-

Elegy, 

San 

Andreas Deer Cam, Elegy 

of the piece that is further reinforced in the daily 

Elegy El-

egy -

of violent, and supposedly violence-inducing, 

In Elegy -

-

GTA 

-

havior. Elegy 

Survival Interventions in GTA: On the Limits of Performance in Virtual Environments  | 23 



Figure 3. Joseph DeLappe, Elegy: GTA USA Gun Homicides, 2018. Image courtesy of the artist. 

-

that enable gun violence in the real world—laws 

and policies put in place to ensure that guns can 

Elegy, these laws and 

-

-

terference and agency, Elegy functions brilliantly 

-

-

-

pear successful only insofar as they critically 

-

-

teraction. By contrast, the focus of San Andreas 

Deer Cam and Elegy 

GTA. Instead, non-

-

-

ways. In San Andreas Deer Cam, this serves to 

deer, paired with the unusual live-ness of the 

24  | Video Game Art Reader  | Fall 2018 



-

Elegy, the self-play-

-

Elegy powerfully 

all inevitable. 

San An-

dreas Deer Cam and Elegy, because they deviate 

-

-

-

serves to not only render a representation of the 

logic within which GTA 

-

-

-

-

nists of Watanabe’s San Andreas Deer Cam and 

Elegy—deer and invisible shooter— 

novel and unforeseeable interactions within 

help us reconsider virtual survival and the vir-

-

-

with which Brent Watanabe’s wandering deer 

-

only to be shot to death again. 

Survival Interventions in GTA: On the Limits of Performance in Virtual Environments  | 25 



Bio 
Martin Zeilinger, PhD, Senior Lecturer in 

Media at Anglia Ruskin University, is a new 

media and digital culture researcher, practi-

tioner, and curator based in London/UK. Mar-

tin’s work revolves around the experimental 

use of digital technology in contemporary 

art-making, with a particular focus on intel-

lectual property issues, generative art, and 

artistic critiques of emerging financial tech-

nologies. Since 2013, he has been co-curator 

of the Toronto-based Vector Festival, show-

casing the use of video game technologies in 

experimental media art. Martin’s research has 

been widely published in books and journals 

including Artists Re:Thinking the Blockchain, 

MoneyLab Reader 2, Philosophy & Technol-

ogy, and Computer Music Journal, and he 

is co-editor of a forthcoming special issue of 

Media Theory titled “Rethinking Affordance.” 

He is currently completing a monograph on 

the concept of artistic practices of appropria-

tion in digital contexts. // @mrtnzlngr / http:// 

marjz.net/ / http://vectorfestival.org/ 
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1. 
2. Ian Bogost, Unit Operations: an Approach to Videogame Criticism
3. Fair Game [Run Like a Girl]

4. 

5. Fair Game. 
6. Representations

8. The Fregoli Delusions
of Forza Motorsports 2 -

The Fregoli 
Delusions

9. 
-

10. Brent Watanabe, San Andreas Deer Cam
11. 

Hyperallergic and Wired to BBC 
News and New York Magazine

Artist Set Loose in Grand Theft Auto Hyperallergic
Grand Theft Auto  BBC Online, March 

-

12. 

13. -

14. Elegy: GTA USA Gun Homicides

15. 
Gamescenes: Art in the Age of Videogames
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Figure 1. Thunderbird Strike, 2017. Image courtesy of Elizabeth LaPensée. 

Thunderbird Strike: Survivance in/of an Indie Indigenous Game 

Elizabeth LaPensée 
Assistant Professor of Media & Information and Writing, Rhetoric & American Cultures, 

Michigan State University 

Abstract 

Thunderbird Strike, a 2D side-scroller devel- awareness of risks posed by oil pipeline con-

oped by Elizabeth LaPensée, allows a player struction for the conveyance of tar sands. 

fly from the Tar Sands to the Great Lakes as a Thunderbird Strike was developed through
thunderbird protecting Turtle Island with sear- residencies including O k’inādās Residency, 
ing lightning against the snake that threatens The Banff Musicians in Residence Program, 
to swallow the lands and waters whole. The and Territ-Aur(i)al Imprints Exchange thanks 
game encouraged players to learn about the to the 2016 Artist Fellowship grant from the 
indigenous culture, reflect on water protec- Arrowhead Regional Arts Council. 
tion and alternative energy sources, and gain 
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INTRODUCTION 

code, art, writing, and audio—can be acts of 

-

sense of presence, the continuance of native sto-

Native survivance stories are renunciations of 
1 Survivance 

of Indigenous peoples in the face of coloniza-

by settlers—it is about nourishing Indigenous 

Thunder-

bird Strike 

adapts Anishinaabe stories about thunderbirds 

the inspiration for legal discussions regarding 

-

thetic and legal ways.2

Aesthetically, Thunderbird Strike 

brings Anishinaabe Woodlands-style art to stop-

-

-

lines that intrude on Indigenous territories. The 

by oil operations. 

-
3 As the artist and de-

received.4

also used to propose a new bill to control artistic 
5

-

-

not played it—had positive interpretations.6

Thunderbird Strike have described the 

7

-

Thunderbird Strike 

-

in Michigan, tells a version of the story in which 

the lands and waters are split and poisoned by 

around their shared concerns. 

Thunderbird Strike: Survivance in/of An Indie Indigenous Game  | 29 



MOTIVATION 

living in a post-apocalyptic world.8 For Anishi-

ended due to the onslaught of colonization. 

