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INTERACTIVITY OF ARCHETYPE TYPES
AS AN INSTRUMENT OF POLITICIZATION
OF MODERN DIGITAL ART

Abstract. The article analyzes the phenomenon of the digital media art as a mass
media communication. The interdependence of the means of artistic expression of
the digital art and modern technologies of information transfer and storage is de-
termined. This allows us to consider the phenomenon of the digital media art as an
integrated part of the mass media communication system, which greatly enhances
the potential of the narrative influence. The forms of interaction between the art
and politics are examined on the example of reinterpreting the archetypes by the
means of the artistic expression. The key role of the organization of the self-iden-
tification process for establishing the political control and the place of mass me-
dia communication in this process is emphasized. On the example of the computer
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games the process of transformation of the mass media communication into a self-
sufficient object of the art is studied. The computer games are classified according
to the tools of the narrative influence. Using the principles of coding theory, it is
determined that the virtual space of a computer game, through the interactivity
of the gameplay, converts any user messages created in the framework of feedback
into simulacrum, that is, renders them meaningless. This allows the computer game
to be regarded as an isolated channel of communication. The presence of an iso-
lated information channel with one-sided virtual modeling of the social reality, the
prototype of which is the modern computer games, allows to revive the ancient
practices of the manipulation of the archetypes, but with the capabilities of the
21th century. It is noted that the attempts to use the potential of the phenomenon
of the media art as a means of mass media communication for the political purposes
are situational in nature and are explained more by the recursive nature of the in-
terconnectedness of the art and politics. At present, the political institutions do not
consider the virtual reality of the computer game as an effective means of the po-
litical control, and computer game itself as a separate mass media communication.
Keywords: mass media communication, ideologeme, propaganda, archetypal im-
ages, media art, digital art, computer games, political control, synthesis of the arts.

THTEPAKTUBHICTb APXETHITHUX OBPA3IB SIK IHCTPYMEHT
IMOJITU3ANIII CYYACHOI'O JUTITAJIBHOTO MUCTELITBA

Awnoranis. [IpoananizoBano deHOMEH IUTITATBHOTO Me/IiaMUCTEITBA SIK 3a-
coby MacoBol KOMyHiKallii. BusHaueHo B3aeMo3aieKHICTh 3aCO6iB XYI0KHBOTO
BUPaKEHHSI JMTITAJIbHOI0 MUCTEITBA 1 Cy4acHUX TEXHOJIOTIH repepadi i 36epi-
rarHs indopmartii. [le gae 3mory posrigaatu heHOMEH AUTITATBHOTO M€ [iaMIC-
TEITBa SIK IHTerpoBaHy YaCTUHY CUCTEMU 3ac00iB MaCOBOI KOMYHIKallii, 1[0 3HaY-
HO ITOCUJTIOE TTOTEHIlial HApaTUBHOTO BIIUBY. Poarisnaotbes popMu B3aeMoii
MUCTEITBA 1 TOJITUKU Ha TPUKJIA/IL TIePeOCMUCJEHHS apXeTHIliB 32 I0TIOMOT0I0
3ac00iB XyI0KHBOTO BUPasKeHHs. IliIKPeCII0EThCS KII0UOBA POJIb OpraHizaiii
mporiecy camoifieHTudiKallii /1714 BCTAaHOBJIEHHS TIOJIITUYHOTO KOHTPOJIIO 1 MicTle
3aco0iB MacoBOI KOMYHiKallil B 1iboMy 1ipoiteci. Ha npukJiai KoM loTepHUX irop
BUBYAETHC Mpoliec TparncdopMallil 3acobiB MacoBoi KOMYHIKallil B caMO0CTaT-
Hiit 06’exT MucrenTBa. ITpoBeeHo kaacudikailiio KOMII'IOTEPHUX iTOp 3aJIe3KHO
BiJl IHCTPYMEHTIB HAPATUBHOTO BIJINBY. 3a JIOMIOMOTOIO IPUHIIUIIIB T€OPil KOJIy-
BaHHS BU3HAYAETHCS, 1110 BIPTYaJIbHUH ITPOCTIP KOMIT IOTEPHOI I'PU 32 JI0TIOMOTOI0
iHTEPaKTUBHOCTI irPOBOTO TIPOIIECY MEPETBOPIOE OY1b-SIKi MOBIIOMIEHHS KOPHC-
TyBaya, CTBOPEHI B paMKax 3BOPOTHOTO 3B’sI3KY, B CUMYJISIKPU, TOOTO pOOUTH iX
6esamicropuumu. 1le sae 3Mory po3risiiaTii KOMITIOTEPHY TPY SIK i30JIbOBaHUIT
KaHaJ KoMyHikallii. HagBHicTh i3071b0BaHOTO iH(OpMAITITHOTO KaHATy 3 OJIHO-
CTOPOHHIM BipTyaJIbHUM MOJEJIOBAHHSM COIaJbHOI peajbHOCTI, IPO06PazoM
JKOTO € Cy4YacHI KOMITIOTEpPHI irpH, JAl0Th 3MOTY BiIDOJAVTHU JIaBHI TPAKTUKHU
MaHITYJIAIT apXeTUTiamMu, ajie 3 MOKJIANBOCTSIMH TexHikn XXI cT. 3azHavaeTh-
¢sl, 10 cIpoOY BUKOPUCTAHHS TIOTEHIT ATy (heHOMEHY Me[iaMUCTEITBA SIK 3aC00y
MacoOBO1 KOMYHIKaIlil B MOJITUYHUX I[IJIIX HOCATb CUTYaTUBHUI XapaKTep i mosc-

