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Abstr act

This thesis explores the emerging paradigm shift in game studies calledygoree
studies Through research creation, this projexplorescruising in Stanley Park/ancouveras
an empiricaBnd conceptual startijpointto prototype a surrealhorror gane calledThe
Rawlings.Synthesizingjueer game stlies with theoretical engagement represented by queer
Gothc studiesthis thesigproposeshat if cruising can be understood a form &fypwith unique
dynamicspatial qualities, it might have implitansfor the discipline of level design video
game develpment.lt is concluded that queer Gothic studies may provide inroads to our
undestanding of both the sexuality of space and the spatiality of kgxnagueer spaces.
Particularly this thesignvestigatesiow cruisingilluminatesspace with qualities that exhibit
markers of deiancy and monstrosity. This project demonstrates the implications of space as

monstrous body with its own identity, motivation and dedioegjueeing level design.

Keywords: Queer theory, queepthic studies, queer game studies, game developspatial

studies, level design, cruising, research creation, autoethnograaghlgyS®ark
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Introduction

On November %, 1967, the Supreme Court of @ala sentenced Everett Klippert to
prison for gross indecency, a legal term to criminalize sexual activity eetmen. Within six
weeks, on December 211967, Pierre Trudeau, the then Justice Minister in Prime Minister
Leste B. P e ar s o nnireducéd Bl €109:whichPhvags ldtey passed in 1968 as Bill

C-150 Criminal Law Amendment Act. Inspired by thex8al Offences Act passed by the British

Parliament one year earlier, BlIFC50 | egal i zed @ h oomenvextheadgeofact s o

2lperbr med in private. Trudeaubds famous words
of t he n atokemimdef@ncewoéthisebill.Hpwever, in the years following, from the
Stonewall Riots in New York on June®8969 to Operation Soap, thetbaouse raids by the
Metropolitan Toronto Police on February,3981 to the mass shooting at Pulse Nightatub i
Orlando on June 12 2016, queer spaces continue to be interrogated, cleansed, raided, gentrified
and attacked.

Today, the reality of livingjueer lives visibly and publicly is still one of fear, danger and
death.Digital spaces such as websites, sptashe applications and digital games and physical
spaces such as cruising sites and gay bathhouses can offergadephpaces to experimenthw
their identity making and sexuality. Cruisimay,using urban spaces as sites for sexual activity
was firstdocumented by police reports in the 1700s in urban metropolises in Europe. While
cruising is mostly understood as activity exclusive to gay an, straight and negay
identifying men patrticipate as well (Humphreys 41385), complicating a normative comtsn
of binary sexuality and suggesting cruising as a queer activity. Howtwetp the history of

oppression, @rginalization and criminalaion of homosexuality, cruising carries heavy cultural
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significance for gay men as a space for comityumakingas well as acts agsilience,

liberation and worldmaking (Mo z , A Cr ui s i40).grhidspacepconzes witld 88cost

due to howtherelatim s hi p bet ween Apublic space and sex |
controlling discourses of urbandesiog ( Gandy 729) and -125; digge4 pol i ci
5). Today, while cruising sits in a grey area between illegality and ledgmtgusef the

complexity of public indecency laws, the state continues to persecute men who cruise by raiding
popular cuisingspacesMoreover, urban designers have redesigned yrhess such as adding

more lighting to make it more difficult for people to ceii§GGandy 730). Consequently, cruising

can still be understood as a highly deviant activity of appropriatingopsiiices for counter

normative and illegal sex.

As some peopl use urban spaces for sexual anonymity and physical intimacy, others are
finding creative ways to create digital spaces. In the last five years, the indie vide® game
community has seen a riséqueer identifying artists and designers who are makingvide
games motivated by their queer identities, culture and deshese video gaes can be
characterized by featuring ger history, stories, intimagcgensibility and culture in a multitude
of ways such as through narrative design, gameplay mechanichamdter design. For many
of these game designers and makers, intersecting gataes with queerness is both a reaction
to how mainstream video gaming often tokenizes LGBTIQ people as wefoas of personal
artistic and design practice. For examj®epert Yang makes video games that explicitly draw
upon gay culture and intimacgnna Anthropychallenges masculine and normative
preoccupations itraditional game mechanics and storytellmgyle dreamfeel creates games
that tell stories of ncheteronomative experiences, identities and relations. As more artists,

designers and gaamakers create games that identify with queerness, a movement called queer



game studies, dhe interdisciplinay approach to games studies through queer thbasy,
emergedd celebrate and study how video games have opened a new world of possihilities fo
gueer lives to take shape, both digitally and physically. Moreoueerqgame studies is also a
direct respose to the lack of intersectionality and queer theory in ganuktest Thereforethis
emerging field encompasses both game making practicegréhexplicitly motivated by
gueerness, whichimor e al i gned with pr aaswellasziterpretilg 6 qgueer
gueerness in video games that were not necessardg mith that intention but nonetheless
express queerness in often unexpectedoameerful waysMy deploymenibf the word queeis
supportedy the work of queer theoristefore mesuch aslose Esteban Miéioz, Jane Desmond
and Brett Farmer. To borrow fmoBrettF a r m eusehomésexuato refer to mainstream
representationgjayto refer to politicized, selfdentified representations, andeerto refer to
everything that exceeds these twb (1 . However, |l am not so0 syster
usehomosexudio refer to hegemonic or otherwise traditional definitiaya;to refer to modern
or subcultural definitions angueerto refer to avider notion of antheteronormative desire@s
(Farmer 15). Regardless of my idiosyncrasies betweearosexuaandgay, | strongly sandby
my usage ofjueeras a sexual, psycho, cultural, 8pk visual, sociahnd political
oppositionality to heteronormativity that celebrates deviancy (Ahmed 1; Dekirig Edelman
4; Farmer 15; Munoz 1)
Although scholarship inuger game studies has gained momentum in recent years,
spatial analysisremainalr gel y unexpl or ed. My masterds thes
connections between the physical spacesrigsing and digital spaces in video games through
researcfcredion, an approach to research that combines creative, in my case video game

devebpment, and academic research practices. In doing so, | aim to explore some possible



intersections of physicahd digital queer spaces and the significance of play anddie lu
gualities of both types of space in order to expand on the growing fielteef game studie$o
achieve this, | draw from several sources including both theories of queer space ar&bthieer
studies, an interdisciplinary approach to studyinguwamtkerstanding the Gothic canon through
gueer theory, to explore level design. ekgesign is a field within video game design and
development that describes the design of space and spatre@ment and progression in video
games. This interand transiciplinary approach to research creation reflects the socio, spatial
and ludicmt ure of the projectds core research ques
How might the spatiality of gay cruising sites, such as urbakspaform spatial
mechanics and level designmp o a ¢ hgelse drorg @dMme desi gno
I n his 2009 book dALevel D e,authprrRudolghdKremer gefines T h e o
|l evel design as fA[the] basic purulgsgarddo of | ev el
translate them into a construct (a level) thatbe f aci | i t ates playo (18).
anotherauthorwho has written exnsively on level design adds to this definition by suggesting
that ndl evel desi gn igameptayireo ganmtepacefpriite playérste x e cut i o
dwel | indo (xxiv).
Level design can therefore be understood as the practice of making and degagméng
maps, missions, stages, environments and worlds for the player to interact with the game in. The
high-level responsibility of the leel designer is to interpret the narrative and the mechanics of
the game into shapes. However, this is a rigid undedistg of space and spatial design in games
that simply treats levels or gamespace as backdrop to the moreantgeiments of the gamie.

turn to cruising through theory of queer space andtheg@ r Got hi cdés rich trad



interrogating the relationghbetween deviant identities and bodies with environment to assist
my exploration in expanding such conceptidtievel design.

Centralto my research question is the idea of queer space and the queering of space that
aligns and identifies with queer thry. Evident examples of queer spaces include gay and
lesbian bars, LGBTIQ archives, student formed gay straitjahce clubs, LGBTIQ dokstores
and the like. These spaces, though critically important to my understanding of queer space as
they lay physial claim to spaces in direct opposition to the dominant spatial hierarchies (Reed
64-70), are not the focus ofynthesis. Another examptd queer space comes from architectural
critic Aaron Betsky who in his bodRueer Space 1997 sought to find a ceitaunique quality
and design approach to space that gay and lesbian architects have that differentiate them from
their heterosexual cousrparts. Betsky found that a gay and lesbian architectural sensibility
created spaces thatewsuveael eubsekdsonl gmonakbndah
goal of queer -B)p.acWhiilse oB atamknyiodef tdfindingtaartaing s | e a
spatial quality to queer spaces, they doatigin with queer theory, apieerspace n Bet s ky o s
bookisbounddé a sexual identity which would Aempty
radi cal pot ent iealplng ¢f uaec spat®ns Jexuality dnt its sligroment
with the radical politic found in queer theory is supported by geographer Natalia &ssie
suggests that the idea of a queer space which is rooted in a restricted conception of identity
formation privileges reified forma of sexual difference as the basis for political action. Oswin
argues instead for a i gringotspacatpapextendsdtchamopre s p ac e
complex and interdisciplinary set of elements beyond the mere apprapoéspace (91).

What isthe relationship between cruising, play and space? Turning to one of the most

widely discussed concepts in game stgdee may begin to see some connections through the



magic circle. First published in 1938, HuizingaHomo Ludeasdiscussed the importae of the
el ement of play in cultur e -cviizédd henoan actevityyhatesnd p o
resistan t o capitalism and rHamoiLodengHuizirmgausestheterm( La u't
Amagi c c i nbe & space in vehichdthesntal rules of reality in the physical material
world are suspended and replaced by the rules and mechanics ahthevgdd (Unterhuber).
Using a football or soccer match as an example, the magic circle serves to createaayempo
boundary of play whe new rules are enforced; kicking a ball into a net is no longer just kicking
a ball into a net, it now means scoremgoal. The magic circle may not necessarily have physical
boundaries; the players of the game agree on theonebeifitering the magicrcie. Using
Gandybés interpretation of Michel Foucaultds o
e | e me733) magic ¢ircle when understood through cruising behave similarly.ig his
because while typically a persouatside the magic circle auld be able to view the activity
inside, for queer spaces such visibility has not always been possible or legal.

Forthe uninitiated, the rules and mechanics of cruising are both complex and
straightforward. First, depending orhere you are cruising, wanay take off as many pieces of
clothing as you want, this may det eemadpne how
you enter the cruising ground and navigate the space until you encounter one or more person, if
interesed, you would engage timewith no words, just eye contact or a gesture such as a nod. If
consented, the two or more of you could become inémight there, or you may decide to go
somewhere with more privacy. Once over, you can choose to exit theosgacginue
depending orthe goal you have set for this play through. Although each cruising ground has its
own idiosyncrasies, they all remaimilar in that the mechanics to engage with offeople are

mostly nonverbal andjestural, and because th&esiwhere the cruisingkas place always



already exist as spaces for completely different uses, players must be able to pick up on small
visualcues in the environment in order to stay safe. If cruising in public spaces could be
understood as a magic dedhat has a negotiateatry, a set of boundaries, mechanics or rules
of play that suspend the normal rules of reality, a goal or goals amtlahat signifies the exit

of the gamehen we might able to begin to understand cruising as a form of gantieeffmore,

usingqueere ol ogi st Matt hew Gandyds reading on cruli

spatiality of sexuality (732)ve canbegin to see the implications of cruising as the translation of
gameplay into gamespace. However, this doesauoincile space as quedre magic circle is

an understanding space as a backdrop to the play that is happening. What about the sexuality of
gpace instead of the spatiality of sexuality?

Queer game studies recently celebrated its first two books pedlshits subject matter
within a year of each other as well as new special issues dedicated to exploring queer games by
other game studies jauals such akirst Person ScholarHowever, many writers and academics
in queer game studies seem to be drivearbalmost utopian semdity in their debates. To
counter and to make a mess of the current tendency to couple queerness with utopign ideals
the field and to widen the discussions around the richness and depth to queer game making
approaches, | am iag upon the queer Goith In part, the queer Gothic reinforces what video
games already do best, they both sigress and play with the bordéetween the representation
of life and death, past and present, realism and fantasy, natural and the atgleémedflect on
unspe&able and taboo subjectdoreover,as mentioned earlier, the Gothic has a rich tradition
in expressing the dynamic rétanship between bodies and space that does not simply treat space
as a setting but as the reflection of therclaac t er 6 s me(Paimarl105106). Deb@Ete a p e

the queer Gothicds investment in emplitywi ng

r

a



more utopian approaches, both are striving towards similar goals of finding alternatives from
hegemonic glture and to destabilizend challenge heteronormativity and phallocentridity.
suggest that by using a queer Gothic lens, we may be abbleate the messiness, complexity
and theoften-dangerouseality of living visible queer lives to expand on houegr can intersect
play and space.