-

Thunder-

bird Strike

-

Through Thunderbird Strike

-

-

Thunder-

bird Strike 

Michif voices. 

-

-

-

Figure 2. Thunderbird Strike, “Thunderbird Woman,” adapted from Isaac Murdoch, 2016. Image courtesy of Elizabeth LaPensée. 
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Figure 3. Thunderbird Strike, “No Pipelines on Indigenous Land,” adapted from Dylan Miner, 2016. 

Image courtesy of Elizabeth LaPensée. 

Figure 4. Thunderbird Strike, “Snake Boss,” 2016. Image courtesy of Elizabeth LaPensée. 

Thunderbird Strike: Survivance in/of An Indie Indigenous Game  | 31 



-

-

ing gatherings regarding issues with pipelines, 

-

9

-

-

ing gatherings for posters, banners, and shirts 

-

low. I integrated his representation into Thun-

derbird Strike, which inspired the way the boss 

are not unilaterally representations of evil. There 

that threatens to swallow the lands and waters 

whole. All life can be honored, and all greed 

-

ance, which carries through Thunderbird Strike’s 

GAMEPLAY 

In Thunderbird Strike

actively guiding the thunderbird player char-

scrolls in the opposite direction of conventional 

of left to right, in recognition of Anishinaabeg 

-

-

based on balance, rather than the good vs. evil 

what I hope for the lands, waters, and all con-

nected life—balance. 

players can choose to focus on the revival and 

-

Figure 5. Thunderbird Strike Level Map, 2017. Image courtesy of Elizabeth LaPensée. 
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Figure 6. Thunderbird Strike Level 1, 2016. Image courtesy of Elizabeth LaPensée.Figure 6. Thunderbird Strike Level 1, 2016. Image courtesy of Elizabeth LaPensée. 

-

-

digenous ways of life that were disrupted by the 

greed of overhunting during the fur trade era.10

-

neutral points towards the total high score. 

-

-

contributes to Restoration points, while gather-

IMPACT 

oil lobbyist (and later a senator in Minnesota) 

Thunderbird 

Strike 

Thunderbird Strike: Survivance in/of An Indie Indigenous Game | 33 



Figure 7. Thunderbird Strike Level 2, 2016. Image courtesy of Elizabeth LaPensée. 

11 The press release also 

though it was created independently and only 

-

veloping Thunderbird Strike, about which I was 

-

Minnesota senator was alerted by the oil lobby-

ist, because Thunderbird Strike was funded by an 

-

in Minnesota was a proviso of the fellowship) 
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around Fond du Lac reservation. I had delayed 

-

fellowship application. In fact, Thunderbird Strike 

-

self, the accusations by oil lobbyists and the 

senator were aired on national news, includ-

Thunderbird Strike incites and 

even trains eco-terrorists.12

-

peoples.13

-

Figure 8. Elizabeth LaPensée, Nokomis Tends the Lands with Waters in Hand, 2017. Image courtesy of the artist. 
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Thunderbird Strike as the catalyst. The latest at-

a civil penalty for any artist who receives gov-

14

Thunderbird Strike -

-

FUTURE WORK 

-

-

won at Batchewana First Nation in Baawaating. 

with both wind turbines and solar panels, as 

well as participates in testing water cleaning de-

vices that use sound technology. This hope for 

Thun-

derbird Strike 

will continue on with hope for generating dis-

cussion around the wellbeing of lands, waters, 

Thunderbird Strike include festival circulation as 

with art that depicts alternative energy sources 

and draws attention to Indigenous perspectives 

Thunderbird Strike

hope for the future. 

Bio 
Elizabeth LaPensée, Ph.D. is an award-win-

ning designer, writer, artist, and researcher 

who creates and studies Indigenous-led me-

dia such as games and comics. She is Anishi-

naabe from Baawaating with relations at Bay 

Mills Indian Community and Métis named for 

Elizabeth Morris. She is Assistant Professor of 

Media & Information and Writing, Rhetoric & 

American Cultures at Michigan State Univer-

sity and a 2018 Guggenheim Foundation Fellow. 
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Jakob Kudsk Steensen, PrimalTourism: Island, headset view, 2016. Image courtesy of the artist. 

Fantastic Places and Where to Find Them: 

Pseudo-Indexical Realities Within Video Games and Game Art 

Andrew Bailey 
PhD Student, Visual Culture and Art History, York University 

Abstract 

This paper examines the early text-based 

game Colossal Cave Adventure (1975) by Wil-

liam Crowther alongside the VR art installa-

tion Primal Tourism (2016) by Jakob Kudsk 

Steensen. By analyzing these works through 

an interdisciplinary lens of art history, visual 

culture, and game studies, this paper shows 

how depictions of real spaces within game en-

vironments can transform our conceptualiza-

tions of travel, exploration, and the unknown. 

