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Targeting the Audience: Video Games as War
Propaganda in Entertainment and News
- Rune Ottosen

Introduction *

This article will discuss video war games as prepag, and
the possible impact of video games on war reporitingews
broadcasting. It will analyse computer games basedeal
wars in the light of Steven Poole’s approach to poi@r games
as modern mass media, and of Johan Galtung’s tlid@gace
journalism. | will also draw upon earlier works tire military-
industrial complex, to understand how the new getiwT
computer games emerged from research within theedrm
forces in order to develop training videos for taily personnel
(Held, 2000; Lenoir, 2000).

In a globalised economy, the market and distrilbbutd video
games has a huge influence all over the world anil argue
that peace researchers must take youth culture sesi@usly in
order to build a defence, among young people, agédime
potential danger of a culture of violence (Galtu©g§90). An
important element of my approach is an understandfrhow
digital technology in the entrainment industry Hsrred the
border between the real and imagined worlds, amd hothe
long run, this will affect our notion of reality drof fantasy.
The successful film ‘The Matrix’ offers an interest example.
It projects a world in which ‘real’ world objectseasimulations

! This article was first presented as a articles@néed to the conference: The
Philosophy of Computer Games, Reggio Emilio, It2f527 January 2007.
Parts of this article are also published in Ottpgame (2008). “Video Games
as War Propaganda: Cane Peace Journalism Offeklsardative Approach”
in Peace’ Policy, vol 13 pp. 73-85, and in the forthcoming artitTargeting
the Audience Video Games as War propaganda” inr&imenent and News
in Nordicom Review.
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emerging from streams of bits. At one point, theohfnds
himself on a roof, a helicopter his only means stape. He
asks his guide if can fly it. “Not yet,” is the avex, as she calls
their home base systems administrator for softwsatuploads
in time for the take-off (Lenoir, 2000, p. 289).

Although my approach is critical of the contentomputer and
video games based on imagined and real wars, | hatréng
against computer games as such. On the contrasypport
Toby Miller's warning against the moral panic tlsametimes
affects the debate about these new media alongame lines
that, historically, has struck other new media, tivbe books,
theatres, the cinema, radio or television, whewy fhst arrived
(Miller, 2006, p. 6-7).

Gaming is a social activity that is the passiomaihy people of
all ages — but it is first and foremost a youthtund. It can offer
tremendous pleasure, or it can be a social dis#stere gets
hooked and spends most of the day and night int fobrihe
screen. Massive Multiplayer Online Role-Playing @&am
(MMORPG) offers a social, intellectual and techmgidal way
of life to many people and brings new people togettoth
virtually and in reality. As the Norwegian mediasearcher
Espen Aarseth has pointed out, this arena shouldaken
seriously as a social field, and there is really meed to
moralise over the technology because some peopdasmiit
(Aarseth, 2001). Thus gamesan be resources to provide
pleasure, knowledge and skills, but it should dsmoted that
they can be a tool for propaganda. In the besttimadf peace
research, it is preferable to use these new meadliaréate
positive alternatives, rather than moralise oventh

Johan Galtung’s Model as a Back-drop
Peace journalism, as suggested by Johan Galtufigesievar

as a problem in itself, and promotes non-violerca aeans of
conflict resolution (Galtung, 2002). Galtung’s mbdbeilds on
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the dichotomy and contrast between what he callar ‘w
journalism’ and a ‘peace journalism’ approach.

The model includes four main points where he catgrthe two
approaches: war journalism is violence-orientedyppganda-
oriented, elite-oriented and victory-oriented. Thjgproach is
often linked to a zero-sum game where the winngiir(asports
journalism) takes all. It is a prototype of whateomight call
traditional mainstream war coverage, without tharpalists
reflecting the fact that the media themselves #agiqg a role
in the conflict, often escalating conflicts by regucing
propaganda developed as part of media strategids Pdh
campaigns by the parties involved (based on Ot{dX#v).

The peace journalism approach assumes a moral thizhle
point of departure, acknowledging that the medintbelves
play a role in the propaganda war, intentially amtentially.

The peace journalism approach may make the corsclmice
to identify other options for the readers/vieweysdifering a
solution-oriented, people-oriented and truth-oeenapproach.
It means focusing on possibilities for peace that ¢onflicting
parties might have an interest in hiding. Peacenglism is
people-oriented in the sense that it focuses owittiens (often
civilian casualties) and thus give a voice to tlo&eless. It is
also truth-oriented in the sense that it revealsutim on all

sides and focuses on propaganda as a mean of wagtithe
war (Galtung, 2002, p. 261-270).

In their book Peace Journalism(2005), Jake Lynch and
Annabel McGoldrick have further developed Galtungiedel
and turned it into a practical tool for journalisthey offer an
analytical model in the form of techniques of hawptractise
peace journalism, demonstrated with examples fiogir bwn
journalistic practice. They argue that the peacernalism
option accepts that every war takes places in mosghere of
propaganda in which the parties often offer corteban as the
only path. By pointing in the direction of a peadedolution,
journalists can offer the audience a broader petsgein a
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given conflict by using “insights of conflict analgs and
transformation to update the concepts of balaraiendss and
accuracy in reporting” (op.cit., p. 5). They see totential of
peace journalism as the provision of a road magcitig the
connections between journalists, their sources,stbey they
cover and the consequences of their journalisnd witat they
call the “ethics of journalistic intervention” (ibi). In summary,
their ambition is to raise “awareness of non-vicknand
creativity into the practical job of everyday edgi and
reporting” (ibid.). The challenge for game develgpeould
therefore be to create thrilling alternative gartteet offer as
much entertainment as do destructive, violent and
propagandistic games (Lynch & McGoldrick, 2005Qttosen,
2007).