My thesis begins by reviewirthe current literature and video game making practices in
gueer game studies emonstrate how artists and designers are making games motivated by
gueer theory and qdueese Ngngdgresenbdaheorétigal reveew of guaem e
Gothic studies and suggest that we may be able to draw new insights from the field of quee
Gothic studies for the similarities between Gothic literary traditions and video games tropes and
motifs. | draw attention to thqueerGot hi cés i nv e st eregative affectot el ebr at
gueerness bgxploring the haunted, the monstrous, the $eore the spectral to offer new
perspectives that have been largely unexplored in queer game studies, nanaahgéiowdeo
games can ihtify with the darker reality of the lived queer experience.

Following, | introduce, describe and interpret my adtnegraphy of cruising inside
Stanley Park in Vancouver. This section combines my personal experience, |ayelodesiepts
and theory fom both queer space and queer Gothic stuBigmethnography was the chosen
methodology to help me answer my reseayebstion because it allows for queer identities and
voices which have been historically denied legitimacy irrélsearch community to ga
validity. In the bookQueer Methods and Methodologieser fifteen researchers contributed
their insights into howo approach queer research projects. Autoethnography stood out as the
methodology par excellence that is ablelallenge normative idémgies and discourses by

embracing the researcherds role and contingen



Finaly, | describe how | used my research findings to créheRawlingsa survival horror
game prototype and homvaking the game helpedsaved my research question. Through queer
space, the queer Gothic, my autoethnography as well as meiengawlingsl began to see
some possible answers to my inquiry. While level design is about designing the space to
facilitate play and its accompamyg rules and narrative, queer level design expands on that by
designing game space that explores and negotiates @tienship between player, game and
game space as equal actors. This thesis unravels current understandiabdadigm by treating
spae as body, a living and dynamic monstrous thing that the player lives and plays with and
against.

This research proge is timely and relevant for two reasons. One, it expands on current
explorations in queer game studies throadtressing the lack opatial studies within the field.
In my literature review, | only found two papers that dealt directly with queer spgeenes,
and two indirectly. Two, a trend in both current queer theory and mainstream queer culture that
is cekbrating the return todarker, filthier, more punk and shameless queer past that has been
made possible partly by current queer liberatioivests and artists who are revisiting queer
issues and politics that have been suppressed such as HIV/AlDPokprthat queer space
through cruising, the queer Gothic and level design can intersect together to find new tools and
ways to epand queer gaestudies by exploringow video games can t@meimportant sites

for queer identity, desire and politics.



Liter ature and Contextual Revi ew

Queer Game Studies

Like queer theory grew from feminist theory, queer game studies comes from a history of
feministscholars working with bringing feminist issues in relation to video games, analog games
and play. Although schatssuch as G. Skirrowave been studying thepresentation of
sexuality @ad gender in games since 198@eper engagement in this subject bagaearly
2000s with important works by Brenda Brathwai
2012 witht he birt h of Gay mer XepratingandsuppouiaglLGBRTIQn f er e n c
people and culture in the woamésdontefencgia2013ngo an
an academic conference organized by Bonnie Ruberg, Mattie Brice and Christopheh&oetz t
the field of queer game studies startednerge. Moreover, the Different Games Conference, an
event that celebrates diversity and inclitgiin games which often includes queer game studies
in its programming also began in 2013. Since their cormegptiGaymerX, QGCon and Different
Games have Bfjrown considerably and are now cornerstone conferences for queer game studies
academics and gammakers alike.

In recent years with the publication@tieer Game Studies fit he f i r st vol ume
entirey t o queer n@aberg arnf d Qu & Jate & d5 agee2017CaridPueerness
and Playin 2018 by Todd Harper, Meghan Blythe Adams anchblias Taylor, a volume
dedicated to exploring how gaming and play can supporheteronormative experiences,
identities and relations, queer game studieoffased a much needed paradigm shift in game
studies as well ascalling for queer scholarsandh eor i st s t o Aincrease it

popular digitailmed f or ms 0 ( Ru b estugynganddexpi@ihgd w ex iimy | uent i
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role of videogamesinhe cont emporary cultur al | andscapeo
introduction inQueer Game Stlies Ruberg and Shaw stated that queer game studies, in its
usage of queer theory and thinking, is an actieakifrom the existing work being done
LGBTIQ game scholarship. The discourses that have dominated LGBTIQ game scholarship has
predominantly foceed on LGBTIQ players and designers and games with LGBTIQ
representation in games, which even though is immgrathable work, do not provide an
understandg of games as having queer potential to
(Ruberg and Shaw). This potential, as claimed by quemme studies proponertan be
mobilized from queer theory, which hatag history of scholarship in exploring stasesh as
failure, disorientation, resistance, disruption and promiscuity as productive sitamjteec
hegemonic social, political, cultural and economic systems andiiistitons ( Hal ber st an
Fai |3uFAreeman 3; Edelman 4; Moz, A Cr uiiasd n3g4 ;b dpigka dnd 2
Reed 811).

Bearing this in mind, queer game studies embraaeeeg@nd LGBTQ game scholarship
but ultimately positions and aligns itself closer with queer theory; usingeitsetical framework
and interdisciplinary appazhes to understand, explore, make, critique and play g&@uesr
game studies sees the quedeptal in all video games, not just ones made by queer identified
gamemakers and designers. Despite its infaheyfieldhas grown substantially since therlg
2010s and there is great diversity in the work done under the banner of queer video games.
Currently, research in this field encompasses topics such as performing intervention into the act
of playing gams, using queer theory to inform game desiga likme mechanics and narrative
design, and locating queerness through close readings of gamés tiwd explicitly have

LGBTQ content.
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A crucial part of queer game studies is to study how queer identifgimg gnakers and
designers are mobilizing theiugerness to inform their game making and development practices
which from hereonis ferredtoa 06 qu e er .Daameg frdmregeeergthedry as well as
gueer identity, culture, history and stories, qugane designers have explored how queerness
could influence game design and mechanics in numerous forms. Many game writers and makers
in queer gme studiesuch as Bonnie Ruberg, Jordan Wood, Edmund Chang, Adrienne Shaw,
Jordan Youngblood, Whitney Pow, Gain Macklin and Naomi Clark and Merritt Kopas/b
heed Jack Hal ber st amo dallwwean queerhesas atacliceolquzat e t he
game design, game systems and the act of play itself. This may manifest in ways such as using
glitches, creang impossible time restrictiormich aQueersn Love at the End of the Worly
Anna Anthropyand games with no wiedionsftheteroaormai@e eer t he o
temporality has also been important, allowing game scholars and makers such asLGlaudia
Jordan Wood, Dimitrios Pavlounis, Gasp&durson, Amanda Phillips, Whitney Pow, Kathryn
Stockton and Christopher Goetz to think about m&ys of narrative design, worldmaking,
gameplay mechanicsaswel as comi ng to t ermesmsamddodstowhat &équ
counter normative logics of pradtivity and capitalism in relation to linear reproductive time
and futurism. This is demonstrdtan video games such abe Path(Tale of Tales) where there
is only a walk mechanic but not a run, forcingygles to experience the game slowly.

Works in n queer historiographlyy scholars such as Shira Chess, Maureen Emgkl
BonnieRuberghave bear influential for game narrative design but has also informed
understandings of life and death, and virtual difel virtual death in video. This is expressed
Mat t i e Mdnichi,evieete 8rice purposefully rejects writing an ending to the game and

denying the player the cathartic release or orgasm usually offered by beginning middle end

12



narrative structures.t®er queer writer and makers such as JordandMamanda Phillips and
Robert Yang choose to illustrate the queerness in games through faxéagyeration,

campiness, drag and the grotesque by looking at approaches to game art and character mechanics
as vell as narrative. Queer sex and its many cdlduypes, forms and arrangements has also
been of interest to scholars and makers such as Nbaitie and Robert Yang. They draw

explicitly from queer sex to inform nemormative gameplay mechanics and ptagregagement
with game syst dmdearo®Rwhict usds puble bathan cruising as the

core gameplay mechanic showcases how ntjgher game designers reference queer intimacies,
bodies and sex as a wayindorm queer game design practiceastly, mainstream practices of
game developmeérave also been interrogated by queer game makers and scholars; coming up
with new methodologiesf game design such as community collaboration or gaaidéng tools

that require little to no programming skilsuch as Twine. Whilst, for the sake of reddgstand
organization of this paper, | have decided to box and categorizethsemgti¢c manyof the

games and publications | will be considering are deeply complex, as queer theory affords
multiplicity andfluidity, and therefore they draw upon mulegf not all of the above

categorizations.

Queer Failure

In The Queer Art of Failureauthor ad queer theorist Jack Halberstam explores the
concept of failure as a productive mode in finding alternativegteronormative and capitalist
society. Failig becomes a strategic mode to reject and counteract normative societal goals such

as marriage, production and capital success. Failure, as adopted by many queer theorists and
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gueer games scholasach as Rudrg is an alwaysalready queer state of beidge to an
understanding of queer as a rermative way of belonging and living in this worlddbgh
actively rejecting institutional marriage and sexual reprodu¢tidnN o  F u fhougHh. 0 9 )
Halberstam never mtes about games directly, many queer gamelackh and makers have
deployed queer failure as a lens to understanding, finding, designatidgsigding queerness
in video games. Bonnie Ruberg suggestatent hat
for studying games since many games, eisilg mainstream games, reproduce real life systems,
giving win states to players who accumuthtiee most capital, destroyed all enemy threats or
discovered and colonized all lands. In the most obvious mafailang could be used as a
strategytoonpuposely play against the game (Chang
obliging red lights and dong the speed limit ilNeed for Speed: Most Wantgckiterion),
refusing to fight your opponent and perfangdancerly movementsisteadn Nidhogg
(Messhof Gmes)andpurposely jumping off the ledge and therefore committing suicide after
defeating your pponent inSoulCalibur IV(Bandai Namco). In this sense, all garhase room
for failure and therefore, all gaméave moments for potential queer liberation (Ruberg,
APl aying to Loseo 200).

Games and digital media scholar Edmund Cladfey a slightly dfferent perspective on
gueer failure and games. Chang suggests that theeode in how games are createdtareugh
concepts oBooleansand binaries, which is a normative form of epistemology. Chang elaborates
that that while games may offer choicgeacy and control, they are ultimately scripted and

predetermined by the gansystem. Therefore, queer game ptaymakers and writers must

H

understand that Ainterface, mechani cs, progr a

simultaneously ambivalentiilow for some flexibility and heterogeneity yet are also determined
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and catrolling, often inunseenandnaaulr i zed wayso (Chang AA Game (
Ob e y s-230)2Negertheless, Chang is not suggesting that games can never hadaxlput
adknowledging that even failure within games is scriptebimaries Instead of valorizing
failure, Changpt s f orward t he oOdmQaetergfamignuyeersgamiand
to describe a refusal to play as the implied player, the playemttst, if not all, mainstream
games are designed for, which Chang desighatea s fAwhi t e, maabledandci s, he
mi ddle classo (AA Game Chooses, a Pl ayer Obey
play as the implied player, but alsodiay against all of the status quo in gaming, which includes
developers, gamcultures and technologies. Moregwgueergaming is a critical approach to
making, playing and thinking about games that use and appropriate the affordances of digital
technologyto provide alternative queer game play experiences.

Whether failure is a@liberate interventional act of plag against the game system, or
coded in as part of the game design, it becomes a powerful mode to explore alternate longings
andnopnormatived e si res. Traditional ideas of o6winnini
and even success gtlamouroudailure instead. Failing teaches us that dichotomies such as
pleasure and pain, winning and losing, hurt and joy aremopposite ends of a play
experienceFailurein gamesiemonstrates that it can A@roductivestatein life itself as a
strategy to fipt against prescribed recipes for success. Indie games, which include many sub
categories of gammaking practices, are often portrayed as tterraative to the mainstream
gaming culture. In indie games we can find gamewh er e t he | mphite,reatt, pl ay e
ci s, het er osexual andtisid espécially truk fonganded ¢reatedcbly quses 0
game designers. These games, asfhysdiaby Anna AnthropyMainichi by Mattie Brice and

Curtain by dreamfekare examples in what Salen and Fwerman succinctly describe as
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games that encourage players to constantly shift the game of the game, question what is

inside or outside the gangames that play with lamination between players and

character, pushing drpulling against the connection dlugh inventive forms of

narrative play; games that emphasize metagaming, or that connect the magic circle so

closely with external contexts thidie game appears synchronous with everyday life.

(Salen and Zimmerman 455).

Dysdia by Anna Anthropy is an irelgame that deploys failure as the experience of
gamepl ay. I n Dys4ia, an autobiographical game
replacenent therapy, the game frustratingly takes the player through a seridstof glini-
games that end prematureDys4ia reveals to the player that they may not be in fact in control
of the game, suggesting that wihed eatmi ghlt @nMac]
252).

However, to echo queer game scholars and wisteech as Naomi Clark, Merritt Kopas
and Jordan Wood, we must be cautious of the glamourization of failure in queer social, cultural
and artistic production. While failure can beaverful and productive tool for understanding
gueerness, irti oius dlogan a fi plfocmdade (adute ajyaWwood 215)
celebration of queerness can have real dangerous consequences where we might find excuses to
keep people who are suffeg from an oppressive system, to stay in pain (Clark and Kopas;
Wood 215). Mreover, we must be aware oftheqpr@er i ty of what Hal ber st ai
means for people of colour, as there currently is a insufficiency in comprehending and including
experiences of people of colour in this very idea of queer failure.

