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MASCULINITY

Michael Z. Newman and John Vanderhoef

Video games have always been identified with masculinity, and the stereotype of the 
video game player as a young male endures in spite of efforts to open up play to other 
identities and to recognize the participation of girls and women in video game culture 
(Shaw, 2011; Williams et al., 2008). We can think of the gendering of games in terms of 
representations of masculinity in game images and stories. Just as important, gendering 
structures the production of games and the experiences of players. We also recognize 
the intersection of masculinity in both texts and contexts with other identities such 
as age, race, and sexuality. Despite the existence of diverse participants in gaming, it is 
young male players who are most likely to identify as “gamers” and who are most often 
addressed by games and their culture.

Boy Culture in Video Game History
Video games emerged in a context of technology and leisure that gave them mean-
ing. Many types of early games were adapted from distinctly masculinized pursuits and 
genres such as sports, shooting and battle, science-fiction, and auto racing. Among 
the notable early games were Spacewar! (MIT, 1962), Shooting Gallery (Magnavox, 
1972), PONG (Atari, 1972), and Space Invaders (Midway, 1978). Such games offered 
experiences drawing on a history and tradition of boy culture stressing exploration, 
fighting, physical skill, and competition (Jenkins, 2006). The video game interface—
i.e. the CRT display and controller—combined familiar television technology with 
military and aviation devices, especially the joysticks and buttons found in aircraft. 
The iconography of many 1970s Atari games and their illustrations in packaging is 
evidence of the influence of masculine cultures of entertainment and play: Outlaw 
(1979) is a Wild West shootout, Combat (1977) is a tank battle, Maze Craze (1978) is 
a cops-and-robbers chase, Home Run (1978) is big league baseball, Missile Command 
(1981) is a Cold War space attack.

Looking at games from the period, it is easy to understand how by the early 1980s, the 
primary audience for video games had been established as boys aged 8–18, and the game 
industry had determined this to be their target market (Watkins, 1984). Social scien-
tists studying games in the early 1980s found that video games in the home were played 
considerably more often by boys and their friends and fathers than by girls and moth-
ers, though among children the balance was better than among adults (Mitchell, 1985; 
Murphy, 1984). Fathers were most likely to have initiated purchasing video games and 
were much more likely to play with their children than mothers; the families playing 
the least were those with only daughters (Murphy, 1984).
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At the same time as home gaming was establishing a masculine identity for the new 
medium, the video arcade emerged as a particularly masculinized public space for play, 
despite a regular and dedicated female presence (Kocurek, 2012, p. 196). The video 
arcade inherited some of the disrepute of pinball, and was a youthful destination of 
strong sensory appeal where players repetitively dropped coins in the slot in pursuit of 
high scores, eager to beat their friends and impress each other with their abilities. As 
in earlier generations of public amusement, it was often assumed in video arcades that 
the masculine role was to play and the feminine role was to watch (Huhtamo, 2005). 
The cabinetry and content of games was overwhelmingly masculine, with its weapons, 
spaceships, aliens, race cars, and later on, fighting heroes. When Pac-Man (Namco, 
1980) emerged in the early 1980s, it was notably different for being “cute” and inviting 
female players to the arcade (Donovan, 2010, p. 87).

Early home games were often pitched at families even if their most avid players were 
often boys. In the 1980s and 1990s, boys were more often targeted by game marketing, and 
the culture of gaming intensified its gendering; for example, Nintendo’s blockbuster hand-
held game device was called “Game Boy.” Fighting games in the later 1980s and 1990s, 
including Street Fighter 2 (Capcom, 1991) and Mortal Kombat (Midway, 1992), emphasized 
heroic male bodies in physical confrontation, frequently with bloody displays of savagery. 
Shooter, fantasy, action-adventure, and role-playing games developed into sophisticated 
representations of three-dimensional worlds in which players would navigate and explore 
in pursuit of quest objects and numerous enemies to kill. A “militarized masculinity” defines 
much of video game culture, emphasizing violence, mayhem, and conquest (Kline, Dyer-
Witheford, & de Peuter, 2003, pp. 246–268). A male player is generally addressed in this 
culture, even when female main characters are represented (typically sexualized).