I argue that the virtual spaces constructed by 

Crowther and Steensen both strongly com-

municate the way that technologies such as 

remote access, computer simulation, and sat-

ellite imagery affect our understanding of the 

world and how we navigate it. After compar-

ing both works and their pseudo-indexical re-

lationships with reality, I conclude that game 

art is a critically productive tool for those seek-

ing to deconstruct skewed or compressed rep-

resentations of real-life spaces within video 

games or other digital media. 
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COLOSSAL CAVE WALKTHROUGH 

Colossal Cave Adventure and 

-
1 To 

be enjoyed by his children who had no techni-

-

Adventure was heavily inspired by 

2 Togeth-

Adventure

space, along with using non-technical, narrative 

-

Adven-

ture 

-

Figure 1. “Colossal Cave Adventure running on a PDP-11/34 displayed on the VT100 console,” 

by Wikimedia Commons user Autopilot, licensed under CC BY-SA 3.0.3
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-

-

Adventure was ported onto 

Adventure 

-

-

-

Ad-

venture 

avid Adventure players who, upon visiting the 

4

and function of a typical Adventure -

-

-

5

-

-

-

-

lectable tool to aid the player’s progress, or a 
6

-

7 Although these 

the borders of virtual space into reality. 

EXAGGERATING REALITY 

-

to produce a feeling of spectacle, and thus have 

-

-
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Figure 2. “Map of Colossal Cave,” drawn by Dave Platt, 

via The Colossal Caves Adventure Page, http://rickadams.org/adventure/. 

-

theatres.8

and adventure narrative.9

-

pictions, Adventure -

-

-

stead of hyperbolizing the real history of the 

caves to achieve the heightened narrative inter-

his interest in fantasy storytelling when craft-

ing Adventure. Additionally, Adventure 

-

viding surround sound, virtual reality, or depth 

-
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-

Adven-

ture’s 

players who are curious enough to travel out to 

This transition between virtual and real-life 

-

-

-

-

expends. In a word, play 

-
10 -

Adventure reveals 

-

-

-

-

-

PRIMAL TOURISM 

-

-

tory of avant-garde art, categorizing Adventure 

-

11

-

his use of a fantasy roleplaying lens—even as its 

-

Adventure

-

lation project Primal Tourism (2016) is accurately 

-

world. Through this process of reconstruct-
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GUIDED TOUR OF THE ISLAND 

Primal Tourism -

-

sional rendition of Bora Bora that Steensen con-

Primal Tourism: Island, a VR installation in which 

-

of sand that the player feels underneath their 

-

ity there are still active hotels and resorts open 

-

ings scattered across the islands. It is this aspect 

of ruin that Steensen has chosen to solely focus 

-

hicles, and detritus littering the landscape. 

The second half of Steensen’s project is also 

Figure 3. Jakob Kudsk Steensen, Primal Tourism: Island installation view, 2016. Image courtesy of the artist 
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Figure 4. Jakob Kudsk Steensen, Primal Tourism: Island headset view, 2016. Image courtesy of the artist. 

it features a noninteractive video projected onto 

-

tally rendered version of Bora Bora, but follows 

a linear path through the island that is narrated 

-

Adventure 

of his project Primal Tourism: Walk-through. This 

In addition to this scripted audio, Walk-through 

-

of these is a copy of the novel The Comical History 

of the States and Empires of the Worlds of the Moon 

and Sun 

represents one of the earliest notable forays into 

foolishly constructed devices. Along the way, he 

-

-

nant colonial ideologies.12 For Steensen, these as-

pects of the The Comical History 

-
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Figure 5. Jakob Kudsk Steensen, Primal Tourism: Walk-through installation view, 2016. Image courtesy of the artist. 

Figure 6. Jakob Kudsk Steensen, Primal Tourism: Walk-through, desk contents detail, 2016. Image courtesy of the artist. 
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cited these journals as a source of inspiration for 

Primal Tourism, as Roggeveen’s encounters with 

-

13

The Comical History is a sat-

-

horizontal view of the island acts as a reversal of 

the journey to space found in The Comical History, 

-

-

bilities enabled by satellite technologies, stating, 

but new technologies have enabled the detached 

14 Within Walk-through, the de-

island showing audiences the secrets Steensen 

these various spaces, the audio narration chang-

potential reasons for their absence. 

Figure 7. Jakob Kudsk Steensen, Primal Tourism: Walk-through, satellite photograph of Bora Bora detail, 2016. 

Image courtesy of the artist. 
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THE OBSERVANT GAZE 

through the Walk-through video are not present 

Primal 

Tourism: Island -

wooden housing such as aging travel log pag-

Primal Tourism: 

Island 

-

-

-

-

swered. 

Primal Tourism 

Adventure

Steensen used his own personal research and 

fantastical lens in order to create what Murray 

audiences.15 -

ating Adventure 

narratives of tabletop role-playing, Steensen 

achieves this through his references to the histo-

-

also occasionally places an overtly futuristic 

piece of architecture or technology throughout 

Bora that have been abandoned, Steensen is 

to be uncovered by his audiences. 

-

Adventure in that it 

-

-

-

advanced considerably since then, and Steensen 

-

-

relation to reality, has given way to hyperreal representa-
16
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Adventure, but his pioneer-

-

-

Primal Tourism is 

-

ty, dystopian version of Bora Bora. 

REACHING THE WORLD LIMITS 

-

Primal Tourism to depict only the abandoned 

-

closed realities through the isolated nature of 

Adventure is set 

-

face world, and Primal Tourism is set on an island, 

-

-

-

-

of particle physics. It is at both of these distant 

-

dered.17

-

nected to the way that both Adventure and Primal 

Tourism -

to reference. 

18

Adventure and Pri-

mal Tourism allow participants to travel to these 

-

Ad-

venture and Primal Tourism are united by their ef-

-

-

the sunless depths of the subterranean tunnels 
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Adventure and Primal 

Tourism 

-

where you thought you ever wanted to go in the 

Bio 
Andrew Bailey is a scholar, artist, and cura-

tor who lives and works in Toronto, Ontario. 

