
Immersie

To create believability in games the whole gameworld has to be taken

into consideration. A game needs to have a balance between story,

space, time and actions. A game doesn t require a complete predefined

story in order to be believable.

(Creating a believable gameworld - Judith Dormans)

Geloofwaardigheid

Although games have been played in real-world spaces for

milennia, the appearance of electronic and digital games in

the last few decades have provided new kinds of game

spaces: Playgrounds that exist only on the screens of computer

monitors and televis ions. These game spaces take multitude

of forms, from blocky 2d grids to expansive 3D worlds.

(Rules of Play - Salen & Zimmerman)

Instead, drawing on both Leirfall and Lefebvre, I will posit spatial

representation in computer games as a reductive operation leading

to a representation of space that is  not in itself spatial, but symbolic

and rule-based. The nature of space is not revealed in this operation,

and the resulting product, while fabricating a spatial representation, in

fact uses the reductions as a means to achieve the object of gameplay,

s ince the difference between the spatial representation and real space

is what makes gameplay by automatic rules possible. In real space,

there would be no automatic rules, only social rules and physical laws.

Computer games, finally, are allegories of space: they pretend to portray

space in ever more realistic ways, but rely on their deviation from reality

in order to make the illusion playable.

(Allegories of Space - Espen Aarseth)

Leirfall, following Aristotle and Kant, does not accept the notion

that Cyberspace, virtual spaces and, implicitly, computer games,

constitute an alternative type of space of autonomous qualities.

By being generated, cyberplaces are "regions in space", and

cannot exist as parallels of real, three-dimensional space. This

is an important point. "Cyberspace" and other such phenomena

(e.g. computer games) are constituted of s igns and therefore

already dependent on our bodily experience in, and of, real space

to be "hallucinated" as space. Moreover, the fact that they are not

real space but objects and places is the only reason we can

perceive them at all. If they had not been objects, but real space,

(somehow) computer mediated, and then we would not have been

able to tell them apart from real space unmediated. As spatial

practice, computer games are both representations of space (a

formal systemof relations) and representational spaces (symbolic

imagery with primarily aesthetic purpose). It indicates that the

spatial representation in computer games is ambivalent and

doublesided: it is both conceptual and associative.

(Allegories of Space - Espen Aarseth)

Alternatieve realiteit/ruimte?

More than time (which in most games can be stopped), more than

actions, events and goals (which are tediously similar from game

to game), and unquestionably more than characterization (which is

usually nonexistent) the games celebrate and explore spatial

representation as its central motif and raison d être. But what is

"spatial representation", and what is its  relation to "real space"?

(Allegories of Space - Espen Aarseth)

Ontdekking

Another possible distinction can be made between two different

spatial representations: the open landscape, found mostly in the

"simulation-oriented" games, and the closed labyrinths found in

the adventure and action games. We might call this the "indoor" vs.

the "outdoors" distinction, or s imply distinguish between games

that use doors to control movement vs games that do not.

(Allegories of Space - Espen Aarseth)

Typen GameSpace

Geschiedenis/Ontwikkeling GameSpace

One could argue that such responses (games waarbij fysieke bewegingen

nodig zijn) reflect the degree of control they feel over what happens on the

screen. We speak not just of controlling the characters but of owning  the

space of the game. Games routinely create the same degree of immersion

without having to totally surround us (zoals IMAX).  One could argue that it is

our knowledge of the interactive potential of games which produces these

kinetic effects, yet I have observed sim ilar kinds of behavior from people

watching pre-recorded clips from games, suggesting that the response has

as much to do with the visual presentation of the action as any real-time

engagement with the controller. (GAMES, THE NEW LIVELY ART - Henry Jenkins)

Gameplay

Importance should be placed on the fact that a game space

projects both a semantic and a mathematical space. The

game space is constructed  it is  made up of polygons,

object relations, textures, rendering strategies, etc.  and, at

the same time, it is nothing  without the presence of the

user within this represented world. The game space is the

result of numerous mathematical calculations, but it is

furthermore a space that exports meaning and is open for meaning.

(SPACE AS FORM  SPACE AS REPRESENTATION - Manovich)

Secondly, it seems that space is not a pure  concept at all,

since it is connected with time. Time provides space with

depth, relations, and maybe  some would assert  it assigns

narratives to space. Whenever there is space there is a story,

since  and this would be the argument  space needs to be

perceived not only as an available abstract plane of coordinates

but also as a set-up for lines and trails  that move in time. Thirdly,

space differs depending on whether we look at it from a human

angle or from a strictly mathematical angle.