Computer Games as Mass Media

In his bookTrigger Happy Steven Poole argues that computer
games must be analysed within the context of mas$iamit is
impossible to understand mass culture among yaudhignore
the growing computer game industry. By 1999, Anserichad
named computer games three years in a row asfthaiurite
home entertainment. Twice as many people prefeviddo
games to watching television. Three times as masjeped
video games to going to the movies and six timesnasy
preferred video games to renting movies. By the toi the
century, Sony had sold five million boxes a year itsf
PlayStation brand in the United Kingdom alone (lep@2b04, p.
6).

A closer look into the PlayStation concept reveahi one of
the most successful characters is Lara Croft, thmlgoting,
pony-tailed, hot pants-and-shades-wearing superwatigital
star. The most successful Lara Croft game, ‘Tomigdtg has
sold more than 16 million copies of the first thresrsions of
the series. Lara Croft as a ritual super-babe vwindi a
commercial life of her own. She has been on theecot ‘The
Face’ and has been the subject of thousands dfleartin
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newsarticles and magazines (op.cit., p. 7). Nowsdegmputer
games also generate a large spin-off industry imtsic and
other forms of entertainment. For example, Davidvigowrote
and performed, with guitarist Reeves Gabrels, dinecconcept
album for the soundtrack to the 1999 video gamekriti’.
Video games are also increasingly merging with otben of
entertainment platforms:
In the late 1990s, you could already play CDs on a
PlayStation, but that's small beer. Sony’s
PlayStation2 plays DVD movies through your TV,
and various interface ports allow the connection of
digital video cameras for editing home movies,
printers, scanners, storage devices and much else.
PlayStation2 sold 980,000 units on its first launch
weekend in Japan in March 2000, and by mid-2001
Sony had shipped 15 million of consoles worldwide
(...) Meanwhile, Microsoft's Xbox already had a
hard drive and broadband connectivity built-in, as
well as being a domestic DVD player. Consoles
today and offer more different types of entertaintne
than ever before (op.cit., p. 11).

Online games are, of course, the fastest growiogenin this
market. Estimates from 2003 showed that sales fronsoles
and software reached 17 billion dollars in the BaiStates and
Europe alone. Figures from the companies dealirtly miarket
analyses of games show that income from subsoniptio
online games alone have increased from US$500 omilin
2002 to US$2 billion in 2005, and the estimates thed this
figure will increase to US$6, 8 billion by 2011. &mewest
trend is to buy characters and objects in the gaimeseal
money. The game ‘Project Entropia’ is linked throwgfigure
of yourself to your own credit card. The most pepujames
like ‘Everquest’ and ‘World of Warcraft’ are mon@yachines
(Stordal, 2006). So let’s face it: video gamesraegoing to go
away. Peace researchers should therefore take rttesisages
more seriously.
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The influence of video games today can be comparaxther
media revolutions such as the movies, and jazz anosiore
World War 1l — popular but despised. There is, hesvea big
difference and an argument that should be takewsyi: you
play the video games, and the interactivity makes tlesen
more influential on hearts and mind (op cit., p).13

Culture of Violence in Computer Games

The quality of the video games developed togethigh whe

growth of the violent content of the games, andvibence has
become more and more realistic. ‘Street Fighter vilas

launched in 1991 with a three-dimensional, lifeldteracter. It
featured enormous blue light trails from swishimghs and
fireball attacks, while ‘Mortal Kombat’ from 1992aused
debate among politicians because of its terrificd#tatured
death moves, in which a victorious character waigdout the
opponent’s spine and display it triumphantly, wathits bloody
details (Poole, 2004, p. 31). With a ‘motion captuechnique
that films real martial artists and digitises thesults as a
movement code that can be applied to the imagingayne
fights between characters, and war, are portrayedan

increasingly realistic manner (op.cit., p. 33).

Steven Poole makes a point of why war games haga be

successful in the video-game industry. The militlgic fits

well with the logic of the game itself:
Armchair generals are well catered for by the
God's game’s sibling genre, the real-time
strategy game. Its natural milieu is that of war.
Again in a godlike position (single-handedly
overseeing all military operations), the player is
briefed by advisers (actors and video clips), and
must the carry out certain missions by issuing
commands to numerous small troop units on the
battlefield. The player clicks on a certain unit
and, for instance, tells it to move somewhere, to
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attack another unit, to defend or to scatter” (op.
cit., p. 35-36).

The successful ‘Command and Conquer series offeed
historical events explained by the logic to be fibuim a
militaristic approach to history. The game concateis on the
‘action’ in real ‘theatres of war’. Rather than Beage the
player to think in terms of conflict resolution,ado avoid war
or peaceful conflict resolution, the game offerstdah
weaponry with which your troops can pick up andhbése
‘enemy’.

The ‘winning solutions’ of the war games fits wetllto the
concept of war journalism in Johan Galtung’'s abmasitioned
model for war and peace journalism. It's a zero-game with
two parties and one ‘winner’. The very logic of thame fits
well into a Cold War logic with a good and an eside. Their
formal root is Atari’'s panic-inducing arcade gamdissile

Command’ from 1980. This game originally grew out &
military simulation to see how many nuclear warteeadhuman
radar operator could track before overload sefAsmthe games
became more and more complex and hybridised, thengal

elements of real-time strategy, the control of ipidt games
pieces and tactical calculus, may also crop uptlerogenres
but it was originally developed for the war gameedle, 2004,
p. 36).

Creating lllusions of Life after Death

Besides constantly producing stereotype imageyair' side
and the enemy, the conception of life and deatfidao games
is worth a study in itself. Usually, death diffedepending on
which side you are. It means one thing for youe st it's a
totally different matter for the others. If you tley a space
invader it's gone for ever. If you are able to killdungeon in
the game ‘Zelda 64’ it disappears into dust, bybifi leave the
room and return it has regenerated and must behfaigover
again. If your own space ship is hit by the aligtis,bad news,
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of course. But luckily a brand new ship appeangat disposal
at the bottom of the screen.