For me pesonally, as a first generation ChgggCanadian, my gregjrandparents did not
escape the second Sidapanese War to Hong Kong so that my mother would fail, and my father
surely dd not escape China to come to Canada as a refugee so that my brothepalaifail. |

was never introduced ffailure as a space for experimentation; | never had second chances.

Failure, simply put, is an unspeakable option for me. My conflictingoaksttip to failure is
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reflected by many other East Asian immigrant commesi(Chua) who also share a similar

experience with failure that has not been accounted for by scholars like Halberstam, Ruberg and
Chang. As many proponents of queer theory anreasingly aware, queer theory often

normalizes queer as white and male, \utiwe field is actively trying to e¢obat by including

more intersectional voices and experiences, so must should queer game scholarship do the same.

If we are to truly subvertthe mp | i ed pl ayer as Chang has descri
heterosexual,dbe d and mi dd| e tolistensosm taketinto@agtount®r n e e d

intersectional experiences and knowledge.

Queer Temporality and Spatiality

Drawingfromqueet heor y6s ongoi neqporlitygranglreanQueet wi t h
Time and PlaceTransgender Bodies, Subculturavesby HalberstamCruising Utopiaby
Mufioz, Queer Phenomenolodpy Sara Ahmed an@lhe Queer Child, or Growing Sideways in
the Twentieth Centurdyy Kathryn Bond Stockton, queer game scholarship and queer game
makers havévested in interrogating the temaband the spatial in video games in various
ways. Jordan Wood argued that, if we are to take, as suggested by digital media scholars Alex
Galloway and McKenzie Wark work i@aming: Essays on Algorithmic CultuaedGaner
Theory that the idea that gampace is a product of social space itself, and as such has the
potential to challenge the space that created them, then we might be ablerexiipdrate and
inscribe queer temporalities and spatiality in video gamesder to explore the politics ofhat

it means to live and play in a different time and space (214).
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Elsewhere, queer scholar Stockton drew connections between historical popular
understandings of queerness as a refusal to grow up into adulthood;cd ategsted
development, and maimem media understanding of playing video games as a waste of time, a
childish activity, and a rejection to accept adult responsibilities ssialoek (225230). Echoing
Stocktonds bridgi ng oHrougha éetay onrejecson @ nodivev i de o g a
temporality, Christopher Goetz draws upon psychoanalytic understanding of the queer
individual 6s fail ur e t othewOedbesrcagnplexSThigfaiuraid Fr eud
applied to homosexual men to desctibem aoys whowereunable to seweassociation to the
mother and seek identification with the father which if successful, waudresuledin a
normal healthy functioningeterosexual adult male. Thailure according to Freud, is a
stagnation in thelevelopment into adulthood, rendeyigay men as children forever tethered to
their mother 6s wo mbmetaphoricabnpbéidallcad andftherefare growingg t h e
up (241-243). Goetz then draws a connection to video games as a spatial mediugh tHenry
Jenki nsd A Gldamative Brehstectgré andpssits that video games space offer queer
people safety just as a mot her 60suggesotatfordoes ( 2
many queer adulislay then becomes an important tool activity for queer people tind
sdety andto reconcile with growing up quedfurthermore, because of this disorientation in
temporality, video games become ideal safe siteseyplayers are able to imagine alternative
modes of living and belongingsahdo not signal to heteronormatiaed capitalistic temporality.

It appears for many queer game scholars such as Wood, Stockton and Goetz that there is
rich conceptual relationghand dialogue between queerness and video games that can be
exploredthrogh queer t heor yl@mative techponaldytarad spatialitygvhile f a

gueer theory could benefit deeply from game studies approaches to games and play. If video
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games ofér a powerful medium that afford players alternate senses of spatial erehbdima
temporality (Wood 21226) ard queerness embodies alternative temporal and spatial structures
(Muhoz, ACrui sing Ut @fFreemand2) then §uear thdonyegi vide® 2 5
games a new political d i me n arityocontaiassmultippe how gam
unresolvedarratives, and offer spatei me t hat reject reproductive
theoryd Bvestment in temporality gains new ground by takarigdic lens to explore the politics
of living in opposition to hegemonic time through plahis poweties in how both queerness
and video games actively refuse to follow productive, capital ratzati@in of growing up to
working adults by positionmplay as a political activity.

A game that propels the player in cyclical temporalities to explore and wituedgaime
environment for queer possibilitiesThe Path(Tale of Tales)The Patld s rva and a t
mechanics challengel ay er s 6 e whatenodera games mare and ¢an offer. The game is
based offofthé ai ry tal e ALiI tt | ginsReofferiiithd playeythedtbhorel 6 a n d
between five playable characters, all of which ars gt different stages of their life. Once you
choase the player character, you enter the game environment and it presents to you a very simple
rule, walktogranctha 6 s h o u s e affitiie pathe I¥tleeplayertdecides to follow the
g a me Orsction, theytwill quickly realize that that is nbit point of the game, because once
you reached grandmaés house, a savemchewdar d i s
low score for not encountering any wolves. In the next chapter, you magechatifferent girl,
and this time you are compell&alstrayoff the path to find the wolves.

According to Gaspard Pelursofhe Pathis a deeply complex gamieat offers a rich
environment to explore queer modes of temporality and phenomenologplalee is forced to

explore the game environment slgvas there is no real running mechanic, suggesting the
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gameds resistance to adompue mantnsttrleapacedyraani mfgt e
vi ol ent and sensat i on ablishes(aifmede af gasnephay thai3 slowand i n
andexplorair y. This sl ow mechanic resonates with (¢
away from a reproductive futwm to explore alternative desires and longings. Pelurson makes a
connection from this typef slow gameplay mechanic to a historical queer &gtire flaneur.
Reintroduced by Walter Benjamin, the flaneur is a curious male figure who has its origins in
19th century metropolitan Paris. The flaneur is first a foremost, an urban chandatedriven
by pleasure, idly ankisurelywanders the stregin search for new experienaasd pleasures
Due to its nonproductive mode of being that seeks desires atimgjeegimes of work and
family, the figure of the flaneur has been recuperated by gueent(Chisholm 1484;
Ivanchikova 21; Rasmussen e nway 24) for its HAcultivation
0 0 n e Gisstrumental, noipragmatic experec e of spacedé and ul ti mate
a respectable socioeconomic, sexuaj@nder r ol eo (Pelursowe 5). Pe
recast the playable characterd'ime Pathas queer flaneurs, we could read the game with new
insights.

Onee you reenter The Path the second time, the first player character becomes
unavailable angou choose your next character. This time you anepsdled to stray off of the
path to meet the wolf, while fully knowing that it might end badly. However, mpoitant that
player is seeking the wolf out, and not the other way arourgrd®e arguethat, The Path
offers two things: the player eithebeys the straight line offered to them, representing
heteronormative growth, or deviate from the defined pathdiscover the greater story. By
going off the path and seeking out the wolf, the playéntentionallyreorientedoward

alternative and @annormative desires and longings that will might end in pain (if the player have
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read Little Red Riding Hood thethey can guess the outcome of meeting the wolf) but this
reorientation offers possibilds of finding liberation and pleasure from pain. Afteu have
played all of the characters, all of thdracome available to play again, suggesting a cyclical
tempaality and a queer growth. Unlike mainstream ganiieg, Pathdoes not reward player
throughtime spent playing to accumulate experience, instgadpels the player through a
gameplay experience that values nonnormative desires such as masochismexfua goov
productive site for queer pleasure and worldmaking.

Gone HomédFullbright) is amther critically acclaimed indie game that prioriszbemes
of exploration, domesticity, feminine desires. Although lauded for its lesbian love Gtorg,
Homeis a contentious game amongst queer game scholars. Dimitrios Pavlounis argued that
while GoneHomemakes the representation queer content explicite game narrative, it fails
to distill the nuances of nonnormative desires in its overall game designeghdmts (5840).
Pavlounis draws attention to the deceiving design aspects of the gatiwilg@rly how its level
design and narrative desigmasquerade queernessdthe gamen fact follows normative design
structuresin Gone Homethe player playssa young girl named Katie, who comes back to the
empty home after a year of backpackindgurope. The home is foreign to the Katie, as the
family moved while she was travelling. Coming home, she finds a note taped to the door from
her sister Sam sayinhpse has | eft and pleads to Katie that
enters this alie home, and slowly discovers the reasons behindunemray sister through
interacting with various artefacts that trigger audio journal entries throughout thelgdhee.
end, Katie discovers that Sam has ran away with her girlfriend LadBoiee Homevas highly
acclaimed due to its open story, where tlaggr is able to explore the house and the game

narrative on their own accord.
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AnalyzingGoneHomé s | e alle sgagmer Steve Gaynords pres
process foGone Homeat the 2015 Gamd3eveloper Conference in San Francisco, Pavlounis
points out that many osone Homealesign choices were influenced by Gavnor previous
employer 2K Games where he wadesigner on thBioshockiranchise, a big budget AAA
video game. Elaborating on his crdlanalysis, Pavlounis claims tHabne Homeaises AAA
level design techniques such as gating and lighting to trick the player to think that it is a non
linear gameGone Homes ultimately a game about engaging with a personal archive, the player
(Katie) is asked to search the house to find objitatslow y unr avet e BSamoédtsubd
illustrating a straightforward way of engaging with the past. Desptethie objects are all
personal items with emotional sentiment; the level design of the dartates a linear approach
to how the playerengage wi t h t hese objects, suggesting Afi
straightforward and teleological, each steptki ng neatly i nto the nexto
Borrowing from Sar QueeiRhenertriolmgihatstgighinlmes repreésent
paths orentated towards heteronormativity, Pavlounis suggests the level deSign®Home
does a similar effect; asdtplayer discovers more of the archive, so too do they master the
spatiality of the game #nefore reproducing logics of conquest, conflict aaplital. Queer
historiographers such as Howard Chiang and Elizabeth Freeman have argued that queer history
orhst ori ography should not be understood as sol
gueer stories to existing conventional historicaratéres, but rather disrupting how these
narratives are told and ultimately finding different understandingrondogy, temporality and
the archive. While this critique @one Homes h o u | d nwayt fron it Eignificant
contribution to the indie gae development in general, it does bring to the fore that games with

gueer content do not necessarily suggesegmechanics or game design.
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A game that does gesture towards-nonmative and queer spatial and level design
practices iurtain (Dreamfee). Curtainis in many ways a similar game @one HomeBoth
are indie games that feature two girls that aresiglajly absent in the gameg( they only exist
as text and audio), both games are set in a domestic space, and they bithieelbfwvomen
with samesex desirethat fall within the comingpf-age genre. Where they differ though, is in
the game art, naative design, level design antechanics, which ultimately created two very
different types of gameg&urtain begins outside of an apartment qaex, the player who plays
Ally and her partner and fellow band member Kaci are coming home after a gig. @pdaytkr
enters the apartmenhey are unable to leave until the end of the game. Immediately, the game
feels disorientating as the art is Higbixelated. Instead of the photorealism that dominates so
much of AAA gamingCurtainb s bl ur r y datiothal artetple deays adesibetathe

absence of bodies, focusing instead on the

particularlyqy e er bodi es, inhabit spaceo (Pow 44).

the player navigates an extrely alienating domestic spaajt in between hostile and abusive
comments from Kaci, the player quickly discovers the heartbreaking storyyof Al

Ally is living in Kaci apartment after a traumatic event that involved her parents,
specifically her fatherDue to not feeling safe at im@ anymore, Ally moved in with Kaci, who
has also suffered familial rejection. However, the player realizeallyas also alienated in
Kaci 6s apartment, even though they sylee par
Al | yb6s c o nisseciating iimmer dialagwk ardla ci 6 s o n s | acongnerts o f
take up much of t heogup boesfil @npost badf theassreeBatain 6 s d
power full y A everpdayadsadsmss feehligetd a queer subject anldet

feelings of inability, to move freely, to uavoidable experience of faillbe ( P o Whitde§ )
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Pow further suggestsahCurtaind e mands t he pl ayer to Aplay an ¢
familiar world out of one that is visuallyfticult to decipher. Conecting the embodied

experience of alienation, discomfort, and unsafety within virtual worlds to the lived experience

of queer individualso (44).

Whil e Pow uses Hal berstambs queer failure
mechanics, inthissectidn choose to focus on hemormatheal ysi s 0
representation of spatiality can be understood tjitadeas irQueer Phenomenolodpy
Ahmed. Pow eloquently argues that queer phenomenology can be utilized tis helgerstand
gueernesssacertain embodied mode of being in the world, of inhabiting space, but one that is
oriented differently to a normatvspatialization that is based on whiteness, colonization and
domination. Furthermore, Pow brings up the conoéfite uncanny, a Freudiderm that
suggests something that is strangely familiar but has an unnatural quality that is experienced in
an unsdting way. The uncanny as Freud argued, is a spatial construct, and that the more a
person is oriented in the wd, the less uncanny theyould encountethe world(Pow 49).

