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Abstract

The distinction between the digital and the actual is increasingly becoming less defined in our
contemporary world. Drawing inspiration from Harun Farocki, particularly his video installation
Parallel 1-1V, the thesis delves into the technical imagery of computer games. It seeks to
explore how these images capture and generate virtual spaces and serve as a mediator for the

virtual experience, all within the confines of a screen.

Abstract

Rozdil mezi digitalnim a skuteCnym je v souCasném svété stale méné zretelny. Prace se
inspiruje Harunem Farockim, zejména jeho videoinstalaci Parallel I-1V, a zabyva se technickym
zobrazenim pocitaCovych her. Snazi se prozkoumat, jak tyto obrazy zachycuji a vytvareji
virtualni prostory a slouzi jako zprostfedkovatel virtualni zkuSenosti, to vSe v prostoru

obrazovky.
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Introduction

In the contemporary media cultural landscape, the concept of artificial spaces transcends
traditional boundaries of physicality, inviting exploration into realms where reality intersects
with virtuality. Within this domain, the creation of artificial worlds through images emerges as a
focal point, offering a position through which to examine the dynamic between representation,
perception, and power. Taking inspiration from the pioneering work of Harun Farocki and his
exploration of operational images, this thesis dives into the realm of artificially created spaces,
seeking to understand the complexities of their construction within contemporary culture.
Harun Farocki, a seminal figure in the realm of media theory and visual culture, provides a
thought-provoking entry point into the study of artificial spaces through his interrogation of
operational images. These images, Farocki contends, are not passive reflections of reality but
rather active agents that perform specific functions within socio-political, economic, and
technological systems.

Based on historical references, this essay tries to construct a cohesive perspective on the role
of imagery and screens in shaping our perception of space. By delving into the history, we aim
to elucidate how the evolution of visual representation, has profoundly influenced our
understanding and experience of space. Through this exploration, we seek to unveil the
underlying mechanisms through which images and screens serve for defining and redefining
spatial boundaries, blurring the distinctions between physical and virtual realms.

Through analysis of specific examples, we will explore the ways in which artificial spaces
intersect with issues of personal borders, representation, and agency. By interrogating the
ways in which images function as mirrors, lenses, reflecting and distorting our lived
experiences, we can begin to unravel the complexities of contemporary visual culture and the
ubiquitous mediation of such. In doing so, this thesis aims to contribute to a deeper
understanding of the role of artificial spaces in shaping our perception of the world and our

place within it.



1 Establishing the boundaries

“The imaginary is that which tends to become real”
André Breton's Le Revolver a cheveux blancs

Every minute, we find ourselves in some space, and if it is familiar to us and we have a
conception of it, it might become a place for us. This work, in turn, aims to touch upon a series
of issues related to the creation of artificial spaces, how these spaces create a platform for a

new type of place, and will address the ethical and political aspects of spaces.

What unites these spaces is the fact that their existence is observed exclusively through some

sort of a screen by end users.

“We often assume we can identify the screen with a particular group of objects.
Yet no device possesses the status of the screen independently from its functioning
within a specific context. In a certain sense, and quite scandalously, a screen “as such”

does not exist.” '

It is important to introduce the screen as an actor, as the works mentioned below are not
necessarily utilizing the computer or digital screens. It is safe to say that to some extent the
screen is a transparent curtain of simulation, the last barrier between actuality and the
artificially set up space that in itself provides to a spectator a certain fixed perspective. To begin
from afar, we would like to point out the early examples of screen based experiences and
apparatuses. The examples showed how people's interest in new spaces and experiences was
realized through the use of new technologies and methods for creating such spaces and what it
was driven by. For example, the first work we would like to consider is an engraving capturing a
moment of carnival. This work and its significance were described in an essay by American art

critic and historian Jonathan Crary.