In reality, life is something sacred, to be progdectBut in video
games, life is redefined as an expendable part ddrger
campaign. Of course we can see a parallel to raed tere. For
generals, even the lives of their own soldiers expendable
enough to take calculated risks and sometimes seluiers
into battle — with a potential fatal outcome. Thdeo games
offer a multitude of lives to each individual, degeng on the
circumstance in which it operates, and in most gayw are
have several lives before you finally are out & gfame. ‘Life’
in a video game is not just a resource, it's alspoasible
reward:
Games such as ‘Defender’ or ‘Space Invaders’ offer
‘extra lives’ when a certain score is achieved
(usually a multiple of ten or twenty thousand). It
resembles an ethically inverted form of Buddhism.
In the Eastern philosophy, if you commit wrongs,
your growing karmic debt means you are constantly
rein carted into a new existence in order to suffer
anew. But whereas Buddhism'’s final aim is to jump
off the exhausting carousel of constant reincaonati
and to be no more, life in a video game is always a
good thing, and killing is the morally praiseworthy
action required to resurrect it. The fact that demp

survival edges the player closer, as the score
increases, to an extra life argues that — as Nikézs
would have growled through his moustache after
half an hour at the Robotron controls — what does
not destroy you makes you stronger. (Poole, 2004,
p. 55-56).

Besides creating a confused and unrealistic imagwes’, the
video games present a concept of ‘health’ thajug as
disturbing. In many games, ‘health’ is a full ‘acot’ at the

start of the game, and is gradually reduced afterréceipt of
punches and kicks. The player whose energy is egtit@zero
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first is the loser. In real life, any one of thdgeks or punches
could be fatal. It addition, the game creates Husion that a
kick to your foot is just as dangerous as one tar y@ad, since
it generates the same amount of reduction to ybealth
scale’. Most games featuring a ‘health bar’ alsovjgte means
for the player to restore health by allowing théjeat in the
game to pick up healing devices. Bullet woundsle&ed and
injuries forgotten by picking up mysterious ‘mediki
Sometimes these items offer extra energy in additio
restoring health or granting an extra life (op,q@t.56-59).

The Relationship between Computer Games Violence dn
Real Violence

The debate about whether a connection between \gdetes

and social behaviour can be proved surfaces frora to time.

Patricia Greenfield’'s 1984 studyMedia and the Mind of the
Child, concluded that it could not. Later studies havggested
that video-game playing temporarily increases aggion

(Griffiths, 1997) but despite evidence of such arzxtion |

will argue that the ideology of the games shouldebaluated.
Even though there is no proof of a direct link bedw the

content of video games and children’s behavioieir tbontent

does somehow influence the way children look atdeves, at
other people and at human relations in general.

Questions were asked in the British Parliament fg;n 1993
release of ‘Mortal Kombat'. Worried voices have eaised
about ‘Grand Theft Auto’ (1997) a game in which thlayer
steals cars, runs people down, shoots cops anthaslin other
unsocial behaviour. Even worse is ‘Silent Hill’,\which a girl
disappears and is subjected to torture.

In the U.S. there has been a questioning of p@ssimnections
between violent computer games and childhood vaden
When, in the spring of 1999, two teenagers sholvevetudents
at Columbine School in Littleton, Colorado, the maechade a
point of the fact that the shooters were avid playd the video
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games ‘Doom’ and ‘Duke Nuke’. The year before, bé&iyold
Michael Carneal had killed three students and @gufive
others at his school in West Paducah, Kentucky. prents of
the three murdered children filed a 130-millionldolaw suit
against 24 video-game and Internet companies. @hmas
apparently a heavy user of ‘Doom’ and the claim wed the
game turned had him into an “effective killer witlhdeaching
him any of the constraints or responsibilities regbtb inhibit
such a killing capacity” (quoted from Poole, 20p4208). The
case was eventually dismissed, in May 2000, bydartd court
jury, but the argument over video games continues.

Evan Wright, the author of the bo@eneration Kil| spent two
months living with 23 Marines from First Recon, thlite unit
which spearheaded the invasion of Iraqg. In his b@dlght
refers to a Marine soldier who talks about the ga@eand
Theft Auto: Vice City' at the same time that theg about to
attack a unit of alleged insurgents: “I was jushking one
thing when we drove into that ambush: ‘Grand Thdito:
Vice City'. | felt like 1 was living it when | see¢he flames
coming out of windows, the blown-up car in the streguys
stealing out around shooting at us. It was fuckiogl,” (quoted
from Herbst, 2005). Wright explains how the violenn video
games is related to experiences on the battlefitddcompares
the war in Irag with earlier wars, and concludex the soldiers
seem to be more trigger happy than previously. \Wgtarence
to the bookOn Killing by Dave Grossman, Wright makes the
point that in past generations only 15% to 20% oimbat
infantry were willing to fire weapons, whereas imighit's unit
he saw no resistance to firing, and he believesttis change
of attitude owes something to the experience ofewice in
entertainment (Matera, 2005). In another articlajght tells
how soldiers in the unit were quite open abouirglicivilians,
one even saying that it was authorised by the tpnehe unit —
so ong as they didn’'t enjoy the killing. Quotingstisoldier,
Wright writes: “By the time the unit reached thetsiirts of
Baghdad, this sergeant was certain he had killddaast four
men. When this commander praised the unit for fetay
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dragons” on the way to Baghdad, the sergeant tatdr his
men, “If we did half the shit back home down heve,d be in
prison,” (Wright, 2004b).

Another aspect of the masculine culture in the uwvits to
reward Iragi boys with pornography for informatidrhis made
one village elder so furious that he wanted tochttde unit
with a rocket launcher; the old man was almostedilin a
return of fire — so the clash of cultures had masgects (ibid.).
The violent masculine culture transferred fromidictin video
games and pornography to the battlefield in Iradpasdly a
good basis for drumming up support for George Bash’
experiment in creating a ‘new’ Iraqg.