Likewise,in queer phenomenology, Ahmed suggests that queer is also a spatialatdhat
describes a subject that does not extend into space. When space is not familiar to the subject, the
subject may feeloutofpae and t herefore, queer spatializat
I i mi t at i o n Gurtdinfualike Gang Hametle igame space never becomes more
familiar, if anything it becomes more confusing and disorientating. WhiBoime Homeeach
successive obrt or clue the player discovers opens up new areas in the gamE@urtam
rejects that idea by creating a space téels nonlinear, uncomfortable and unsafe.
Once the player reaches the bedroor@untain, an episode that ggests sexual abuse or

rape from Kaci takes place, and the bathroom which was once locked to Ally, opens up. Entering
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the bathroom, the game native tells you that this has become the only safe space Ally has
access to. When the player goes into the sipanother space beconasilable to Ally, the
player discovers that the shower is in fact a long hallway that reaches to an eerily similar
amrtment to Kaci dés, but in a red colour schem
oppressive situation, ¢hplayer must take Ally ibetween the original blue apartment and the
newly discovered red apartment to seek safety. While the game spaexidoels the uncanny
spatial mechanics suggest that Ally can only imagine agency, safety and new possibilities
through embracing and playrwith disorientation, discomfort and the pain.

In Jog Esteban Miéio z 6 s Ciuisirgy kJtopig Mufioz locates queerneas a
spatial/ tempor al construct; a Ahorizono of po
that thirg that lets us feel thatti s wor |l d i s not enough, that ind
(ACruising Utopiao 1) . IintherbpokQueemdss imPlayconnents t hei r
Muiio z6s queer horizon with gameelsoselydefiredidea oncep!
tha within the play of game, there is a bounded freedom, a space in which there are certain
potential actions thatcaeb t akeno (ACrui sing Utopiao 6). We
| i n &he Pathand find peace in dis@ntation inCurtain. In the end, video games need
gueerness and queerness needs video games because both create playful temporalities and space
for alternative possibilities, worldmaking and belongings. The horizon stretches in all direction,
allowing usto see what are also pdds when we wander off the beaten path. As many queer
game scholarm this section haveuggestd going off the stight line might be blurry, it might

be scary, it will be dark, but it will be worth it.
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Queer Historiography

Game studies scholars lealong debated whether games should be studied for their
storytelling (narratology) capabilities or for their systeshplay (ludology) (Shaw and Ruberg
ix-X). Many queer game scholars have ntblveyond this conversatidsy exerasing queer
t h e or ywydosdessabilizd structures and systems to disttightotomies In this respect, while
it is important to study gamearratives for their queer potential, it is just as paramount to
understand games as a medium that allows ¢ertain playful attitudersd engagement with
these stories. Drawing from queer historiographers Chiang and Freeman, Pavlounis suggests that
theaim of queering history is not simply inserting queer and marginalized voices into existing
historical narrative , whi ch priesesi,tineegi@gtog@n and succes
Rather, queer historiography and storytelling need to disrupt theopewentions of how history
is archived, documented, and told (82®1). For Pavlounis, a queer historiographghmhbe a
method ofdisrupi ng hegemonic narratives fdnand their i
political, and creative approaches to tisdrical record and to our understanding of tanel
ar c h iPavlosnis 58(Q). Pavlounis suggests that viglemeffer a rich enviroment to enact
gueer historiographb80).

Echoing this sentiment is Shira Chess, Chess argued that traditionabfoivestern
storytelling have privileged heteronormative and reproductive climax such as placing emphasis
on themale orgasm while queerma at i ve t heory Afocuses on the
embedded in the middl e ofdrawsatentiondaonow aarrativee 0 ( 8 4)
works in video games, whi c 8. &hessatae Hri veame n a
fundamentlly queer narrative, because games do not need heteronormative concepts of what a

narrati ve i s placal.gams magatives are plackdefirmfy inmenents of delay,
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moments of narrative middle...the pleasure [thenfot in the climax, kun the delay of the
very cl| 85n&kess brings4&xamples such as the classic Nintendo §apsiMario
wherethe player character Mario keeps reaching to the end of a level to only find that the
princess (Peach) he neddssave is yet in anotheastle. Moreover, open sandbox games such as
the Grand Theft Autdranchise (Rockstar Games) offer players seeminglynited possibilities
in how they can explore the middle space of the game by pursuing numerous side missions
other playful activities. Video games narrative are already queer because they ofierepiea
this neverendng, deviant and nonproductiveiddle space.

Chess considers two indie games made by LI§BJame makerd,im by Merritt Kopas
andMainichi by Mattie Brice as games that include queer content as well as utilizing the
richness of gameawmiddle narrative space to tell queer stories. Irsbby trans people
experience in public spaces, specifically beingablebrnd o A p as s dheatfiliytoh den ot
be recognized by other as your identifying dem is a puzzldike game where the ayer
moves a square in a malidee environmentwhil@ pposi ng squares obstruct
movement. In order to pass, the player is able to utilize a game meuwhareby allowing the
player character square to mimic the opposing squares, which stégrs attacks from them.
However,the mimic mechanimakes the game camera becanweasingly zoomed into your
square, limiting your view of the overall level tife player takes off their masquerade, the
opposing squares will violently attack the playdrile the mimicking othesquareswill limit
your Mvsion. In the end, the player finds themsedforced out of the maze into a space of
nothing.

Mainichiisbasedbn Matti e Briceds own personal expe

transgender womathatoffers ro traditional climactic ending.hle game puts thegfer through
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a series of everyday trials and tribulations such as transphobic comments directed at the player
from other characters. Botlim andMainichi denythe player of a traditional cathartic engj
suggesting that despite our everyday struggesstill find a will to carry on, to live to survive
another day. It may sound pessimistic, but it is in faouakesilience and strength.
In a different indie game developed by queer game maker Antiaopy in 2013,
Queersin Love atthe Endofth@eNdo f f er s a di fferent take on ut
middle space to tell queer stori€aueers in Love ahe End of the Worlts a webbased
interactive text game made in Twine, an interactiveystling game engineln the first page,
thescreem s fill ed with black, and you see the wor
the game starts and a tirbat is set to ten seconds starts counting down as you try to quickly
parse through the stpand make your choices. The story is simplpresentstwo people and
the choices you can make during their last ten seconds in the world. After ten secogaisiehe
ends no matter what choices you havepeanmde, an
on the screen. You then have two choicesegeith t o cl i ck on #AAfter wor do,
i mage that says fAWhen we h,aver ealcihclotdireri Res the
takes you back to the ten seconds before apocalypse wheaeeypresented with the same story
and choices oncegain.Queers in Love at the End of the Waplésents to the player a queer
temporality and narrative design tisubverts the fairyale ending. Claudia Lo suggests that the
apocalyptic narrative and teecond timer demands the player to find joy fromeating loss
while Ruberg points out that the mechamideing able to return to the beginning of the game
which she calls permaéf( A P e r ma |ig paramiountlt®d uhderstanding the game queer

narratve structure.
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Permalifeis a game mechanic wheretplayer is incapable of virtual death. Permalife
has been used by some queer game makers such as Matti®iiceh Squinky Squinkifer
and Anna Anthropy to fr epr dé bopestandaoncerostaeontt t r op
existence inthe faceefn uncertain futureo (159). Per mal i f
creating an experience that permaneatigtsin the middle narrative space.

Go Queeiis a game prototype designed by Maureegétis that able to utilize the game
middle narratie space and permalife to tell local queer history in fluid and dynamic ways.
Inspired by the annual Queer EdmamBus Tour that drives around the city while passengers
share personal and local historytioé sites, Engel turned the idea into a locativdiehistory
mobile game application that uses geotagging and augmented reality. As the player wanders the
street the game alerts the player whenever they are close to a site of queer historical
significance. Once found, the game provides more clues togkielocation and as the player
progresses, the clues become messier and more confusing. The clues anahstorezed by
the player are not official documents, but are comprised of texts, photass wide other digital
media that 0eixcieaeld miosgt corny,y boutf al so any c¢comfc
the player encounters each story is significaa there is no linear route, the player simply
wanders the street for serendipity, there al so a potenti al tdmat t he
stories at all.

Go Queemaps these fleeting usually invisible moments of queer histories onto the
physia | spaces of the city, revealing the Aincor
gueernss.Go QueerLim andMainichi successfully showcagkee liveliness of queer bodies,

lives and stories. Embracing the fatal, the messy and the ambiguous, wefiradifpewhich is
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distinctively not eternal life, but a precarious mode of living that éplyeresilient in the face of

persistent oppressidrom hegemonic culture.

Theoretical Review

The Queer Gothic

On the opposite end of the spectrum from permaliig other utopia«riven acts of
affective queer worldmaking, we find a darker, more indé#fifié, excessive, abject, antisocial,
monstrous worldAlthough seemingly employing radically different strategies, the queer Gothic
is also striving towards similgoals of finding alternatives from hegemonic culture and creating
ruptures in a heteronorringe society. In this section, | aim to engage fbh traditions of the
gueer Gothic to complicate approaches to queer game design. Like queer game studiesr the q
Gothic includes using queer theory to explore queer Gothic novels as well as imtgraneti
finding queerness from the Gothic canon. A& $ection reveals, the Gothic is already quite
gueer and the same could be said that queer theory has alwagsedithe Gothic. Prevalent
themes in the Gothic include the uncanny found in the spetikeamonstrous, the secret and the
haunted space angpical motifs of Gothic form: such as the haunted house, the doppelganger,
the ritual and the seedy underlgedf an urban cityAll these themes and motifs have strong
historical and metaphoricaés to queer history, identity and culture. Typitemes in the
Gothic, once intersected with queer theory, have deep implications for queer game studies and

guee game design.
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There is a welkstablished historical relationship between queer theoryh@n@othic
tradition as exemplified by scholars swhEve Sedgwick, Paulina Palmer, George E. Haggerty
and Jack Halberstam as well as publications on the redaipbetween the Gothic and video
games by Tanya Krzywinska and Evan Kirkland. Moreoverhi@dahemes especially in the
form of the monstrousas been important for feminist game scholars such as Sarah Stang.
Despite this, there is currently a lack of glelnly engagement between queer game studies and
the queer Gothic. It seems that while Hallet amés f ai l ure di splays con
Gothic, it has only been interpreted in queer game studiesawitbpian outlook while the
darker potentials angegative affects of failure have been largely ignored.

| believe that queer game scholapsban extract important ideas from the queer Gothic.
In the following section, | begin by giving a theoretical review on prevalent themes in the Gothic
such as howhe uncanny comes through in the monstrous, the spectral, the haunted space and the
secret® explore how queer theory intersect with the Gothilken give a contextual review of
video games that have conceptual implications to the queer Gothic by ermbgac Ha |l ber st am
gueer failure and Sara Ahmed queer phenomenology for their relationshgGmothic as well
as other important queer theocelitexts that deals with the grotesque, uncanny, camp, and
horror such as Lee Edelman, Susan Sontag, PaulimeRand Eve Sedgwick to give new
insights to queer game design. | approach this sectiafady to the literature review where
gueer is usednd applied beyond its representation of queer characters or sexuality and instead is
used, through its sexuslj to critique ideas such as binary systems, phallocentricity and concepts
of capital succes and reproductive futurism.

Queer history is darend messy; gay men were criminalized by sodomy laws until fifty

years ago in many Western countries, AIDS wipatla whole generation of queer men and
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women, hate crimes and murders of transgender peog@mpant and conversion therapy is still

legal inmany countries around the world. But, if queer game studies is partly a reaction against

the unprecedentedlyieed o mi nant spaces of video games and
surprising that queer gamnseholarship would shy away from signifiers of mdisgty found in

the Gothic such as violence. Furthermore, Gothic studies with its heavy utilization of Freudian
psychoanalysis could potentially be interpreted as contributing to the disajuseer as

pathological Queer theorists Eve Sedgwick and BFetrmer acknowledge that while Freudian
psychoanalysis and theories of the human psychology is heteronorasatingd! as

Auni versalizing, ahi st obothscholarsas aeladPaulirradaincet, i v e 0
Jack Halberstam and Lee Edelnt@veappliedpsychoanalysis through queer theory to

reconciled psychoanalysis in ways that are productive areheife for queer desires and

sexuality.

Both Sedgwick and Farmer agree that while the heterocentricity of Freudian
psychoanal ystitsorignsd fi(dSaenta@gve)ldc end3 ipl agued with g
12), its does have spafor queer theory baase ohow psychoanalysis always understands
A s e x u anlralation ® the unconscious, [sexuality therefaajnot be assumed as coherent
or guaranteedbut as shifting and mobile, constantly prone to lapses, excesses, and conflicting
i mpul sesbsd ). FahksmekFar mer noted in Freudbs AThr ec
desire is perverse and even the most heterosexual subject is cdpairtesexal desires (14).