(SPACE AS FORM  SPACE AS REPRESENTATION-

Manovich)

In Kritik der reinen Vernunft (1793) he (Kant) argues that space

and time are the perception forms  or modes  of reason

(Verstand). One thinks  with these forms, but one cannot

transgress them. This is to say, one cannot turn them into

objects of a pure  philosophical enquiry.

(SPACE AS FORM  SPACE AS REPRESENTATION-

Manovich)

Geen object

Soja (1996:66-88) argues that there are no pure lived spaces and

no pure imagined spaces in the strictly aesthetic sense. All

spaces are contaminated with the trace of the other, and this trace

constitutes what Soja calls Thirdspace. Thirdspace is both lived

and imagined. (Playing in the Zone - Brett Nicholls & Simon Ryan)

Jesper Juul suggests, computer games players necessarily hover

in a twilight zone  between interconnecting spaces: the lived and

the imagined. The gameplayer, Juul writes, inhabits a twilight zone

where he/she is both an empirical subject outs ide the game and

undertakes a role inside the game .

(Playing in the Zone - Brett Nicholls & Simon Ryan)

Aarseth makes a valid point when he posits computer games

as a reductive operation leading to a representation of space

that is  not in itself spatial, but symbolic and rule-based . Lived

space is thus privileged over the symbolic illusion of the game.

The game is the binary opposite of the lived, and functions as

the object of the imagination. But there is a technical interface

at work as well, one that suggests that the game has a life of its

own that impacts upon lived space.

(Playing in the Zone - Brett Nicholls & Simon Ryan)

Fysieke Ruimte

I want to suggest that videogame players need not

actually touch a joypad, mouse or keyboard and that our

definition needs to accommodate these non-controlling

roles. The pleasure of videogame play does not simply

flow through the lead of a joystick. What I am also saying

is that the pleasures of videogame play are not principally

visual, but rather are kinaesthetic.

(The Myth of the Ergodic Videogame - James Newman)

Interactiviteit

(Gameplay)

Merging real (serious life) spaces with imaginary game spaces,

HRGs also challenge a common characteristic of traditional games:

Games generally have another status when compared to reality.

According to Järvinen, Heliö, and Mäyrä (2002), The events in the

game do not affect the states of things outside the game  (p. 14).

However, the most relevant feature of HRGs is s ituating the game

inside traditional daily-life spaces, therefore blurring the borders

between real space and the game space.

(Hybrid-Reality Games Reframed-Souza e Silva)

HRGs have three main characteristics: (a) They use mobile

and location-aware interfaces, (b) they bridge physical and

digital spaces, and (c) they transform the city space into the

game board, rather than taking place solely in a s imulated

computer environment. HRGs are not necessarily pervasive

games but are always location based. (Hybrid-Reality

Games Reframed-Souza e Silva)

Have a strong focus upon closing the perceptual

gaps between virtual worlds and physical worlds
Virtual Reality

Is concerned with embedding intelligence

within everyday environments
Ubiquitous Games

Games that pervade our daily experience. Pervasive Games

A game that takes relative or absolute but static

position/location into account in the game rules. Location Based Game

A game that takes changing relative or absolute

position/location into account in the game rules.

Mobile Games

Trans-Reality Gaming

(Hybride ruimtes)

'Videogame spaces are experienced viscerally with the whole

body. The exploration of videogames space is a kinaesthetic

pleasure. It is  important, therefore, to consider the ways in which

players virtually exist within these spaces.

(VideoGames - James Newman)

James Newman has argued that we might understand the

immediacy of game play not in terms of how convincing the

representation of the character and the fictional world is but

rather in terms of the character s capacity  to respond to our

impulses and desires. Once we engage with the game, the

character may become simply a vehicle we use to navigate the

game world. As Newman explains.

(GAMES, THE NEW LIVELY ART - Henry Jenkins)

The player's narcissistic connection to the player-character occurs

when the player embraces the player-character not just as having

some traits in common with the player, but as being part of the player.  

