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Foreword

Sean Stewart

Fall 2000. Jordan Weisman and Elan Lee were talking about a new kind of game, one that couldn’t be confined inside a video-game console. Jordan’s phone rang, as it does constantly, but this time both men stared at it, and then Jordan said: “ Wouldn’t it be cool if that was the game calling? ”

***

From the classic college campus assassination game Killer and the simple short message service-based BotFighters, which allow players to fight one another as they move through their regular lives, to intensely immersive theater pieces like Momentum, in which players were possessed by the spirits of dead revolutionaries around the clock for 36 consecutive days, pervasive games are entertainments that leap off the board, console, or screen and into your real life. The authors of this book have created the definitive history of the genre, as well as a compendium of case studies, design directions, and moral questions for the next generation of people interested in the intoxicating mixture of game and real life.

***

I was introduced to the concept of The Game That Would Call You in January of 2001 when I was hired as a lead writer to work with a giant project for Steven Spielberg’s upcoming movie A.I.: Artificial Intelligence. Jordan’s plan was to build the whole world of A.I. online and then let the audience walk into it, like Alice falling down the rabbit hole into Wonderland.

The game world would be vast and elaborate. Hundreds of linked Web pages would form the skeleton: personal blogs, avant-garde art hangouts, the entire online catalog of a manufacturer of geisha robots, political action groups, government agencies, and not one but two complete universities with dozens of departments. The first time we wrote a list of all the things we would need to bring this world to life, it was 666 items long; that’s where the project earned the nickname The Beast. Along with Electronic Arts ’ Majestic, The Beast would spawn an entire subgenre of pervasive games called alternate reality games (ARGs). These are interactive stories in which you, in the audience, are also a crucial character, and your decisions drive the narrative.

We had a few basic design principles:

Come into the players ’ lives in every way possible. We hosted Web sites for you to browse, sent emails to your inbox, and arranged for faxes to be sent to your office “ by mistake.” We got a gravel-voiced Microsoft employee to record a menacing message from a robot revolutionary and then called players on their phones, which was electrifying, particularly at the home where a player’s grandmother answered the call. (Then we had a polite conversation with the police, but that’s another story.) We even held live events where, for the duration of the meeting, you were a citizen of 2142, talking to actors playing the part of other people in that time.

Make it interactive. Let players affect the world. Of course, when you have a story you want to tell, this is difficult, but we evolved many different strategies for letting players touch the world. The basic rhythm of the game was “ players solve a puzzle to get the next piece of the story. ” For instance, players might find a password-protected secret diary, so they would need to figure out the password to get the next piece of information. We encouraged player-generated content by having Metropolitan Living Homes magazine host a competition for designing the best sentient home. We introduced Loki, a rogue AI who fed on nightmares. We knew he could be killed if he went to a certain Web site, but we let the players design a plan for luring him there. Dozens of them compiled a list of their own most terrifying nightmares and used it as “ bait. ” Within hours of them posting that information, we had written and recorded a flash movie of Loki’s death soliloquy stitched together from pieces of their dreams, so the players, shocked, heard a game character speaking words they had written only 2 days before.

The larger political narrative that ran through the game was about a referendum on whether AIs should remain slaves or be granted citizenship. We filmed two alternate endings to the game and let the players’ real, unmanipulated vote decide the issue.

Embrace community. The nature of the Internet is that as soon as one person knows something, everybody knows it. Instead of fighting this, we tried to use it to our advantage. By forcing the players to interact, after all, we could “ populate ” our world of 2142. And interact they did. For instance, starting with only three photographs of kitchen utensils and an audio file of a dripping tap, they slowly broke a message written in the original Enigma code the Nazis used during World War II. We put half a chess problem in the New York Times one day and the other half in the Los Angeles Times a few days later, confident that players would see both, assemble them, and identify the right next move correctly. When a crucial clue went missing from a live event, leaving one puzzle impossible to solve, players built a distributed processor — literally linking more than 400 of their computers together — to hack into an encrypted site by brute force.

For players, community interaction was the most intense and rewarding part of the game. My evidence for that assertion? In my career as a novelist, at best I have gotten the occasional fan letter. After several of our ARGs, I have been invited to the weddings of people who met and became engaged in the course of the game.

***

The nature of a pervasive game, in all the many varieties discussed in this book, is to make the “ magic circle ” of a game not a barrier, but a membrane; to let game and life bleed together so that game becomes heavy with the reality of life, and life becomes charged with the meaning of game. As Elan said, “ The player’s life should be the game board. ” An interviewer, talking to one of the players, asked, “ When you are playing one of these games, who are you pretending to be? ” To which the player replied, “ Basically, you’re playing someone who is exactly the same as you in every way, except they think it’s real. ”

For instance, within 24 hours of posting a blog entry about her grandmother’s death, the protagonist of The Beast, Laia Salla, received hundreds of condolence emails. Nobody writes to Madame Bovary or Anne of Green Gables. But Laia was different. Laia had a phone number you could call; she wrote you email and you could write back. She treated you as if you were just as real as the rest of her friends in the year 2142, and it was hard not to repay the favor. Laia admittedly lived in the 22nd century, but in many ways she was every bit as real as your cousin who lives in Cleveland; more real, actually, or at least polite enough to write you more often.

***

In the spring of 2002, Elan gave a famous talk at the Game Developers Conference. The title was taken from our in-house motto for The Beast: This Is Not a Game.

Our driving goal was to make that game feel real. Not because we wanted anyone to think it was real — all the Web sites were dated 2142, after all — but because the depth and care with which we created our alternate world served as a token of good faith to the players. It was our way of saying, “ Come. Play with us. If you are willing to suspend your disbelief, we will make it worth your while. ”

To live, this kind of entertainment needs access to your life. Pervasive games, like vampires, can only enter if you let them in.

***

Of course, “ This Is Not a Game ” is only half the equation, and probably the less important half. It is easy to extend a game into real life once you make that a goal, but doing so raises many questions. Just as a good movie is more entertaining than a 90-minute slice of your regular life, a good game has rules that make it fun to play. There are even moral questions. If, in the course of a narrative game, an actor “ dies ” on a public bus, how does that affect passersby that don’t realize that the death is “ only a game? ” For that matter, what responsibilities do game designers undertake when they ask their players to play in the real world? For instance, in 2004, Elan and I worked on a game called I Love Bees. The core mechanic required players to go into the real world to answer pay phones. On one occasion, one of our players went to answer a phone on a Florida beach only hours ahead of a hurricane landfall. Without meaning to, our game had clearly put him in harm’s way.

The issues that arise when you extend the magic membrane of game into real life are what make this book so compelling. Markus Montola, Jaakko Stenros, and Annika Waern have done an admirable job in creating the definitive resource for students, researchers, and designers of pervasive games. The wealth of case studies in this book, its understanding of issues in game design, and its willingness to tackle even the field’s hard ethical questions make it an invaluable resource for everyone interested in playing in the real world.
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Introduction

We love games.

We love board games, party games, role-playing games, digital games, online games, and all kinds of games. We all had our first strong experiences of pervasive games — of games that felt somehow more real, more encompassing, and more engaging — over ten years ago. These games were played among everyday people living their everyday lives. Markus and Jaakko remember fondly their first pervasive larps, role-playing around the city, looking at the streets through fantasy glasses and seeing things ordinary people had no idea of. Annika often reminisces about her visits to Medieval Week on Gotland, how regular tourists went in hiding as the whole city was transformed by hundreds of celebrating people wearing elaborate historical costumes.

Traces of pervasive playfulness can probably be found in all civilizations, even though in this book we only look at the last few decades. Mysteries, scavenger hunts, and ludic pranks have long been a part of modern society. Yet it was the recent advances in communication technologies — in particular the adoption of the Internet, mobile communication, and positioning technologies — that opened new design spaces for pervasive play. The very term pervasive game was probably coined in the year 2001, when The Beast, Majestic, and BotFighters were launched. These were games that shamelessly defied the usual boundaries of play. Since then experimental and commercial pervasive games have spawned everywhere, and today they form a varied landscape. An important goal of this book is to map new terrain and to find the design tricks, philosophies, and techniques that make pervasive games tick. In the process of writing this book, we have discovered countless exciting styles, genres, and traditions that we have enjoyed dwelling into and trying out. We are constantly surprised by the novel pervasive activities people come up with.

As we have become more aware of the pervasive forms of play, we have learned to see them all around us. In part this is because we look for them, but we feel that society is also changing. This shift is brought into focus when we tune in to watch The Amazing Race players compete around the world, when advertisement campaigns for films, cars, and burgers adopt the form of games that blur fact and fiction, but also in everyday interactions when we receive Facebook invitations to join geocaching expeditions. Every week we read about a new, daring Banksy painting, witness some jackass climb a skyscraper wall on YouTube, or hear of a new flash mob turning a public square into 2 minutes of carnival on an ordinary Thursday afternoon. Researchers and companies around the globe come up with new playful ways of using mobile and positioning technologies. Even mainstream conventions of what it is to play a game are shifting. Playfulness is seeping into the ordinary. Everyday life is becoming interlaced with games.