Gender

Video games should also be analysed within the estonof
gender. The most common argument about gender iaed v
games is that the aggressive, destructive andntiolature of
many games fits into a traditional masculine rdiéhas been
argued that this should be seen as partly thetrefuhe fact
that most game designers have been male (Hadd®®, 9
320). In addition, | will argue, in the context &altung's
model for peace journalism, that the war-orienteédia
representation is dominated by men. Women, whooéen
more open-minded about finding peaceful resolutiansl more
likely to appreciate the process of conflict resoly, are less
likely to adopt a traditional war journalism apprba War
games will probably uphold traditional patternsstdreotypical
gender behaviour. This picture must, however, benoed by
the fact that there is also an enthusiastic minaoit female
players who will contest my arguments and claint this is
also a form of stereotyping. The picture also bexramore
complicated when, in the late 1970s, the game ‘RacMvas
found to be very popular among women. Some videnega
designers have suggested that when video gamesdnfimma
the arcades into homes and personal PCs, they benmre
socially acceptable to women since the atmospheréhé
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arcades and other public places where games wayedhad
not been attractive to women (ibid.).

Using feminist theory, Claudia Herbst explainedt tthee need
for more female recruits in Irag would create tieed for more
female gaming figures like Lara Croft, heroine bt tgame
‘Tomb Raider’. Partly because of her toughnessalGuoft has
been noted in discourses about the gendering of avat has
been likened to the classical female warriors, Aonaz
(Goldstein, 2001, p. 19 in Herbst, 2005). The pgapala story
of Jessica Lynch is interesting in this context. aWhthe
Pentagon doesn’t have a real female heroine, #teseone.
Jessica Lynch had been wounded in a car crashhbumyth
was put out that she had taken part in a supposadbgttle
with Iragi ambushers, had killed several attackansl had
sustained gun wounds. This false story was useectoit more
female soldiers (Herbst, 2005, p. 313). Herbst waabout
more female heroines of computer games in timesmnoe:
At the crossroads where real and virtual battletmee
where violence that is portrayed for the sake of
entertainment takes on the appearance of violerate t
comes at the cost of living beings and their sosigi
communities, at a time of a nationally and
internationally criticized war that is running loan
troops — at this volatile junction the virtual hie®
makes her entrance. Her appearance deserves Icritica
exploration. (op.cit., p. 311).

The Cooperation between the Military and the
Entertainment Industry

The origin of video games can be traced back tcCible War,
and the technology behind them can be traced lwathet U.S.
government’s nuclear research facility, the Brooldm
National Laboratory, and an engineer who had design
electronic devices for the Manhattan Project's atotvomb
(Herman, 1997).
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Another dimension in the relationship between eai@ment
and war coverage is the significance of the strategpperation
between the military-industrial complex and theeetainment
industry. In a 1996 policy article, the U.S. NaabiResearch
Council (NRC) acknowledged the importance of coafien
between the Department of Defence (DODD) and the
entertainment industry on issues suuch as modeléng
simulation technology. The report makes the folluyvi
statement:
In the entertainment industry, such technology éethe
hearth of video games, theme park attractions and
entertainment centres, and special effects for film
production. For DODD, modelling and simulation
technology provides a low-cost means of conducting
joint training exercises, evaluating new doctrined a
tactics, and studying the effectiveness of new weaap
systems” (quoted from Burston, 2003, p. 163).

The significance of this cooperation manifests [itsm
computer games in the commercial market. In 2002,game
‘Desert Storm’ was launched, more than ten yedes #fe Gulf
War and one year before the next war on Iraq. llcde
argued that the timing here was not a coincideitamjght be
helpful to recreate the sense of winning the wat381 in the
same country where a new war was going to takesplea be a
winner in this game you have to act as the Amers@idiers
did in 1991. If you are on the Iraqgi side you las&l get killed.
What message does this send to young people (mumsgh) in
a pre war situation? (based on Nohrstedt & Otto26ea5).

The game ‘Battle of 73 Easting’ went a step furtHerwas
launched by the Institute for Defense Analyses (IDtheir
project to reconstruct a real battle based on #iwiefings of
150 survivors of a key battle during the 1991 Guar. The
idea was to reconstruct how the protagonists aateidfelt in a
real war situation — this could replace a physusit to the site
to reconstruct events, and the IDA brought togethersoldiers
who had actually taken part in the battle, to retamt the
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events. Oral reconstruction, diaries and pers@ma tecordings
were used. Tracks in the sand gave the simulatecise traces
of movements. Satellite photos were used, and itabigap of
the terrain was put together. Data was used tal lauikst model
and the soldiers were invited back to adjust thlEssion. The
‘Battle of 73 Eastings’ was presented to high-ragkmilitary
on 50-inch TV screens as a video game, but alsmascurate
historical reconstruction of a battle with a knosutcome. This
was costly, of course, but once the job was dormutid be
used to construct different battles with differenttcomes. It
was converted into commercial games — ‘Marine Doamd
the even more successful best-seller ‘Quake’, arog gncome
was secured it remained an adaptable tool forebatdining
(Lenoir, 2000, p. 330-331).

The Political Economy of the Game Industry

To understand the political and economical rootghef war
game industry | will draw upon the work of Tim Len¢2000).
Lenoir's point of departure is that he is intrigugg the notion
that we are on the verge of a new renaissanceasitoilthat of
the 14th and 15th centuries, deeply connected avithvolution
in information technology. But unlike the renaissarof the
14th century, which fostered humanism as one of its
achievements, the present renaissance is herakimpst-
human era in which the human being is merged wiih t
intelligent machine. As Lenoir puts it, “In the pémiman state,
there is no demarcation between bodily existencecamputer
simulation, between cybernetic mechanisms and dicéd
organism” (Lenoir, 2000, p. 290).