Early games represented human characters in simplified, abstract forms. Decades of 
developments in digital graphics have produced games with avatars of detailed human 
definition. The typical representations of gendered bodies in multiplayer games such 
as EverQuest (Verant Interactive, 1999), in which players choose their own avatar as a 
virtual identity, are idealized male and female forms. Male avatars have huge muscular 
upper bodies emphasizing strength and bravery, while female avatars are conventionally 
attractive, their large breasts revealed by skimpy attire, emphasizing sexual desirability. 
The gender roles assumed by such representations, T. L. Taylor (2006, p. 113) argues, 
help such games address a target audience of males 18–30 years old, while marginalizing 
the many girls and women who play.

At the same time that the graphical sophistication of video games increased, the place 
of play shifted in many instances from arcades and living rooms to boys’ bedrooms. The 
Nintendo and SEGA consoles of the later 1980s and 1990s along with the PC games of 
the 1990s fostered a culture of gaming characterized by fast-paced adventure and violence. 
When the Columbine, Colorado, school shooting in 1999 provoked a moral panic, the 
common sense of the time suggested that the teenage killers had been influenced by the 
violent video games they played. Such media had been culturally constructed as a youthful, 
male obsession, which made it easy to demonize them and assign blame not only for the 
massacre but for a wider social problem of violent and immoral youth (Jenkins, 2000).

Gender, Technology, and Space
Video games have always been a form of high-tech gadgetry, with every generation of 
hardware offered as the latest advance. The first computer experiences for many people 
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have been video games, and they have been instrumental in familiarizing children with 
digital interfaces. Video games offer an excellent example of “the highly gendered charac-
ter of our relations to technology” (Silverstone & Hirsch, 1992, p. 3), and the social con-
struction of video games as technology has masculinized them throughout their history. 
This relationship between technology and masculinity is a central dynamic of modern 
Western societies; technologies including digital games are implicated in the dominant 
status of masculinity, perpetuating patriarchal gender relations (Cockburn, 1992).

Especially in their overlap with PCs, which have often been used for gaming as much 
as anything, video games have been central to the development of geek culture, repre-
sentations of which are ubiquitous in popular culture texts such as the TV shows Chuck 
(NBC, 2007–2012) and The Big Bang Theory (CBS, 2007–present). PCs emerged as a 
hobby of young males. This identity came from the young male spaces of public amuse-
ment centers that gave rise to video game culture: “The talk, rules and rituals of game 
play carried over both into the experience of home-based video game machines and 
later home computers” (Haddon, 1992, p. 92). Even if girls and women have also been 
game and computer users, these elements of gendered ritual and language preserve the 
masculine character of gaming and function to exclude girls and women (Thornham, 
2008). A geek culture in which technology is itself fetishized and in which proficiency 
and knowledge about technology and its uses are prized places video games within a 
wider sphere of masculinist discourse.

Geek culture’s emphasis on distancing itself from femininity betrays the gender anxi-
ety of its participants. Male computer users are often gendered in two opposing ways. 
Computer technology is equated with the masculine because of the specialized knowl-
edge and expertise needed to operate it. But computer users are also positioned as emas-
culated, even feminine men with soft bodies due to too much time spent immobile 
before screens. These gendered positions extend to video game users, explaining gamer 
culture’s anxious reproduction of hegemonic masculinity.

The gendering of video games functions clearly in the competitive, noisy, public 
space of the arcade, but the home has long been the main site of digital play. As Berna-
dette Flynn (2003) argues, the domestication of video games has been marked by gen-
dered tensions between the feminized sphere of the family home and the masculinized 
character of games. Unlike television, a technology historically feminized by its location 
in the home and its association with female users and family unity (Spigel, 1992), video 
games more often historically resist integration into the routines of family life, though 
the Nintendo Wii and casual and mobile gaming have intervened in this dynamic (Juul, 
2010). Thus, Flynn points out that marketing of video games in the era of Sony PlaySta-
tions represents the console as fulfilling fantasies of escape from the monotony of domes-
tic life and its usual media routines (Flynn, 2003, p. 558). The male player addressed by 
such discourses is represented as shocked and liberated by video games, while the living 
room is seen to be under attack by the masculine technology (Flynn, 2003, p. 560). 
Games bring the culture of the arcade into the home, a trope appearing in many adver-
tisements over the years including one for ColecoVision from the early 1980s in which 
an announcer promises an “arcade experience” even when using a console plugged into 
the living room TV. In such discourses, we find a negotiation over contested space in 
the home, with masculine technologies struggling against their location in a feminized 
sphere (Flynn, 2003, pp. 571–572). As masculinity is often defined first of all by being 
unlike femininity, video games and their culture often insist on their opposition to the 
ideal of domestic life as comfortable, safe, and harmonious.
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Gamer Discourse and Game Production
As Flynn’s discussion of advertisements shows, popular discourse about video games 
is one key site of their masculinization. A specialist press emerging in the 1980s, with 
publications such as Electronic Games (1981–present), Atari Age (1982–1984), Nintendo 
Power (1988–2012), Electronic Gaming Monthly (1989–present), GamePro (1989–2011), 
and Game Informer (1991–present), shaped the development of video game culture. 
The titles of these magazines, with references to power, electronics, and professional-
ism, indicate their gendering. Male writers dominated these publications, targeting a 
readership of boys—or men who had grown up on early games. This marked a shift 
away from marketing games to families. Out of this niche press developed a common 
masculinist language of video game criticism, a canon of games, and the construction 
of a history. Such video game journalism and criticism continues in magazines such as 
Edge (1993–present) and websites such as Kotaku (2004–present), despite a persistent 
feminist presence in video game culture and a significant number of gender-conscious 
writers.