For Tim Dean, Freudian psychoanal ysds f#fAinvald]
pat hol ogical 6 and fAireveals sexuality in its f

134). Following these important scholarsdyefme, | an thoroughly aware of the many hazards
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of psychoanalysis and its epistemology, however | am comntdtese it with vigilance as a
strategic tool to expand on queer game studies.

The queer Gothic, with its interest in a darker more devianatitpdo queerness, is ripe
with potential to productively express the precariousness of queer subjects mmolatttance of
play. Gothic literature, video games and queerness intersadtin vivid ways. Popular Gothic
characters such as the monstiee, ghost,le double are popular figures in both AAA video
games and indie games suclbaagon Age Inquisition (Bioware),Bioshock2K Games) and
OxenfregNight School Studio) anbhside(Playdead). Furthermore, Gothic motifs and tropes
s uc h a ssecfefs antihe dunge, the repressed relationship between mother and daughter,
the uncanny city, the breakdowhtbe family unity on account of paternal incest, and the
contrast between benevolent and tyrannical faiheyur e s 0 ( Pal mamontEely3) as we
home® ( Pal mer 15) | i ke haunted houses, seedy ar
employed healy in video games. These tropes are featured in games s@dnasHome
(Fullbright Studio) What Remains of Edith Fingksiant Sparrow)Life is StranggDontnod
Entertainment)fFirewatch(Campo Santo)Silent Hill (Konami) andResident Evi{Capcom).
Likewise, these popular archetypes, motifs and tropes all share conceptual similarities to the
gueer experience, allowing some critics such asidkilHughesand Andrew Smith to claim that
the Gothic tradition Ahas, investneéents depistieg al ways
themes that deal with the taboo, the repressed and deviant desires and sexualities. However, as
noted by Palmer, que&othic studes is a departure from studying LGBTIQ themes in the
Gothic by engaging the Gothic critically witluger theory (11). This approach is similar if not

the same to queer game studies.
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The relationships between queer identities and culturéhen@othiccan be traced back
to i mportant works in Got hi dhelPictireeoDariatnuGrag s u c h
and more contemporarily inLGBD cr i t i ci s m s u d\btesafCangplosnan Sont a
Wat erds oeuvre of Dbulearthkornscworte days fL eNar&EIidenldma moé s
Queer Theory and the Death Driva No Future Edelman positiona universal humankind
politics geared towards a Areproductive futur
celebrates with jouissag all thecharacteristics of queer that was considel@dantby

psychoanalysis such as narcissism, athe@rantisocial behaviours (83). Using psychoanalytic

t heory, Edel man analyzes Al fred Hitchcockbés f
liesinisk negation of social and political order.
figure ofthefich i | d o f @ r 0 nte delel@atedjueerness for its embodiment of jouissance

and the deatkrive (25). AlthoughNo Futured o0 e s n 6 t raav ffraani trenGothig, it does so
by referencing the history of marginalization and alienation of queer @emyl bridges it to the
history of horror and monsters. Furthermore, it takes advantages and finds resilience for exactly
what it has been distranchisedor: perverse unnatural sex, exaggerated flamboyance,
narcissism, superficiality and immorality.

IN1964, Susan Sontag published an influent.i
elaborated on the distinctively gay sensibility of camp, findirgganing inthe seeming
meaningless, depth in the vain. Sontag argued that camp should be understood asapbdfical
resistance because it appropriates imagery and objects from mainstream popular culture and
renders them purely for their visual sensipjlprescibing them with new queer meanings and

a fects. Sont aanp feasmeewythihgyn qeotat s mear k s . l tds not

Al ampo; not a woman, but a fiwomano (519). The

34



understands everythingasconstrut and anyt hing can be a perforn
profound implications on understanding #reof drag. Drag, understood through camp, is not

only a celebration of the monstrous and specifically the femme monstrous, but it alsdiziestab

binary gender by showing that it is beyond gender (Westecott 240). Emma Westecott suggested

that drag though performance theory can bring to the fore the complex relationship between the
player and the player character in theron video gamedVestecottmtedt hat @At he dr ag
much gameplay can be seen in the exaggerated markers of sexualized reesleatanany

games engageo (242) such as bodtisexsalizehat exhi b
regardl ess of whi dib). Thishidd wluable sonsipplaeratian foaqueerdgame ( 2
studies to video games as embodied and performative erperior the player.

Many writers in the field of queer theory have noted the original dictionary meaning of
Aqueer 0 was a soy nboenflypoanet aopejordiise for hmmogesuality. Palmer
suggested there is something to be elaborated on thigostrangeness of queerness and the
Gothic traditiono f fociis[ing] on deviant forms of sexuality that mainstream society defines as
taboo otransgressve 6 ( 11) . Mair Rigby drew connecti ons
with this illuminating statemnt:

Queer theory is fascinated with the Gothic because Gothic texts have always been

fascinated with the queer, to such an extent that Itressgkenre as one that is devoted, in

no small part, to speaking ab dkadqueettheery,iguee

the Gothic is a discursive space concerned with difference, otherness, marginality and the

culturally constructed boundariestiveen tre normal and the abnorm@dl).

Il n Paul i Ale QiearlUntannyd Mdew Perspectives on the Gathie suggested
gueer theoryds engagement with the Gothic cou

in Gothic novels written by queer &otrs Expanding on Sigmund Freud©¢

uncanny with queer theory, Palmer suggested thatifthec anny i s At he di sturk
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transformation of the familiar to the unfamiliar they generate, reflect the projection of

unconscious fearsanddesor i gi nating in something repressed

intersects with queer theory'sby meansaof8a Ah medds description the

Adynamic negotiation between what is familiar
Critics Christopher CastigliandChristopher Reed noted that present day queer

consciousness in astate of collective amnesia, forgottertheradical queer past such as

grassroot activism during the AIDS epidemic. In return, queer consciousness has resurfaced in

disjointed waysandnow points towards heteronormativity such as gay marriage and military

participation as a goal instead {28). This suggests an interesting connection with typical

Gothic usage of the uncanny in the form of the return of the repressed or seciggshthin fiar e

dead, yet remain unburied, which have been repressed, yet insist on returning in uncannily

familiar forms (Newman 117).

The Secret and the Spectral

An interesting conceptual link between the uncanny and queerness is how it recasts the
queer sbject as ghost, a doubled figure in a heteronormative world. Queer existence is typified
by its invisibility ard secrecy, and the need to mimic and perform traits of heterosexuality in
order to move in the worldHowever,when revealed, it triggers an aetithat exposes
heteronormativity is a constructed performance. The spectral also has conceptual associations
with the lesbian experience as well, as women to women sexuality has historically been nullified

under phallocentric ideas of sexuality and adttf women have been understood as a
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symbolization of lack, or void, two women together would be essentimtymprehensible
(Edel man, AHomographesiso 197).

The queer spectral and secret are the representations of ambiguity and ambivalence.
Freudinhrsdescri pti on of the uncanny, describes th
(Germanfofi c onc e alleemd, imi decreto) into the directio
strangely familiar). Furthermore, Helene Cixous, through hercloseredding@ ud 6 s 1919
essay AThe Ubecdtlerigune of the uheasny thei ghost (224). The queer as the
(uncanny) ghost has implications that extend beyond living double lives to the ways in which
gueer people move in the world. Queer critics furtuggest that queer subjects do not live in an
alternative culture, but @ruptedand averlpppingacdes.e cul t
They must learn to live with ambiguity. Every sign becomes duplicitous, slipping back and forth
acrossawavergl i neo (Palimerds 8¢ssapnwy MGesture, Ephemer
he describes that queer evidenceist en f ound i n gestures, and th
a refusal of a certain ki nesgonhfo sftaéo betfaumdiemo ( 6 5)

the fl ©neur in itdéds |l ack of movement specific

The Mo nstrous

The queer subject has often been understood through representations of both excess and
lack - similar to the representation of the feimm- and this applies especially in the context of
the urban and metropolitan gay male figure such as theuflafkis excessive gay male figure
has deep connections to the monstrous in the Gothic tradition, often depicted as being
exaggerated in its pbicality and deviant sexualities, but also as a lack as monmstiérs Gothic

are often understood as soullesmstisocial, and incapable of fitting into society. The monstrous
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also provides a connection between queer theory and the abject. The albjectiasd by
phil osopher Julia Kristeva describes the feel
reality, or a breakdown in the distinction between what is self and what is Other. For Kristeva,
At he abject exi sts s o meawdbjectandthercontept bfthe suljectt he ¢
representing taboo elements of the self barely separated off in aliml s paceo (Chil d
Hentzi 308). The feeling and experience of abject is most commonly used to describe a
confrontation with filth, wastegr a corpseit he abject [is a] jettison:
toward the place whesteva®2nmeani ng coll apseso (Kr
For queer theory, the abject is most produ
that we must abject parts of ourselves in ptdenaintain clear boundaries between nature and
society, the semiotic and the symbolic. To further develapideia, drawing upon Freud,
Kristeva argued that we must abject the figure of the mother, the object which created us, in
order to construct owown identity (8). Herein lies an interesting connection to queerness, as
Freud suggested that gay men did rimtlgough the resotion of the Oedipus conflict and a
result, gay menumaevamddntfitatioy With the reakerndigure
instead of the paternal. This suggests queer as abject, and the abject can be a device to explore
the radcal and taboo nature of queer such as anal intercourse to disturb and destabilize
heteronormative (clean, respectable, lawful) systems antbpéadric culture.
Studies of transgender atrdnssexualitywhile just starting to gain acceptance in Gothic
studies, also provide bridges to the uncanny and the abject as a figure of conflicted embodiment.
While gay male Gothic writers draw upon theddmstory of persecution and criminality of male
homosexuality to recast gay subjectivity to the realm of thestnous, lesbian writers have

employed a different strategy to engage with Gothic traditions due to how women to women
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sexuality has historicallbeen erased to the point of nonexistence due to the unthinkable nature

of lesbianism in a phallocentric culeur. Lesbian writers tend to ref

uncanny associations such as dreams, darkness and spectrality that exceed the geaspectiv

values systems of the material worldo (Pal mer
Although we must be aware that broad essentializatioade between gay, trans and

lesbian experiences are highly dangerous, they do provide valuable insights when applied with

caution. Queer thegmust also recognize that different community members within the

umbrella of queer should not lose historiga¢aficity as queer itself often verges dangerously

close to essentialization as well. The abjectexclusive to the gay men atite fantastical

and spectral are not exclusive to lesbian women. However, one must also study the historical

experience of different queer people to understand how these different groups have related and

reacted to heteronormativity and phallocentricurelt

The Haunted Space

For Freud, the uncanny also has deep connections with the domestic space, providing a
coupling between queerness and space. Freud references the German etymology of the term
hei mlich (Aconceal ed, htihdtdre has arelationshiptcorthet 6) and
revelation of family secrets. Fosensidywawmamest ed
secure, [can also be] disturbed by secrets and the return of repressed fears and desires. The
implication of a tension aflash between the familiar and the unfamiliar, the homely and the
strangeo (Pal mer 1 gancetofueer existnaesin wha Ahmedsugyeatsas r e |

how domestic spaces for queer people can be a site of oppression and aliend&®)nTh&
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relationship between the uncanny and space is therefore located not in specific physical sites
itself,asthatwul d be a contradictory project since t
map-making by means of which we might hope to reduce the viomdanageable proportions
(Punter 4). The uncanny in space is found in its haunting, where spaces and plaess su
derelict houses, castles and mansions, burial grounds, forests become haunted by the spectral,
secret and the monstrous. These spacesmptepresent the backdrop of the Gothic story
where the characters experience the sublime and horror thranmggressive sex, or the
performance of taboo rituals and ceremonies, but also as a representation of the internal
mental/emotional larstape othe characters.

Space in the Gothic holds other queer significance, as queerness is often understood
spatialy such as fithe closeto for example. The cl
where we are true selves, but tucked away from the liaag rand societyQueer
Phenomenologly Ahmed is especially useful in exploring the queerness of haunted shee i
Gothic as she suggests Aif orientation is a m
orientation might also be a matter of residemfe; how we i nhabit spaces as
Awhat 0 we inhabit spaces wiendeoouldde metapfodcally ap s t
summari zed as ghosts haunting homes that donbd
move ephemerally aridvisibly in this world. Queering space as they appear and disappear,
gesturing towards some unknown queer fsuil his ephemerality and invisibility hold
significance and leads me to alsmthdf queer spaces asnonstrous yeinvisible queer body, a

ghost that can only be seen by the initiated.
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The Queer Gothic and Queer Game Design

Adopting queer game studiéramework to mobilizes queer theory such as queer failure,
temporality and historiography to destabilize game design practices and stratpless |
suggest we can expand on such by utilizing queer Gothic studies as well. In this following
section, lexplore how queer Gothic studies might illuminate queer potential that already exists in
gueer game scholarship. Namely, | am interested nacxtg ideas such as the uncanny in the
spectral, the secret, the monstrous and the haunted space to destabilinderstanding of
video games.