'Casetti, Francesco. 2023. Screening Fears: On Protective Media. N.p.: Zone Books.
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Jonathan Crary in Gericault, the Panorama and Sites of reality in the Early Nineteenth century
2 provides an example illustrated in William Hogarth's engraving, "Southwark Fair," dated
1730(Annex 1) He discusses in particular two figures depicted on Hogarth gravure, who are
seated and absorbed in a peep show. This by Crary symbolizes a shift in popular culture from
the eighteenth to the nineteenth century, from the culture of carnival to the spectacle. The
author mentions technological advancements like the Kaiserpanorama and
stereoscope(Annex 2) as the continuity of those peep-shows, but emphasizes that the
significance lies not in the devices themselves, but in the changing relationship between
spectators and visual media. The peep show, once a minor aspect of early modern culture,
becomes a symbol of the isolation and detachment characteristic of later visual culture that can
be traced even to modern days. This shift reflects a broader trend towards individualized

consumption and a privileging of sight over other senses. b < ey

1.1 Sensorama

As a more modern example of virtual reality and immersive media, stands Morton Heilig's
Sensorama. It represents a seminal milestone in the early exploration of artificial spaces.
Though the principle of isolation and enclosion of the spectator is still the key element in
reaching immersiveness. Conceived in the 1950s and developed throughout the following
decades, the Sensorama(Annex 2.1) aimed to create multisensory experiences that

transcended traditional forms of media consumption.

Morton Heilig's vision for the Sensorama emerged against the backdrop of postwar America, a
period characterized by rapid technological advancement and a growing fascination with the
possibilities of cinematic and immersive experiences. Drawing inspiration from his background
in film-making and theatre, Heilig sought to harness the power of emerging technologies such
as stereoscopic 3D imaging, binaural sound, and tactile feedback to create a new form of
entertainment that engaged the viewer's senses in unprecedented ways. The body of a
spectator was nearly completely enclosed in a shell, that helped Morton to separate the actual
space of presence and articulate the media that lead to narration. The viewer, in proportion to
their engagement, finds themselves detached from external influences of the surrounding
environment. This example illustrates one of the early attempts to simultaneously influence a
wide spectrum of human sensory perception, thereby immersing individuals in a wholly
fictitious space that remains tethered to the given technology and cannot be depicted

otherwise.

*Crary, Jonathan. 2002. “Géricault, the Panorama, and Sites of Reality in the Early Nineteenth Century.”
Grey Room 9 (October): 5-25. https://doi.org/10.1162/152638102320989498.
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1.2 Aspen movie map

Alongside other inventions of the following decades the dawn of the digital age witnessed the
emergence of groundbreaking technologies that revolutionized tourism. Among these
advancements, Aspen Movie Map stands out as a pioneering endeavor that paved the way for
modern virtual tourism experiences. Conceptualized and developed by a team of visionaries at
the MIT Architecture Machine Group led by Andrew Lippman, Aspen Movie Map aimed to
transcend the limitations of traditional travel guides and offer users a novel way to explore
distant locales from the comfort of their homes. The genesis of Aspen Movie Map can be traced
back to the late 1970s when advancements in computer graphics and digital imaging sparked a
wave of experimentation in interactive media. Inspired by the desire to create a lifelike
simulation of real-world environments, the team at MIT embarked on a quest to digitize the
picturesque town of Aspen, renowned for its scenic beauty and cultural vibrancy. The footage
was captured with the use of four 16 mm cameras synced all together, that got triggered
simultaneously. That made it possible to stitch those frames as well as using data from the
optical sensor that was measuring distance. Footage was shot during the early fall and winter
seasons, at the period between 10 am and 2 pm to reduce any possible lighting discrepancies
. Users had the ability to transition between seasons in real-time while navigating the streets or
observing architectural features. Additionally, a three-dimensional representation of the city
was created through the utilization of the Quick and Dirty Animation System (QADAS). This
system incorporated a three-dimensional texture-mapping technique for landmark buildings'

facades, employing an algorithm developed by Paul Heckbert.

Although Aspen Movie Map gathered widespread acclaim for its technical prowess and
immersive qualities, its practical utility was somewhat limited by the technological constraints of

the time.