222




HIOIOTBCST IITBUJIIIIE PEKYPCUBHUM XapaKTEPOM B3aEMO3YMOBJIEHOCTI MUCTEIITBA
i mostituku. [losiTuHI iIHCTUTYTH Hapasi He PO3IJIS/IAl0Th BIPTYaJbHY Pealib-
HiCTh KOMITIOTEPHOI TpH SIK ePeKTUBHMIT 3aci0 MOJITHYHOTO KOHTPOJIIO, a CaMy
KOMITIOTEPHY TPY SIK OKPEMUI 3aci6 MacoBOl KOMYyHIKaIlii.

KmouoBi cioBa: 3acobu MacoBOi KOMYHiKallii, iieosiorema, mporarasja, ap-
XeTUIivyHi 00pas3u, MeIiaMICTEeITBO, AUTITalbHe MUCTEITBO, KOMII'IOTEPHI irpH,
MOJIITUYHUI KOHTPOJIb, CHHTE3 MUCTEITB.

NHTEPAKTUBHOCTDb APXETUIIMYECKUX OBPA30B
KARK MHCTPYMEHT IIOJIUTU3AIIUN COBPEMEHHOTIO
JUTNTAJIBHOTIO NUCKYCCTBA

Annotanus. Ananusupyercss ¢GeHOMeH JAUTUTAJIbHOTO MeIUanCKyCcCTBa
KaK cpe/icTBa MaccoBOM koMMmyHuKanuu. OrpezesisieTcss B3aMO3aBUCUMOCTD
CPE/ICTB XY0KECTBEHHOTO BbIPAKEHMS M COBPEMEHHBIX TeXHOJIOTUI XpaHeHUs 1
nepegau “HGOPMAIMU. ITO 1103BOJIIET pacCMaTpPUBaATh (PpeHOMEH MeInancKyc-
CTBa KaK MHTEIPUPOBAHHYIO YACTh CUCTEMBI CPEJICTB MAaCCOBOM KOMMYHUKAIIUH,
YTO 3HAYMUTEJIBHO YCUJMBAET MOTEHIIMal HappaTUBHOTO Bo3jeiicTBus. Paccma-
TpUBaOTCs (HOPMbI B3aUMOJIEHCTBUS UCKYCCTBA U MTOJUTUKKU Ha IIpUMepe Iepe-
OCMBICJICHUSI apXETUIIOB C MOMOIIBIO CPEACTB XY/I0KECTBEHHOI'O BBIPAsKEHMUS.
[TonuepkuBaercs KJ04eBast poJib OpraHU3alvu Ipolecca caMonieHTuruKaIum
JIJIS1 yCTAHOBJIEH NS TTOJIUTUYECKOTO KOHTPOJISL U MECTO CPEJICTB MaCCOBOI KOMMY-
HUKAIMU B 3TOM IIpoliecce. Ha nmprMepe KOMIIbIOTEPHBIX UTP U3YyYaeTcs poliece
TpaHcHOPMAIIUHU CPEICTB MACCOBON KOMMYHHKAIIUU B CAMOIOCTATOYHBIH OOBEKT
uckyccrsa. [IpoBoauresa kimaccudukalys KOMIbIOTEPHBIX UTP B 3aBUCUMOCTU
OT UHCTPYMEHTOB HappaTUBHOTO Bo3zieiicTBusA. C MOMOIIBIO IPUHIIUIIOB TEOPUU
KOJIMPOBAaHUS OIpejiesisieTcs, YTO BUPTyaJbHOE IPOCTPAHCTBO KOMIIBIOTEPHOMN
UTPBI TIOCPEJCTBOM HHTEPAKTUBHOCTH UTPOBOTO TIPOIlECCa, TIpeBpaiaeT Jobbie
COOOIIEeHre MOJH30BATEIsI, CO3/[AHHBIE B PaMKaxX 0OpPaTHOW CBSI3M, B CUMYJIS-
KPBI, T. €. 00eCCMBICIUBAET UX. JTO MO3BOJISIET PACCMATPUBATH KOMITBIOTEPHYIO
UTpy, KaK M30JMPOBAHHBIN KaHay KOMMYHMKaluu. Hamnyune msosnpoBaHHOTO
MH(OPMAIIMOHHOTO KaHasla ¢ OTHOCTOPOHHUM BUPTYaJIbHBIM MOJIEJIMPOBAHUEM
COIMATIBHOM JIEHCTBUTETBHOCTH, TIPOOOPA30M KOTOPOTO SIBJISTIOTCSI COBPEMEHHBIE
KOMIIbIOTE€PHbBIE UTPBI, TI03BOJISIIOT BO3POJUTD IPEeBHIE TTPAKTUKU MAHUITYJISAIUN