This narcissistic acceptance is necessary for the player to enter into

the game space as a part of the game space and for the player to

traverse the medium of the screen. Without narcissistic projection,

the player remains outside of the screen and can operate on the

screen, but not from within the screen.(When Seams Fall Apart -

Laurie Taylor)

Manovich is describing the process by which the user enters

into a telepresent relationship as a precondition to enter into the

other virtual space. (When Seams Fall Apart - Laurie Taylor)

In video games, identification as the perception of a common

quality with an other, subject or object, occurs with relation to

the player and the player's position to the game space as the

player incorporates the player-character, which is her image

in that game space, into her identity soas to become immersed

in the game space. (When Seams Fall Apart - Laurie Taylor)

Identificatie

Means that the subject exists in multiple areas in such a way

as to be able to effect change in that (or those) other areas while

also being able to effect change in the subject's physical space.

Critically, the player exists as the subject in one field and then

projects into the field of the game space. Thus, the subject exists

in s imultaneous multiple spaces, further complicating the

relationship of the subject to her created representations.

(When Seams Fall Apart - Laurie Taylor)

Telepresent State (When Seams

Fall Apart - Laurie Taylor)

Digitale ruimte (Cyberspace)

there seems to be a clear distinction in the games  world models

between the player s puppet and other elements, such as the

environment itself. One is "in the world, but not of the world", so to

speak. However, though this is the leading paradigm, there are

exceptions. This distinction (the relationship between user

representation and world representation) may also mark the

difference between simulations and less "realistic" games.

(Allegories of Space - Espen Aarseth)

Visuele spelwereld

Actually, computer games simulate this s imulation technique:

when playing a game it is not the physical body movements

themselves that modify the game space (that would be genuine VR)

rather, it is  the represented body, i.e. the corporeal viewpoint, which

is transferred into the game s space.

(SPACE AS FORM  SPACE AS REPRESENTATION - Manovich)

Fysieke bewegingen

'Positional audio extends the player's spatial coherence and integrity

of gameworlds. Positional audio extends the player's spatial awareness

and experience beyond the visual. [...] The important consequence is that

the gamespace is afforded a greater holism and the player is encouraged

to remember that the gameworld persists outs ide and beyond the window

of the screen thereby further reinforcing the reality effect of the game.

(VideoGames - James Newman)

Whilst in film, the audience is actively making meaning out

of the audiovisual elements, players of computer gamers

interact with the audiovisual elements to a point that elements

on screen are player initiated. Sound elements, particularly

soundeffects, fit this description as they have the capacity to

respond to our impulses and desires.  This cognitive process

is, as game academic Ulf Wilhelmsson puts it, that sound

always renders some kind of visual response when perceived

by a human, or in other words, when we hear a sound we render

a visual representation of that sound.  To Wilhelmsson, sounds

have a clear and meaningful relation to the game play and the

graphics, denoting what is actually going on the game and telling

the gamer something about the environment that they are a part of.

(Sound/Navigation/Game Experience - Shane Pulmano)

Geluid

Alles wat de speler tot zijn spelwereld rekent

Magic Circle (Johan Huizinga)
Omvat gamespace niet meer dan het visuele aspect?

Is er een gamespace mogelijk zonder visueel aspect?

Waarom dan geen fysieke ruimte?

Kan meerdere vormen aannemen  (Salen & Zimmerman)

Graphics (2d & 3D)

Virtueel aspect

Gamespace
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De mindmap is als aparte bijlage toegevoegd omdat het anders niet leesbaar zou zijn in dit document. 

Maar wat ik gedaan heb, is alles neergezet wat er in me opkwam rondom het begrip gamespace. 

Tevens ben ik op zoek gegaan naar theorieën rondom gamespace en de fysieke ruimte. Deze 

theorieën heb ik tevens in de mindmap gezet met daarbij de tekst en auteur. Maar omdat de mindmap 

slechts aangeeft wat er allemaal bij het begrip gamespace zou kunnen horen, zal ik hieronder verder 

ingaan op de structuur van mijn artikel. 

 

Argumentatiestructuur/voorstel 
 
Voor het computertijdperk werden spelletjes, of games zoals ik deze verder zal noemen, ontwikkeld en 

gespeeld in de fysieke wereld waarbij er gebruik gemaakt werd van eigenschappen van de wereld zelf 

zoals fysieke objecten, het gevoel van ruimtelijkheid en ruimtelijke relaties. Maar met de komst van 

computergames daalde deze fysieke activiteiten waardoor de spelwereld verschoof van het fysieke 

naar het digitale. Momenteel zien we een trend waarbij de nadruk weer meer op het fysieke aspect 

komt te liggen waarbij er een combinatie ontstaat van het virtuele en fysieke. Dit heeft consequenties 