Robert Yang is a queer game designer and developer whose career has produced many

important games for @& game scholarship such ldart Me Plentyin 2014,Rinse and Repeat
in 2015,Cobra Clubin 2016 andrhe Tearomin 2017 that intersect with the queer Gothic.
Many of Yangods games deal with the topics of
desies queer intimacy and sexual consent. Yang?o:
in the same way #t writers like Ruberg and Halberstam has conceptualized failureltzas a
fidelity modality. I n fact, aMAAgamsgoffemme art a
employs. In the same vein, queer temporality and historiography do not offer a rich enough
anal ysis of Yangb6s games either. Although ther
into these conceptual and theoretical framewatks, cur rent |l y feel s | acking
games often oscillate between AAA hyperreal art style and subveeive mechanics that are
motivated by queerness. I believe that the qu
powerfully and productively cre.

In bothHurt Me PlentyandThe TearoomYang presents a small game environment

where the player is restread in terms of mobility within the spaddurt Me Plentyinvolves the
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pl ayer to Aismack the heck out oduchedomadfouwlsu d e 0

However, the character who is being smacked will respond to the level of aggressiogehe pla
is performing anawill verbally object the player if the character feels the player has overstepped
the boundary of the relationship. THayer can then decide to not listen to the character and

continue smacking them at the same or with niiensity orlisten and accommodate to the

characterdos wishes. At some point i f the cons

game spacerd not return for a specific amount of time. Restarting the game is inconsequential
to this broken consent, fang the player to understand and think about their agency in video

games and the ramifications of their actions beyond the video game space.

TheTearoom s a f#Ahi storical public bathroom si

history of gay cruising and thgersecution of such acts. The game starts by telling the player that
they are at a highway roadside public toilet in Mansfield, Ohio and trasy&962. The player
walksinto the toilet to start the game and they immediately stand in one spot in ftbat of

urinals. With a click of the mouse button, an endless stream of golden urine streams into the
urinal. Suddenly the player hears a car ddyend parks in front of the toilet outside. This is

when the game informs the player that if they see a podiceghey must exit the game

i mmedi ately, without stating the consequences

thisis about. Thikme, t he car outside is not a police

hears someone get out of ther and closes the door shut. In a few seconds, a man walks in, they
can make eye contact with him for a brief moment, but he quickly glancgs\aalks to the

urinal next to you and unzips his pants. He lets out a big groan and starts urinating. Dairing th
time, the player has to strategically make eye contact to flirt with him and to get him to walk

over to them. When he does, they get on tkiees and lick his gun anywhere from 5 to 50
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times until he shoots. After the ritual is completed, he walkyaarad the player wait for the
next man. No words were exchanged throughout this whole interaction.

Both games confront the player with higlsdetion, realistic game environments and
characters, atypical of many queer indie games which normally uttlirgelity aesthetics and
game art. Yang corroborates this in his artist statemehherTearoonn regards to his
attention to detailinthmod el | i ng and texturing of the urina
video gameso (Yaneg) exHowemeély, hgeepi maschline
bodies in Yangbés games, the character |Locomot
The way the buttocks jiggle when the player smacks the bent over charattet Me Plenty
have unrealistiphysics and subverts the masculine body as permanently hard to something that
is soft, squishy and almost ragdoll like. Phillips noted in hiéigae of Second Lifeand other
AAA video games, that even in virtual worlds and game spaces masculine bodies mu
Arepudi ate fatness, di sabi |homogexualityeodenma ni t y, t
mainintegrityd . Yang i s a lshygresemtinga hisually semilay leard artd muscular
masculine body to those in AAA gaming but implements plsytbiat make these bodies to move
in ways that invoke the queer monstrous.

In The Tearoonthe biologically impossibleever endingirination mebanic along with
the game environment of the public toilet conjures both scatological desires and the abject to
critigue heteronormative pleasures. By employing AAA aesthetics in combination of uncanny
physics and nonnormative intimacies, Yang is abletess the queer Gothic in numerous and
nuanced ways to not only show alternative orientations in the wayslupsies come together,
but also find new alignments for queer desires. In combination of the public toilet, as a

designated space for defilememd Yangdés deci sion to use guns i
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genitalia is to ironically bypass censorship law3he TearoonfYang), Yang taps into
something rather abject. For Kristeva, abject is deeply entangled with jouissance (6), an
experience so pbsurable it becomes violently painful, as one could only experience so much
pleasure before it becomes someghireyond pleasure.

Jouissance has been celebrated in queer theory and queer game studies; the former relates
the feeling of jouissance to quesxuality and its inherent nerproductivity and historical
danger and the latter in relating to the expewericplaying video gmes as a nonproductive and
wasteful activity.The Tearoonthen becomes especially important within the theoretical
framewok of the abject and monstrous. The guns can be understood as the representation of the
death driven qualities afnnatural sexual & between men and the arousal of performing such
acts. As Edelman and others have elaborated, such sexual acts betwaenert@storically
been orientated in the opposite of reproductive futurism and therefore, the linear path of lif
itself. Cruisingt sel f, as noted by Yangds representatio
dangerous activity. By finding pleasuteough playing with selflestructive antsocial
behaviours, Yang speaks to how the death drive and the mam#trhis video gasas are not the
literal oppositions to life, but an aesthetic space in which one can find and explore alternative
paths to ajueer Eros or the desire to live without heteronormativity and reproductive futurism.

There is also somethingn c an ny a lgamed thatyl aas gniysble to locate
recently. Many of his games feature the same male character, but in different etioiigof
faci al hair, clothing and hairstyl es. Pal mer
the uncanny, carryconot ati ons of O&éexcessd since their ap
therefore suggests implications with queer. Tgrdu Yangés del i berate deci

model but in a way where he tries to hide that the models imgzane are in facthe same
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model, heunintentionalyu ncover s the fiunfamiliar beneath th

phantom male charaats across his games, provoking a crisis of what is considered natural and

stable. Moreover, this excess alsondastrates the uncay idea of doubling, or the

Acompul sion to repeat and different form of m

to queer people need to hide and mimic traits of heteronormativity in order to safely move in a

heterosexual worldurning them into@ met hi ng r at her haunting and ¢

and forth across a waveringrtrldineo (Pal mer 8);
If we are to understand the abject and the uncanny as productive tools for queer future

worldmaking, therwe can also undeestd permadeath, a mechanic whereby if the player dies,

then the game must restart without any saved gameplay, notastheopp e of Ruber gés

of permalife but as death driven desires for alternative futures. Permadeath isaa meghanic

in rogelike games, a subgenre of rplltying games characterized by a dungeon crawl through

procedurally generated levels. Altlgiuthere are no queer video garnegentlythat use this

mechanic, | believe if used, permadeath could offgmvaerful disruptiorto teleological

narratives of reproductive futurism and capital accumulation.

Conclusion

Insofar, | have demonstrated thehness of queer game scholarship in its deployment of
gueer theory to look at how might queer game maketgscandscholars theorize and
understand aspects of game gassuch as character, narrative amechants as queer. Space
however, haget toreceive the same kind of attention, though Pow and Pavlounis come the

closest to talking about queer space heeigames Powo6s usage of queer f a
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phenomenology favours affective qualit@sspacewhile Pavlounis did give design instructgn
he only provided examples of heteronormative space, and never touchdtbupone would
design agueer spaci videogames
The theoretical review on the queer Gothic
exploration on queering level design inetdgames. The queer Gothic allows me to understand
how spaces mighiake on queer embodiment through the uncafhis urderstanding of space
provides an exciting theoretical inroad into hihve queer mighintersect with level design. In
the next sectiohbegin to explore how cruising queers space. | utilize the queer Gothic to rethink
gueer spacand queer levelas a ghst, perversemonstrous body. In architecture, there is also
an avoidance of talking about hal@signers mighqueer the practice @frchitecture and instead
the conversations often focus the politics of queer desim@sacies and sexuality tha
archtee t ure can invoke (Jacques). fAThe queering
response to ar chit eonof epressive segendergexuality narnisandc on st i
habits, for there is no intrinsically queer house, dwelling ori | ¢{Jacgugsd. | suspect this is
in part due to the fact that, the power of queer spaces might be its invisibility and ambiguity,
whichis difficult and undesirable to design in the real woHowever,video games do not
adhere to real world physidsurthernore, level design thrives in the world of trickery,
obstructed vision, double images, trap doors and mazes. Video games might betibieat
medium to actualize practices and concepts of a queialdesignthrough interrogating level

desiq.
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Metho dology

As a researclareation project, my methodology employs autoethnography of cruising
inside Stanley Park in Vancouver, BC as vealldesigning and making a video game prototype,
The Rawlingsl visited Stanley Park a total of six times oweo tdifferent visits to Vancouver,
once in August 2018 and once in October 2018. Moreover, as the thesis is primarily interested in
the spatial galities and mechanics of queer space and the queering of space, my
autoethnography inside Stanley Park didta&e intoconsideration other actors, users, players
and participants in the space as that is both outside the scope of my research azimgll as b
irrelevant to my research question. The objective of my written thesis and the accompanying
video game praitype isto contribute to the growing field of queer game studies through
gueering level design.

To help me make connections between cruispags to gamespace, my autoethnography
of Stanley Park was informed by the concept of the magic circle, &rakitectura concepts of
navigation, space and shapes employdehal design as well as queer Gothic studies. The more
| inquired about queer search methods and methodology, the more it became clear that
autoethnography offered the most appropriate fraone to cnduct research on queer
knowledge. Autoethnography is a powerful methodology for researchers exploring marginalized
subjects and topscespecially if the researcher themselves are part of that marginalized
community. This is due to the fact tfaittoethngraphy is able to return authority to voices from
marginalized groups to speak on their own behalf. Autoethnography has therefonedabn
employed in feminist studies, postcolonial studies and of course, queer stu@asein
Methods and Mi#odologesby Kath Browne and Catherine J. Nash, autoethnography stood out

for queer social science researchers because many recognize énatdfueehasmostly
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existed invisibly in margins and subtext (Miz, CriisingUt o p i).allroughbut historydue

toits illegality, one must read in between the lines to find queerness. To research and locate
gueer history and culture, other methodiés might rely on archival data whichthre case of
cruising would mostly exist ipolice documents. This pasas an bvious problem for queer
researchers todas it only tells a biased side of the stokutoethnography not only returns the
source oknowledge to queer people, but it also allows queer people to create knowledge that is
unafraid of legal conseguces.

The purpose of my research at Stanley Park is to attempt to understand cruising as a form
of play to map out and draw connections betwggeer theory and queer game studies. To
reiterate my research question:

How might the spatiality of gay cruigj sitessuch as urban parks, inform spatial

mechanics and | evel design approaches for
| chose Stanley Park for multipleasons. One, | am from Vancouver and | have a deep
understanding of the site. Two, | have never visited StdPéely forcruising purposes, so my
autoethnography was able to document my reaction to experiencing Stanley Park in a radically
different way. Thee, Stanley Park has a dark underbelly that is heavily associated with the
cruising site. There was the hataree and narder of Aaron Webster in 2001 as well as many
unresolved cases of missing people over the years. awaof the potential dager and after
consulting members of the community who frequent the cruising site of the park, | decided that
by only visiting the park during the day | would eliminate most if not all of the risks.

The methods | used to collect data from my autoethnograpploration of Stanley Park
were in the form of note taking and photographing and | used my smart phowogifdrtbok

notes by sending text messages to myself. Photographs were taken and then sent back to myself
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in the same chat box with notes to ctése the picture. Before | started my research, | first
visited the site itself with a friend who frequentsriidg Parkio better understand hawnight
approach the space myself. In the first stage of my findings | went inside the park for several
hoursat a time to take notes and pictures, documenting every thought and feeling | was
experiencing. In the seconthge, | ynthesized my findings with theory of queer Gothic studies.
After the autoethnographic process, | distilled my findings and applied tiheny video game
development process where | attempted to interpret and apply my findings into queering level
design.

The magic circle helped me identify the gamespace of cruising while basic concepts of
shapes and space used in architecture, urbagndasd level design assisted me in breaking
down Stanley Park into spatial properties as well as identifyingshapeslines andvolume
inspire play in cruising spaces. Humans need to recognize and seek patterns in their
environmentasurroundingsand itis one of the core skills we use to navigate the chaos of an
urban city (Lynch 5). Studies of how humans nategabarcities have been essential to the
field of level design in game development. Lead game designer at Naughty Dog Emilia Schatz
havecited he 1 mport ance o fThe Knage ofrthe City het dpdraachbodevek ,
design.

In the book, Lynh studieshow people create cognitive maps of the city by asking them
to redraw their city out of memory without consulting any maps. Frontindy sind findings,

Lynch describes five basic spatial elements from the most important to least that make up how
people emember and navigate complex urban spd&athsare the roads, trails, streets, how we
get from A to B (Lynch 4%1). Edgesare linearelement that break continuity from one space to

another (Lynch 655). Districts are areas of identity like Qtmatown (Lynch 6671). Nodes
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which are a point in spacstrategic foci where observers can enter to see multiple perspectives
of other core @ments such as town squares or a path junction (Lynair)/2andmarksare
external foci where observers caneater btiserves as a point of reference in orientation
(Lynch 7882). Schatz suggested that since level design is unlike designing a citye thasic
el ements in Lynchés book should be rearranged
insteal.