apxXeTuiiaMu, HO ¢ Bo3MoxkHOCTAMU TexHUuKkM XX Beka. [lonbiTku ncnosb3osa-
HUA TIOTEHI[Maa TAaKOTO CPe/ICTBA MAaCCOBOM KOMMYHUKAIIMU, KaK KOMIIbIOTEP-
Hast UTPa B MOJUTUYECKHUX I[EJIAX HOCSAT CUTYaTUBHbIN XapakTep ¥ OObsICHSIIOT-
Csl CKOpee PEKYPCHUBHBIM XapaKTEPOM B3anMOOOYCJIOBJIEHHOCTH HCKYCCTBA W
nosutuky. [lomuTnyeckne MHCTUTYTHI MTOKA HE pacCMaTPUBAIOT BUPTYATbHYIO
peasibHOCTh KOMIIBIOTEPHOI UIPbI Kak 3@ eKTUBHOE CPEeICTBO MOJUTUYECKOTO
KOHTPOJISA, a caMy KOMIIBIOTEPHYIO UTPY KakK OT/leJIbHOE CPEJICTBO MAaCCOBOI KOM-
MYHHUKAIIMU U PAa3HOBU/IHOCTD JIUTUTAJIBHOTO MEIMANCKYCCTBA.

KimoueBble cioBa: cpe/icTBa MacCOBOM KOMMYHUKAIIMU, WjeoJiorema, Ipo-
marafjia, apxXeTUInuIeckrue oOpasbl, MEIMAUCKYCCTBO, TUTUTATBHOE HUCKYCCTBO,
KOMIIBIOTE€PHbBIE UTPBI, TOJTUTUYECKUN KOHTPOJIb, CUHTE3 UCKYCCTB.

223




Formulation of the problem. In the
political process the art objects are al-
ways seen as instruments of the politi-
cal control and are an effective means
of managing the mass consciousness.
The main task of using these tools de-
pends on the formation of appropriate
(for the political process) evaluation
judgments in relation to the social re-
ality on the part of the citizens. The
key to achieving this goal is to create
markers of the political identity by giv-
ing the political meanings of the wide-
spread archetypal images.

Examples of the use in the political
reality of the archetypes transformed
through the means of artistic expres-
sion can be found in any kind of art:
from the painting of ceramics, as the
oldest variety of decorative and ap-
plied art, and ending with the role of
architecture in the culture of totalitari-
anism [1].

However, since the 1970s, we have
been observing the process of forming a
fundamentally new phenomenon of “art
in politics” or “politics in art”, which
is caused by the transformation of the
mass media (hereinafter — the media)
into mass media communication (here-
inafter — the MMC) and related to the
development the computer networks
[2]. Unlike the classic communications
channels like television, radio, periodi-
cals, New Media exploits a model of en-
gaging the users in the very process of
the communication (such as participa-
tory journalism), which fundamentally
changes their place and role in the po-
litical process.