Andrew holds a MA in Art History & Curato-

rial Studies from York University, and a BFA in 

Printmaking from OCAD University. Currently 

he is in the process of completing a PhD in 

Art History & Visual Culture at York University 

with research centered around how history 

and materiality relate to both game art and 

game studies. 
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Figure 1. Left to right, login pages for Grindr, Scruff, and Cobra Club, 2015. 

Playing with Dick Pics: 

Networked Technologies and Digital Closets 

Michael Anthony DeAnda 
PhD Candidate, Technology and Humanities, Illinois Institute of Technology 

Abstract 

Robert Yang’s free photo studio video game digitize the Closet. As video games provide 

Cobra Club poses as a fictionalization of lo- spaces for considering how lived experienc-

cation-based mobile “hookup” applications es engage present and future technologies 

marketed toward gay men. This “free artistic to shape our communities and values, Co-

dick pic” simulator provocatively comments bra Club allows players access to a gay lived 

on body image and online surveillance. Co- experiences and the continued problematic 

bra Club’s game design successfully reflects intersections of gay sexuality, surveillance, 

queer experience by articulating how net- consent, and body image. 

worked devices and surveillance technologies 

Playing with Dick Pics: Networked Technologies and Digital Closets  | 51 



INTRODUCTION 

-

out the rest of your body because you feel inse-

Instead, you reply to your chat partner and he 

a brown, chubby belly, a long, thin erection with 

and large testicles. 

-

Cobra Club.1 -

-

-

-

-

-

In designing Cobra Club, Yang drew inspiration 

-

Last 

Week Tonight

-

-

sue as the NSA having access to each person’s 

-

to articulate their concerns and frustrations. 

-

2

then developed Cobra Club 

-

this article, I argue that Cobra Club 

-

vices and surveillance technologies digitize the 

-

rytelling, provide spaces for considering how 

-

Cobra Club presents 

-

COBRA CLUB AS A CYBORG GAME 

cyborg games -

-

-
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representation.3

Queer 

Phenomenology

-

4

and trope subversions as disorientaters for play-

Gone Home 

(Fullbright, 2013) uses horror tropes to create 

-

-

privileged bodies and identities.5

Co-

bra Club 

-

tive in Cobra Club -

-

tifying this as the player’s own body. Further-

Cobra Club 

THE RESTROOM AND DISCIPLINING 

SEXUAL DEVIANCE 

Cobra Club -

-

-

tivity. Cobra Club 

Succulent 

-

in Stick Shift 

Cobra Club, originally re-

-

-
6 -

dez, a journalist for Kotaku
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Figure 2. The interface and chubby male avatar, Cobra Club, 2015. Image courtesy Robert Yang. 

7

performance of authenticity—in the approach to 

-

investigates the discursive construction of gay 

-

zine and news reports scandalized the discov-

8 The title draws on Eve Sedg-

Epistemology of The Closet, and 

9

the 1964 scandal in which police surveilling a 

-

-

-

ties, particularly as his outing by police led to 

public scrutiny and discursive construction of 
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-

he highlights abjection in his analysis of reports, 

-

-

-

10 Thus, 

-

-

erotic behaviors.11

-

privacy.12 -

with a waiting area directly outside for people of 

-

serves as a panoptic disciplining of behaviors 

-

public surveillance when they encounter people 

-

boundaries between public and private spaces 
13

-

ses are still relevant to Cobra Club even though 

as private spaces through the inclusion of the 

14 In 

Cobra Club

and interrogations underscore the precarious 

-

-

-

-

-

Cobra Club -

-

-

standing the relationship between foreground, 

-
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15 -

-

-

-

interpreted as dangerous—not only because of 

-

-

as the clandestine foreground placed upon a 

Cobra Club 

-

-

-

-

-

on each lightbulb on the vanity in a patterned or-

-

-

over the chat function. Though the toilet paper 

-

as it is often used to clean the body by wiping up 

toilet paper in Cobra Club orientates the player 

-

position of abject and erotic Yang described in 

Yang bills Cobra Club 

16 Yang uses 

Cobra Club to engage with several sites that soci-

and fat bodies.17 -

-

that this is an unachievable feat.18 Instead, Yang 

-

player has the option of changing the state of his 

erection, the girth of his penis, the length of his 

penis, and the balance and size of his testicles. 

green and adds straps around the hips, invites 
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Figure 3. “Strap-on Mode,” Cobra Club, 2015. Image courtesy Robert Yang. 

-

-

and instead assert body-positivity by focusing 

play around eroticizing this chubby body. 

-

player’s labor in eroticizing the body. Beginning 

penis size, shape, and erection state, the player is 

invited to adjust the body at will. While the ran-

-

-

-
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DIGITIZING THE WATER CLOSET 

-

-

ther send or receive nudes before you are given 

that you are able to receive nudes without be-

-

player disables the web play option, they will 

-

-

-

a nude picture they sent, and a chat log of the 

-

-

Cobra Club 

20 -

-

-

-

-

-
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-

rality.21 -

-

virality 

2.0

22 The tension Edel-

-

-

-

-

-

-

power structures, and how narratives spin this 

-

-

behaviors, whereas cute puppy videos are cel-

ebrated for going viral. 