Lenoir links the technological revolution behind tbomputer
game industry to research agencies such as the BARP
(Defense Advanced Research Projects Agency), dgwevate
companies such as Xerox Parc and research unigsrsitince
1996, the DARPA Smart Modules programme has been
developing and demonstrating new ways of combimegy
technologies (such as microprocessors) and usiwleight,
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low power, module packages to simulate realistittldfaeld
situations (op.cit., p. 291). Lenoir links the nahy’'s need to
develop simulation and training programmes to the
entertainment industry, and uses the developmenitvai
Sutherland’s head-mounted display project as ampbea of
cooperation between the academic and industridbisecThe
history starts 40 years ago. Sutherland had a Idhrva
background but the funding for the project camenfidifferent
sources: the military, universities, industry ahe iCIA. The
CIA provided US$80,000 in 1966, and funds were algaplied
by APRA, the Office of Naval Research, and Bell £albhe
Helicopter company Bell provided equipment, while tAir
Force put at the disposal PDP-1 computers. MIT dlimd¢_abs,
under an ARPA contract, provided an ultrasonic kpadition
acoustic sensor, which became an important compadneghe
new video-game technology. In 1968, SutherlandfteftUtah,
where he joined the Computer Science Departmenthet
University of Utah, which subsequently became apairtant
environment for the development of new computehrietogy
and computer graphics (op.cit., p. 293-297). The asimated
technology has also been used in films such assdio Park’
and ‘Toy Story’. The science-fiction movie ‘EndefGame’ by
Orson Scott Card provides an example of how thsredor
merging the digital and real preceded the avaitgbdf the
technology. It was written in 1977, the year befdlight
simulators were invented. ‘Ender's Game’ conceigks boy
who saves the world from aliens in a war game wrlihee
video-game situation becomes the training ground réal
world warriors. It was used by the Marine Universin
Quantico, Virginia, and this was just the beginnofga long-
lasting trend of military use of the new computeamg
technology. Soon, the economic benefits would enshait the
military was an important customer of the gamesistigy.

The commercial breakthrough came in 1993, whencdili

Graphics, NEC and Nintendo announced a partnekesinipthe
world’'s most powerful game machine was launchedl987,
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the game ‘Super Mario64’ captured a worldwide base sold
US$2-billion worth of games.

Lenoir uses Steven Woodcock's career as an illistraand
concrete example from the military-industrial coeyl
Woodcock has been, since 1995, a lead softwarenesgifor
Gameware Development at Lockheed-Martin Real3D. He
began his career in the development of game sironkafor the
Martin Marietta Information Group, National TestdBENTB),
where he was responsible for testing, integratiomd a
documentation for ARGUS, the Advanced Real-time {Bgm
Universal Simulation, workingnter alia, with command-and-
control simulation focusing on ballistic missilefelece (BMD).
Between 1995 and 1997 he switched from militarywoek
simulations to the interactive game industry, aedame lead
programmer on the Sega-produced Model 2 arcade game
‘Behind Enemy Lines’. He has himself noted that prgvious
experience at Martin Marietta proved invaluabledesigning
the real time 3-D multiplayer games he has develogiace
1995. He has also developed games for other compani
including the Sony PlayStation project ‘ThunderiBgath’.
Woodcock’s work is a illustrative example of hovweheology
and development originating in the military areedisn the
entertainment industry to create products like ‘Dol for Id
Software and ‘Falcon 4.0’ for Spectrum Holobyte'&leo
games (Lenoir, 2000, p. 321-322).

What the CIA as a partner and funder hopes to gebbthis
cooperation is not quite clear, but Lenoir suggdbtt the
evolution of new technology in the private sectagimh move
development and new information technology fastemtin
traditional government agencies (op.cit., p. 334).

The success of ‘Doom II' led the Marines to looleati to the
next step in the commercialisation of war-gamesop@oation
with the company MAK Technologies led to the desadna
tactical operations game built to Marine specifimad.
According to the contract, the game should evehtugd on
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sale as an official Marine Corps tactical trainiggme. In
addition to its work in the defence community, MAKSoftware
has been licensed for use by several entertainfiverd, such
as Total Entertainment Network and Zombie VirtuaalRy
Entertainment, to develop 3-D, multi-user video garsuch as
‘Spearhead’. ‘Spearhead’ was published by Interacklagic
and can be played over the Internet, taking distioin a step
further. Its networking technology is similar toathused in
military simulations. This became a new standard &
Department of Defense simulations, part of a DOdeneffort
to establish a common technical framework to fed#i the
inter-operability of all types of models and sintidas. MAK
benefits from working with both the military andmomercial
markets, taking advantage of close to US$500-milipent by
the U.S. government to develop this technology. cbetract
between MAK and the Marine Corps led to the contfac
MEU 2000, a computer-based tactical decision-malgage
for the Marine Corps as well as a game for the ceroial
market, a multiplayer game in which each playeuass a
position in the command hierarchy of either Amarmicar
opposing forces. This became a prototype of ladenes where
a military version boasts more accurate detailsiatactics and
weapons than does the civilian. Both versions, weweallow
multiple players to compete on the Internet (op.@t 324-
326).|

Simulating Real Wars

In many cases we see that the games’ technoldfg isame as
that which various branches of the armed forcesinseir
simulators, training their own soldiers. Here, tB&8MNET
concept is essential. The combination of federaidiig,
university research and research in governmentednd
laboratories is essential to an understanding NET, for the
development of hardware critical to the fields e 3raphics,
simulation technology and virtual reality is impids to
understand without seeing it in the context of thditary-
industrial complex. Simulators developed prior e t1980s
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were quite expensive, with a budget of between 0S#iBlion
and US$35-million. The cost of developing simulatavas
twice as high as the systems they were intendesintolate
(Lenoir 2000:308). The question of how to finankis wwas, of
course, crucial. Jack A. Thorpe, from American Dete
Department’'s Advanced research Project Agency (DAPR
came up with the idea of financing the simulatorebnverting
the technology to commercial products. Lenoir eixglat like
this:
(Thorp’s) idea was that aircraft simulators sholodd
used toaugmendircraft: they should be used to teach
air-combat skills that pilots could not learn in
peacetime flying, but that could be taught with
simulators in large-scale  battle-engagement
interactions. Thorpe proposed the construction of
battle-engagement simulation technology as a
twenty-five-year development goal. Concerned about
the costs for such as a system, he actively pursued
technologies developed outside the Department of
Defense, such as a video-game technology from the
entertainment industries. In 1982 he hired a team t
develop a network of tank simulators suitable for
collective training. (Lenoir, 2000, p.309).