Analysis of the recent research and
publications. These issues have only
recently begun to be widely discussed
on the pages of the leading internatio-
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nal periodicals. Among its active deve-
lopers are N. Guernham (considering
new media as a medium and space for
the creative industries), J. Aiello (fo-
cusing on the visual communications
in the contemporary media culture),
L. Kandy and E. Edmonds (exploring
the creative potential of the interactive
communications), H. Pocheptsov (dis-
tinguishes the semiotic aspect in the
functioning of the MMC), S. Jones and
E. Volp (analyze the mechanisms of
identification in the social networks),
and others. Developing this theme,
Z. Papacharissi in his work “Network
Personality: Identity, Community and
Culture in the Space of the Social Net-
works” [3] calls the phenomenon of
self-identification a key problem for
the effective functioning of the MMC.

However, due to the fact that the
technical capabilities of the MMC, as
a tool for exercising the political con-
trol, have become available only since
the 1990s, this phenomenon is still
poorly understood: no separate area
of knowledge has been formed, all the
studies are interdisciplinary, the ter-
minological base is not yet clearly de-
fined. In particular, little attention has
been paid to the study of the computer
games as a means of mass media com-
munication and tools for influencing
the political consciousness.

The purpose of the article. The
purpose of this article is to identify
the specifics of the computer games as
a kind of contemporary art and to de-
termine on this basis the mechanisms
of the politicization of the digital space.

Outline of the main research mate-
rial. Based on the essence of the problem
and the given purpose, it is convenient
to define the typological structure of




the MMC within the framework of the
semiotics and informatics by the follow-
ing criteria: 1) depending on the form
of expression of the essential meaning
of the message as a phenomenon on the
level of consciousness chosen for per-
ception; 2) by the method of encoding
the form of the essence of the phenome-
non of the message; 3) by the method of
organizing the feedback cycles with the
consumer information in accordance
with the environment of communica-
tion and decoding of the original mes-
sage. Let us consider each of these crite-
ria separately.

1. In the context of the first criterion
(dependence of the form of the essence
of the phenomenon of the message on
the level of consciousness selected for
perception), it can be argued that, as a
rule, the symbolic-semantic elements
of the public consciousness are used
to broadcast the archetypal essence of
the message: ideologems — for the po-
litical; mythologemes— for the cultural
consciousness, etc. (See Table 1).

It should be noted that this aspect
of the problem is fairly well under-
stood. Of particular interest, within
the scope of this article, is the work of
Giorgio Aiello, “Theoretical Achieve-
ments of the Critical Visual Analysis:
Perception, Ideology, Mythology, and
Social Semiotics” [4].

2. According to the second criterion
(the method of encoding the form of
the essence of the phenomenon of the

message), which closely matches the
basic principles of the semiotics and
coding theory, the art is a tool for solv-
ing a number of problems:

a) transforms, by the means of differ-
entiation, complex semantic construc-
tions into accessible artistic images;

b) creates a single structure of the
semantic codes that guarantee the
uniqueness of the decoding of the artis-
tic images by the recipient of the mes-
sage;

c¢) provides encryption of the seman-
tic codes to make it impossible to de-
code a message to a "stranger”, which,
for example, is the basis of the various
subcultures. (This “inverse” function
of the art will not be considered in this
article.).

This coding process can be seen
from the example of the Hubert Lan-
singer’s famous artwork “The Standard
Bearer”, which became the aesthetic
and ideological manifesto of the Nazi
Germany. The archetypal image of
the “messiah” is a leader with a flag
indicating the direction or purpose
shrouded in the armor of the European
mythologeme of the “Teutonic Knight”
and actualized, in the contemporary
for the artist, in the national political
discourse, through the mediation of the
political person — Adolf Hitler. And
the NSDAP flag, ruling in Germany
since 1933 as a political symbol, serves
as the identity marker for the recipient
of the message. (See Fig. 1).

Table 1

Broadcast trajectories of the archetypal essence of the information message

ideologeme <

archetype | 4

mythologeme
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Fig. 1. Hubert Lansinger’s
“The Standard Beare”, 1935

The encoding of the meanings is car-
ried out by the means and techniques
of the artistic expression, which are
classified according to their belonging
to certain types of arts: fine, spectacu-
lar, expressive. The synthesis of the arts
allows you to extend the variability of
the unambiguous meaning coding. The
synthesis of the arts in this case should
be understood as a means of compil-
ing the means and techniques of the
expression of the artistic image. (For
example, literature, music, painting
and graphics all give us theatrical art).
Hence, the higher the degree of the
interpenetration of the means of the
artistic expression in the object of art,
the greater the opportunities for influ-
encing the formation of the evaluative
judgments in relation to the social rea-
lity by the recipient of the message.