voor relatie tussen de digitale en fysieke spelwereld. De spelwereld wordt gamespace genoemd, maar 

in het verleden viel hier alleen datgene onder wat er op het beeldscherm te zien was. Maar met de 

vervagende grens tussen digitale en fysieke ruimte zouden we opnieuw moeten kijken naar het begrip 

gamespace. In mijn artikel wil ik kijken naar hoe wij met de term gamespace om moeten gaan onder 

invloed van de veranderende relatie tussen het digitale en fysieke aspect tijdens het spelen van 

computergames. In mijn visie is gamespace veel meer dan dat er eerder veronderstelt werd, namelijk 

dat het alleen van toepassing is op het visuele aspect van games. Ik zal uiteenzetten dat ook geluid 

en fysieke bewegingen tot de gamespace gerekend kunnen worden maar dat de ‘nieuwe’ innovatieve 

manier van spelen geen radicale breuk bewerkstelligt in hoe wij naar gamespace zouden moeten 

kijken.  

 

De structuur van het artikel zal als volgt zijn: 

 

• Inleiding: 

o Een korte beschrijving van de overgang van fysieke games naar computergames 

waarbij computergames de overhand kregen en het fysieke aspect werd beperkt tot 

een minimum 

• Trans-reality games: 

o Beschrijving van de gametrend waarbij de fysieke ruimte en digitale ruimte 

gecombineerd worden. Een overkoepelend begrip voor dit soort games is trans-reality 



games. Dus waar we eerst een verschuiving zagen van het fysieke naar het digitale 

zien we nu een (gedeeltelijke) verschuiving van het digitale naar het fysieke. 

• Gamespace: 

o De term gamespace is in feite nooit duidelijk gedefinieerd. Maar er werd wel altijd 

gesuggereerd dat alleen datgene wat zich op het beeldscherm afspeelde tot de 

gamespace gerekend mocht worden (Salen & Zimmerman). Binnen dit onderdeel zal 

ik aan de hand van James Newman aantonen dat in ieder geval geluid tot de 

gamespace gerekend kan worden en nu ook fysieke input.  

• Relatie tot het fysieke: 

o In dit stuk zet ik uiteen hoe er over de digitale wereld gedacht wordt. Waar het op neer 

komt is dat cyberspace slechts een representatie van ruimte is binnen onze fysieke 

leefwereld. Het kan in feite geen ruimte genoemd worden omdat het anders niet te 

onderscheiden zou zijn van onze daadwerkelijke leefwereld (Leirfall). Dat we het een 

ruimte noemen heeft te maken met onze ervaringen en waarnemingen in de fysieke 

wereld. Ook is er sprake van een paradox want aan de ene kant ontsnappen we het 

echte leven door een game te spelen, maar aan de andere kant herleven we de echte 

wereld door de game te spelen aangezien deze gebaseerd is op de fysieke realiteit 

(Aarseth).  

• Firstspace, Secondspace en Thirdspace: 

o Thirdspace is een term bedacht door Edward W. Soja en bedoelt hiermee een 

conceptuele ruimte dat de Firstspace, de fysieke levensruimte, en Secondspace, de 

illusionaire ruimte, combineert. De huidige gameontwikkelingen neigen steeds meer 

naar deze term te schuiven. 

• Telepresent State: 

o Dit is de modus waarmee een speler zich tegelijkertijd binnen verschillende ruimtelijke 

domeinen kan begeven (Taylor). Tevens geeft dit de mogelijkheid om vanuit diverse 

domeinen niet alleen invloed uit te oefenen binnen het eigen fysieke domein, maar 

ook op de andere domeinen.  

• Conclusie: 

o In de conclusie zal ik stellen dat de gamespace veel meer is dan alleen het visuele 

aspect. Omdat de gamespace begint bij betekenisvorming door de speler valt eigenlijk 

alles onder gamepace wat de speler eronder verstaat. Fysieke bewegingen spelen 

hier ook een rol in waardoor fysieke ruimte die je nodig hebt om te bewegen de 

gamespace vergroot, maar in feite is dit geen radicale verandering in de vorming van 

een gamespace. Het is slechts een van de vele elementen die de gamespace zouden 

kunnen vormen, maar zeker niet de basis. Waarom je in eerste instantie zou denken 

dat het wel een radicale verandering zou zijn bij het gamen komt door het feit dat er 

eigenlijk nooit goed gekeken is naar de term gamespace en dat het fundament 

hiervoor betekenisvorming is. 
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