The further modification of the setup allowed the spectator navigating the space using a touch
sensitive screen. This project in our viewer provided the person a higher degree of agency
over navigating the artificial environment. Thus, having this freedom to move one might lose
the notion of how the whole virtual space is in fact an orchestrated experience. The whole
experience being a predecessor of google street view, that though did not provide any further

information about the sites at the city, rather then the picture on the screen (no additional data)

Nonetheless it serves as a great example of an artificial place created from the actual source.
This experience is familiar to the generation that was raised with the google street view,
however it stands as an important step towards digitalization of experiences, that is heavily
reliant on images and screen. The nuances in the creation of this project are evident, such as
the limitations imposed by the photographic medium, resulting in the documentation of the

space only during daylight hours. Consequently, the outcome resembled a chronological diary



constructed from photographs, as they were not captured simultaneously, therefore that was

randomly run through.

1.3 Bioshock Infinite

It is safe to say that alongside cinemas and interactive experiences of media installations one
of if not the most destinct sphere that is based on of us engaging with an artificial spaces are
computer games.

Computer games, tempt to follow some narrative directed by the imagery on the screen.
Existent for several decades those games originated from arcades, where oftentimes the
environment was defined by the machine itself. With advancement of technology more and
more often the meticulously crafted arcade machines were supplemented with additional
screens. Despite the importance of arcade machines in the further development of computer
games and in particular artificial spaces (many games and principles were later transferred to
games for personal computers) let's go back to the last decade of this century and consider one
example of modern game mechanics. It is an unusual game mechanic, that uses the already
mentioned Kinetoscope, and actually shows the power of such an apparatus. In interactive
narrative Bioshock Infinite, a video game released on March 26, 2013, incorporation of
Kinetoscopes throughout various in-game locations plays a pivotal role. These
Kinetoscopes(Annex 3), serve as vehicles for disseminating propaganda crafted in the guise of
educational materials, narrating the purportedly heroic exploits of the game's primary
antagonist, the "prophet Comstock." Despite their ostensibly benign educational purpose, the
content presented through these black-and-white silent short films subtly engenders a
pervasive sense of unease among players.

Through the manipulation of visual and auditory elements, the Kinetoscope sequences
construct a narrative that exalts Comstock as a revered figure, thereby framing his actions and
ideologies in a positive light. However, the underlying subtext of these propaganda films in
combination with kinetoscope as the apparatus for presentation subverts this portrayal and
disconcertes awareness of the discrepancy between the heroism depicted on screen evil

actuality of the game environment.

Moreover, the integration of the player's own screen into the narrative mechanics further
pushes this dissonance. As players approach and interact with the in-game Kinetoscopes, their
computer screens momentarily transition to display the same imagery and content as the
fictional Kinetoscope screens within the game world. This convergence of virtual and actual
screens blurs the boundaries between reality and simulation, leaving players immersed in an
artificial reality where conventional moral t are inverted, and perceptions of good and evil

become increasingly ambiguous.

In effect, the incorporation of Kinetoscopes in Bioshock Infinite not only serves as a narrative

device but also as a means of fostering player engagement and immersion within the game
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world. By juxtaposing historical cinematic artifacts with fictional propaganda, the game
developers craft an experience that challenges players to critically interrogate the nature of

truth, perception, and authority within the context of the game's dystopian narrative.

Through a nuanced exploration of the intersection between gameplay mechanics, narrative
design, and player experience, Bioshock Infinite's utilization of Kinetoscopes underscores the
transformative potential of interactive storytelling in shaping player perceptions and eliciting
emotional responses. As players navigate the intricate web of ideological manipulation and
narrative deception woven throughout the game world, they are compelled to confront their
own preconceptions and assumptions, ultimately enriching their engagement with the

overarching themes and motifs of the narrative.

In the downloadable content (DLC) "Clash in the Clouds," a notable departure from the original
usage of in-game cinematic sequences from Kinetoscopes is observed. Specifically, one such
cinematic segment has been altered to feature an authentic video recording of the audition
process conducted with dubbing actors. This adjustment provides players with a unique
glimpse into the behind-the-scenes production of the game's narrative, offering insight into the
creative process and labour involved in crafting the immersive experience of Bioshock Infinite.
This departure from the scripted cinematic sequences to a recording of the audition process
represents an intriguing easter egg within the game, offering players a brief glimpse behind the
curtain of game development. By shifting the perspective from the meticulously crafted fictional
narrative to the reality of the production process, players are afforded a moment of reflexivity,
prompting contemplation on the intersection between artifice and authenticity within the
gaming experience. Furthermore, the inclusion of this easter egg allows players to engage with
real footage “through” the game's artificial space. By leveraging in-game mechanics to access
a recording of real-world events, players are afforded an experience that blurs the boundaries
between fiction and reality, and even utilises the game space as a bridge of some sort. This
shift in perspective encourages players to critically reflect on the constructed nature of the

game world and the mediated nature of their interactions within it.