Thus, the pinnacle of the synthesis
of the classical arts is circus, theater
and silent cinema, which still belongs
to the art of fine arts. The release of
Charlie Chaplin’s “The Great Dicta-
tor”, the first fully-fledged soundtrack
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to usher in a new era of the mass art, is
indicative in this regard.

From the mid-20 century to the
advent of the computer networks, the
cinema was the dominant type of the
art synthesis. The further develop-
ment of the technical means of deliver-
ing messages has led to the emergence
of new ways of syncretic unity of the
means of the artistic expression, nowa-
days called the media art (New Media
Art) or digital art.

In the Table 2. the evolution of the
classical forms of the art under the in-
fluence of the modern media technolo-
gies is presented.

The key influence of the process of
the development of the means of com-
munication for the effective exercise
of the political control was formulated
successfully by H. Pocheptsov: “Every
time the arrival of new media is ac-
companied by the efforts of the state
to “conquer” them, returning to the
existing distribution of the power in
the society and the state. Social media
(primarily Twitter) is creating a new
version of the mass media — the so-
called public journalism. Among the
founders of Facebook, in particular, is
the CIA Venture Fund” [5].

3. According to the third criterion
(a method of organizing the customer
feedback cycles), the communication
environment is formed and the original
message is decoded.

A key feature of media art is the
interactivity of the objects of the lat-
ter. This makes it possible to use the
feedback cycles themselves as artistic
means, sometimes turning them into
independent objects of the mass cul-
ture (for example Instagram). The
communication of the “author” of the




Table 2
The evolution of the classical forms of the art influenced
by the modern media technologies

Classification of classical forms of art by F. Hegel:

architecture

poetry ‘ music painting ‘ sculpture

main classical forms of the synthetic art: theater, variety, circus.

Motivational functions of the art
Modern forms of the media art:

main modern forms of the synthetic art: cinema, video games, media.

.. . computer digital architecture
digital electronic : . .
. . graphics 3D computer virtual reality
literature. music track L . .
digital photog- | modeling. light system
hypertext and procedural . . L . .
- raphy animation | art 3D printing architecture:
audiobook. art . « o
rendering smart city

message and its recipient is understood
in the context of the phenomenon of
self-identification, which makes the art
an integral part of the MMC.

For the arts as a whole, the problem
of identification is solved in the catego-
ries of archetype that take appropriate
forms depending on the function re-
quired. Thus, to influence the religious
consciousness, the archetypes in the
message structure take the form of a
mythologemes. In this case, the feed-
back cycles are organized as mysteries,
carnivals, the sacrament of the Eucha-
rist and others.

In the political consciousness,
the archetype is consumed as an ide-
ologeme: leader, freedom, revolution
and so on. Coronation, inauguration,
elections, demonstrations are examples

of the organization of the feedback cy-
cles in the political reality (See Fig. 2).

By analogy with the synthesis of the
arts, the synthesis of the archetypes al-
lows us to improve the perception of
the essence of the phenomenon of a
particular message.

The main tools of such synthesis,
and hence the organization of self-
identification, were, until the advent of
radio and television, as the first means
of media art exclusively, an administra-
tive resource and a holiday [6]. In both
cases the individual was regarded as
homo ludens.

In this regard, the work of Roy As-
cot “Interaction: Art, Research and
Creative Practices” [7], in which the
author examines in detail the process
of deepening the integration of the art
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Fig. 2. November 7, 1941, Kuibyshev.
Demonstration after the parade

into the technical infrastructure that
supports the consumption of the cul-
ture, is noteworthy. Based on his obser-
vations, we conclude that the technical
means of demonstrating the objects of
the art and consumption of the mass
culture have come a long evolutionary
path: from bonfires and amphitheaters
to television and the Internet. This
leads to compulsory publicity and to-
tal de-identity of the individual. The
social networks related to telephone
numbers, personal and banking infor-
mation require the modern man to be
homo ludens constantly, transforming
the behaviour not only of his virtual
personality, but also of the real one.
This, in turn, leads to the fact that
the modern society no longer makes a
distinction between them (C. Jones,
E. Volp [8]).

The phenomenon of escapism, an
episodic flight into another reality
with the overflowing information of
the social reality, is also being carried
out today through the digital means.
The inoreality takes the form of virtual
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reality. And its most complete digital
form is a computer game (hereinafter
referred to as CG). Paradoxically, this
type of media art, as a channel of com-
munication, has the greatest potential
to influence the consumer of informa-
tion, and at the same time, is the least
used means of the political control. The
analysis of the CG as a MMC suggests
that the politicization of the archetypal
images and the use of ideologemes in
it is sporadic. In our view, this is ex-
plained by the recursive nature of the
interdependence of the politics and art.