This new family of games has been called by many names: adaptronic games, alternate reality games, ambient games, appropriative games, augmented reality games, big games, brink games, context aware games, crossmedia games, geogames, hybrid games, immersive games, invasive games, location-based games, locative games, massive games, mixed reality games, mobile games, pervasive games, reality games, supergames, total games, transreality games, ubiquitous games, urban games, and so on. The plethora of similar yet not identical labels illustrates not only that pervasive games are part of the zeitgeist, but the difficulty of grasping this new playing field.

This book is our best attempt at connecting the dots and drawing a big picture of pervasive games.


How to Use This Book

This book is intended for game researchers, game designers, and pervasive game enthusiasts. It is also relevant for people who have a general interest in the cultural shift fostered by the increasing presence of games in our lives.

The book has therefore been divided in three parts: Theory, Design, and Society. The very first chapter should be an interesting read for all readers, but with the other chapters it is possible to pick and mix based on one’s tastes. (Unless you are a student and your teacher has chosen the relevant chapters — in which case you have our sympathies.)

The first section on Theory explains what pervasive games are, where they came from, and what forms they take. These three first chapters lay the foundation for understanding what comes after. In the first chapter, the concept of pervasive games is defined and their relation to games in general is discussed. The second chapter looks at how pervasive games can be divided into different genres. The third chapter charts the historical influences, looking at neighboring and preceding phenomena that have laid the groundwork for the current surge of pervasive games.

In the second section, Design, we look into what we can learn from the pervasive games that have been designed and staged previously. This section is targeted primarily at the pervasive game designer, but these tools are also useful in the study and analysis of pervasive games. As with all game design, pervasive game design is second-order design: The designer does not design play but the structures, rules, and artifacts that help bring it about.

Chapters Four, Five, and Six look at pervasive games spatially, temporally, and socially, charting opportunities and highlighting challenges. Chapter Seven looks at pervasive games from a holistic perspective, even giving normative design guidelines for particular kinds of pervasive games. Chapter Eight explores the use of technology as a design tool. Chapter Nine focuses on mobile phones, the most widely used platform for pervasive games.

In the third part, Society, we take a step back and view pervasive games in a wider societal context. Games are always political, but play that transgresses the boundaries of games is even more so. This part of the book is an important read for anybody who produces, markets, or studies pervasive games.

Chapter Ten tackles the ethics of pervasive games. Activities that blur the border between ordinary life and game are almost automatically packaged with numerous ethical issues. The chapter gives few definite answers to what makes a pervasive game ethically acceptable or unacceptable, but outlines the dilemmas each designer must address and provides the conceptual tools that allow us to discuss them. Chapter Eleven looks at the challenge of marketing pervasive games to a wider audience. As these games can be difficult to pitch in a few words, it is helpful to consider how to better categorize them. In Chapter Twelve, pervasive games are discussed as a form of art and as a political tool by three distinguished designers. Finally, Chapter Thirteen ties pervasive games to the media culture in general and sees major shifts in how the struggle for public space, the blurring of fact and fiction, and the rise of ludus in society are changing the way we perceive the world.

It is almost impossible to fully appreciate games without playing them. Unfortunately, in the case of pervasive games, it is often difficult to play all the interesting ones as many games are run only once, in private, or staged on faraway continents.1 We have tackled the problem through a portfolio of case descriptions that represent the broad spectrum of pervasive games, each illustrating the central themes of the following chapter.

Throughout the book, we need to bring up various social distinctions that are all too easy to problematize with postmodernist argumentation. For instance, we talk about game worlds and virtual worlds as the domains where ludic action takes place. The difficulty in such concepts is defining their opposites: The real world is a very problematic term, as a game world and the physical world can be argued to be equally real. Restricting ourselves to discussing the physical world would be equally problematic, as our ordinary life spans many virtual areas — and all virtual worlds are based fundamentally on physical existence. Even talking about gaming versus ordinary life is problematic, as for many of us gaming is an everyday activity that plays a central role in our ordinary lives. Nevertheless, we use ordinary life as the opposite of play time, actual and factual as opposites of fictional, physical as an opposite of virtual, and so forth. We could have highlighted the social nature of these distinctions by adding quotation marks to all occurrences of words such as real, actual, and ordinary, but we omitted them in the interest of readability.

Working with this book turned into an exploration of countless cultural trends and local niches of play. We started writing this book to document what we had learned during three and a half years of researching pervasive games, only to discover that we had barely scratched the surface. Whenever we felt we had mastered a particular facet of our subject, we discovered several new aspects that could not be left untouched. Every time we studied the origins of one game, we found another lurking behind it. Eventually, every thread could not be followed, every idea could not be explored in equal depth, and every game we researched could not be included. Throughout the process the words of Johan Huizinga gave us hope. In the foreword to his classic Homo Ludens he writes:


The reader of these pages should not look for detailed documentation of every word. In treating of the general problems of culture one is constantly obliged to undertake predatory incursions into provinces not sufficiently explored by the raider himself. To fill all the gaps in my knowledge beforehand was out of the question for me. I had to write now, or not at all. And I wanted to write. (Huizinga, 1938)



It is hoped that others will stumble through our web of concepts, descriptions, and assumptions to find themselves inspired to design, stage, and study pervasive games. It is our humble hope that we have not written the last word on the subject, and that others will pick up where we have left off.

Helsinki and Stockholm, January 1, 2009

Markus Montola, Jaakko Stenros, & Annika Waern



Notes


	1. We have not added dates to the games presented in the text: Many games (tag) are impossible to date, whereas others (scavenger hunt) are reinvented every time they are staged, and some (basketball) have been played in countless variations. Whenever available, the year of the game can be found from the ludography of the book. This book is also packed with borderline cases that can sometimes be seen as games and sometimes as something else: For example, skateboarding is a playful leisure activity and a competitive sport, whereas Abstract Tours is a participatory art performance and a playful challenge.
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Case A Killer: The Game of Assassination

Markus Montola and Jaakko Stenros

You are an undercover assassin. You’re living your everyday life: Going to work, school, home, performing your day to day tasks, hiding in plain sight. But in secret, you are stalking a target, always keeping a hidden weapon at hand. You build bombs and prepare weapons while trying to scrounge as much information on your target as possible. Taking the perfect shot at him requires you to wait for hours in a stairwell, trying to hide from his cautious gaze. Maybe you get close enough to poison his coffee, trying to act normal while serving the deadly dosage.

Yet you must look over your shoulder constantly; you are also somebody else’s target. As the target, you are waiting for the dagger of another assassin, who might be your friend or someone you’ve never met before.You know there is someone out there intending to get you, and there is no way of telling how or when she will strike.

That is how you play Killer. The referees assign one player to be your target, someone who you, an assassin, must kill and remove from the game using toy weapons. You are given some basic information about the target and his habits — maybe a photo, name, and a home address. Using an arsenal including water guns, plastic knives, vinegar (poison), and alarm clocks (time bombs), you are supposed to stage a successful assassination. It is not always very easy; in fact it may take days of legwork to catch someone. Depending on the rules, various means may be acceptable; maybe you could call his girlfriend and ask how to find your target. When you score a kill, the referees assign you a new mark; typically you get to kill your victim’s target. The last man standing wins, or sometimes the player who scored the most kills.

Killer is a decades-old game. No one really knows where it came from. J. W. Johnson (1981) has tracked its roots to The Seventh Victim, a short story written by Robert Sheckley in 1953, and especially the Italian cult film based on the story, La decima vittima (1965). It is a science fiction story about a future society where human hunts are staged, where participants alternatively adopt the parts of hunter and prey, killing each other as a part of a competition (see Figure A.1). After the film was shown in the United States, Killer games started to emerge in university campuses around the country.The game emerged as oral folklore; countless variations still exist with various names. When Steve Jackson Games codified the assassination games in Killer: The Game of Assassination in 1981, the rich oral tradition was condensed on paper, listing dozens of options on how to play the game.


[image: ]

FIGURE A.1 In La decima vittima, the hunter can attack the victim wherever and whenever. The picture is from the opening scene of the film where the rules of the game are explained.



It is easy to understand the reasons behind the quick spread and longevity of Killer. The incredibly simple set of rules allows an endless number of variations. An ordinary environment is turned into a playground as players hide in bathrooms and spy through windows. Outsiders get involved as they might see the game being played and find it suspicious or they may be used as informants regarding the habits of a player. Creative, flashy, and theatrical ways of assassination are often encouraged, such as smuggling a plastic spider into your target’s shoe in order to poison him. As long as the referees approve, players can use any means necessary to do the job.

Even though assassins seek to avoid public attention, Killer is a public performance and a shared secret; only the participants know of the secret tensions of a lecture room, where they know that anyone might be an adversary. Many players also perform for each other; stories are told and respect is earned through perseverance, innovation, and flashy maneuvers. Prestige is earned through tale telling: Taking a shot at close quarters might be the easiest option, but playing around with subterfuge and costumes might reward you with a better story.