1.4 Images as virtual possessions

The urge to travel and to see new places was there from the dawn of the times. People want to
explore, to see new places. And when one sees it, there are moment to remember. How to take
a space and memorize it(a memory is a possession of a sort, an extremely valuable one)? The

simplest way that was brought to life for people to recall the past is photography. To capture the



space and bring it back home from a place where one have been, that was a novelty in the days
when photography was expensive and tied with the precious materials used for production of
images. This leads to the second example of a game, that highlight photography and puts it as
a game mechanic that increases empathy to the character and as well allows to re-visit the

memories of spaces the character has already been.

Released on November 5th, 2019 (for PC) RPG Red Dead Redemption 2, setting takes
place in a fictional recreation of the American Old West in 1899. Talented artists modelled a
vast variety of plants, animals, vernacular buildings and clothing suited to that era. Meticulous
research was done to bring the long gone times to a virtually liveable condition. In its open
world a player is provided with a photo mode to capture spectacular views, however the
character is far from this ‘new’ at a time technology of taking pictures. The player has the
power to take a staged screenshot of any event by “freezing” in-game time, while the character
keeps every picture that he possess in a special frame on his bed table as a valuable asset.
Through this analogy it is easy to see the amount of agency one might have(if defined so by the

team of game designers) over the virtual space.

By roaming in the vast land of the Old West it is practically inevitable to encounter Albert

Mason, a photographer, who takes pictures on a large format camera.

“I'm working on a project... photography. Wildlife, that's my thing... or that's what | want
to be my thing.”

That quote characterizes his position towards photography as a way to possess things. That
wealthy looking middle aged man asks the main character a favour, to help him with the staged
photo shoot, by taking the bait close to the pack of wolves. This risky task(alongside with others
from the NPC) provide a character with an image, that will arrive in the following days as it gets
developed, so the character can keep it as a trophy. This image as a commodity, as a character
receives it is somehow close to the image on computer screen that a player sees. The
landscapes of the game are staying in our memories only because of the images on the screen.
Though to feel those emotions of a character, to crave for the image of those wolves we need
to look at it through a screen, even the wolfes for us were artificial and this in game possession

of images adds to the complexity of relationship between the player and the character.

3Statement by the Albert Mason NPC
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1.5 Defining the artificial space

What forms the space? How to define it? While someone that is not in a particular space tries to
describe it, the representation that he/she creates would act as a map of such a space. But
what is a the relation between a map and territory? In Bernhard Siegert's essay on the concept

of "The map is the territory"®

he encapsulates an examination of the interplay between
representation and reality within the context of media and culture. Drawing inspiration from
semiotics, philosophy, and media theory, Siegert explores how the act of mapping, whether
through language, images, or other forms of representation, not only reflects but also actively
shapes our understanding of the world. Through an analysis of historical and contemporary
examples, Siegert elucidates the ways in which maps, as symbolic constructs, mediate our
perception of reality, influencing our social, political, and cultural landscapes. He refers to a

maps not only as a representation but as well as to instrument.

“A main feature of the analysis of maps as cultural technologies is that it considers

maps not as representations of space but as spaces of representation’

In some way every interaction within the artificial space is just a deciphering of a map of it. As
the artificial space itself does not exist in actuality the representation that covers it all takes over

in an array of stacked maps similar to GIS layers.

“*Screenshoot from the game

®*Radical Philosophy. A Journal of Socialist and Feminist Philosophy, No. 169, September/October 2011,
13-16 ; https://www.academia.edu/37605604/The_Map_is_the_Territory

®Boelhower, William. “Inventing America: A Model of Cartographic Semiosis.” Word & Image 4,

no. 2 (1988): 475-96. doi:10.1080/02666286.1988.10436194.
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What can help to make a more clear distinction between territory and the map might be a
complete opposite of the packed with all sorts of data GIS maps - the “map of Nothing” (an
ocean chart that is blank, though is presented within the classical map layout)most possibly
created by Lewis Carol (Annex 2.2) used in “The Hunting of the Snark” creates only a
framework, opens the imagination for any interpretation providing only a boundary, that is

much harder to understand incorrectly:

He had bought a large map representing the sea,
Without the least vestige of land:
And the crew were much pleased when they found it to be

A map they could all understand.