Let us consider the CG communica-
tion tools as a digital model of the se-
mantic space.

Firstly, as a result of the synthesis of
all the types of media art, the computer
games allow the use of any artistic in-
struments of the narrative influence.

Secondly, the computer game dis-
tinguishes the saturation of the con-
sumption process. The user spends
from tens to tens of thousands of hours
in the virtual space of the CG. This al-
lows the CG to be regarded as an iso-
lated MMC. The key role of isolation
of the communication channels for the
political control is shown, for example,
by H. Pocheptsov [9].

Thirdly, the close connection with
the social infrastructure (education,
subculture, work) causes the relaying
of a computer-generated political-et-
hical paradigm into the real world.

To analyze the ways of the narrative
influence, let us consider the typology
of the video games by the main genres.
There are types of the CG, such as: ad-
venture; action; strategy.

The Adventure CG is based on a
story. Most successful projects in this
genre are built around a finished li-




terary work that makes the gameplay
interactive. A classic example is the
Witcher series from the Polish studio
CD Project, based on the A. Sapkovsky
saga “The Witcher”. The game, follow-
ing the writer’s books, exploits the ar-
chetypes in the form of mythologemes,
but without taking into account the
actual political reality. Thus, in con-
trast to the general policy of tolerance
in the political space of the European
Union, the user is promptly invited to
associate himself with the mutually
contradictory archetypes of the “mer-
cenary” and the “hero”. Having learned
from a biological mutation as a child,
the protagonist is endowed with super-
masculine qualities — not only corpo-
real but also behavioural, which is the
basis for the concept of supremasism
as the ideological foundation of the
semi-sectarian organization to which
the hero belongs. In the virtual space of
this CG is the fantasy world, outlined
by the aesthetics of the Middle Ages, is
filled with scenes of domestic violence,
mass executions, and destruction as
a result of the political intrigues. And
this world order should be taken as a
given by the user. Perhaps the only ta-

boo opportunity to turn the world into
the “worse side” that a player has taken
away from is the killing of children (al-
though in the late 1990s such function-
ality could be observed in a number of
computer games (see Fig. 3).

The user, deprived of the opportu-
nity to adapt the character behaviour
of his “avatar” to the modern categories
of the ethics, remains to conclude: the
main “monster” — this is not a mon-
ster of the Slavic mythology, which
constantly have to fight in the virtual
space, but the man, the player.

In the Mass Effect series of BioWare
Studio games the actual ethics are not
ignored, but rather used to actualize
the literary archetypes. The personi-
fication of the protagonist is related
solely to the behavioural aspects, and
the archetypes of “the hero”, “the cho-
sen”, “the warrior” stated in the plot
are purely formal. The main focus of
the story is the image of the antago-
nist as an ancient, depersonalized evil,
archetyped as “precursor”, “titanium”.
The integration of the user in the des-
ignated narrative is achieved by the
immersion in a rich gameplay. There-
fore, the key archetypes are abstract

Fig. 3. “Kill Counter” category and description of character “Features”
in the Fallout 2 computer game (developed by Black Isle Studio)
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symbols. For example, the “dome” is
represented by the “Normandy” space-
craft, which is a haven for the player
and his team. The latter should be seen
as a “family”, where the establishment
of the romantic relationships, imitation
of the active social interaction between
the crew members is a significant part
of the gameplay and influences the
development of the story. The plot is
built around a confrontation between
the collective “David” and the cosmo-
gonic “Goliath” that cannot be defea-
ted without the help of the procedural-
ly generated comrades. The gameplay
details of the space travel between the
star systems form an important part of
the gameplay that exploits the “road-
to-home” archetype. “The Last Battle”
takes place on the ruins of a “lost para-
dise” — on Earth, the cradle of the hu-
man civilization. These archetypes are
actualized through the contemporary
social and ethical issues such as gender
identification, racism, confrontation of
the science and religion, forced migra-
tion, human rights, the threat of the ar-
tificial intelligence, and more.

Using a different typological struc-
ture of the archetypes, the adventure

computer games are interactive ani-
mated literature that can hold a user’s
attention to a broadcast narrative for
hundreds of hours.