Perceived dangers of the outside world add to the thrill of Killer. Sometimes a bystander opens the beeping package, accidentally triggering the fake bomb. Sometimes the thrill of a chase on the streets may result in a scratch or a bruise. As the game is based on player reports and human referees, a number of clever adaptations have been made to alleviate dangers: Causing collateral damage is typically penalized in the game by assigning some players to play detectives trying to catch the exposed criminal. Sometimes the referees leak more information on the overt assassin to other players or even assemble an entire police squad to arrest the murderer.
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FIGURE A.2 A Killer player is using a long lens camera as a sniper rifle to kill his targets from a distance. The bananas represent pistols. Picture from Deathgame , Sweden.



Rules on acceptable spying and use of outsiders vary as well: While breaking and entering is always forbidden, many groups accept peeking through windows. Sportsmanship is a necessity; you are often the only one who knows whether you took a sip of the poisoned drink. Common sense and being considerate are also essential virtues, as players hitting outsiders and exhibiting excessively suspicious behavior can cause conflicts with the world outside, with consequences ranging from bad press to police intervention.

 Killer breaks the boundaries of games by using environments, people, and information from the everyday world. This creates a twofold attraction. First, Killer takes the fun of the game and brings it to everyday life: Wherever you go during the weeks of the scenario, you are a legitimate target, and all possible paranoia is justified. Second, it takes the tangibility and realness of everyday life into the game, spicing up the game.Whatever you want to do in Killer, you have to do it for real.

If you want to carry a fake weapon around the clock to protect yourself against an assault, you have to do it for real (see Figure A.2).You get to add sneaking, stalking, and watching your back to your everyday life, and when you manage to kill someone, you know you were able to do it for real. Even though killing is just pretend play, it is pleasurably immediate. No difficulty levels, no dice rolls, no simulation, no reloading the game.The game is not paused and it does not adapt to individual player preferences.

The simplicity and elegance of the core idea of Killer make it a game that is easy to adapt to diverse playing situations, environments, and preferences. Players can adapt the length and intensity of the game from hours to weeks. Adding role-playing elements and story content allows making Killer a complex conspiratorial agent game focusing on social interaction and competition (see Tan, 2003).Time has made few fundamental changes to the basic gameplay: Nowadays the Internet is a great help in locating the victim and obtaining detailed information on the target.

In one very interesting variant of the basic Killer, Jane McGonigal and Ian Bogost turned the game into a public performance of goodwill. They changed the mechanic of assassination to complimenting the suspected victim. As they also removed all target information and set up a shorter game in a small area, the whole game was changed: Success in Cruel 2 B Kind requires the player to walk around the area, giving compliments to random people, hoping to hit another player with a specific compliment to score a kill. Killers and victims team up and go on hunting for new prey.

Cruel 2 B Kind illustrates how completely the basic theme of assassination can be turned upside down by tweaking the mechanics slightly. Indeed, hardcore Killer does not appeal to a mainstream audience, but its basic pleasures can be exploited in other gaming styles.

 Killer is still running strong on many campuses around the world. Every year the murderous student groups get reinforced by a new generation of freshmen, so the lively and polyphonic culture is likely to survive for a long time. After all, it is unlikely that media technology could deliver equally real experiences any time soon. Indeed, the simplest games are often among the very best ones.




CHAPTER ONE Games and Pervasive Games

Markus Montola

Pervasive games are a curious form of culture. They exist in the intersection of phenomena such as city culture, mobile technology, network communication, reality fiction, and performing arts, combining bits and pieces from various contexts to produce new play experiences. The family of pervasive games is diverse, including individual games ranging from simple single-player mobile phone games to artistically and politically ambitious mixed reality events. Some of these games seek to pass time for a few minutes while waiting for a bus, whereas others create persistent worlds that go on for months and where players can adopt alternate identities and engage in intricate gameplay. Some games use high-end technology, while others can be realized with no technology at all.

In order to understand pervasive games, we have to start by discussing games and play, and how pervasive games relate to other games. Johan Huizinga is often considered the forefather of game studies, based on his philosophical and anthropological work conducted back in the 1930s. He discusses play as something happening outside ordinary life. Huizinga’s play is a ritual activity that takes place under rules that are separate from everyday reality. Huizinga describes play as a


… free activity standing quite consciously outside “ ordinary ” life as being “ not serious ” , but at the same time absorbing the players intensely and utterly. It is an activity connected with no material interest, and no profit can be gained by it. It proceeds within its own proper boundaries of time and space according to fixed rules and in an orderly manner. It promotes the formation of social groupings, which tend to surround themselves with secrecy and to stress their difference from the common world by disguise or other means. (Huizinga, 1938)



After Huizinga, Katie Salen and Eric Zimmerman (2004) picked up the idea of game being separate from everyday life, adapting the concept of magic circle from Huizinga’s work. The magic circle of a game is the boundary separating the ordinary from ludic and real from playful (see Figure 1.1).

While Huizinga stressed that play happens in a certain dedicated area at a certain dedicated time, Salen and Zimmerman read magic circle much more metaphorically, as a conceptual boundary of game and real, as “ shorthand for the idea of a special place in time and space created by a game. ” As they point out, this boundary is not always an absolute one:
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FIGURE 1.1 “All play moves and has its being within a play-ground marked off beforehand either materially or ideally, deliberately or as a matter of course. Just as there is no formal difference between play and ritual, so the ‘consecrated spot’ cannot be formally distinguished from the play-ground. The arena, the card-table, the magic circle, the temple, the stage, the screen, the tennis court, the court of justice, etc., are all in form and function play-grounds, i.e., forbidden spots, isolated, hedged round, hallowed, within which special rules obtain. All are temporary worlds within the ordinary world, dedicated to the performance of an act apart,” writes Huizinga (1938). In Japanese sumo wrestling the magic circle is particularly prominent.




The boundary between the act of playing with the doll and not playing with the doll is fuzzy and permeable. Within this scenario, we can identify concrete play behaviors, such as making the doll move like a puppet. But there are just as many ambiguous behaviors, which might or not be play, such as idly kneading its head while watching TV. There may be a frame between playing and not playing, but its boundaries are indistinct. (Salen & Zimmerman, 2004)



Conflicts staged within the magic circle are artificial in some sense. When boxers fight in the boxing ring, their conflict is artificial. Though the punches, the pain, the damage, and possibly even the motivation are real, the fight is given an artificial form negotiated by rules. Within the magic circle, different rules apply; lying, backstabbing, betrayal, and limited violence may be acceptable, whereas in ordinary life the same actions would result in serious repercussions (see Lastowka, 2007). According to Gregory Bateson (1955), the difference is in metacommunication.1 Implicit metacommunication frames ordinary actions and playful actions differently. Even though a boxing punch is a punch, it is viewed differently than a punch on a street. Quoting Bateson (1955):


The statement “ This is play ” looks something like this: “ These actions in which we now engage do not denote what those actions for which they stand would denote. ”



Erving Goffman (1961) discusses a similar idea, saying that games are enclosed within a metaphorical interaction membrane. The membrane selects, filters, and transforms events, actions, and properties outside the game. The game of Monopoly, for example, is not, or at least should not be, influenced by players’ wealth or social status. These properties are excluded from the game. Other games, such as Texas hold ‘ em, filter outside properties more selectively: The player wealth has a limited influence on gameplay.

Taking the artificial conflict as the backbone of their definition, Salen and Zimmerman (2004)2 define game as “ a system in which players engage in an artificial conflict, defined by rules, that results in a quantifiable outcome. ”

Looking at this in detail, game is a system, not an activity, an event, or a physical object. However, it is inseparable from the players, who are needed to engage in the artificial conflict: A chessboard is turned into a game system as the players engage in conflict and start to enact the rules in order to reach an outcome. All games are not “ won ” or “ lost, ” but this definition requires them to produce an outcome.

For comparison, Jesper Juul replaces conflict with effort in his definition. Artificiality is present in his definition through the optionality and negotiability of outcomes. He still requires valuation of outcomes (though not quantifiable valuation) and requires that players feel attached to the outcomes.


A game is a rule-based system with a variable and quantifiable outcome, where different outcomes are assigned different values, the player exerts effort in order to influence the outcome, the player feels attached to the outcome and the consequences of the activity are optional and negotiable. (Juul, 2003)



As we compare these two definitions, we can say that they represent similar thinking, and both can also be combined with Salen and Zimmerman’s idea of boundaries of game, expressed through the metaphor of the magic circle. Curiously, we should note that none of the three aforementioned approaches to games and play mentions fun. Even though most games are played for entertainment, excitement, and enjoyment, the purposes of games and play include everything from pleasure to learning and from artistic expression to societal exploration.