"What's the good of Mercator's North Poles and Equators,
Tropics, Zones, and Meridian Lines?"
So the Bellman would cry: and the crew would reply

"They are merely conventional signs!

"Other maps are such shapes, with their islands and capes!
But we've got our brave Captain to thank:"
(So the crew would protest) "that he's bought us the best--

A perfect and absolute blank!"’

This nonsensical and grim poem depicts nicely how the representations of islands and “tropic
zones” on the maps can hardly be understood or misinterpreted, and therefore lead to
confusion. Instead the capitan opted for a blank map, that leaves behind all the drawbacks and
possible points of arguments. It is a critic of a society where it finds a common ground only in

defining the empty space, as it is not specified.

1.6 Does the world exist when no one is looking?

Our perception of this world is tied with the sensual experience. We touch, we feel the
temperature, smell, hear the sounds. And yet the sense that arguably is the most prone to be
tricked - our eyesight is used to create in our brains a visual representation of a space, the

objects in those spaces, people and their appearances..

"Lewis Carol, The Hunting Of The Snark, was originally published in 1876, digital edition, prepared by So
vereign Sanctuary Press

9



The previous references prove the fact that game engines in the last two decades advanced
drastically to provide us with a high quality, real-time visual representation of a space. Those
spaces could only be seen by us through screens. And what is more interesting is that they do
not exist while a player is not looking. To reduce computing demand on the processor and
graphics card, game engines use complex systems of variations(LevelOfDetail), that show a
player a model with most detail only in close-up, while reducing resolution the further it gets
from the point matching the resolution of the screen. And parts that are not visible in the frame
are not being computed at all, they wait for the players gaze. The physics of our world do not
work in-game. There is no sun that emits light that after bouncing of the objects hit our retina
after passing one the most sophisticated organic apparatuses - the eye. In game a camera is
an apparatus tied to the needs to reduce computing power and provide the most accurate

image, with the least resources.

The issue of agency arises within the context of technological mediation, where spectators are
afforded opportunities for interaction with artificial spaces predominantly crafted by those with
the requisite financial resources. Invariably, such creators harbour aspirations of accumulating
further capital. Within these virtual environments, spectators assume the role of omnipotent
creators, shaping entire worlds through their gaze. Operating within the framework of rendering
procedures, the spectator's perspective, embodied by the camera (which, within the game
engine, functions partly as a surrogate for the player), emits digital light rays that illuminate the
artificial space within the game. This paradigm shift subverts the conventional model of light
emission from designated sources, as the rays emitted by the player's camera envelop the part
of virtual environment. Consequently, the spectator, through the act of observation, assumes
the mantle of world creator, albeit confined to a fixed perspective. Parallels may be drawn to
Plato's Allegory of the Cave, wherein individuals are trapped within the confines of perceptual
illusion, presented with mere simulacra that draw objects and spaces completely fictional and

made up.

8An lllustration of The Allegory of the Cave, from Plato’s Republic
10



2 Serious games

Concept of operational image was initially introduced in Harun Farocki's audiovisual creations
(films and video installations) and writings. The term's definition, frequently mentioned but not
extensively explored, is straightforward and partly apparent in its wording: certain images are

primarily functional; they are not necessarily representational or pictorial.

In the series of installations entitled Serious Games (Annex 4), project that began in 2009,
Harun Farocki investigates how those computer games, created with virtual images of the Iraq
war and developed by specialized companies in simulation design , are also used in
therapeutic processes based on immersive psychotherapies - Virtual Reality Exposure
Therapy(VRET).

Simulations saved lives by creating a virtual battleground environment. And yet again
simulations are helping the ex military to recover from PTSD. 3MDR(Modular Motion assisted
Memory Desensitization and Reconsolidation) experience allows the patient to re-live and
desensitize traumatic experiences by movement on a treadmill combined with a set of
predefined visual cues, images or videos. Instead of moving through the environments of
battlefields patients partly and gradually engage with trauma by creating the environment

through screens.