While journalism is maturing toward greater egalitarianism, marketing continues 
the hypermasculinization of game culture. Many video game scholars find masculinity 
continually championed not only in games but also in their advertising and promotion 
(Scharrer, 2004; Dovey & Kennedy, 2006). Official game websites have been found 
to feature mostly males, to sexualize females they do portray, and to under-represent 
minority groups (Robinson et al., 2008). Magazine advertisements and official websites 
position the female and the feminine as other through sexualization and marginalization 
or else ignore them entirely. If women are the focus in the advertisement, they are often 
ghettoized, limited to interests in self-improvement games such as Wii Fit (Nintendo, 
2008), EA Sports Active (EA, 2009), or Brain Age (Nintendo, 2006) (Chess, 2011). 
Press coverage and advertising construct hegemonic gender hierarchies and marginalize 
female involvement in video games.

Hardcore video game culture privileges an idealized hegemonic masculinity even 
while that culture contends with a stereotype of the gamer—the name for someone 
seriously invested in hardcore PC, Xbox 360, or PlayStation 3 games in particular—as 
immature, lazy, and boyish. Helen Thornham (2009) argues that in response to the 
infantilizing of digital games, gamers rationalize and normalize their play to establish an 
aura of legitimacy. Shaw (2011) posits that players reluctantly identify as gamers despite 
their gendering because of the medium’s abiding stigma. Even as games have become 
part of an increasingly legitimated geek culture, accepted alongside cars, firearms, and 
sports as a man’s interest, consumption of video games is still marked by gendered anxi-
ety. In an attempt to recuperate authority in the face of this stigma, gaming culture 
frequently marginalizes identities different from the hegemonic masculine standard, and 
harassment of female participants is all too common (O’Leary, 2012). When girls and 
women participate in hardcore gaming, their presence is often qualified by a gendered 
status: “girl gamers” (or “grrl gamers”).

Early work on masculinity and video games assumed they were primarily for chil-
dren even as this same work aptly explored gender stereotyping in games, gendered 
game design, and the disproportionate number of men in the games industry (Cassell 
& Jenkins, 1998). While being careful not to essentialize the preferences of girls and 
women, more recent research has also focused on the play experience for female players 
and how it might differ from male experience (Schott & Horrel, 2000; Hayes, 2005). 
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Today, although more females than ever play games, the industry and culture remain 
fixated on a masculine gamer identity (Kafai et al., 2008).

One important reason for the abiding marginality of the feminine in gamer culture is 
surely the absence of women from the video games industry. While female players may 
have increased in number, the presence of female game designers has remained between 
11 and 12 percent for years (Miller, 2012). Gendered divisions of labor have historically 
discouraged women from going into computer science or programming positions. Dyer-
Witheford and de Peuter (2009, p. 20) point out that even after the victories of second-
wave feminism and an increased presence of women in the workforce, women were more 
likely to be cleaning the office or acting as secretaries and subordinates in the developing 
field of information technology. Moving from the manual labor of the factory to the 
cerebral work of the office, the ideal of “hard” male bodies, which traditionally grounded 
masculine identities, was threatened by “soft” jobs behind desks. In reaction, computer 
technology was masculinized in a way that competed with traditional notions of mascu-
linity connected with physical strength and labor. Without the cultural expectation of 
domestic work, men (and boys) spent more time tinkering with computer technologies 
or mastering early home video games. The advantage of this high-tech leisure experi-
ence combined with a masculinist reaction to the feminizing threat of new forms of labor 
helped shape digital game production as a masculinized field.