Roger Caillois (1958) classifies playful activities on an axis ranging from free play, paidia, to formal play, ludus. Paideic activities include very informal playful activities, such as children’s play, make-believe, riding a rollercoaster, pretend play, and mimicry, wheres ludic activities are well defined and somewhat formal forms of play such as chess or basketball. A citation from Caillois shows how broad the scope of playful activities is:


At one extreme an almost indivisible principle, common to diversion, turbulence, free improvisation, and carefree gaiety is dominant. It manifests a kind of uncontrolled fantasy that can be designated by the term paidia. At the opposite extreme, this frolicsome and impulsive exuberance is almost entirely absorbed or disciplined by a complementary, and in some respects inverse, tendency to its anarchic and capricious nature: there is a growing tendency to bind it with arbitrary, imperative, and purposely tedious conventions, to oppose it still more by ceaselessly practicing the most embarrassing chicanery upon it, in order to make it more uncertain or attaining its desired effect. This latter principle is completely impractical, even though it requires an ever greater amount of effort, patience, skill, or ingenuity. I call this second component ludus.



It is notable that Salen and Zimmerman, and especially Juul, focus their definitions on ludus rather than paidia, stressing the role of rules in games. These contemporary ludologists define games as rule systems, whereas Huizinga discusses play as “ free activity. ” This book focuses on pervasive games, and thus ludus is dominant in our thinking. However, as forthcoming chapters will show, paideic elements are not only central to many pervasive games, but pervasive activities rich in paideic elements have been around for a long time. This stance toward paidia sets us slightly apart from most ludologists, who craft their definitions especially in order to inform about the design and study of computer and console games.

Although all definitions of games have been thoroughly criticized from various perspectives, we can take these fairly established models as a basis for looking at how pervasive games are different from games as defined by Juul, Salen, and Zimmerman.


Magic Circle as a Contract

The metaphoric magic circle discussed earlier is a ritualistic and contractual boundary, which is most often based on a somewhat implicit agreement. The reality of a game is different only if both the participants of play and the society outside recognize the playground as something belonging outside of ordinary rules. Games are not entirely free, at least not in contemporary society: Many forms of violence are unacceptable even if they take place within a game contract. A game using the rules from the movie La decima vittima (1965) could not be applied in isolation, as a mutual contract or interaction membrane does not protect a murderer against legal repercussions. Similarly, engaging in bloody fisticuffs in a hockey rink can land the participants in court.

When Huizinga discussed playful activities 70 years ago, the cultural positions of games, sports, gambling, and children’s play were different from today. For instance, games were largely multiplayer activities, and very few people played games for a living. Juul stresses that his definition of game applies to “ classic ” games and that many recent games break some of the criteria used in his definition.3 According to him, the era of classic games lasted until the 1960s; games before that tended to conform to a certain model, but newer game genres such as computer games and role-playing games broadened the concept of game.

Even though the concept of a magic circle is the most fitting for classic games, it is a useful metaphorical tool when trying to understand most kinds of games. Boxers might be serious about punching each other as hard as possible, but the seriousness is different from beating each other up on a street. Ritualistic practices and dedicated zones are typical for games; if a player of World of Warcraft watches TV while playing, she still separates ludic from ordinary, fictitious from actual, and game from everyday life. Eva Nieuwdorp (2005a) considers this to be a difference in semiotic domains; for a player the transition from the lifeworld domain to the domain of a game is clear.4

Cindy Poremba (2007) further emphasizes the way the magic circle extends to the rules of socially acceptable behavior. One of her examples is the party game Twister, which involves close physical and social interaction. The redefined social conventions of the magic circle provide the players with an alibi for intimacy, as they can always dismiss the events of Twister as “ just a game. ”

The idea of a magic circle of gameplay has recently faced criticism. According to Daniel Pargman and Peter Jacobsson (2006), the magic has gone: For hardcore players, gaming is an everyday activity that no longer happens in a reality of its own. The “ proper boundaries of time and space ” are not relevant in the age of computer gaming, where a gamer might spend a day playing a game while simultaneously engaging in several other tasks as well. Similarly, Thomas M. Malaby (2007) argues that games are not separate from other everyday experiences: “ Any game can have important consequences not only materially, but also socially and culturally (in terms of one’s social network and cultural standing). ” Already Huizinga (1938) noted that games build communities, secret societies of players, and thus spill in to the ordinary.

In his ethnographical study of tabletop role-players, Gary Alan Fine (1983) looked into discourse that takes place during gameplay. Using Goffman’s (1974) frame analysis as a basis, he found that role-playing takes place in three distinctive and usually clearly separable discoursive frames, which can help understand how the magic circle exists as a metaphorical boundary.

In Fine’s primary framework, the players discussed entirely game-external matters, ranging from eating pizza to arriving late at a game session. In the secondary framework, the players discussed game issues, such as the hitpoints of elven rogues, using game terminology from combat rounds to experience levels. And in Fine’s tertiary framework, the players discussed the game world, things that exist within the diegetic5 reality of the role-playing game. One of Fine’s key observations is that players move between these frames swiftly, intuitively, easily, and often. Even though his transcripts seldom show any explicit frame shifts, the frame-distinguishing metacommunication is clear in implicit patterns of speech, gestures, and mannerisms.

Fine’s primary framework includes everything that happens outside the game and everything outside the magic circle or the interaction membrane. The second and third frameworks exist within it. If a participant steals money from another participant in the primary framework — outside the magic circle — she commits a crime, which is likewise resolved in real life outside the magic circle. However, if a halfling rogue steals money from an orc warrior in the tertiary framework, the crime does not exist outside the magic circle. The playing contract states that players should not bring disputes through the magic circle, in either direction, and doing so is often socially frowned upon (see also Sihvonen, 1997). It does happen from time to time, but such mixing of the diegetic world and ordinary life is usually seen as bad sportsmanship.

Following this kind of thinking, we understand the magic circle as a metaphor and a ritualistic contract. The function of the isolating contractual barrier is to forbid the players from bringing external motivations and personal histories into the world of game and to forbid taking game events into the realm of ordinary life. While all human activities are equally real, the events taking place within the contract are given special social meanings.



Blurring the Magic Circle

It is clear that a game of Killer does not “ proceed within its own proper boundaries of time and space according to fixed rules and in an orderly manner ” — quite the opposite. The magic circle of Killer is intentionally blurred in many ways: The game is played wherever the players go. During the weeks of the game, the players must stay alert at all times, watching signs of danger. They can freely choose when to look for other players, and they might accidentally stumble upon their victims. The pleasure of playing is largely derived from the interactions of the game and ordinary life, sharing a secret with other players, and trying to avoid witnesses when conducting murders.6

We argue that this way of breaking out of the proper boundaries of time and space makes pervasive games fundamentally different experiences that can utilize a novel set of aesthetics for creating engaging and meaningful experiences.

This book uses the following definition of pervasive games:7

A pervasive game is a game that has one or more salient features that expand the contractual magic circle of play spatially, temporally, or socially.

Pervasive games are games, even though the contract that forms them is different from the ones defined by Juul, Salen, and Zimmerman. In pervasive games, the magic circle is expanded8 in one or more ways: The game no longer takes place in certain times or certain places, and the participants are no longer certain. Pervasive games pervade, bend, and blur the traditional boundaries of game, bleeding from the domain of the game to the domain of the ordinary.

Nieuwdorp (2007) divides the ways of understanding pervasive games into technological and cultural approaches. The technological perspective looks at how games utilize pervasive computing, whereas the cultural perspective focuses on the game itself and how it relates to the ordinary world.9 We have intentionally chosen the cultural perspective, as we believe it better suits a book that discusses theory, design, and cultural significance of pervasive gameplay. Naturally, moving away from technology-based definitions causes some games to fall out of the scope and others being included.


 Spatial Expansion: Whole World as Playground

Huizinga positions play within dedicated areas and proper boundaries that separate it from the ordinary. Increasingly often this ritualistic spatial separation needs to be seen metaphorically: A console gamer plays alone in a small semiotic sphere of a single-player game, whereas the spatial boundaries of play-by-mail chess are strictly defined by the conceptual game board. Still, most gamers are conscious of the areas where games are played: The socially constructed ludic space does not have to be a physical one.

When discussing spaces as social constructions, it is clear that people are perceived to inhabit many spaces simultaneously and alternatively. A player of Super Mario Bros shifts between and simultaneously inhabits the two-dimensional game world with mushrooms and tortoises, her playing environment, and also the ordinary world. A player can simultaneously go for a mushroom in the game world and talk with her friend about everyday matters.

Pervasive gamers inhabit a game world that is present within the ordinary world, taking the magic circle wherever they go. Unlike nonpervasive games, which seek to be isolated from their surroundings, pervasive games embrace their environments and contexts (see Figure 1.2).

Space needs to be understood broadly; in addition to physical architecture, pervasive games can appropriate objects, vehicles, and properties of the physical world into the game. As anything residing in the physical space where the game takes place can be included in the game, it can be said that talking about game-specific tokens or props (such as footballs, chessboards, and cards of a collectible card game) is inappropriate in pervasive games: Even though the main interface to the game might be a mobile phone or a water gun, the random environment plays its part in the game as well. Bo Kampmann Walther (2005) notes that in pervasive games, the concept of game entity becomes complicated, as it is very hard to determine whether something holds relevance for the game. It is hard to determine whether an elevator is “ a token of game’s passage from one level to the next connected through a network of sensor technology; or is it simply an element of the building’s non-pervasive construction, ” he writes.
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FIGURE 1.2 Players of Manhattan MegaPUTT used the whole of Manhattan as their mini-golf track in the Come Out and Play 2006 festival.