Cobra Club 

-

-

-

er’s sense of agency over the representation of 

-

Figure 4. “Leaked” post on COBRACLUB v2.21, Cobra Club, 

2015. Image courtesy Robert Yang. 

Playing with Dick Pics: Networked Technologies and Digital Closets  | 59 



-

veillance website, suggesting that a surveillance 

-

-

-

out the concurrent entrance of perversion, devi-
23

are always already under surveillance because 

as deviant. Cobra Club 

the surveillance agency castigates the player for 

-

about this breach of privacy, ludically suggest-

ing that the picture has been sent to others aside 

picture has the potential to continue going vi-

space of Cobra Club 

discourse still structured and disciplined by nor-

-

terrorists threatening heteronor-

player no longer has access to the ludic features 

-

-

ture in Hurt Me Plenty 

Hurt Me Plenty the 

having a clear understanding of the violation of 

Cobra Club -

interface, the player is left without the agency to 

avatar on the screen. If the player wishes to play 

-
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CONCLUSION 

Cobra Club 

-

-

Cobra 

Club 

the player in a space where they are supposed to 

by violating the player’s privacy, disrupting his 

structure of play in Cobra Club depicts the vul-

-

Cobra Club 

and it is the very danger of being judged as your 

-

24

-
25 -

proper one, as Yang developed, needs to account 

-

lator called Cobra Club, he created, to paraphrase 

-

-

Cobra Club points to 

-

-

The Tearoom -

-

water closet continues to be a location of interest 

-
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Lucas Pope, Papers, Please, 2013. Image courtesy of the artist. 

These Wars of Mine: 

Why It Matters How Video Games Represent War 

Luisa Salvador Dias 
MA candidate, Digital Humanities, University of Alberta 

Abstract 

The first genre that comes to mind when we 

think about war-themed video games is likely 

the AAA first-person shooter, but is this genre 

the best method to represent war? In recent 

years, the boom of indie titles has introduced 

new forms of immersive experiences for play-

ers, and some of these explore war through 

new perspectives. This paper proposes an 

analysis of two war-themed indie games—Pa-

pers, Please (Lucas Pope, 2013) and This War 

of Mine (11 bit studios, 2014)—using Jan-Noël 

Thon’s theory of immersion. These games 

were selected because they explore war with-

out resorting to violence as a core mechanic. 

The format of the study will be a “close play,” 

in which significant details and patterns from 

both games are identified and analyzed, form-

ing a better understanding of how their immer-

sive dimensions combine to offer new ways 

to engage with video game representations of 

war. Games like Papers, Please and This War 

of Mine enrich our understanding of what it is 

like to live through war and its aftermath. 
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INTRODUCTION 

-

sophistication of their graphics and the intricacy 

-

places the player-character in a clear position of 

power. 

-

call these trials functional challenges. They ob-

-

1

The functional challenge stands in opposi-

Papers, Please 

2013) and This War of Mine (11 bit studios, 2014), 

where the player’s focus is shifted toward narra-

-

-
2

-

Call of Duty (Ac-

-

-

-

GAMES AS A SINGLE STORY 

-

-

-

-
3 In other words, the representations 
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ideas about a subject. Narrative representations 

to structure our thoughts about the actual phe-

-

stitute the terrain of popular conceptions (and 

-

-

is a powerful resource for creating one’s political 

identity.4

be used to support action. In presenting warfare 

-

Call of Duty 

-

-

-

stereotypes is not that they are untrue, but that they are 

person without engaging with all of the stories of that place 

It robs people of dignity.5

THE INDIE ALTERNATIVE 

-

-

-

Papers, 

Please This War of Mine. 

Papers, Please -

on ordinary people. It was created, developed, 

-

-

dio, responsible for the Uncharted franchise. In 

designing Papers, Please -

instability. 

This War of Mine 

the narrative focus on the civilian point of view, 
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-

-

both the practical and personal struggles of life 

This War of Mine was created 

-

the Bosnian War, in particular the Siege of Sara-

-

-

tion. 

-

structure that players shift their attention to and 

-

6 -

-

to cope with the challenges of a situation [and] 

by the 7

-
8 Spa-

-

of a story, such as characters or plot, narrative 

-

action with said story, and can be considered ei-

-

perience of suspense, i.e. the shift of attention to 

-

the shift of attention to the fate of certain char-
9 The last category in Thon’s 

players’ interactions with other players, a phe-

-

Papers, Please and This War of 

Mine 

PAPERS, PLEASE 

LUDIC IMMERSION 

Papers, Please 

-

spection booth, and night, when the player char-

a long line of travellers outside the inspector’s 

and rules to approve or deny people, with the 

progresses. 
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can enter. To evaluate potential entrees, there 

-

-

fast as possible. If there is anything wrong with 

-

-

tion of the dialogue between the inspector and 

the traveller. Once all of the viable alternatives 

of either allowing entry, rejecting the traveller, or 

person being arrested. 

-

the player will receive a notice declaring so, and 

-

-

-

-

ics of Papers, Please

-

-

face declares both the daily utilities bills and the 

Pa-

pers, Please 

-

chanics also carry a sense of cause and conse-

-

SPATIAL IMMERSION 

In Papers, Please -

-

thetic inspired by constructivist art, architecture, 

and color palettes. The gray tones in particular 

-
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an end to the line, fostering a sense of desper-

-

ily static. Everything in Papers, Please 

serve a procedural purpose, helping to foster 

structure of a post-war period. 