“Crunch time” may be a significant reason for women’s marginality in the video game 
industry (Consalvo, 2008). Crunch time is the final few months of game development 
when developers are expected to put in massive amounts of unpaid overtime to achieve 
milestones and make the scheduled launch window. Crunch time is profoundly aged 
and gendered, privileging young bodies that can better survive on inadequate sleep and 
nutrition. Since it demands so many hours, crunch time is impractical for workers with 
families, especially women who still do most domestic work. Furthermore, such work-
places often expect more from those without families, leaving these people with little 
time to start them. Thanks to whistle blowers such as “EA Spouse” and calls from the 
International Game Developers Association, the games industry is taking small steps to 
reduce or eliminate crunch time even while significant opposition remains within the 
industry’s upper echelons (Dyer-Witheford & de Peuter, 2009).

Casual Games
The surge in popularity of “casual games” since the early 2000s has opened up gam-
ing to millions of new players, not only threatening the already anxious masculinity of 
gamer culture but also making possible new conceptions of video games’ gendered sta-
tus. Featuring visuals and game mechanics simple enough for novices to understand and 
play, the casual video game opened up a previously cloistered hobby to a mass gaming 
culture, often feminized and constructed as passive and naive. In contrast to hardcore 
games, casual games lack complex narratives and feature simple, cartoon-like graphics 
and intuitive controls (Juul, 2010). Examples include Bejeweled (PopCap, 2001), Wii 
Sports (Nintendo, 2006), Rock Band (Harmonix, 2007), and Angry Birds (Rovio, 2009). 
Although the definition of casual games is partially based on design features, it is also 
grounded in a game’s relationship to the hardcore video game, an opposition that takes 
gendered terms.

The casual video game, with its ties to the domestic and to non-gamers, is often femi-
nized, making for a binary of hardcore-masculine/casual-feminine. Casual games such as 
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Cake Mania (Sandlot Games, 2006) or Diner Dash (GameLab, 2003) indicate why this 
gendered distinction may cause anxiety for masculine game culture. These games repre-
sent feminized activities such as baking and waiting tables, and ask the player to perform 
these tasks in addition to managing time working to keep customers in the games happy 
and satisfied (Lee, 2010; Watts, 2010). When casual games enter the popular imagination 
and become integrated into the identity of video games, core gaming culture feels their 
already infantilized interest slip toward a feminine gendering. In response, some poten-
tially casual games such as Rock Band or Mafia Wars (Zynga, 2008) offer an aggressively 
masculinized address, defending gamers’ claim on the medium (Vanderhoef, 2010).

The feminization of casual games in popular and industry discourses allows hard-
core gamer culture to position them as inferior and subordinate, lacking seriousness and 
value, just as femininity is positioned in relation to masculinity. Thus, casual games 
appear either to be inconsequential or threatening. In the first case, when core gaming 
culture delegitimizes casual games it does so by adopting the dominant gender hierarchy 
that always privileges the masculine and devalues the feminine. In the second case, 
rather than denying their significance, core gaming culture views casual games as a Tro-
jan horse for femininity to creep in and fundamentally alter the masculinity of gaming.

As Judith Butler (1990) has discussed, one has to work continually to perform and 
maintain any given gender position and that position is never stable. Similarly, many 
video games do not fit neatly into either the hardcore or casual categories because of 
the slippery, multifaceted address of any given video game. A game has representations, 
aesthetic qualities, extratexts, play mechanics, and a myriad of other features to con-
sider when discussing its gendered address. These features can contradict one another 
and create a multitude of gendered addresses. Moreover, the gendered categories of 
“hardcore” and “casual” persist even as terms such as “mobile” or “social” also describe 
games that might be called “casual.”

Conclusion: Change from Outside?
The implications of the gendering of video games is troubling to many people invested 
in games and play. While hardcore gamer culture and the video games industry would 
surely benefit from progressive change, some suggest we look for new possibilities in 
alternative sites. The burgeoning independent games movement invites a more diverse 
understanding of gender and gaming. Like the indie rock culture that developed as alter-
native popular music, however, the indie gaming space is largely dominated by white 
masculinities that tend to challenge design dogmas more than gendered hierarchies. 
Although the documentary Indie Game: The Movie (2012) is a poignant examination of 
the hardship involved in independent development, it still remains a film about a hand-
ful of young white men rebelling against an industry of young white men.