Another kind of CG is the ac-
tion. The action is a CG genre with a
distinctly entertaining function. En-
dowed with a limited plot, requiring
active participation in a rich gameplay,
the games of this genre are interactive
cinema that appeals to the aesthetic
level of the consciousness of the user.
The problem of identification of the
player is solved without complicated
work with the archetypes, but at the
expense of interactivity of the secon-
dary references to their forms. Thus,
Activision’s Call of Duty series puts us
in the ready-made paradigms of World
War 11, where we grapple with the es-
tablished perceptions of the Japanese,
German, assuming the role of “typical”
American or Soviet homeland defend-
ers (See Figure 4).

In another part of Call of Duty:
Black Ops dedicated to the Cold War
the player is offered to eliminate Fidel
Castro during a landing in the Bay of
Pigs, try to disrupt North Vietnam’s
“TET Offensive” and participate in

Fig. 4. Call of Duty: World at War. The Vendetta storyline in detail mimics
the aesthetics of the Jean-Jacques Anno’s movie “The Enemy at the Gate”
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a Space Race by blowing up a Union
rocket-2 at the Baikonur launch pad.
The aesthetic merits of the CG in this
series make the users return to the same
storylines and characters over and over
again.

Created by the fans of Half-life
(developer and publisher of Valve) in
1999, the modification of the cult game
has not lost popularity in 20 years.
Counter-Strike has evolved into a
sub-culture of eSports, and Valve has
become the world leader in the cyber-
entertainment industry with its digi-
tal gaming service Steam and billion-
dollar eSports (The International CG
Dota 2 Tournament).

Strategies: CG genre with the
greatest relative freedom of the action
of the player. It is in the space of the
programs in this genre that the neural
network (Dota 2) is trained [10]. Tech-
nically, the computer programs of this
genre were the first, representing a sys-
tem of mathematical puzzles — “game
mechanics”. The user, in such a game,
takes the place of a “demiurge” or “spir-
it of the history”, the power of which is
limited only by the laws of the proce-
dural generation of the virtual world.
The main means of ensuring the game-
play of this type of the CG is the most
interactive display of the conditions of
the mathematical problems, the course
of their solution and the result of the
operations. This is achieved through
animation, visualization, widespread
implementation of the hypertext in the
interface. All this eventually led to the
design of interfaces in a separate field
of art.

The plot of the game is to describe
the archetypal conflict. As a rule, these
are eternal literary subjects: “the death

of the gods” (Tiberium Sun), “the end
of the history” (Total War: Warham-
mer, StarCraft), “coming back home”
(Homeworld). Some computer games
offer the user the ability to rewrite the
history where the plot defines only the
historical entourage of the gameplay
(Europa Universalis, Civilization).
The process of the self-identification
consists of choosing the side of the con-
flict, and then the player himself be-
comes the author of a fascinating story.

The competition in solving math
puzzles in a single-player (human-com-
puter) game is usually a pre-race train-
ing session with the other users. It is in
multiplayer mode that the game gives
the deepest possible degree of immer-
sion in the virtual environment of the
game program of this genre, turning
each match into a “battle of the titans”.

Let us consider the self-identifica-
tion methods for the computer games,
depending on the genre:

The competitive character of the
gameplay is a key factor in the process
of identification of the user in the vir-
tual space, and narration algorithms
have the greatest influence. The latter
are a message sequence related to the
results of the user operations within
the game mechanics, expressed in a
form that corresponds to the visualiza-
tion of the aesthetic paradigm of the
CG. Combining all the above methods
of organizing the user self-identifica-
tion allows to maximize the impact on
the player’s consciousness.

The first attempts to unlock the
potential of the competitive self-iden-
tification were the publication of the
updated “ladder tables of the players”
where the users competed with each
other in absentia. Today, this mecha-
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Table 3
Mechanisms of organizing the process of the self-identification
in a computer game, depending on the genre

adventure

story algorithm:
animation and visualization
of the narrative influence

nism has become the cornerstone of the
video game industry, where it has taken
the form of a multiplayer online game.

This article will not address the
problem of expanding the target au-
dience of the game by increasing the
number of the game mechanics, which
is the primary concern of the develo-
pers from a marketing point of view. In
spite of this, the given data is sufficient
to establish the dependence: the more
variations of the self-identification,
the more hours a person spends in the
game, and the higher the replayability
of the latter.