To illustrate spatial expansion in a simple way, it is easy to add spatial expansion to the traditional game of tag by entirely removing the spatial boundaries of the playground. Allowing players to run wherever they want keeps the basic game mechanism intact, but also changes it dramatically, as players can use their surroundings in infinite ways, ranging from running away to taking a bus or hiding somewhere. When the game commences, no one can predict which places will be included in the play: This inevitably leads to surprises, as the play area is unknown. The environment can change, and it can also be dangerous.

Pervasive games can exploit aesthetics from run-down factory areas to high-class restaurants, but they can also reach beyond physical space: The expansion can also be created through expansion in cyberspace. Pervasive games can invade all sorts of virtual environments, ranging from message boards to virtual realities. Game-related discussions and role-play can take place among bystanders on the Internet just as in the physical world, and you can even stage a treasure hunt within a virtual reality (see Brown, 2007). Many pervasive games experiment with augmented reality, as such an interface could be a perfect way of adding game content to the physical-world.

All games combining physical spaces and cyberspaces are not pervasive, only those that take the game to unpredictable, uncertain, and undedicated areas. Few pervasive games employ any persistent three-dimensional virtual worlds.10



Temporal Expansion: Renouncing the Play Session

In their approach to discussing games as systems, Jussi Holopainen and Staffan Björk define the concepts of game instance, game session, and play session as follows:


A game instance defines the complete collection of all components, actions, and events that take place during the playing of single game. A game session is the whole activity of one player participating in such a game. A play session is the uninterrupted stretch of time when one player is actively playing a game. (Björk & Holopainen, 2005)



For a nonpervasive, unexpanded game, this kind of conceptual discussion is valid: Players play Monopoly or Super Mario Bros for a while and then take a break and resume later. Sometimes these sessions might overlap if players engage in several activities simultaneously, and quite often there might be dozens of very short subsequent play sessions as players freely mix gameplay with everyday small talk, switching between Fine’s frames rapidly.

However, these “ proper boundaries of time ” can hardly explain the way Killer is played. The ideas of game instance and game session remain relevant, but distinguishing play sessions is impossible. Everyday life and gameplay are merged for the duration of the game instance; still, it would be pointless to claim that the whole duration of the game instance was part of one play session. In that case, a play session may include sleeping, working, and talking with nonparticipants. The game rather moves from the center of attention to periphery and back again. An assassin trying to kill her brother during a family dinner is not having an “ uninterrupted stretch of playing a game, ” but is rather in an in-between state trying to fit together the ordinary world and the game objective.

The players may also lose their power to decide when to play intensively and when not to. While typical gameplay requires the players to volunteer in order to participate, Killer works differently: In the beginning of the game instance, the player volunteers to participate in all possible intense gameplay during the duration of the play. The consent to play is acquired in advance, but the exact times of play remain uncertain, ambiguous, and hard to define. In a fashion strictly contradictory to Huizinga’s magic circle, the proper temporal boundaries of play are uncertain to participants (see Figure 1.3).



 Social Expansion: Playing with Outsiders

The direct consequence of temporal and spatial configurations used in pervasive games is that outsiders tend to get involved with pervasive games. Outsider participation can come in many shapes and sizes, ranging from spectatorship to full participation. Nonparticipants, who come in contact with players situated within their personal magic circles, may be seduced by the game and enter the magic circle or shrug off the encounter as a run-in with a weirdo.

Killer features one of the simplest forms of outsider involvement: Players seek to avoid involving bystanders in their game. As most sets of rules penalize assassins who conduct murders with witnesses present, the players have a clear incentive to keep the game to themselves. Bystanders are challenges and obstacles, but the players are not expected to overtly interact with them.
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FIGURE 1.3 A rigged blender has just exploded. This illustration of temporally expanded gameplay is from Steve Jackson’s Killer: The Game of Assassination.



Cruel 2 B Kind takes a slightly more extrovert position, as the players need to interact constantly and actively with people they hope will be players in order to succeed in the game. Players need to give their murderous compliments to everyone they suspect could be participating in the game in order to hit their targets: Only the victim knows if he has been hit.

Even stronger forms of social blurring exist, done in the fashion of Augusto Boal’s (2002) invisible theater. Invisible theater is prescripted political drama that is performed in a public space without any visible labels of being drama, thus luring outsiders to participate. Richard Schechner (2002) discusses dark play, where some of the players do not know they are playing. These paideic activities involve risk, deception, and thrill. For example, one of Schechner ’ s informants said that she played a form of Russian roulette in traffic by crossing streets without pausing to see whether cars were coming. Both invisible theater and dark play are based on omitting the metacommunicative message declaring them nonordinary. Pervasive games can use similar solutions, providing outsiders with differing amounts of information and different positions ranging from passive spectators to full player participants.
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FIGURE 1.4 Big Urban Game was a board game that was played on a citywide board in Minneapolis and St. Paul. Most of its interaction with outsiders took the form of spectatorship. In this picture, Big Urban Game is played in the middle of everyday street traffic.



The definitions of game and play typically stress the voluntary and artificial nature of play. Blurring the social boundary of games compromises these properties, as a bystander cannot willingly decide whether to witness a water-pistol assassination or not. This makes the use of bystanders an attractive, versatile, powerful, and dangerous way of designing games.

Due to the lack of voluntariness, the unaware participants11 are not players. They are not shielded by the protective frame of playfulness: Michael J. Apter (1991) asserts that people engaged in play are protected by a psychological barrier providing a feeling of confidence saying that no harm can come to them from participating in play. However, the unaware participants are in a different position, as they are unaware of the semiotic domain of the game, and thus interpret game-related events within the semiotic domain of ordinary life. Thus, a foolish Killer player pointing an authentic-looking gun at an unaware outsider would be treated as a real, scary, armed threat.

The unaware participants also lack the lusory attitude (Suits 1990) toward the game: Unlike aware game players, unaware participants do not limit their actions according to any game rules. Lacking the lusory attitude, an unaware police officer encountering the said Killer player would take her down with real violence.




Rethinking Play for Pervasive Games

As pervasive games can be played anytime, anyplace, and by anyone, game actions are often inseparable from nongame actions. A player of Killer might be drawn into the game wherever she goes and whatever she does, and this possibility also influences all her behavior. If she sees a suspicious character out of a window, she might choose to postpone doing her grocery shopping in order to avoid a possible assassination attempt. In a sense, avoiding gameplay is part of the gameplay.

This is again a clear difference compared to nonpervasive games, which often rely on explicit interfaces. Chess moves are explicitly defined maneuvers on the board, and there are even clear rules on when a decision has been made. The official Laws of Chess12provide extremely detailed rules on how the physical act of moving a piece must be conducted and how the physical action exactly relates to changes in the game state. For example, if a player deliberately touches a piece on the chessboard without giving prior notice of merely adjusting its place on the grid, she must use her turn to move that particular piece. Similar rules also apply to casually played, friendly board games, even though the meticulous formalism is replaced with friendly negotiation or aggressive bickering.

Games with more physical resolution systems, for example, basketball, also define and control the physical acts of playing as precisely as possible. Even though there is no turn-taking in basketball, acceptable and unacceptable actions are carefully defined, and acting in a wrong way is penalized: Rules may come from oral tradition or they can be defined very formally,13 but the intent is to reduce the complex physical action to a playable sport by limiting the legal forms of action. While chess has a limited number of possible game states, there is no limit to the possible game states of basketball. Also, it is impossible to exactly reproduce any past state of a basketball game.

Even though some level of uncertainty is an essential part of any game, pervasive games are even more unpredictable than regular games. Just like there is a qualitative difference between chess and basketball, there is a qualitative difference between basketball and Killer. Anything and everything can influence the state of a pervasive game: The concept of a “ game move” is meaningless in relation to Killer, as it is impossible to distinguish game actions and ordinary life actions. In the semiotic domain of the game, all actions are game moves; in the semiotic domain of everyday life, none of them is.

Jane McGonigal (2006a) addresses this ambiguity of game moves with the idea of infinite affordances: Players can use any property in their environment to conduct infinite variations of game moves. Donald A. Norman’s (1988) idea of affordance refers to “ the perceived and actual properties of the thing, primarily those fundamental properties that determine just how the thing could possibly be used [...] A chair affords (“ is for ”) support and, therefore, affords sitting. ” In games such as basketball and Leisure Suit Larry in the Land of Lounge Lizards the affordances are limited; while a basketball affords dribbling and throwing, a proficient adventure gamer tries to pick up everything for further use. In a pervasive game the affordances are unlimited, as any object can hold game significance, whether incidental or designed, and whether or not the participants realize it.14

Goffman (1961) discusses the rules of irrelevance, determining things that are irrelevant for the game. For instance, the players are “ willing to forswear for the duration of the play any apparent interest in the esthetic, sentimental, or monetary value of the equipment employed, ” as such physical and social properties of objects are not essential for the rule system of the game. Expanded games tend to abolish many of the typical rules of irrelevance applied in games. Most games forbid using external resources to win the game, but Killer does not: If you own a car, you can use it to play more efficiently. If you build fences around your house, you will be a bit safer in your garden. Ultimately, nothing is irrelevant to Killer; even your favorite foods make a difference to anyone trying to poison you. Outside of the mere scoring schema, Killer can never be understood as a state machine, as the game is always infinitely complex, and the possible inputs and states of the game system are endless.