The team that developed SIMNET consisted of retiméitary
personnel and designers from Perceptronics of VéoaidHills,
California. Perceptronics had pioneered the firgeriay of
computer graphics on a display of images generbtedn
analogue video disc, as a part of a tank gunnesjggtrin 1979
(ibid.).

We saw the result 25 years later in games likett8atone’,
which has been controversial because of its beauityalso its
representation of real-life destruction. Atari wasitially

commissioned to build an enhanced version of ‘Baftbne’
from the DARPA, as a simulator for real tank dra/efhis was
the start of a new trend — growing symbiotic relaships
between video games and the Pentagon. The warptangany
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Lockheed-Martin invested in the technology of ascaddeo
games, thus accelerating their development. Redwithe U.S.
Marines have used ‘Doom’ in their practice, and th8. Navy
has used a custom hack of Microsoft’s Flight Sirrarlao help
pilots fly a T-34C Turbo Mentor, the aircraft usked primary
flight training (Poole, 2004, p. 208-209).

Another agency on the scene is the joint militéirg/findustry-
funded Institute for Creative Technologies (ICT) the light of
the new military practice of creating teams of taily
personnel, industrial strategists and academiaspitesuggests
that ICT is more interested in modelling trainirghhviour than
in developing ‘realistic agents’ for video gamesd afiims.
Here, Atomic Games is a realistic partner. The camypwas
founded by Keith Zabalaoui and became a subsidfary
Microsoft Games. Zabalaoui had a background inJtitenson
space-based robotic retriever for recapturing egamg for
astronauts. Popular games like ‘V for Victory' aridtah
Beach’ were developed; in 1992 the latter was telegs Game
of the Year by Strategy Plus. Atomic Games’ mosiceasful
game was built on real historical facts, and call€bse
Combat 2: A Bridge too Far’, based on a real German
American tank battle in World War Il (Lenoir, 2048,332).

In 1999, Intel Corporation announced the first ofesv series of
network processors designed to solve bandwidth l@mab to
help create network devices for local and wide aegavorks as
well as Internet-based networks. The future liesinternet
games that involve several players at the same (lipeit., p.
335).

U.S. Army — A Success Story

One of the biggest successes on a global scaleindmputer
market is the official U.S. Army computer game. digilable
free of charge on the Internet and reproduces niegé of
courageous American soldiers. We can read from the
introduction on their home page: “The Soldiers ipe8al
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Forces are a reflection of the Army within whicleyhserve.
They are courageous, intelligent, and resourcefdldedicated
individuals”. The game was launched in 2003 (themesgear
that the invasion in Irag took place), at the Hiamic
Entertainment Expo in Los Angeles, 13-16 May, in a
combination of real and virtual events. Real tawkse placed
outside as Air Force Division 101 launched a sitadaattack
(Pilet 2003). Inside the Expo the new game wagdhtced as a
tool to recruit more soldiers to the real U.S. Aratythe same
time as it was introduced free of charge as a vgieue on the
Internet. By November 2003 it already had 2, 3ionllusers;
by November 2006 the number had increased to ovér 6
million and it was the fifth most used computer gaon a
global scale at the time. Again, we must ask what lof
influence this has on the young people using thmegébased
on Nohrstedt & Ottosen, 2005). The narrative of tme fits
well into Galtung’s model for ‘war journalism.’

The question is, of course, why the game is offéreel when it
has such global potential. A tool for recruitmemt the
American market is the most obvious answer. lingrview
with Army News Service, Col. Casey Wardynski, dioecof
the OMEA, project director of ‘America’s Army’ arassociate
professor of economics at the USMA, made clear afiigient
a tool it is: “The game has generated intereshenArmy and
has taught people about soldiering,” he said. furaey given
to youths aged 16 to 21, 29% said that ‘America'® was
the most effective method of generating interestdmeyer,
2004). Nor should the game should be under-estinatea
global instrument of propaganda. The game is, airsm
extremely one-sided in its approach and offers rfiktary
solution as the only solution to a conflict. In a@th, all issues
are seen through an American perspective. And ftoisthe
only such game on the market. | have already meeto
‘Falcon 4.0'. Others are ‘Counter Strike’ and ‘R&#hrs’. One
of the newest games, ‘Full Spectrum Warrior’, wize anitially
developed as a training game, then recycled aedsetl to the
public. It is set in the fictional country Zekistamhose dictator
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has been accused of ‘ethnic cleansing and terrorist
sponsorship’. The idea behind the game is to gerim a
hostile environment. It operates in an atmosphéfeay where
cars are exploding around you and there is potedgath
around every corner. Rather than controlling eastlier, you
are given overall command of two ‘fire teams’ olufomen.
Enemies bed themselves down and you tell one teagive
covering fire, and guide the other to a positiorerehthey can
get a clear shot. Your soldiers swear and joke,iayou leave
them out in the open too long, one after the othemtually
gets shot and wounded — then it's a race to get thirthe
nearest medical unit. In the heat of the battleghme forces
you to take multiple executive decisions. Variatmmmes with
the ability to call in strikes and command snipierstake out’
the enemy soldiers. | am sure that any similaritshviraq or
Afghanistan is a pure coincidence.

Kuma Reality Games is offering a series of gamegda@n real
events, including the wars in Afghanistan, Iraq dnbleria.
Even the killing of the sons of Saddam Hussein laisdhunt
and arrest are available (Thomas and Virchov, 2@0530).
And guess what? You can now download and the ptay t
invasion of Iran. In times when news media all otfesr world
are querying U.S. policy young people who use few
newsarticles and television news are guaranteegetiing a
one-sided, militaristic and propagandistic predsmeof world
events — available free of charge on the Internet.

What are the counter forces?