NARRATIVE IMMERSION 

Papers, Please’s narrative starts with the inspec-

job regardless of his personal desires. When vis-

on the other hand, the inspector is an author-

who will be allowed in the country) and as the 

in-law, wife, and son—whose survival depends 

-

eyes, which in its turn suggests that the charac-

but the inspector is constrained to the booth, go-

-

-

wants to illegally enter the country to avenge his 

-

-

of these side narratives is the Ezic Order story-

line. Agents of the Order plan to overthrow Ar-

though it is also possible to denounce the Order, 

Papers, Please has 

-

-

Regardless of which side the player chooses 

to aid—the State or the Order—the inspector 

-

ing powers, and often at the cost of the player-

character’s life. The world of Papers, Please 

-

a country by providing a sense of order in dif-
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11 bit studios, This War of Mine, 2014. Image courtesy 11 bit studios. 

THIS WAR OF MINE 

LUDIC IMMERSION 

The goal of This War of Mine is to have at least 

one of the characters in the shelter survive the 

each new playthrough, and is generally between 

This War of Mine, and 

you lose one of the survivors, he or she will be 

gone for the rest of that playthrough. There is no 

safety net the player can rely on, fostering an in-

in the third person, outside of any one player-

character. 

-

-

-

city to scavenge for supplies, while the others 

present potential dangers. 

Within the house, characters need to rest to 

Selecting the wrong person to stand guard can 

be disastrous, but there are no clear-cut indica-

does not display the characters’ attributes. In 
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trouble. Besides only being able to scavenge 

one location per night, characters will face dif-

-

-

surpassed, and which ones are beyond the select-

aptitudes, and the resources at the location. As a 

-

die in the process of collecting supplies. 

night is over, he or she will either be captured 

-

-

-

in This War of Mine

playthroughs that include children as survivors 

distress to the player, they are not useful (they 

-

-

scenario sharply distinguishes This War of Mine 

-

-

-

-

-

ing ill or getting injured and having supplies 

stolen. This struggle between what players can 

-

dividual epilogues are the reward for surviving 

the ordeal, and there is a variety of possibilities 

played. 

SPATIAL IMMERSION 

This War of Mine presents a scenar-

Papers, Please. 

The world in This War of Mine is in a state of cha-
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11 bit studios, This War of Mine, 2014. Image courtesy 11 bit studios. 

sounds in the radios, the story of each character, 

-

This obscuration is particularly interesting when 

-

world. The player, however, has their portraits at 

NARRATIVE IMMERSION 

This War of Mine’s narrative, on the other hand, 

-

-
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against the duress of war, or what type of event 

-

few will run away with the group’s supplies as 

-

goes by and narratives develop, the bio section 

invested in their stories and their future after the 

war. Because of that, when death occurs, there is 

CONCLUSION 

Papers, 

Please -

violence. This War of Mine, on the other hand, 

-

are included as survivors in a playthrough. The 

uncertainties one feels when playing This War of 

Mine 

the characters can be safe contradicts the play-

-

ing This War of Mine 

-

-

-
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John Sweeney, Remembering, from The Last of Us (Naughty Dog), 2013. Image courtesy Naughty Dog. 

Virtual Intimacy and Queer Confrontations in 

The Last of Us: Left Behind 

Michael Paramo 
Graduate student in American Studies, California State University Fullerton 

Abstract 

Video games can produce intimate bonds love between main characters Ellie and Riley 

between the player and the game through generated opposition from a toxic masculine 

interactive virtual roleplay. Players formed gaming culture and support from queer and 

an emotional attachment with Left Behind feminist players for several reasons. I argue 

through immersive storytelling, which that video games can function as progressive 

opened space for confrontations to be ex- spaces for representation, empowering queer 

perienced much more intimately, producing players to persevere in world that seeks to 

reactions of greater intensity. Controversy inhibit their survival. 

regarding the expansion’s portrayal of queer 
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-

trol virtual bodies. The controllers in our hands 

-

tions between the physical and the virtual—a 

-

-

horror third-person shooter The Last of Us was a 

-

tions with players via its storytelling and char-

-

lion copies.1 As a result, there was considerable 

anticipation for the release of its downloadable 

The Last of Us: Left Behind in February 

2014, which added a previously unseen narra-

-

Left Be-

hind 

subset of players who reacted negatively to the 

-

nist. 

In Left Behind, players control Ellie, a young 

life. Both narratives occur in a world where hu-

-

close relationship with Riley, another adolescent 

girl who has returned into her life after having 

and what will be the focus of this essay, that 

players navigate Ellie on an adventure through 

between Ellie and Riley, represented in interac-

-

the two adolescent girls, shortly before they are 

overrun by a horde of the infected. As a survival 

in Left Behind 

the chaos of its post-apocalyptic setting, within 

-

uge—an opportunity to survive. 

Left Behind -

-

nections through virtual roleplay as player-

when overtly revealed late in the narrative arc, 

-

of Left Behind

contention online, in journalistic outlets, discus-

-

The Last of Us and 

Uncharted franchise. 
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players, unraveling in the buildup to the 2014 

-

ward for the industry. Left Behind 

a critical juncture in which reactions to its rep-

-

the physical and the virtual, the player and the 

-

-

-

-

VIRTUAL INTIMACIES 

In Left Behind

Left Be-

hind

-

cause] through controlling a character you get 

2 It 

character) Riley through virtual roleplay. Bonnie 

-

-

-

-
3 In Left Behind

her relationship with Riley through interactive 

-

-

-

4 Accord-

5 In the 

case of Left Behind -

Left Behind were shared 

by The Last of Us. Several reviewers and players 

-

PopMat-

ters The Last of Us as 

-
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6 Others were less 

7

power of The Last of Us, which carries through 

-

ing blog Just Push Start reported that Left Behind 

-

clusion.8

The Guardian 

9 while another for The Digital Fix 

10 These accounts of vir-

-

tional bonds that players held with Left Behind. 