As wel as paths, edges, nodes, districts and landmarks, | also drew from basic
architectural concepts such as mass and void as well dse¢ledasic planes: ground, wall and
sky. Planes are one of the four elements that make up space, along wghlp@sand volumes
(Frederick 20). There are three major types of plaBaseplane is the ground; this is the plane
we always interaawith; we trust the ground for holding us vall planes which are primarily
used to create boundaries, we interaith themthrough our visual field and by touch but only
by choice Overheadplanes are usually out of reach like the ceiling or the sky; oadrplines
strike a more emotional tones and are often manipulated and exaggerated in sacred architecture
like religious buildings. Schatz expanded on the ideas of planes by considering gtane as
self, wall plane as society and overhead plane asrsffgc Lastly, concept of void and mass
were also important to my note takingpidis the lack of volume, thepace of possibility and
clarity, it doesn6t osdorédxplodagon and undevsiargdiddassona nd t h
the other hand is voloe, mass blocks movement, occludes vision, restricts possibilities, creates
boundaries and implies what is impdse. In both level design and architecture, void and mass
are important cozepts to shape and sculpt space in order to inspire movementedse
push while void tend to pull, the combination of both can create meaningful spaces players can

move thraigh.
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Treating myself a flaneur, | mostly wandered aimlessly, drifting froenspot to the next
by whatever grabbed my attention. | then utdizpieer Gothic studies to discover, interpret and
synthesize my findings. Especially powerful were conceptsi@egGothic studies that describe
gueerness and queer spaces as existingwithrgins, between interior and exterior, physical
and mental, fam!l i ar and unfamiliar. This is further s
in Queer Phenomenologyhere fie proposed to reexamine the orientation in sexual orientation
as a phenometagical problem. Ahmed describes that queer orientation would déhanis off
the straight path, one that constantly orientates us towards other queer bodies and objeets that a
both familiarand alienating. Ahmed conclud#tht this spatialized undéasding of the
interplay between bodies and objects give shapeetspace the bodies are in as well as the
bodies and objects themselves, suggesting that queer phenomenoltyy qnelering of space
is a dynamic and uncanny process-829.

In designirg my autoethnographic process, | realized that many ideas ofspsssr and
the queering of space in the physical world were abstract and ephemeral, a feeling caught in a
fleeting moment . As Betsky states, Aquaadous,paceod i
selffcr i ticism, and @t he l)pHowdoeslone interprgt quedr thdoryimte r at i
insights for queering level design, especially when it comes te gasign where scripting
languages tend to favour logicalathematicalvay ofthinking? Despite its binary system, video
games often defy the psigally impossible and do not oblige to real world physics. Furthermore,
unlike disciplines such as architectuwveleo games offer designers a digital space to be playful
and fantastical #h its designs. The next chapter provides documentation of how my
autoethnographic process took place and details how | experienced, explored and interpreted

cruising spaces arttle challenges | faced, as well as the limitation of my process.
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Autoethnogr aphy of Cruising Inside Stanley Park,

Vancouver

Introduction

Cruising is the active act of looking for and engaging in sexual activities in public spaces
(Humphreys 110; Gandy 79). Typical spaces for cruising include urban parks, cemeteries,
beaches anpublic washrooms (also known as cottaging). Although cruising s&lyna same
sex activity for men, not all men who cruise identify as gay (Humphreys 25). This may include
men wlo identify as straight or as bisexual or men or men who chooseraimin the closet.

Cruising can be understoodasjueering of space described by architecture historian Aaron

Betsky as fAa space of d-riticismane thecpeséihilityafn ar en a
liberation, orgasm and amorous relationships (201). Ye t he i dea of HfAqueer
el i ded wit hGangdy &30)r as iebgeapheryNatalie Oswin suggests, since queer space

remains rooted in a restricted conceptdidentity formation that privileges reified forms of

sexual differenceavite b asi s for political act proachto Os wi n

spaceodo that extends to a more complex and i
appropriatio of space (91).

Understanding cruising sites through Gandy, Ingram andrOseican perhaps conceive
cruising as a temporary queer space igabt just a spatial experience embodied by the users in

the space, but the space itself is also created tanddaphysically by the presence of the queer
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bodies. Instead of drawing upsoholarly work on the relationship between bodies and space

tha often discussespace as aembodiedexperience antherefore denyingpacehe ability to
changeand be dynamidnstead] am suggesting that the space is constartingingand

morphing,and it is due to its users. This conception is a much more cormaptierstanding of

the relationship between sexuality and space that is often neglected by academic studies of quee

spaces.

Findings Part I: The Queer Spatiality of Stanley Park

er orientation might be thogshewdrldhi ngs
antwiseo allow other objects to come
Sara AhmedQueer Phenomenologp. 107

Fig. 1 GoogleEarth view of Stanley Park in Vancouver, BC, Canada

Stanley Pkk is a 405hectare public park in downtown VancouyBritish Columbia.
Unlike many other large urban parks, Stanley Park is mostly a forest that has grown naturally
without the interventio of landscape architects. Due to its natural beauty, the pabebase a

major attraction for both locals and foreitpurists alike. The park is densely forested by about a
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half million trees, including Douglas firs, Western red cedars, Western hearld&tkaspruce
trees, many of which are hundreds of years otiigrow up to 76 metres tall. Within this large
densdorest, there are close to 27 kilometres (17 miles) of windy forest trails that are patrolled
by the Vancouver Police Department on lebiack. The park also features a public outdoor
swimming pool (2ndeach Pool), multiple public beaches (English Bayg,osd Beach, Third
Beach), the ASeawall 6 which is a constructed
with joggers and cyclistand other tourist destinations such as the Vancouver Aquarium and
Coast Salish totem poles. However, tucked away franrirtlls of tourism, off the park trails and
inside the forest, there exists a seedy underbelly of somewhat illegal activities bydsomele
peopl e, sex workers, dr ugveprexanitystodawnwncr ui ser s.
Vancouver and its extremerggty for an urban park created a perfect meeting place for different
alliances of people to gather.

This summer | visited Stanley Pdud¢ the first time to explore how | could find possible
connectims between cruising, play, and space. As a disclainaen not a stranger to cruising
and have visited many popular cruising sites in European and North American cities. Although
most cruigng areas operate similarly, following similar structure of meisaand rules of play,
Stanley Park really stands g a cruising site par excellence due to its location and spatiality. |
visited the park in a total of three times over the coursereétiveeks in August 2018 and
another three times over a week int@er 2018. Before my first visit, | asked someon® wh
frequents the cruising areas of the park to initiate me because of how large the park is and how
easy it is to get lost in a forest Wwiho defined paths or trails. As someone who is from
Vancouver antdhas been visiting the park my whole life, | wasnediatelystruck by how

different the park presented itself to me once | was initiated into the magic circle.
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Fig. 2 Lees trail post, one of the main cruising trails and Entrance to cruising area from Lees trail

Fig. 3 Entrance to cruising area from Lees trail

To conduct my autoethnography inside Stanley Ratkned on my video game player
sensibility as well as basic concepts ai@gpto help me pick up on the numerous visual cues
inside thecruising groud as a gameplay and gamespace experience. On my first visit, | began
from 2nd Beach Pool, located on the south western side of Stanley Park. As | head towards Lees
trail and in thalirection of one of the main entrances to the cruisinglsitas immediatly
struck by how mamade it looked, as if it was clearly arranged and composed to allow cruisers
to identify the entrance. Using the natural environment, two logs have beengistaily placed
to form an arrow, pointing to inside the ciing area. Altlough the trails have a natural edge,
which is the forest itself, this entrance creates a special edge, like a door, an invitation to the

magic circle inside. As | head inside thagrt circle, one of the first things | noticed once |
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enteredhe cruising eea are the lack of paths, no longer are the trailsdedihed, but the
footprints of the men before me. But like a game, players do not expect paths to be obviously
presented tthem and paths in games are often partially blocked solthadrp are gien the
opportunity to find them.

As | trekked further inside the forest, | noticed that the first thing | looked for were
landmarks, and in the case of Stanley Park, thesealleratura objects such as uniquely
shaped large trees, stungrsmultiple tees that have fallen on top of each other. | continued my
way deeper into the cruising area, | jotted down more landmarks in my visual memory.
Eventually | found my way to the firsnajor node or clearings of the cruising ground. These
nodesserve as theotvn square, the place where you can take a break and view the whole area
from multiple perspectives. Thenee r easmnduth rubbish and trash as | expected; just your
usual cigarett boxes, condoms, food wrappers, paper napkins, needlesedH@veversome
of these objects do suggest that there might be other people sharing the space and use it for a
different purpose. It was eerily quiet and all | could hear were my own brgathy footsteps,
the birds and the bushes and trees rusitirige wind. h combination with knowing that it is a
cruising ground, and the spatial qualities (the lack of defined paths and the visual need to
recognize landmarks), | immediately felt aghié space was a gamespace. | walked around more,

repeating pdis | have take before and eventually found my way out before sunset.
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Fig. 4 A node and landmark inside Stanley Park Lees cruising area

On my second visit, | gave myself a few hours befaresst, so | can experience the
space longer. | found ¢hsameentrance where the two logs are placed in an arrow shape and
started walking inside. Although this time around | was much more aware of the lack defined
paths, I still managed to get lospeatedlySince | was using my smartphone exteasostke
notes and photographs, I quickly noticed that the GPS on my phone was not working, probably
due to the extremely dense forestry. | came across numerous path junctions and tried to use the
landmarks to guidene,but | kept repeating myself. | gaidt mutiple times but eventually |
found myself inside the first node. From here | was able to regather myself and much needed
visual information such as a landmark. | started by going off the mdminto smaller more
densely forested areas, keepingldndma r k i n sight so | dondét get

to the main node from every exploration and noticed how different this node felt spatially every
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time. | realized that this might baase the paths are undefined, therefore the edgelsegiso
changing, creating an unstable, disordered and disorienting but dynamic space.

Dwel Il ing on Chr i swebirphiseescrigiiantoftlesehdesgn. Whegad
to interpret the space aspace | am cdiving with, a home. But this home is atrge ad
unhomely; | felt as if | have entered a house, but as soon as | leave the living room, the walls in
the house have been rearranged. The structure of the house is still there, just likentte roeir
the cruising area will always be there, thaimtrals do not change, but the inside, the edges and
paths are constantly shifting. Suddenly, the home was not so homely, and it reminded me of
Paulina Pal mer 6s and F roeeahdtke unhomely home Blowever, It h e
began to questio- wha if space is not just an embodied experience, what if we understand
space as body?

This brings me to another architectural concept of space that is used in level design;
planes. The overheadpe is interesting because not only is the park caitsnd herefore the
overhead plane (sky) is way out of touch, but it is emphasized by the giant west coast trees,
creating a spiritual experience similar to the eftettimns in Gothic architecturérike. The
wall plane inside Stanlelyark,however, do at realy exist, or more precisely, it is continuously
moving and shifting. The analogy of wall plane as society is both poetic and appropriate here
because the lack of definable wall planes insidethising ground in Stanley Park create the
feeling ofdisorde, chaos and lawlessness; suspending, even for a brief moment, that society,
especially a respectful, lawful heteronormative society, does not exist. If space is body, then
gqueer space is a maraus body, shapeshifting and disobeying any spatikdror

On my last visit in August 2018, | spent a bit more time circulating the perimeter of the

cruising area first, trying to find more visual cues like the log arrow. To my surprise, there are
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many nore of these natural edges that serve as portalsh@tmagt circle of the cruising area. |

also discovered various homophobic graffiti (seeX#).both outside and inside the cruising

area that show the disapproval of the activities that are hagpieside the park. &1 have

mentioned before, | am weawareof the dangerous nature of cruising, and especially Stanley
Park where hate crimes have been committed. However, as preposterous as this might sound, the
visual evidence of enemy threats gawe $pace another ludic dimension. It also allowed me to
realize that the boundary of this magic circle is extremely porous and thin, and it exists within a
world where queer sex is still looked down upon with contempt. This time | took a new entrance
into the cruising ground and again, tried to experienceaplaee lp embracing both the familiar

(the landmarks) and the unknown (new paths and edges). As | go in for tivadaktvas able

to better appreciate the graffiti, trash and other domestic obgdchs/Ipeople living inside the

park which remind youhtat themagic circle is conterminously shared with other users, players
and participants.

During my last visit, | started to realize how the lack of spatial hierarchy inside the space
was a distinct gposition to the designed spaces such as architectdrgrbancities. However,
Cruising spaces are not Awildo homogeni zed sp
activities (see figl5), from markings on the ground (seg.flL§ to graffiti (see fig.17), to logs
and branches placed strategicatiyplaces that only the initiated can see (seelf). This space
is a secret space, an invisible space that exists on top of a visible space, appropriating it for queer
sex. Inside the park, | newvielt content with settling in one place, rather gpace bdisorder
constantly pushed me to explore and wander. Lastly, drawing from the spatial concept of void
and mass. | began realizing that the lack of definable void and mass due to the deheé fore

Stanley Park is what kept pushing and pullinganeepated meaningless trajectories. Stanley
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Park never gave me clear instructions to where to go to next, instead its chaotic spatial elements
contributed to théeelings of disorder, disorientah, the uncanny but also a deep sense of

jouissance.