The game market is a mass market with a varietgttofictive
offers to fill the spare time of young people. Thegem
reluctant, nowadays, to spend much time on the nmaedia,
and their knowledge about the world comes from réaitenent
in movies and games. We can only speculate aboait kitnd of
worldview young people acquire in the long runeafblaying
games developed by the military industrial complex.
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As | mentioned in the beginning of this articlee tthallenge is
to develop alternatives — games in the same arahavith a
different message, games inspired by the spiritpetce
journalism, and which are as entertaining as the games. It
is, of course, hard to compete with the qualityhef technology
in which the military industrial complex has invest such
resources as have been documented, but the efffonids be
made. There have already been attempts to devalopgwith
non-violent contents — one is ‘A Force More Powerfu
(http://lwww.afmpgame.com/).

A game that had an effect on public opinion wasAhstralian
game ‘Escape From Woomera'. According to Gonzaksé€a,
in an interview with the Norwegian weekMy Tid it was
developed in 2003 as a joint effort by artists, gahavelopers
and a journalist, in an attempt to draw attentiorAustralia’s
immigration policy. By creating a 3D model of thefugee
camp Woomera, based on maps smuggled out of thp, ¢am
game draws attention to the inhuman conditionsdangihe
camp. According to Frasca, the game became an o,
generating discussion among the public, and eviintua
conditions in the camp improved (Holen, 2006).

Newsgaming

Newsgaming was an attempt by Gonzalo Frasca tdeciaa
alternative strategy to meet the challenge from viwent
commercial game industry. Through the website
www.ludology.org, and the ideology of ludology, attempt is
made to create computer simulators based on a®teals such
as 9/11 and Madrid, with alternative perspectivascarrent
events. The website itself defines newsgaming thus:
“What is newsgamingNewsgaming is a word we
coined for describing a genre that is currently reime:
videogames based on news events. Traditionally,
videogames have focused on fantasy rather thaityreal
but we believe that they can be a great tool fdatebe
understanding our world. Since newsgaming is so, new
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it has to find a voice of its own. Therefore, mosour
games will be in part experimental.”

According to Frasca, “Ludology is most often defines the
study of game structure (or gameplay) as opposédhetstudy
of games as narratives or games as a visual mediErasca,
2003).

To my mind, ludology, and websites such as www logp.org
offer an interesting platform for creating altemes to the
games coming out of the military industrial complex
‘September 11’ is a good case study because iwk into
Galtung’s model for peace journalism. It has naatare but is
open-ended. The idea is to make visible the coresemg) for
civilians, of a military solution. If you target akrabic-looking
person equipped with a gun, you are just as likelyhit
civilians in the street close to the target. Or yan accidently
hit a civilian target in the city centre. Therenis winner in this
game but it's evident that a military solution cesisa lot of
damage. This can stimulate the player to choosenaltives to
war. | am in some doubt, however, as to whethes ihias
exciting, and as attractive as a game, as the inadiional
videogames described in this article.

Video Games as War Preparation in News Media

I want to make a final point linked to the economic
technological and cultural influence of the ‘mitifa
entertainment complex’ (to use Robin Andersen’sapb) on
war reporting in ordinary news media (Andersen,5)0@ lot
has been written about the failure of the news metoi
critically investigate the propaganda of the altbgeeapons of
mass destruction during the period leading up ¢owhr in Iraq
in March 2003 (Solomon, 2004). Quality newsartidiks The
Washington Posand The New York Timeéave apologised to
their readers for their part in promoting the wdfort by
uncritically repeating the lies of the Bush adnti@gon
(Nohrstedt and Ottosen, 2004). Robin Andersen siggbhat
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an additional problem is that the same technignebeé video
games are also implemented in the war reportinth@fmajor
news channels. Thus, the core components in thgeiman the
video games create the same kind of illusions azah wars
portrayed on televison. In the run-up to the warlrax, all
major networks showed digitised pulsing graphicsat th
simulated the ongoing war. Andersen uses an exaimptethe
local Fox station in New York: a news story aboudwn
sophisticated weapons was introduced on the screiém
pulsing graphics of the headline ‘PLAN OF ATTACHKH the
introduction to the news story, the announcer émrpléhat “to
take the so-called butcher from Baghdad” will regqusome
“serious weapons”. After boasting that the charff@t 5 has
acquired access to information about these weaptes,
announcer introduces the reporter Linda Schmidée Vibwers
are then shown a grainy, monochromatic field wghases and
rectangles transforming into white blurs. The régotells the
viewers about new weapons introduced into Afghanighat
will soon used in Irag. Live footage supplied by thir Force
from Afghanistan is accompanied by station banmersthe
screen which read ‘WAR GAMES’, and viewers are :told
“Watch closely and you can see a person runniniemground
. a white dot moving across the centre of your estre..
they're firing at him ... and then they nail him”. iShactual
footage of real killing is framed in a video-ganetting, the
reporter enthusiastically demonstrating to the eiesaa weapon
called the ‘meat grinder’ and boasting, as she hdldn her
shoulder and aims it at the screen, about how kgl easy it
is. Robin Andersen makes the point that the newalirhetoric
of war —the digital image — builds a bridge between
entertainment violence and real war violence. Nesgorting
looks and feels more like entertainment these days]
entertainment has a particular type of sensibility:
“News reports resemble video games. Media
celebrates war and its weaponary, not only for the
raitings and patriotic fervor, or even because of
pressure from the White House public relations
teams; Positive reporting on high-tech war has
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become fundamental to an industry highly invested
in creating and profiting from the very same
technologies used in weapons-the computer-based
digital simulations at the core of video games.isuc
simulations are now seen across the media
spectrum and have become fundamental to news
representation of war (quoted from Andersen,
2005, p. 357)".

The economic basis for this process is, of coutse,merger
between the military and the media industries. Wheadia
through their ownership have common interests vttt
military-industrial complex it is doubtful whethdhey are
capable of independent and critical war reportiBggdikian,
2004, p. 156). The entertainment industry and thiany-
industrial complex not only share economic inteveftut a
common digital technology has resulted in war répgrthat
shares the graphic styles and sensibilities of ovidmmes
(Andersen, 2005, p. 362).