Some games use events in the real world to determine progress in a game. In the Web-based Hollywood Stock Exchange15 game, the players buy virtual stocks in Hollywood films. Ultimately, the worth of these investments is determined in real-world box offices. The films are not just thematic fillings or even random generators, but something that can be researched, evaluated, and predicted. While all the explicit changes in the game database are done in cyberspace, the game can be played through reading newspapers with Hollywood coverage. As ordinary world information invades the magic circle of Hollywood Stock Exchange, play easily overlaps with everyday life.

Even though Hollywood Stock Exchange is not a very pervasive game for a typical player, an extreme player can turn it into a highly pervasive experience. For example, if the player acquires secret information about Hollywood events, she can gain a competitive edge. Then again, it is possible to boost the value of your shares by spreading gossip. In addition, if directors, producers, critics, and actors enter the game, their work can directly influence box office success.

Pervasivity is not strictly a function of rules and game design, but playing styles can also make a substantial difference.


 Emergent Gameplay

Looking at Killer again, the most rudimentary way of playing is just murdering the target with one of the predetermined weapons. However, as the game supports infinite affordances, the players are free to choose their own goals and utilize a wide array of methods in order to meet them. As stylish kills are highly appreciated, a gameplay experience might include anything from choosing a wig to disguise oneself to scaling a wall in order to spy on the target.

Pervasive games often produce emergent gameplay. The combination of infinite affordances and unpredictable environment leads to surprising coincidences and occurrences (see e.g. Reid 2008). These occurrences often lead to intensive and fun game experiences, which have not been planned by any designer or participant.

If we use Killer to illustrate the idea of emergence, we can imagine a situation where a player falsely assumes a bystander to be a player stalking her. When the outsider approaches the player in order to ask to borrow her mobile phone for a call, the player gets a real gameplay experience, even though she is playing a multiplayer game alone.16

Sometimes the emergent events can turn into very detailed and extended events, and as the players are unaware of whether or not the event is a planned part of the game, emergent events also often feel very authentic, realistic, and surprising. Players of many pervasive games (McGonigal, 2003b; Montola & Jonsson, 2006; Stenros, Montola, Waern, & Jonsson, 2007c) have considered instances of emergent play among the best parts of their experiences.



Between the Real and the Artificial

As pervasive games are games blurring the traditional boundaries of games, they also need to be studied as nongame phenomena. As discussed further in later chapters, pervasive games are closely related to many other phenomena blurring the boundary of real and fiction. Candid camera is a perfect example. It catches unaware participants in public places and surprising times, and persuades them to address game-like challenges. For the unaware participant, the game is not a game, and thus anyone interacting with an unaware participant is also outside the magic circle to some extent. When a Killer player takes a taxi to pursue a victim, the money, the ride, and the traffic are as real as ever.

When the three expansions of pervasive games are taken to extremes, the magic circle starts to lose its meaning as a contractual boundary between ludic and ordinary. Extreme temporal expansion leads to ordinary life becoming a pervasive game. The same happens with space if the ordinary world is seen primarily as a game world: There cannot be a game world without the ordinary world. And, finally, a game where everyone is only an unaware participant is no longer a game.

Professional sports are a practice perfectly illustrating the way games can lose their playfulness. The empiric results presented by John H. Kerr (1991) show that professionals tend to participate in games in a serious, goal-oriented manner, whereas amateurs play for the pleasure of play itself. For a professional who practices cycling, soccer, or swimming full time in order to earn a living, play is no longer separated from the sphere of the ordinary. If success in a game is a necessity in order to earn a living, the play is motivated by results instead of the process of play. This is a clear step outside both Huizinga’s definition of play and Apter’s protective frame of playfulness: A conflict motivated by material gain is much less artificial than playing for pleasure alone.17

For professional gamblers, athletes, and gold farmers,18 the metaphor of the magic circle loses its meaning as a ritualistic separator of ordinary and playful, becoming only a representation of a code of conduct within the game. In terms of Fine’s frames, the secondary and tertiary frames of gameplay have different rules, and disputes in them do not move to the first frame: A player of EVE Online is legally19 allowed to extort other players, scam them, and steal their credits within the game, even if she subsequently sells them on eBay. However, if such activities are done professionally, the act of playing the game is only contractually isolated from ordinary life. Labor is labor, whether it is done in a factory, soccer field, or virtual reality (this is discussed further in Chapter Thirteen).

The temporal, spatial, and social expansions are not the only possible expansions of the magic circle; using the same conceptual framework, we can say that gambling games, professional sports, and persistent world games feature legal – economical expansion. These games have legal and economical consequences reaching beyond the magic circle.



 Immediate Experiences

Any taste, sight, smell, sound, or touch in the world can be given a new meaning, thus making them parts of a pervasive game experience (Ericsson, 2003). The way pervasive games include nongame reality in gameplay allows doing things for real during the game. In Killer, the pleasure of sneaking is in the sneaking itself, not in an elaborate simulation of sneaking. Chasing, exploring, puzzle solving, and running can be done for real.

Holistically thinking, a game is still a mediated event (for mediation, see, e.g., de Zengotita, 2005), but individual occurrences and activities during the play can create seemingly immediate experiences (Montola, 2007). If a bypasser opens a discussion on weather, the discussion is as real and direct as discussions ever get. If an assassin goes hiking with her school class, the experience of hiking is only mediated through the context of school, even though she is still participating in a temporally expanded Killer game.

Looking at the immediacy through the glasses of semiotics, we can say that the experience of immediacy is partially created by an indexical relationship20 between the physical world and the game world. Sneaking in Killer is accomplished indexically through the act of sneaking; the sneaking player has a direct relationship with the sneaking assassin. Many other games rely on a symbolic relationship, where the player action and game world action are connected through a contract or convention; in a board game, you would play a sneaking card to symbolically convey the act of sneaking. Finally, some games use an iconic relationship, where the player and the game world are connected through similarity, like when you push the “ up ” arrow in order to sneak ahead in digital games.

These relationships are two directional; the Killer player also experiences the game world indexically as the trees and buildings of the physical world are directly constructed into the game world. Instead of seeing the icons conveying the psychedelic world of Super Mario Bros or interpreting the symbolic descriptions of an adventure game, the player of a pervasive game can access the game world indexically.21 It should be noted that symbols and icons are also used to construct Killer diegeses: Fruit can represent pistols and daggers both through similarity and through rule conventions (see Figures A.2 and 2.2).

Indexicality is not exclusively a property of pervasive games. While a boxing match could be seen as an elaborately symbolic and iconic representation of a fight, it is also a highly indexical struggle where a punch to the face is represented by a punch to the face. However, pervasive games open up the design space of indexicality for activities ranging from begging and exploring to lying and traveling.

As designers have noted this attraction, reality fabrication has also become a method for pervasive game design. Fabrication22 is created to appear as the ordinary world to the player, but it often takes a sharp turn, suddenly changing into a game experience as the player realizes game elements in the fabrication.

A very simple element of fabricated reality takes place if an assassin asks her target on a date in order to kill him in a particularly nasty way.
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		Figure A.1 In La decima vittima, the hunter can attack the victim wherever and whenever. The picture is from the opening scene of the film where the rules of the game are explained.



		Figure A.2 A Killer player is using a long lens camera as a sniper rifle to kill his targets from a distance. The bananas represent pistols. Picture from Deathgame , Sweden.



		Figure 1.1 “All play moves and has its being within a play-ground marked off beforehand either materially or ideally, deliberately or as a matter of course. Just as there is no formal difference between play and ritual, so the ‘consecrated spot’ cannot be formally distinguished from the play-ground. The arena, the card-table, the magic circle, the temple, the stage, the screen, the tennis court, the court of justice, etc., are all in form and function play-grounds, i.e., forbidden spots, isolated, hedged round, hallowed, within which special rules obtain. All are temporary worlds within the ordinary world, dedicated to the performance of an act apart,” writes Huizinga (1938). In Japanese sumo wrestling the magic circle is particularly prominent.



		Figure 1.2 Players of Manhattan MegaPUTT used the whole of Manhattan as their mini-golf track in the Come Out and Play 2006 festival.



		Figure 1.3 A rigged blender has just exploded. This illustration of temporally expanded gameplay is from Steve Jackson’s Killer: The Game of Assassination.