Often times in VRET sessions the therapist has a certain degree of control over the
environment with which the patient interacts. The agency is put in the hands of a professional,
who can track the reactions of the patient and change the world perceived on the screen in
such a manner that will help the patient to pass through traumatic experience while being in a

controlled environment.

2.1 Parallels I-IV

Transitioning to the primary source of inspiration for this essay, namely, a series of four videos
presented in the form of a multichannel installation titled "Parallels I-IV" by Harun Farocki

warrants examination. As delineated on the author's official website:

_Parallel |_ opens up a history of styles in computer graphics. The first games of the 1980s
consisted of only horizontal and vertical lines. This abstraction was seen as a failing, and today

representations are oriented towards photo-realism.?

®https://www.harunfarocki.de/installations/2010s/2014/parallel-i.html
11



_Parallel 1l_and _Ill_ seek out the boundaries of the game worlds and the nature of the objects.
It emerges that many game worlds take the form of discs floating in the universe — reminiscent
of pre-Hellenistic conceptions of the world. The worlds have an apron and a backdrop, like
theater stages, and the things in these games have no real existence. Each of their properties

must be separately constructed and assigned to them.™"’

_Parallel IV_ explores the heroes of the games, the protagonists whom the respective players
follow through 1940s L.A., a post-apocalyptic, a Western or other genre worlds. The heroes
have no parents or teachers; they must find the rules to follow of their own accord. They hardly
have more than one facial expression and only very few character traits which they express in a
number of different if almost interchangeable short sentences. They are homunculi,
anthropomorphous beings, created by humans. Whoever plays with them has a share in the

creator's pride.*?

"There is the wind that blows and the wind that is blown by wind machines. With computer

images there is only one kind of wind"

Harun Farocki, Parallel Il

Only one wind is left — synthetic, the one defined by the game designer. The movement itself is
not provided by the wind, but rather a simulation of the wind's effect on the trees, grass, rain or
snow — behaviour that would give the space a coherent look. The image is what is left to deliver
the feeling of a wind, that look of the environment affected by it, without a need to have the wind

itself. Pure simulation, that doesn’t break the border of the screen.

“To dissimulate is to pretend not to have what one has. To simulate is to feign to have what one
doesn't have. One implies a presence, the other an absence. But it is more complicated than
that because simulating is not pretending: "Whoever fakes an illness can simply stay in bed and
make everyone believe he is ill. Whoever simulates an illness produces in himself some of the

symptoms” 3

"®hitps://www.harunfarocki.de/installations/2010s/2014/parallel-ii.html
"https://www.harunfarocki.de/installations/2010s/2014/parallel-iii.html
?https://www.harunfarocki.de/installations/2010s/2014/parallel-iv.html

'3 Baudrillard, Jean. 1994. Simulacra and simulation. N.p.: University of Michigan Press.
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2.2 Mere images

“the branches have just learned how to move and the question already arises if they move too

steadlily."

The world that surrounds us is being infinitely represented by images. Advertisements, for
instance, meticulously craft portrayals of products, accentuating their positive attributes while
obscuring any potential drawbacks. This manipulation of imagery raises questions regarding
the value that lays in artificially created spaces — nearly limitless possibilities to manipulate it.
Individuals inhabit various physical spaces, each imbued with distinct characteristics that
shape their perception and utilization. The attributes of these spaces influence the activities
and behaviours enacted within them. For instance, one may choose to study in a library due to
its tranquil ambiance and conducive lighting, as well as the presence of fellow individuals

engaged in scholarly pursuits.

Research teams of huge corporations try to persuade users to utilise VR technology that will in
the future provide those with enormous amount of agency, if the users would be well engaged.
In the game industry the notion of addiction construed positively in late 20th-century game

reviews as indicative of a game's ability to captivate and engage players.

Contemporary society grapples with issues of spatial inequality, wherein access to physical
spaces is contingent upon socio-economic status. Travelling or residing in spacious
accommodations often necessitates financial means, thereby perpetuating disparities in
spatial access and utilization. Consequently, the concept of space emerges as a commodity
imbued with enduring value over time, further exacerbating existing socio-economic

inequalities.