Unlike most indie games, so-called avant-garde games offer critiques of not only 
normalized gaming tropes but also the ideologies that undergird the culture of video 
games. In Rise of the Videogame Zinesters, game designer Anna Anthropy (2012) calls 
for changing gaming culture from the margins by picking up easy-to-use game creation 
tools and building the kinds of experiences that represent the currently unrepresented 
and challenge the otherwise dominant heteronormative masculinity that currently per-
vades gaming culture. If such interventions make a significant difference, it will be 
against the background of decades of a thoroughly hegemonically-gendered culture of 
electronic play.



386

MICHAEL Z.  NEWMAN AND JOHN VANDERHOEF

References
Anthropy, A. (2012). Rise of the videogame zinesters: How freaks, normals, amateurs, artists, dreamers, dropouts, 

queers, housewives, and people like you are taking back an art form. New York: Seven Stories Press. 
Butler, J. (1990). Gender trouble: Feminism and the subversion of identity. New York: Routledge.
Cassell, J., & Jenkins, H. (1999). From Barbie to Mortal Kombat: Gender and computer games. Cambridge, 

MA: The MIT Press.
Chess, S. (2011). A 36-24-36 Cerebrum: Gendering video game play through advertising. Critical Studies in 

Media Communication, 28(3), 230–252. 
Cockburn, C. (1992). The circuit of technology: Gender, identity and power. In R. Silverstone & E. Hirsch 

(Eds.), Consuming technologies: Media and information in domestic spaces (pp. 18–25). London: Routledge. 
Consalvo, M. (2008). Crunched by passion: Women game developers and workplace challenges. In J. Demer, 

C. Heeter, Y. B. Kafai, and J. Y. Sun (Eds.), Beyond Barbie and Mortal Kombat: New perspectives on gender 
and gaming (pp. 177–193).

Donovan, T. (2010). Replay: The history of video games. Hove: Yellow Ant Media. 
Dovey, J., & Kennedy, H. (2006). Game cultures: Computer games as new media. Maidenhead: Open Uni-

versity Press. 
Dyer-Witheford, N., & de Peuter, G. (2009). Games of empire: Global capitalism and video games. Minneapo-

lis: University of Minnesota Press. 
Flynn, B. (2003). Geographies of the digital hearth. Information, Communication & Society, 6(4), 551–576. 
Haddon, L. (1992). Explaining ICT consumption: The case of the home computer. In R. Silverstone & 

E. Hirsch (Eds.), Consuming technologies: Media and information in domestic spaces (pp. 46–53). London: 
Routledge. 

Hayes, E. (2005). Women and video gaming: Gendered identities at play. Proceedings from the Games, Learn-
ing, & Society Conference. Madison, WI, June 2005.

Huhtamo, E. (2005). Slots of fun, slots of trouble: An archaeology of arcade gaming. In J. Raessens & J. 
Goldstein (Eds.), Handbook of computer game studies (pp. 3–22). Cambridge, MA: MIT Press.

Jenkins, H. (2000). Lessons from Littleton: What Congress doesn’t want to hear about youth and 
media. National Association of Independent Schools (Winter). Retrieved July 11, 2012, from www.nais.
org/Magazines-Newsletters/ISMagazine/Pages/Lessons-from-Littleton-Part-I.aspx.

Jenkins, H. (2006). “Complete freedom of movement”: Video games as gendered play spaces. In The wow cli-
max: Tracing the emotional impact of popular culture (pp. 185–214). New York: New York University Press. 

Juul, J. (2010). A casual revolution: Reinventing video games and their players. Cambridge, MA: MIT Press.
Kafai, Y. B., Heeter, C., Denner, J., & Sun, J. Y. (2008). Beyond Barbie and Mortal Kombat: New perspectives 

on gender and gaming. Cambridge, MA: The MIT Press.
Kline, S., Dyer-Witheford, N., & de Peuter, G. (2003). Digital play: The interaction of technology, culture, and 

marketing. Montreal: McGill-Queens University Press. 
Kocurek, C. A. (2012). Coin-drop capitalism: Economic lessons from the video game arcade. In M. J. P. Wolf 

(Ed.), Before the crash: Early video game history (pp. 189–208). Detroit: Wayne State University Press. 
Lee, H. J. (2010). Virtual labor, casual play. Proceedings from Console-ing Passions: Conference on Television, 