		Figure 1.4 Big Urban Game was a board game that was played on a citywide board in Minneapolis and St. Paul. Most of its interaction with outsiders took the form of spectatorship. In this picture, Big Urban Game is played in the middle of everyday street traffic.



		Figure 1.5 All 13 cases described in this book utilize the expansions differently. Classic games are located near zero, while the value of four indicates an expansion strong enough to question the ludic status of the piece. A: Killer, B: The Beast, C: Shelby Logan’s Run, D: BotFighters, E: Mystery on Fifth Avenue, F: Momentum, G: PacManhattan, H: Epidemic Menace, I: Insectopia, J: Vem gr å ter, K: REXplorer, L: Uncle Roy All Around You, and M: The Amazing Race.



		Figure B.1 The theme of The Beast was artificial intelligence, with all its opportunities and threats. Belladerma was a fabricated company that sold artificial companions in all sizes and shapes on its Web site.



		Figure B.2 Artificial Intelligence posters featured at least two rabbit holes in addition to this Jeanine Salla credit. Counting small notches in letters gave you a number sequence; calling that number revealed a welcoming voice message. On the backs of at least some of the posters there were also small circles and squares, marking letters on the front side. Assembling the marked letters correctly revealed that “ Evan Chan was murdered ” and that “Jeanine was the key.”



		Figure B.3 “Congress shall establish an agency within the United States Department of Justice to uniformly enforce the criminal laws pertaining to all sentient property. Said agency shall be designated as the Sentient Property Crime Bureau.” The Web site of the SPCB is an obvious fabrication, but it supports pretence of belief.



		Figure 2.1 Sunrise in Wakerley Great Wood, where Andy Darley6 found the Receda Cube of Perplex City after a weekend of digging around. The picture on the right shows the first glimpse of the coveted treasure. He wrote “There isn’t actually a textbook for what you do next when you’ve just dug £ 100,000-worth of highly sought-after metalwork out of the ground. Beloved Other Half’s advice was short and to the point:‘don’t waste time talking to me, get out of there NOW. ’ Not a bad idea. ”



		Figure 2.2 A variant of Killer is played in Sweden under the name Deathgame. Photos like this are given to assassins in order for them to recognize their targets.The carrots represent knives.



		Figure 2.3 Larps based on The Masquerade that took to the streets almost accidentally gave birth to the pervasive larp genre. This picture is from a staged photoshoot of Helsingin Camarilla , a vampire chronicle that ran in Finland from 1994 to 2004.



		Figure 2.4 Players of the alternate reality game I Love Bees have gathered at a set location at a set time — around a pay phone waiting for it to ring.



		Figure 2.5 A runner studies his handheld computer in a press image of Blast Theory’s Can You See Me Now?



		Figure 2.6 The red token in Big Urban Game is being moved over a bridge.



		Figure 2.7 Visby Under was a research prototype of a location-based adventure game aimed at tourists. A handheld device was used to weave the physical architecture together with the local mythos in the Hanseatic town of Visby.



		Figure C.1 The vans, manned by the players, chase the helicopters. Silver plastic pumpkins, containing the first clue, are tossed out of the helicopters.



		Figure C.2 The Fremont Street Experience mall displayed the largest puzzle in The Game history, projected on an electronic ceiling that stretched the length of four city blocks. Picture from the beta test of the game.



		Figure 3.1 Street parties are a visible, carnivalistic part of street reclamation. The picture is from a Reclaim the Streets event in Canberra, Australia.



		Figure 3.2 Games designed by the New Games Movement focus on collaboration and fun. This photograph is reprinted from the Illinois Parks and Recreation Magazine, the July/ August issue from 1976, where it was subtitled “ In the Lap Game, the record number of participants is 309. Can you beat it? ”



		Figure 3.3 Funeral Ceremony of the Anti-Proces was a Happening staged in Venice in 1960.“Outside, pedestrians take their hats off thinking it is a real funeral ” (Kaprow, 1966). Although it was not branded a game, the Happening does bear more than a passing resemblance to a pervasive larp (on that connection, see Harviainen, 2008). Picture quoted from Kaprow (1966).



		Figure 3.4 This Is Not a Game aesthetic in Uplink. The game pretends to be hacking portal software by making the player go through a detailed login sequence instead of just hitting a start new game button.



		Figure 3.5 System Danmarc 2 is a great example of the ambitious live-action role-playing games that have proliferated in recent years.This nonpervasive cyberpunk game was played in the center of Copenhagen in a walled-off area, where a dystopian city was built out of freight containers.



		Figure D.1 Screen captures from BotFighters 2, which was never launched.The original BotFighters  was played with plain text messages without a graphical user interface. For example, sending a message “SCAN” promted the server to respond with the approximate directions and distances of nearby bots. The targets were notified with SMS as well: “Warning! Scanning signal detected from South-East.”



		Figure 4.1 The random pattern marks the abstract tour. Ruggeri (2001) writes that “one group performing the tour with a crowbar, ropes and other climbers’ gear had been intercepted by the police and questioned for hours; two people had wandered on to a private golf course (that did not feature on any map!) stealing the balls that were later exhibited as trophies; members of Stalker had marked their route by leaving a white trail of flour behind them; a Czech tourist had persuaded an old German lady to let him into her house on the grounds that it was on his route; and a Berlin resident spent hours inside the headquarters of Schering, a pharmaceutical company, successfully dodging their security guards. ”



		Figure 4.2 Although Momentum was played around the city of Stockholm, the locations that the game would lead the player to were carefully selected to support the aesthetic vision of the game masters. The urban decay of the old dock area and the decommissioned nuclear reactor contributed to the feeling of the game.



		Figure 4.3 The mapping of three worlds in Songs of North (see Lankoski et al., 2004), showing the physical world, technological game world, and the fictional spirit world portrayed by the game. The spirit world was not shown visually, as exact mapping is impractical when using cell positioning. The lack of precision was obfuscated with a shaman drum metaphor: Players could hear the sounds made by totem animals and perform magic by “drumming” the keyboard. The lots cast on the drum were the only visual indication of what was happening in the spirit world.



		Figure E.1 The architectural plan of the residence showing the path and sequential order of the hidden clues.



		Figure E.2 Clue #9 “ Scytale ” in the book leads to a leather strap installed on the crown moulding over the transom in the pajama room. The progression of the removal of the scytale wood detail from the master bed footboard and the rewrapping of the leather strap to reveal the next riddle. 



		Figure E.3 Twenty-four panels in the study open after a magnetic catch is released using a magnet key. Once opened, a unified illustration and poem is revealed.



		Figure 5.1 MLSN Sports Picks is a sports betting game for mobile phones. Even though the user interface is confined to the small screen of a mobile phone, the real game interaction takes place outside the magic circle, as the players follow sports news, watch games, and talk about odds.



		Figure 5.2 A clue led the players to combine two door knockers to create a crank. Applying this crank to a small pinhole at the base of the credenza, which had been there innocuously for months, expanded the credenza, revealing secret compartments and more puzzles.



		Figure 5.3 Shelby Logan’s Run started when the doorbells of the future team captains were rung individually. Each encountered a frantic man demanding to speak to “Shelby Logan” before being dragged away to a van. Only a small clue in the form of a phone number was left behind.



		Figure 5.4 Michael J. Apter’s (1991) visualization of how telic (serious) and paratelic (playful) mindsets operate differently.



		Figure F.1 Momentum pushed the boundaries of social expansion through unaware participation. During the final day of the game the players staged a public demonstration in the center of Stockholm, demanding that dead revolutionaries not be forgotten. The police who observed the demonstration were unaware of the ludic origin of the event.



		Figure F.2 The players used supposedly “ techno-occult” devices to play the game.The lack of GPS coverage was explained to be caused by the fickle nature of magic. The Omax phone channelled voices from the afterlife when in the correct location (actually it communicated with the other devices in the picture and played sound files from the game server when certain variables were aligned).The Thumin glove was used to find fissures in reality (it would vibrate when close to the hidden RFID tags).The Steele pyramid was an occult artifact that had to “see the stars” (and GPS satellites).



		Figure F.3 The players have gathered in the war room to plan their next ritual and to solve the puzzles they have run into. They do this while immersed in their characters, while role-playing the ghostly possession.



		Figure 6.1 In The White Road the players dressed up as a specific type of Danish vagrant and wandered around the countryside for days. The people they encountered did not know that a game was in progress. Passing trucks honked at the hobos and, when buying beer, the locals would give coins to them. (see Pedersen & Munck, 2008)



		Figure 6.2 Alice in Wonderland goes Vegas. A fast-paced performative game of Human Blackjack was played in Tompkins Square Park, New York, as a part of the Come Out & Play 2008 festival.



		Figure G.1 Pac-Man running from a ghost. She holds a map and a cellular phone.



		Figure G.2 Controllers playing at the PacManhattan HQ.



		Figure G.3 A version of PacManhattan has also been played in Lyon, France. A Pacman@Lyon ghost studies his map.



		Figure 7.1 Turning up on the brink of the Hoover Dam, the Shelby Logan’s Run players found out that they needed to reach a boat in the middle of the reservoir. Picture from the beta test of the game.