In response to the ethical concerns surrounding underpaid workers, Adidas introduced a mind
boggling solution, unveiled during the Web Summit 2023. The proposed remedy entailed
compensating employees with tokens dubbed "adicoins," which were exclusively redeemable
within the virtual realm of AdiVerse. This approach aimed to address the systemic issue of low
wages by providing workers with a form of “compensation” that offered benefits within the
confines of the virtual environment. By implementing such a system, Adidas claims to bridge
the gap between real-world labor practices and the landscape of virtual economies. However,
the efficacy of that decidion on the global scale and ethical implications of this initiative remain

subject to debate.

"“https://www.harunfarocki.de/installations/2010s/2014/parallel-ii.html
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All of a sudden the asset from the of the virtual world was equated to actual labor, as a one
sided power move. The mere image of what the person might poses with actual money — a

simulation with its purely fictional value.

“ When the real world is transformed into mere images, mere images become real beings —

dynamic figments that provide the direct motivations for a hypnotic behavior. “'°

2.3 Virtual Dérive

An example of how the virtually created space can materialize into actuality is the recent shift to
in camera special effects and shooting without the green screen but rather with a wall of actual
screens is a recent series Mandalorian. The set was nearly completely moved to virtual space,
created in a game engine. Large scenes that couple decades ago would need to be either hand
drawn or built were now continuously output on huge surrounding walls of monitors in a
shooting pavilion. This dome completely changed the dynamics on the set.

Actors no longer needed to imagine being in a desert, at the mountain peak or in a canteen,
they could see all those locations surrounding them, moving with their actions, and easily
adjusted if needed with a click of a mouse. In the interview with the production team of the first

season the Executive producer said:
“let’s design the scenes around what it could do well’ '®

The initiative appears to be a “virtual dérive” — a conceptual framework wherein the spatial
parameters are manipulated to facilitate the creation of visually striking scenarios. In essence,
this approach seeks to harness the predetermined attributes of the virtual space to orchestrate
situations that yield aesthetically compelling outcomes when captured on camera. Based on
the theory of Guy Debord, the concept of dérive denotes a methodological approach
characterized by the aimless traversal of urban terrain, undertaken to elucidate both the
structural composition of the cityscape and its attendant emotive resonances. According to
Debord, dérive represents an experimental mode of conduct that is linked to the socio-urban
conditions prevailing within contemporary society, functioning as a mechanism for traversing
diverse environmental ambiances. The dérive's goals include studying the terrain of the city
(psychogeography) and emotional disorientation, both of which lead to the potential creation of

Situations, in this case - spectacular.

“The spectacle is capital accumulated to the point that it becomes images.”"”

'*  Debord, Guy. n.d. The Society of the Spectacle. theanarchistlibrary.org.

"®https://www.youtube.com/watch?v=gUnxzVOs3rk&t=13s, Jon Favreau
"Guy Debord, The Society of the Spectacle, theanarchistlibrary.org, 11
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https://www.youtube.com/watch?v=gUnxzVOs3rk&t=13s

3 Local context

In the localized context of Central Europe, specifically within the Czech Republic, two games
produced by the studio Bohemia Interactive, situated in Brno, can be distinguished first one
being Arma 3. Though the whole production of this game sponsored alongside with simulation

games for NATO military forces.

The relationship between Bohemia Interactive's military training games and its flagship title,
Arma 3, draws a line between and at the same time bridging armed conflict simulation and
entertainment, reflecting the studio's approach to game development and its engagement with
real-world military applications. As during recent years the platform of Arma 3 because of its
truthful representation of the battleground situations had become at times a source of in-game
pictures and video recordings, that were used by mass media alongside with acclaims of war

achievements, that after the closer look were proven as hoax.

Bohemia Interactive's military training games, often developed in collaboration with various
armed forces and defense organizations, are designed to provide realistic simulations for
training purposes. These simulations aim to replicate real-world scenarios, environments, and
tactics, allowing military personnel to hone their skills in a safe and controlled virtual
environment. The emphasis on authenticity, accuracy, and practicality distinguishes these
training games from conventional entertainment titles, underscoring their utility as serious tools

for professional development and operational readiness.