Audio, Video, New Media, and Feminism. Eugene, OR. Student Union, March.
Miller, P. (2012). Salary survey. Annual game career guide. Game Developer, Fall, 33–50. 
Mitchell, E. (1985). The dynamics of family interaction around home video games. Marriage and Family 

Review, 8, 121–135. 
Murphy, K. R. (1984). Family patterns of use and parental attitudes toward home electronic video games and 

future technology. Ph.D. dissertation, Oklahoma State University.
O’Leary, A. (2012, August 2). In virtual play online harassment is all too real. New York Times, pp. A1. 
Robinson, T., Callister, M., Clark, B., & Phillips, J. (2008). Violence, sexuality, and gender stereotyping: 

A content analysis of official video game web sites. Web Journal of Mass Communication Research, 13, 
1–17. 

Scharrer, E. (2004). Virtual violence: Gender and aggression in video game advertisements. Mass Commu-
nication & Society, 7(4), 393–412. 

Schott, G. R., & Horrel, K. R. (2000). Girl gamers and their relationship with the gaming culture. Conver-
gence, 6, 36–53. 

Shaw, A. (2011). Do you identify as a gamer? Gender, race, sexuality and gamer identity. New Media and 
Society, 13(4), 1–17. 

Silverstone, R., & Hirsch, E. (1992). Consuming technologies: Media and information in domestic spaces. Lon-
don: Routledge. 



387

MASCULINITY

Spigel, L. (1992). Make room for TV: Television and the family ideal in postwar America. Chicago: University 
of Chicago Press. 

Taylor, T. L. (2006). Play between worlds: Exploring online game culture. Cambridge, MA: MIT Press.
Thornham, H. (2008). “It’s a boy thing”: Gaming, gender, and geeks. Feminist Media Studies, 8(2), 

127–142. 
Thornham, H. (2009). Claiming a stake in the video game: What grown-ups say to rationalize and normalize 

gaming. Convergence, 15, 141–159. 
Vanderhoef, J. (2010). Casual threats: Gender and video game culture. Unpublished Master’s thesis. Univer-

sity of Wisconsin-Milwaukee, Milwaukee, WI.
Watkins, R. (1984). A competitive assessment of the U.S. video game industry. Washington, DC: United States 

International Trade Commission. 
Watts, A. (2010). Women’s work revisited: Time management games and the labor of managing time. Pro-

ceedings of Console-ing Passions 2010: Conference on Television, Audio, Video, New Media, and Feminism. 
Eugene, OR.

Williams, D., Yee, N., & Caplan, S. (2008). Who plays, how much, and why? Debunking the stereotypical 
gamer profile. Journal of Computer-Mediated Communication, 13(4), 993–1018.


	Cover
	Title Page
	Copyright Page
	Table of Contents
	List of Figures
	Notes on Contributors
	Preface
	Acknowledgments
	PART I Technological Aspects
	1 Artifact
	2 Artificial Intelligence
	3 Controllers
	4 Emulation
	5 Interface
	6 Platforms
	7 Resolution

	PART II Formal Aspects
	8 Art and Aesthetics
	9 Color
	10 Conventions
	11 Game Design
	12 Dimensionality
	13 Levels
	14 Perspective
	15 Sound
	16 Worlds

	PART III Playfulness Aspects
	17 Casualness
	18 Challenge
	19 Cheating
	20 Competition/Cooperation
	21 Conflict
	22 Interactivity
	23 Ludology
	24 Objectives
	25 Players/Gamers
	26 Repetition
	27 Single-Player/Multiplayer

	PART IV Generic Aspects
	28 Action
	29 Adventure
	30 Role-playing
	31 Shooting
	32 Simulation
	33 Sports
	34 Strategy

	PART V Cultural Aspects
	35 Convergence
	36 Culture
	37 Cut-scenes
	38 Death
	39 Education
	40 Media Ecology
	41 Research
	42 Retrogaming
	43 Violence

	PART VI Sociological Aspects
	44 Characters
	45 Community
	46 Femininity
	47 Masculinity
	48 Performance
	49 Race
	50 Sociology

	PART VII Philosophical Aspects
	51 Cognition
	52 Emergence
	53 Fiction
	54 Ideology
	55 Immersion
	56 Meaning
	57 Ethics
	58 Narratology
	59 Ontology
	60 Transcendence

	Index