Findings Part Il: The Queer Uncanny of Stanley Park

| have grown to love secrecy. It seems to be the one thing that can make modern life
mysterious or marvelous to us. The commonest thing is dalighghly one hides it.

Oscar Wilde;The Picture of Doan Gray,1890.

In October, | revisited Stanley Park again for three more visits. The first visit was to see
if my experience would be different from August and the second and third visits were less
autoethnographic and more to collect data for my vgiene prototype such as capturing
photogrammetry data of various objects inside the park-garite assets. As | approached the
main entrance from Lees trall, | noticed it has changed. The brancheadkatreated a door
havedisappearedyut the logs rema in the same placade ig.19). | would say my experience
this visit was relatively similar to my visits in September due to the fact that many branches,
human created markings in the ground aneéiosgihrubberies have moved or disappearedalue t
weather Therefore despite somémiliarity with the spacenanyareas felt unrecognizable and
new. During my second and third visit, | was mostly there to take photos of different objects in
the space for pitogrammetry but | noticed something very importantranlLees trail post,

there is a poem etched by an anonymous person dedicated to Aaron Webster, the man who was
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found beaten to death by a group of teenagers. They attackegpddmicallybecause he as

gay,and the teenagers were aware of men who cruiSeaaley Park.

Fig.5Lees trail post, AFor Aaron. I know this path, so do you,
clearing."

My autoethnography suggeghat the may layers of a space used by di#nt groups of
people not only creates a space with multiple usages and meanings, it also creates a multitude of
different spatial experiences that are constantly shifting, changing and reorganizing adoording
its usersand players even while the actpalysical space itself remains mostly the same. Due to
its chaotic and disorderly nature, | had to reorder spatial patterns every play or walkthrough,
creating gameplay experiences that are site specific htiaky different each time. This
uncanny spadl experience that constantly teeters on the familiar and the unfamiliar can be

drawn to to how space is treated in the queer Gothic, creating the feeling of the uncanny in
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familiar urban and domestic spacests as the hanted house as well as being ateasion of
the characterds ment al | andscape. MaengatWi gl ey
homeo (110), as an experience .ddbeginimyenati on f
interpretation®f my findings from Stanley Park through thei€er Gothic, | draw upon Gothic
schol ar Pal mer és r ef er en cQuser Rhenonmaology foift Aihsne d 6
certainly desire that helps generate a lesbian landscape, a ground that is shapedtiy wee pa
follow in deviating from the straightine 6 ( 20) . Pal mer further poin
similarities of the Gothic tradition tQueer Phenomenology A[ queer phenomenol o
dynamic negotiation bet ween Thwloghthigichs f ami |l i ar
interpretation of the Gotbithrough a queer theoretical lens, | can start to perceive the spatiality
of Stanley Park as shaped by my queer sexuality and desire as well as the dwellings of other
gueer bodies who are there with me. Folligvon Ahmedonce again, if a queer phenomeawy
is also seeing and experiencing the world spa
come to view while disabling other objects, then this further demonstrates my experience inside
Stanley Park Wwere | foundhe queer space of the cruisintgss a space embedded within
already existing space. While normally people with straight orientation will be unable to see the
hidden space, people like me who perceive and navigate the world slantwisévbosidnted
orientation allows me to see ths@ between, uncovering hidden spaces that live on a slanted
dimension.

Drawing upon the Gothicbés investment in ex
the superstitious, the taboo and the spirituaugh ritualswe can also extend that to
undestand the cruising as a ritual or ceremony that transforms spaces from familiar into the

unfamiliar. Understanding the historical importance of cruising as well as the setting of dense
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forest, bodies meet andltde inStam | ey Par k t o @mwongtkeesublineeswdiai ngs of
sense of continuity with the pasto (Pal mer, 1
tradition usually display Acompul siam to repe
descriptons of repeated sightings of gkeand other spectral doubles. These ceremonies and
rituals fAhinge on secrets, disclosing them to
large, or illustrate the importance of liminality, bridgitne gulf béveen the familiar material
worldand the unfamiliar realm of the supernatur e
certainly conjure itself as a form of queer ritual that defies bourgeois rules of respectability
(Halberstam 111) as well &gteronormatie familial values. Moreover, wiei performed in the
Gothic space of a forest, shares many characteristics with rituals and ceremonies in how it
accesses the supernatural through deviant sexual activities. As | reflect back on how | feverishly
walked repeiedly along the same paths backldorth, to and fro inside Stanley Park, | can
understand how cruising allows participants, users and players to transcend logic and the rational
i nt o Awemhcadlmmemby @& s one moves fronrtlehandcapetdb i ng separ
experienciemgtamtdiomt efp subjective and objecti
forest became a representation anéxensiorof my psycheemotional space of my desires.

| n F rThewdoarmyhe described a pensal experieoe of the eeriness from artifacts
such as wooden carvings of animals inside a haunted house that seem to come to life at night to
prowl the rooms. This experience supports my findings at Stanley Park as | found the forest not
just alive, but mving, shiftng and changing shape. The patreated by footsteps were gone the
day after a rain and strgnvinds kept blowing trees down, and players and users move objects
around strategically to their fancy. The phantom of the forest aroused thelsipeactimeros

forms, both spatially as welsaodily, transforming the natural space into the supernatural,
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outside the realm of thexplicable and language, lawfiglss and order. Spectrality in the Gothic
is often represented in forms such as the badyplk and ghsts, and the queer Gothic relates
spectrality through discussing queer bodies as phantoms since they are an invisible minority as
well as the haunting of queerness to a-ndgin queer utopian past. In the case of StaRlank,
the cruisingspace itselbecomes spectral. The spaceasited as it is both visible and invisible,
the ghost of Stanley Park is where a nostalgic queer past, a chaotic queer present and lost queer
futures come together.

Freud describes another personal anecdot&@énUncanny \were he was trying to
navigate s way out ofaforeign Italian town. He gives an account of the feeling of anxiety of
being lost in a foreign city and the Acompul s
without realizing in ordeto find a wa out. The anxious feelings of familiarity in new spaces
often brings Freud back to the familial, and
we find ourselves in unfamiliar places and spaces, we often try to reconcile timg tdele
uncanny with the familiar which ofteis ourbirthplaceand familial experience. Derrida argues
that there is always a familial domesticity t
pl aces, a habitati on, rada&b6).Howewesfor gueeapedpke,.omrt ed ho
desie for familiarity is not always related to the familial, as for many, our experience of the
familial is actually one of alienation. We can turn to Ahmed once again for advice on this matter,
Al es bi anbedethsughhsea sgaeerior action, a wayextending into space through
tending towards other womeno (102). I f ot her
where my desire is directing me towards, then these become markers that exhibi both t

familiar and the unfamiliar. In the cruisgnground, | am compelled to move in the desire of other
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familiar queer bodies, but they also appear as doppelgangers or ghosts from another past,
creating a space bottomelyand strange.

The uncanny of cruisg at Stanlg Park is a poetic analogy to aegr experience and
existence. To complicate queer space even further, perhaps it is more than just the rituals, the
spectral and the uncanny. Using the wdwell once again, what if this dwelling of queer spa
representshe womb, but that has been akged to something closer to the grotesque, a porous
body of monstrosity, a Frankenstein of deviant sexualities, materialities and the supernatural. In
Hal ber st SkimdBShowd Gathic Horror and the Teology of Monters,he makes a
connection betwen queer sexuality and 19th century Gothic monsters, which were often
depicted as an amalgam of othered race, class, gender, and sexuality (Halb&)stlhmuker
bodiesfind strength and power in embracitige monstros, then perhaps queer space an a
well. The uncanny of queer spaces showcase a different type of relationship to familiarity and
homes. It displays a relationship to other objects, bodies and space that is haunted by queer
memories. Queer spa transcendseyond the rationalral the orddy, a jouissancéeyond the
pleasure principle.

Although queer scholars such as Matthew Gandy and Gordon Brent Ingram have
documented extensively the relationship between space and cruising, both havedhéugect
dynamsm of space and focused insteadtoe participants and other living organisms in the
space itself. Although it seems impossible to decouple body from space, the idea that space can
only be experienced somatically falls short to describe noegunographyBuilding onto my
thought fromearlier, space is both axtensiorof my body/mind and therefore, behaves like a
body as well as an embodied experience. Gamespace in video games can express this beautifully

through immersive gameplay, whehetplayer exeriences and feels the video gaasean
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embodied experienaes well as an interactable experience that has its own identity and
motivations Queeing level design can expand its current understanoiinte fieldas a
discipline that translategameplay imh gamespace to take into consaléri on t he gameds
characters and the playdevel design then becomes bothesnbodied experience of
gamespace as an extension of the player emotional state through the playable csansiters
gamespacesadigital bog. Level design can tap into thdynamic relationship between player
and game by designing space not just for the gamepldfpr the player and where might their
emotional sta be at that point of the game but also amdependengntity with its own
mativations and desires that migtdunter the identity of the player and the game.

In this chapter, | documented my findings from Stanley Park, using both concepts of
space and as well as synthesizing these findings with the ideas of thayrspaectraty, the
monstrous and the ritulbom queer Gothic studies. | concluded that, while difficult to pinpoint,
gueer spaces and the queering of space exhibit characteristics that often defy and transcend ideas
of logic, rationalism, heteronormaity, patriardy, familial values and respecthty. These are
spaces that exist on top of existing spaces and often invisible to the uninitiated, a magic circle
that cannot be seen unless you know the secret. While within these queer spaces, thaigelations
betweenhe materialities and sexualitieobjects, bodies, spatial properties and other living
and nonliving organisms collide to create a dynamic space that often confusing, deviant, maze
like, radical and most importantly, playful. In the nextteet | use he synthesized findings
from thischapter to come up with level design and spatial mechanic ideas to prototype a queer

video game.
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The Rawlings: A Queer Video Game Prototype

| have been making work and doing research for this thesislaéwlingswell before
my autoethnography at Stag Park in August 2018. In fact, | started my explorations into queer
game design through level design, cruising and space in November 2017 during my first
semester at OCAD University. | first laid out thedhatical gromdwork for my investigations
through familiarizing myself with the history and practice of cruising, close playing of games by
Robert Yang such aehe TearoonandRinse andRepeatindreviewing journal articles and
books on queer space andrgastudies.n January 2018 | enrolled in aagiuate stud and
seminar class taughtby o f essor Emma Westecott at OCAD Uni
where | made an 3D exploration game sketch set in a gay bathhouse called Club Baths (see fig
20) which drew on pesonal experiences in gay bathkes as well as a poem that | wrote in
2016. Club Baths is first-personexploration game that blends genres of interactive fiction,
digital poetry and puzzle game. After a full day of archival research wsideithe offte at a
gay bathhouse, the ownesills you and suggests that you take a break and explore the premises.
As you wander down into the neon lit space, you encounter a world of strange temporalities,
gueer poetry and campiness, all of which bthescontour®f reality with the wet slippery
surfaces of fantasmatic. Club baths is about falling in love and falling out of love all in the span

of one evening.
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Him: Follow me into the lake

Fig. 6 Sketch of a video game set in a forest inspired by the eventsoof Wabster

However, beforé embarkedn makingClub Baths | pitcheda video game that is very
similar to The Rawlings; it was a game set in a forest and took the murder of Aaron Webster as
the man narrative of the gam@ét thattime, | did not feelconfident in making suta complex
and ambitious video game and after some short experiments in Unity 3D, | decided to put this
first idea in the backlog and came up witlub Bathanstead. Later in July 2017, | was in a
rapid prototyping class also tehtgoy professor Emma Wiesott whee | revisited this initial
idea of a video game set in a forest inspired by the murder of Aaron Webster. | explored turning
the game into a thirgerson shooter, as | was interested in exaggerating and appropriating the
violence in mainstream deo gamingAll of these initial explorations, sketches and proof of
conceps heavily influenced how | approached makiftge Rawlingss well as helping me

identify which set of theory antbols| needed to embark on this researakation project.
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Fig. 7 Screenshot of The Rawlings 4 weeks before defence

My approach to this specific game development process was to use my autoethnography
to come up with the level design and environment art of the game and then let my readings and
engagement wit theory dstill into all levels of my game design process. After completing my
autoethnography at Stanley Park, | began writing my game design document for the video game
prototype. The game design document allowed to me clearly see thenenpdgions, datures,
mechanics and art | would design in the prototype. The gahme Rawlingsis a thirdperson
survival horror game for the P&t the edge of a forest park, the player who suffers from
amnesia, finds themselves lost and without angliection ofhow they gothere. To find
answers, the player goes into the forest, but the more the player pushes forward, the more the
forest pushes back. In this section, | will go over in detail the- higlow-level design choices
and implementationand how | wasnformed ty my autoethnographic research as well as the

theory from queer Gothic studies | was drawing from.
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