The concept of the “perfect game”
technically implements the phenome-
non of the self-identification as follows:
a) competitive moment — obliges the
game to be multiplayer, all the player
information is stored on the server of
the game developer / publisher and ful-
ly controlled by the latter; b) problems
of the aesthetic perception — require
the contemporary CG elements of at
least augmented reality; c) storytelling
algorithm — must be integrated into
the competitive element, so that ev-
eryone has the opportunity to interfere
with the “history” of the other players
(from PvP to the open world of Death-
Standing).
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action

organization of the aesthetic
perception: integration into
the gameplay of the seman-
tic code of the mass culture
accessible to deciphering

strategy

competitive nature of the
gameplay, that assumes that
there are parties to the conflict
whose choice triggers the pro-
cess of the self-identification

Another important characteristic
of the CG as a mass media commu-
nication is the saturation of the con-
sumption process. The longest adven-
ture computer games may require up
to 40 hours of the game time to study
the story. What is more, you can find
Steam accounts running thousands of
hours in a single game.

However, in our opinion, it is pre-
cisely the third specific trait of the
CG as a MMC that includes it in the
arsenal of the political influence. The
close connection with the social infra-
structure allows us to relay the existing
political and ethical paradigm into the
real world.

At the forefront of the social as-
pect of the CG phenomenon are phe-
nomena such as targeted advertising,
various social networking services,
marginal public organizations and po-
litical movements [11]. In general, the
novelty of this type of art explains the
lack of sectoral legal regulation of this
media industry. The consequence is the
possibility of the existence in the vir-
tual world of the CG archetypal, non-
codified elements of morality, as for the
developers and publishers of the CG
self-censorship, embedded in the recur-
sive nature of the art, plays a decisive




role in the choice of the storytelling al-
gorithm.

In this regard, it is important to note
that the CG, as a MMC, is an isolated
channel of communication. That is, the
message received by the user may be
retransmitted beyond the game reality
(screenshots, streams, tournaments),
but the virtual reality management
functionality available to the user has
clear limitations in the gameplay pro-
cedures aimed at receiving messages
by the user himself. Therefore, while
in the virtual world, the user can only
receive messages, rebroadcast, but not
synthesize their own. That is, the user
receives the message, decodes it, but
his response-message is a simulator.

We believe that such a structure of
communication is an ideal channel for
propaganda and, accordingly, an effec-
tive tool for the political control that
allows the users to be socially perceived
in isolation.

It is difficult to overestimate the
importance of the emergence of such
a technical infrastructure in the policy
information space. This becomes espe-
cially apparent when comparing the
CG to the other next generation me-
dia. So, today, the space of the social
networks is not an isolated channel of
communication, even considering the
determining influence of the network
filters on the content of the displayed
information. This toolkit allows the
political entities to track and then ana-
lyze the nature of the online user acti-
vity. The ultimate goal is to determine
the nature of the message, which will
be deliberately uniquely decoded and
endorsed by the latter, as could be seen
in the run-up to the US (2016) and
Ukraine (2019) election campaigns.

The presence of an isolated information
channel with one-sided virtual model-
ing of the social reality, the prototype
of which is the modern video games,
allow to revive the ancient practices
of manipulation of the archetypes, but
with the capabilities of the 21th cen-
tury.

Conclusions and prospects for fur-
ther research. The analysis of the evo-
lution of the modern political control
means, from the standpoint of the pos-
sibility of using artistic images of the
digital media art to encode essential
values and their unambiguous decod-
ing, will allow us to confirm the follow-
ing.

In its means of the artistic expres-
sion, the media art is inseparable from
the modern technical means of trans-
mitting the information and becomes
an integrated part of the mass media
communication, which greatly enhanc-
es the potential of its narrative influ-
ence.

This leads to situations where the
mass media communications become
independent objects of art. The com-
puter game, the most ambitious variant
of implementation of this principle, is
at the same time both a branch of art
and a means of mass media communi-
cation.

As a result of the synthesis of the
arts, the computer games have all the
available means of the narrative influ-
ence that accumulate in the properties
of replayability. From here, the user
spends thousands of hours in the vir-
tual reality, which is organized by just
one digital art object.

Unlike mass media communication
such as the social networks, the com-
puter gaming is an isolated channel of
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communication that gives the undeni-
able benefits of using its space as a pro-
paganda tool.

Attempts to harness the potential
of this mass media communication for
political purposes are situational in na-
ture and are explained more by the re-
cursive nature of the interdependence
of the art and politics. The political in-
stitutions have not yet considered the
virtual reality of the computer game as
an effective means of the political con-
trol, and the computer game itself as a
separate mass media communication.
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