Conclusion

Even though it's difficult to estimate the impadtthese real
war video games on the behaviour pattern of thesughe

content should nevertheless be analysed in termswvaf

propaganda. The digital technology emerging froerésearch
laboratories in the military-industrial complex wes as a
simulator, preparing soldiers for real wars, wherdege same
technology — and in many cases the same games alsoe
converted into commercial video games. The longrtenpact

of millions of users playing within the narrativef ovar

propaganda is unclear. Some disturbing evidencen fthe

battlefield in Iraq suggests that the violent meldture of the
video games inspires soldiers to inhuman and vidiehaviour
on the battlefield.

The economic, technological and cultural links kesw the
entertainment industry and the defence industry emak
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impossible for the major news channels to serve asitical
watch dog in issues of war and peace. Not onlytla@gemajor
news organisations reluctant to criticise the &goh and the
White House in war preparation, but in some cdsesg tise the
same digital technology as the game industry irir thews
reporting, in a manner that blurs the differencevieen fact and
fiction in military affairs. The hope is that peaoesearchers
inspired by the analytical tools offered in the cept of peace
journalism, and game designers inspired by ludglogy create
a counter force and promote popular games basegeaoe-
building and non-violence.

References

Aarseth, E. (2001). Computer games studies, yearGame
Studies: The International Journal of Computer Game
Researchl1(1).

Andersen, R. (2005). The military entertainment seamplex:
War as video game. In Peter Phillips (E€&nsored
2006. The Top 25 Censored Stolfpg.355-363). New
York: Seven Stories Press.

Artz, L., & Kamalipour, Y.R. (Eds.) (20058ring 'Em On
New York: Rowman & Littlefield.

Bagdikian, B.H. (2004)The new media monopolBoston:
Beacon Press.

Cassell, J., and Jenkins, H. (Eds.) (1998)m Barbie to
Mortal Kombat: Gender and computer games
Cambridge: MIT Press.

Csikszentmihalyi, M. (1991Flow: The psychology of optimal
experienceNew York: HarperCollins.

Frasca, G. (2003). Ludologists love stories, tates from a
debate that never took place. Proceedings of Digita
Games Research Conference. Retrieved December 1,
2006 from http://www.gamesconference.org/2003/, and
DiGRA Digital Library, http://www.digra.org/

Galtung, J. (1990). Cultural violencdournal of Peace
Research. 27 ( 3), 291-305.

Galtung, J. (2002). Peace journalism - a challelg@/ilhelm

© 2008 Kathmandu University, Nepal. http://iww.ku.edu.np



40 Ottosen, Targeting the Audience
Kempf and Heikki Loustarinen (Eds.), Journalisnd an
the new world order, Vol.2. Studying the War anel th
Media (pp.259-273). Gothenburg: Nordicom.

Gombrich, E.H. (1961)Art and illusion: A study in psychology
of pictorial representationPrinceton: Princeton
University Press.

Greenfield, P. (1984Media and the mind of the child. From
print to television, videogames and computers
Cambridge: Harvard University Press.

Haddon, Leslie (1999). The development of intevactjames.
In H. Mackay and Tim O. Sullivan (EdsThe media
reader: Continuity and transformatiqipp. 259-273).
London: Sage.

Held, D. (2000)A globalizing world? Culture, economics,
politics. London: Routledge.

Herbst, C. (2005). Shock and awe. Virtual femalesthe
sexing of war.Feminist Media Studies5 ( 3).

Herman, L. (1997)The fall and rise of videogamé2nd ed.).
New Jersey: Rolenta Press.

Holen, @. (2006). Redder verden med joystibly. Tid 26 ( 7).

Kinder, M. (1993) Playing with power in movies, television,
and videogames from Muppet babies to teenage mutant
Ninja Turtles Berkeley and Los Angeles: University of
California Press.

Lenoir, T. (2000). All but war is simulation: Theiliary-
Industrial complex. IlConfigurations 8. The John
Hopkins University Press and the Society for Litera
and Science.

Lloyd, M. (1998). Screen violence and aggressiveabmur:
An illustration of the difficulty in statistical vdication
of a possible causal link. MS thesis, Edinburgh
University.

Loftus, G.R., & Lofthus, E.F. (1983Mind and play: The
psychology of videogamesew York: Basic Books.

Matera, A. (2005). Into Irag with "Generation KillAn
interview with Evan WrightGod Spy30 December.
Retrieved December 12, 2006 from

© 2008 Kathmandu University, Nepal. http:/iwww.ku.edu.np



Bodhi: An Interdisciplinary Journal2 (1) 41
http://www.godspy.com/reviews/Into-Irag-With-
Geenration-Kill-Interview-with-E?
Miller, T. (2006). Gaming for beginner&@ames and
Culture1(2).
Nohrstedt, S.A., & Ottosen, R. (Eds.) (2005). Glokar local
news. Media images of the Iraq war. Gothenburg:
Nordicom.
Ottosen, R. (2007). Emphasising images in peacagtism:
Theory and practice in the case of Norway's biggest
newsarticle Conflict & Communication OnlineSpring
2007 (forthcoming).
Petemeyer, K. (2004). Online Army Recruiting Resciop 5
List. Army News Service.

Pilet, S. (2003). Dataspill som propagandavaperMonde

diplomatique Norwegian edition), September 2003.

Poole, S. (2004). Trigger Happy. Videogames and the
entertainment revolution. New York: Arcade
Publishing.

Stordal, H.l. (2006). Fantasi som vekstgkonomi /20 (1).

Thomas, T., & Virchow, F. (2005). Banal militarisand the
culture of war. In Lee Artz & Yaha R. Kamalipour
(Eds.), Bring Em On(pp.23-57). New York: Rowman
& Littlefield.

Wright, E. (2004a)Generation kill. New York: Putnam.

Wright, E. (2004b). Dead-Check in Falluja. Embedudéth the
marines in IragThe Village VoiceNovember 24-30,
2004.

© 2008 Kathmandu University, Nepal. http://iww.ku.edu.np