The studio has even their shooting rank, where members can record sounds and take imagery
of real weapons. This example shows how in some situations the precision and accuracy of
virtual environments and in-game ballistics had been given a certain value, that is being used in

the war training goes to the more civil culture in the form of a AAA game title.

3.1 Map and the territory

Another notable example of a game in relation to creating the artificial environements was
made by Czech studio Warhorse. Kingdom Come: Deliverance, offers insight into the
production and utilization of in particular actual maps and buildings within the gaming industry.
Kingdom Come: Deliverance, an open-world role-playing game set in medieval Bohemia,
presents a meticulously crafted virtual landscape that mirrors historical locations and
landmarks with remarkable accuracy. This section examines the process by which the maps of
Kingdom Come: Deliverance were produced and their role within the game's immersive

narrative and gameplay experience.
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The development of Kingdom Come: Deliverance involved extensive research into historical
sources, archaeological records, and geographic data to recreate the landscapes, towns, and
castles of medieval Bohemia with a high degree of authenticity. The studio's commitment to
historical accuracy extended to the creation of 3d aerial scans, which played a crucial role in
informing the layout, topography, and navigation of the game world. Using a combination of
satellite imagery, historical maps, and field surveys, the development team meticulously
reconstructed the terrain and landmarks of medieval Bohemia, ensuring that players would
encounter a believable representation of the region as it existed in the 15" century. However
those maps were nonetheless heavily altered to enrich the players experience by neglecting

the uninhibited parts (the transportation in game is either on foot or on horse)(Annex 5)

This example shows the amount of power over the virtual space that a such company as game
design studio posses. This correction in the map did definitely enrich the gaming experience,
though the border of the representation being accurate becomes blurry. Even though this game
does not position itself as historically correct it leaves the imprint In the memory of seing the

places as they were in 15" century Bohemia.
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Conclusion

Throughout our investigation, we have examined multiple instances of space representations
dependent in one way or another on imagery and screens. Through this examination we have
tried to tackle various ways of space representation, tied with the medium of screen. Our goal
was to understand how images shape spatial environments, while also seeing the multiplicity of
the screens that give layers of meaning to what's shown on them. As we delved into diverse
topics, ranging from the portrayal of artificial spaces in video games to the utilization of virtual
currencies in labor compensation, we encountered a breadth of thematic complexities. We
have touched on the topics that have been discussed in the Parallels by Harun Farocki, tried to
see the cultural, political and social significance in the works from various medias, all within the
frame of the screens of various forms. Yet, our investigation remains ongoing, as we continue
to explore the often subtle but important connections between image, screen, and space in the

evolving landscape of contemporary media.
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Annex 1

William Hogarth's engraving, "Southwark Fair," 1730

Frnvented Faited & Fngravd by W Hagarth. i7:
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Annex 2

Kinetoscope 1890s (left)

Stereoscope 1860s (right)

Kaiserpanorama 1880s
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Annex 2.1
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Annex 2.2

https://snrk.de/page_the-ocean-chart/
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Annex 3

BioShock Infinite Courtnee Troy First Audition Kinetoscope Clash in the Clouds Easter Eqg
(youtube.com)

i [3l0l6[5H

X WATCH COURTNEE & TROY AUDITION KINETOSCOPE
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https://www.youtube.com/watch?v=tA8C2VAsZoM
https://www.youtube.com/watch?v=tA8C2VAsZoM

Annex 4

"®Harun Farocki, Serious Games I, 2010, still from video installation © Harun Farocki, 2010
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Annex 5

A map of region in "

The map from the same location from the game

https://dtf.ru/games/16460-kak-seichas-vyglyadit-mestnost-iz-kingdom-come-deliverance
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4 List of the Student’s Own Artistic Works

1. | am tracked therefore | am.(2022)FAMU, Semestral work
https://vimeo.com/696048353

2. H&F(2021)FAMU Semestral work
https://vimeo.com/695244404

3. LM(2021)FAMU Semestral work
https://vimeo.com/695244788

4. DDDD(2022)FAMU Semestral work
https://vimeo.com/771102724
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