		Figure 7.2 A whole 360 ° fantasy village was built for the Dragonbane larp. Pictured here are a computer model and a physical model that were used to design the temple, as well as the finished building in the game. Note the magical pyrotechnics illuminating the scene and the dragon that was built on top of a forestry machine. The production team used the models for communicating the vision of the game (see Koljonen, Kuustie, & Multam ä ki, 2008).



		Figure 7.3 Active game management often requires a nerve center where the game mastering takes place. White boards, phones, Internet access, and duct tape are usually minimum requirements, but all kinds of gadgets from data projectors and copying machines to different kinds of authoring tools and surveillance monitors can be helpful as well. Pictured here are the game mastering headquarters in Shelby Logan’s Run (left) and D ä r vi f ö ll (right).



		Figure 7.4 Footage from a surveillance camera helps determine who is present and, to some degree, what they are doing. However, contextual understanding of the meaning of the events can be challenging. Picture from Momentum.



		Figure 7.5 Interference players were dressed in overalls to look like engineers working in the streets and to support minimalist role-play.They were also equipped with numerous gadgets that supported functional roles.



		Figure H.1 Promotional picture for the second iteration of Epidemic Menace shows augmented reality devices, mobile phones, and a virus as it would appear to the player.



		Figure H.2 The players of Epidemic Menace played in two locations: indoors in the control center or outdoors hunting the viruses. It was possible to switch play modes.The indoor picture is from the first iteration of Epidemic Menace; the outdoor picture is from the second iteration of Epidemic Menace.



		Figure 8.1 Technology-sustained games tend to make players focus on the device during the game. Pictures from Epidemic Menace (top) and REXplorer (bottom).



		Figure 8.2 In Prosopopeia Bardo 1: Där vi föll, a reel-to-reel tape recorder was rebuilt into a magical artifact. The players used it to communicate with the dead. This machine was designed so that players could even take it apart without discovering the phone hidden inside it.



		Figure 8.3 The game board of Blast Theory’s Day of the Figurines was designed to provide a public and performative interface to an otherwise fairly invisible game activity. Each player would have a personal figurine placed on the table as their physical avatar.



		Figure I.1 The screen capture on the left shows an insect collection and the point values of each insect. The other shows the selection between single-player and double-player modes. The minimalist user interface requires very little attention from the player.



		Figure 9.1 The original Web site for Mythical: The Mobile Awakening. The Web site utilized this-is-not-agame aesthetic situating the player in a magical version of our own world. According to the background story, the mobile phone client was really just a technical interface providing the users a diagrammatic representation of the surrounding magical environment.



		Figure J.1 Vem gr å ter was covered in the local newspapers quite extensively.The headlines shouted: “Spook Project at the University Degenerated ” and “Spooking at the University Was a Reality Game.” The media was not understanding of the activity, casting it as vandalism. Those responsible were called out to explain the event.The pictured articles were published in 2005 in Gotlands Allehanda and Gotlandstidningen; they are quoted from Interacting Arts #4 (Widing, 2007).



		Figure 10.1 This clue, printed on a CD cover, led the players of Shelby Logan’s Run to Argentena mines in the Nevada desert. The warning in the corner did not stop one player from entering mine number 1296 instead. Maybe he interpreted it as a game clue, maybe he was excited by the game, or maybe he did not understand its context. In any case, he fell 10 meters down a mine shaft. The accident left him permanently paralyzed and almost completely blind. Sued for damages, five of the six game organizers settled out of court for a $10.6 million dollar compensation (paid by their insurance companies).



		Figure 10.2 Before being able to enter Conspirare, one of the central Web sites of Sanningen om Marika, the player was faced with a pop-up window:“Warning! Conspirare is part of a fictitious work. The opinions expressed do not always reflect the values of Company P or SVT. Possible correspondences with real people are at times coincidental. Taking part happens on one’s own risk. Conspirare has only one rule — pretend that it is real. You take part by following the blog, watching video clips, and reading and discussing on the forum. The search will lead you out to the Internet and out onto the streets of your city. Click on OK to show that you have understood this.”



		Figure 10.3 Mario Question Blocks installation in Toronto, Canada. Unlike many other blocks, this one was installed by Posterchild. Similar cardboard cubes caused a terrorist alert in Ravenna, Ohio.



		Figure 10.4 Sergei Knyatzev (left) dressed up as a beggar in a game documented in Arto Halonen’s film Pavlovin koirat. Participation in the game costs $3000.



		Figure K.1 REXplorer map, showing the central sights (and game locations) of Regensburg.



		Figure K.2 REXplorer guides the players through the city, adding a ludic component to the touristic activity.



		Figure 11.1 Product taxonomy is made out of domains, product categories, and individual brands.



		Figure 11.2 Games compete with other forms of “ entertainment. ”



		Figure 11.3 Pervasive games placed in the domain of “ leisure. ”



		Figure L.1 The street player moves around the town with a handheld device, while the online players access the game through a Web site.



		Figure 12.1 Press image for Desert Rain, showing a performer emerging through the rain curtain.



		Figure 12.2 Press image for Rider Spoke. Notice the handheld computer mounted on the handlebar.



		Figure 12.3 Carolus Rex was a game about the adventures of a retro-futuristic spaceship.The game was played four times in the extremely confined physical space of a submarine. At the same time, the space in which the space ship soared was a limitless virtual space created by an innovative use of technology. The photo shows the crew and their vessel before the game.



		Figure 12.4 Martin Ericsson (right) as Claudius in Hamlet. The game was played twice in a Stockholm bomb shelter.“To emphasise the political aspects, the action of the Shakespeare play was moved from one fictive historical setting to another. They imagined a Europe where the bourgeois French Revolution was unsuccessful and the twentieth century was met by a world of industrialised feudal societies.The socialist revolution would then have been aimed at monarchies and at the nobility controlling much of the industries. The game was set in parallel thirties, during the Spanish civil war and an escalating armed conflict between red Fortinbras and the Danish Empire” (Koljonen, 2004).



		Figure 12.5 Liminal and pervasive role-play contrasted.



		Figure M.1 Teams must climb the city wall of Dubrovnik, Croatia. Once they arrive at the top, they make their way to Trg Oruzja where they will receive their next clue. Picture from the 12th season of The Amazing Race.



		Figure M.2 The Real Race allows players to compete in the fashion of The Amazing Race, but also to pretend to believe that they are participating in the series — This Is Not a Game But a Reality Television Show. Paddling near Sydney, Australia, in 2006.



		Figure 13.1 Screen capture from lonelygirl15 video blog on YouTube. In the beginning, Bree’s videos were a fabrication, fiction pretending to be real. Bree even replied to emails — or rather, the responses were written by Amanda Goodfried, not by Bree or her visual actress Jessica Rose. The fictional status of the blog was revealed in the fall of 2006.



		Figure 13.2 Zombie walks have been staged in countless cities around the world. Picture from Zombie Walk Detroit, staged in September 2007.



		Figure 13.3 Banksy’s works are often political and contextual. This piece was painted in London in 2008, but lasted only a few months before being painted over. In Banging Your Head Against a Brick Wall, Banksy (2001) writes: “ Bus stops are far more interesting and useful places to have art than in museums. Graffiti has more chance of meaning something or changing stuff than anything indoors. Graffiti has been used to start revolutions, stop wars and generally is the voice of people who aren’t listened to. Graffiti is one of the few tools you have if you have almost nothing. And even if you don’t come up with a picture to cure the world poverty you can make someone smile while they’re having a piss.” 16 



		Figure 13.4 Blur of the real and the fictive, the struggle over public space, and the rise of ludus in society are all manifest in pervasive games. While not shown in the illustration, this development has been catalyzed by advances in communication technologies. Other related phenomena: (A) Blair Witch Project, (B) graffiti movement, (C) Dance Dance Revolution, (D) zombie walks, (E) competitive skateboarding, and (F) Big Brother.



		Figure 13.5 These two images from Danish larp System Danmarc 2 illustrate overlapping magic circles. In the image on the left, the border of the nonpervasive game is visible; the cyberpunk village built in the center of town is separated from the rest of the city (although some passersby did toss a bicycle over the fence into the game area, hitting a player on the inside). Within the larp, some players participated in boxing matches within a boxing ring. That magic circle is shown in the image on the right.



		Figure 13.6 A division into playful and serious activities does not suffice when actor mindsets contradict the cultural context. Two new categories emerge: Instrumental play is utilized for external purpose, while pervasive play is taken into the context of ordinary life.



		Figure 13.7 Pretence and fabrication lead to asymmetrical play situations, where some participants do not understand their full context. The middle square is almost like a spy movie, where participants pretend to believe each other’s fabrications in order to succeed in a counterscam.



		Figure 13.8 Navigating the intricacies of contemporary media culture requires numerous skills pervasive games can help teach. Picture from the pervasive game Prisoner Escape from the Tower, where players are supposed to smuggle virtual escapees past the real Beefeaters.
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