-

QUEER CONFRONTATIONS 

arise that the relationship between Ellie and Ri-

11

Left 

Behind

with Riley. The scene unfolds when we learn 

-

their playthrough of The Last of Us -

ness was not revealed during its narrative, nor 

-

-
12 It is 

-

logically oppose, that resulted in controversy 

unfolding rapidly and aggressively. 

-

-
13 In 

the case of Left Behind, players had already been 

The Last of Us, 

The New 

York Times The Last of 

Us -

14 Left Behind’s release, 

Uncharted franchise had released 
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-

-
15

The 

Last of Us and Uncharted 

Left Behind

-

frontational to players. 

Left Behind -

-

tations in its storyline. In fact, The Last of Us al-

of Bill, an ally to the player-character who was 

16

-

-

17 While 

were not directly confronted, but rather, averted 

-

es, such as 

by developer BioWare, have also incorporated 

Left Behind

-

Adrienne Shaw highlights how selection-based 

-

18 While these interfaces provide play-

optionality in the narrative also ensures that it 

Left Behind, players are unable 

-

-

-

-

a large subset of the oppositional responses to 

-
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19 Another user 

-
20 Re-

-

21

standard at play for teen girl characters, assert-

-

22

-

Left 

Behind and utilized gendered and age-based 

-

-

Left Behind 

-

-

just their very presence
23 By early 2014, when Left Be-

Tropes vs. 

Women 

-

24. 

culture, proceeded to unfold in August 2014, 

-
25 -

Left Behind’s representation of 

-

-

26 The 

Left Behind 

-

-

-

tions forward. 
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QUEER EMPOWERMENT 

Left Behind 

-

Left Behind 

was successful due to the diversity of Naughty 

this portrayal.27

as critical to the success of portraying Ellie and 

-

ty paralleling the characters portrayed in their 

-

ated the characters) has said that both Ellie and 
28

The Last of Us

-

ple supporting or agreeing with her discussion 

-

agreeing.29 -

-

Several players indicated the capacity of this 

Left Behind. One 

-
30

Left Behind is not only 

-

-

I’ve ever played that’s done it, and that feels re-

-
31 Left Behind 

the player character. It was a case of unavoidable 

presence until it unfolded before their eyes. This 

-
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through the controllers in their hands, whether 

CONCLUSION 

-

32 -

actions to Left Behind 

-

-

opted out of or avoided entirely, as in the case of 

Left Behind

-

33

the narrative, as it is with Ellie, provides oppor-

-

bond to the player character and virtual world 

-

-

-

34 In this sense, 

-

The Last of Us Part 

II on the horizon, in which Ellie is positioned to 

has already indicated his intention to confront 

-

Left Behind and Uncharted 

4: A Thief’s End The Lost Legacy have 

openly confronted. The Twitter user urged for 

35 Mic 

-
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36

release of Left Behind, indicating that he receives 

37 -

oppress people based on their race, gender, and 

audiences through virtual roleplay, to be at the 

forefront of incorporating progressive represen-
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Figure 1. Skawennati, Hunter and Warriors, TimeTraveller™, 2008–2013. Image courtesy of the artist. 

Playing, Performing, Policing: 

Navigating Avatar Expression in Second Life 

Treva Michelle Legassie 
PhD candidate, Communication Studies, Concordia University; 

Assistant Director of the Speculative Life Cluster at Milieux 

Abstract 

Avatars are visual representations of their look critically at the complex socio-political 

users that can be navigated through virtual and economic constraints affecting the ava-

space, perform tasks, socialize, work, play, tar creator and performer by examining the 

and “live” online. How does a user effective- countercultural, activist, and artistic interven-

ly create a visual representation of the self tions explored in the existing complex cultur-

limited by the programming and design con- al nexus of Second Life. 

straints of the virtual world? This article will 
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-

sent any version of yourself you choose to dis-

opportunities can the avatar create, and what 

the policing of racialized, gendered, and other-

-

Second Life

Second Life, a software application originally 

called Linden World in its alpha testing phase, 

-

den Labs. The beta version of Second Life was 

1 Second Life is an 

generated content hosted on a grid of servers 

fantasy builds such as tropical islands, elaborate 

-

Second Life 

technologies and virtual worlds in particular— 

-

practices, and activist protest. Its open nature 

-

Second 

Life presents a wealth of opportunities for social 

-

sidered a positive outlet for social interaction 

and gendered violence are prevalent in its vir-

tual world. Racialized and gendered avatars, as 

-

based on shared interests and identities, repre-

sented through the visual aesthetic of their ava-

tars. 

Second Life, 

-

-

-

avatara -

scent of a deity to earth in order to be reincarnated in a hu-

-

-
2

allows users to create a divergent persona that 

-

-

-

furries, 

-
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BUILDING AN AVATAR: ECONOMY, AFFECT, 

AND LABOR 

Well-established inhabitants of Second Life 

-

Second Life 

-

duction to Women in Second Life

Second Life 

-

sity prevalent, but the possibilities to disrupt 

-

3 -

ith suggest that Second Life 

for socializing—it provides people with a way 

-

4

-

-

Second 

Life -

personalize their avatar after navigating what is 

entering Second Life. Initial pre-fab avatars are 

-

variations. Second Life does not suggest why this 

-

-

-

mods

-

-

diversity is often inscribed onto avatars very 

clearly. Though Second Life -

ingly progressive in its selection of avatar bod-

accessorize, and house, and each aesthetically 

-

building new clothing and accessories. 

inherent in developing an avatar. The avatar 

-

gled with the self, but also distanced or forcibly 

-

Second Life veils 

-
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of Second Life 5

drawn between the often-concealed labor econo-

Asians Wear Clothes on the Internet: Race, 

Gender and the Work of Personal Style Blogging, 

-

-

6

-

love for blogging and fashion, rather than for 

7

-

self-fashioning, through style blogging or avatar 

8 -

as well as physically. 

-

Second Life 

Virtual Intimacies -

-

-

counters, Virtual Intimacies 

Virtual Intimacies also cap-

9 Mc-

-

-
10

Second Life, users are given the opportunity to 

-

through which to enact aggression. An inherent 

realness 

11

-
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12

of Second Life 

-

Second Life -
13

Second Life’s interface, in reality, 

-

-
14 -

in-world policing of the social sphere of Second 

Life -

into others. 

in the building and play of an avatar points to the 

Second Life’s social sphere. While 

Second Life 

Second Life and the avatar to be an engaging 

-

-

EXPRESSING AN AVATAR: 

CRITIQUE THROUGH CREATIVITY 

TimeTraveller

was produced entirely in Second Life. Through 

-

the TimeTraveller

-

-

-

ate representation for persons of color in the vir-

tual space of Second Life

-
15

with Second Life -

each episode of TimeTraveller

-

leable, allowing the artist to establish an Indig-

enous presence online where she previously saw 

TimeTraveller™ 

-

Second Life allows for the design of fu-
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Indigenous bodies in futuristic narratives that 

TimeTravel-

ler -

-

and love. 

-

ties. 

Land ownership and access to space in Sec-

ond Life 

others. Initially, Second Life 

structure that charged users based on criteria 

-

-

-

tion.18

-

tire island in Second Life 

Figure 2. Skawennati, Jingle Dancers Assemble, TimeTraveller™, 2008–2013. Image courtesy of the artist. 
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Figure 3. Skawennati, Becoming Sky Woman, She Falls for Ages, 2017. Image courtesy of the artist. 

Figure 4. Skawennati, Ceremony, She Falls for Ages, 2017. Image courtesy of the artist. 
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-

chy of wealth in Second Life

suggests a provocation against the colonization 

and theft of Indigenous land throughout history. 

Second Life 

Second Life is an Ab-

-

16

ownership and usage of purchased virtual land 

Indigenous, or Aboriginal, territory in a virtual 

-

digenous identity in the 21st century, enacting 

abroad. 

Second Life

She Falls for Ages 

xox Voyag-

er, seen in her piece Dancing with Myself (2015) 

xox Voyager 

17

-

ested in creating personalized avatars through 

and landscapes that celebrate indigenous pasts, 

present, and futures. 

of colonization, borderlands, and coloniality, of-

ten using Second Life avatar construction as an 

-

Figure 5. Skawennati, Dancing with Myself, 2015. 

Image courtesy of the artist. 

bility as well as representations of transgender 

-

Becoming Dragon is conducted through 

Second Life as her avatar character, dragon Az-

-

-

-

Second Life, only 
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seeing the physical world through a video-feed 

-

-

Second Life 

-

-

powerful, as the new constructed identity is not only ac-

one’s appearance, gestures or presentation.19

between interactions in Second Life versus other 

-

Second Life 

users can create visual representations others 

-
20

the avatar and the blurring between online and 

-

navigating it in and around the Second Life vir-

As a virtual world, Second Life 

distinctive via their appearance and dress. Indeed, in Sec-

ond Life -

tenance is conducted via appearance itself. Although resi-

a particular group, with a distinct history, culture, and way 

of dressing.21

In Second Life

creating relations between avatars and allowing 

to attend to one’s own desirability and to one’s 

own desire, neither of which is self-evident, and 

22

-

Second 

Life, her dragon avatar Azdel Slade was invited 

a crowd resistant to the dragon avatar. After de-

-

Second Life 23 She goes on 

Second 

Life that are owned and operated by various people, and 

-

24
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Figure 6. micha cárdenas, Becoming Dragon, 2008. Image courtesy of the artist. 

Figure 7. micha cárdenas, Becoming Dragon installation view, 2008. Image courtesy of the artist. 
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Second Life -

-

25

-

tion to other Second Life inhabitants. The aesthet-

-

Second Life, users’ ownership of 

-

-

-

ders. The ownership and regulation of land and 

tensions for refugees and displaced persons, as 

-

guise of creating safer spaces for certain types of 

avatar characters, closed borders and territories 

-

but rather to protect Indigenous territory in cy-

land can be visited, and is open for tours to the 

public. 

Second Life 

-

and the present, slipping between the real and 

the virtual, and violating zones between object-

hood and subjecthood, avatars suggest the para-

26 The vir-

Second Life fraught with the racial 

-

world. Artistic interventions in virtual sites and 

avatar bodies can disrupt preconceived notions 

-

tivity of countercultures online, enacting the 
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