
my life is a vast ghetto littered with neotolkien elves, eight-barrel rocket launchers, endless hordes of faceless 
muscle-bound goons, armor-cum-lingerie, the seven artifacts of the evil overlord, a billion overacted cut scenes, 
terrorists-du-jour, neogeiger aliens, hovertanks, troglodytes, vampires, and +7 potions of healing; all set in a neo-
post-industrial steam-cyberpunk castle with teleportals and elevators and platform puzzles in every room. there i 
am an undercover half-ogre sorcerer carrying a vorpal six-barrel chain gun while riding a harley into the roman 
coliseum to battle a cyborg lion controlled by a ghost emperor, which is actually a time traveling nanobot AI, bat-
tling for domination over a fictional kingdom that exists only in the minds of mutant siamese twins.
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Brody Condon
Born Mexico 1974, American

Education:

2002  M.F.A. University of California at San Diego
1997  B.F.A. Sculpture, University of Florida, Gainesville

Selected Solo Exhibitions:

2006  Children of the Apocalypse, Museum Het Domain, Netherlands (Nov 2006)
  Worship, Virgil de Voldere Gallery, NY
2004  Untitled War, Machine Projects, Los Angeles
2003  Waco Resurrection, (with C-level), The Kitchen, NY
2002  Adam Killer, Electronic Orphanage and C-Level, Los Angeles

Selected Group Exhibitions:

2006 Next Level, Stedelijk Museum CS, Amsterdam (Mar 2006)
2005 Breaking and Entering, Pace Wildenstein Gallery, NY
 Artbase 101, New Museum of Contemporary Art, NY
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 Just Do It, (with A. M. Schleiner and Joane Leandre) Lentos Kunstmuseum, Linz, Austria
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 Ars Electronica: Honorary Mention (with C-level), Linz, Austria
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  State of Play, (with c-level) Australian Center for the Moving Image, Melbourne
  Living Apart Together, OdaPark Museum, Netherlands
  Gamescenes, Torino, Italy
  Brussells Art Fair, represented by Virgil de Voldere,  Brussells
  ARCO Art Fair, represented by Virgil de Voldere, Mexico City
2004 Whitney Biennial 2004, (with A.M. Schliener and Joane Leandre), Whitney Museum of American Art, NY
 Bang the Machine, Yerba Buena Center for the Arts, San Francisco
 FIAC Art Fair, Represented by Virgil de Voldere, Paris
 Media City Seoul 2004, (with A.M. Schliener and Joane Leandre), Seoul
                             Rotterdam Film Festival, (with C-level), Rotterdam, Netherlands
  Cult Classic, (with C-level), Gertrude Contemporary Art Spaces, Melbourne, Australia
  PEAM 2004, Pescara, Italy
  Join Us (with C-level), Grand Arts, Kansas City, KS
2003   Killer Instinct, New Museum of Contemporary Art, NY
  Whitney Artport, http://www.artport.whitney.org, November

Method, Bank, Los Angeles
Version>03 Technotopia vs. Technopocolypse, Chicago Cultural Center/MCA Chicago

  <ALT> DigitalMedia, American Museum of the Moving Image, Astoria, NY
  While You Were Playing, Flux Factory, Queens, NY
  Exhibit4:play, (with Anne-Marie Schliener and Joane Leandre), The Digital Hub, Dublin

Computerspiele von Kunstlerinnen, Hartware-Projekte, Dortmund, Germany
  Fragged, John Paynter Gallery, Newcastle, Australia

Get Rid of Yourself,(with A.M.  Schliener and Joane Leandre), ACC Galerie, Weimar, Germany
Get Rid of Yourself,(with Anne-Marie Schliener and Joane Leandre), Halle 14, Liepzig, Germany

  L’oading, Gallerio d’Arte Contemporaneo di Siracusa, Italy
  Machinista, Permian Media Art Festival, West Ural, Russia and www.machinista.ru 
2002        Select Parks, www.selectparks.net
  New Fangle, (with Anne-Marie Schliener) Herbst Exhibition Hall, San Francisco
  Flauma: Series for Non-Architecture, Space Untitled, NY



Selected Residencies and Grants:

2006  Creative Capital Grant 
2005  Interpolis N.V. Grant
 Rijksakademie van  Beeldende Kunsten Residency, Amsterdam 
2003  Franklin Furnace Future of the Present Grant
2002  CAA Grant
  Visiting Artist, Central Nationality University, Beijing
2001  Skowhegan School of Painting and Sculpture Residency
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DeResFX.Kill(KarmaPhysics < Ram Dass);  2005 
Self playing computer game modification (Unreal 2003), custom computer

Karma Physics < Ram Dass is a modification of the bloody science fiction first person shooter computer game
Unreal 2003. When plugged into a projector/moniter and power, a small custom pearl computer automatically 
starts and displays the work. 

Karma Physics < Ram Dass consists of a stable viewer camera focused on several twitching and burning 3D 
game portraits of the 1960’s and 70’s new age spiritual figure and LSD guru Ram Dass (AKA Richard Alpert).
The convulsions of Ram Dass are controlled by the original game’s Karma Ragdoll real-time physics system, gen-
erally used to simulate the physical dynamics of game character death. 



DeResFX.Kill(KarmaPhysics < Elvis);  2004 
Self playing computer game modification (Unreal 2003), custom computer

Karma Physics < Elvis is a modification of the bloody science fiction first person shooter computer game Unreal
2003. When plugged into a projector/moniter and power, a small custom pink computer automatically starts and 
displays the work. The viewer is pulled slowly through an infinite pink fog filled with floating, twitching bodies
of Elvis Presley. The convulsions of Elvis are controlled by the original game’s Karma Ragdoll real-time physics
system - generally used to simulate the physical dynamics of game character death. 



NEED FOR SPEED (CARGO CULT), 2005 
Cast Polyurethane
2’ wide x 6’ high x 11’ long

Need for Speed is a Lamborghini Countach from 1985 made in cast urethane branches. The original 3D model
for the car was extracted from the popular racing simulation Need for Speed. The term “cargo cult” refers to the
history of low tech, ritualized simulation of military aircraft by indigenous South Pacific tribes in the mid 20th
century.  



650 POLYGON JOHN CARMACK, 2004
Version 2.0 
CNC Milled Polyurethane, Archival Inkjet Prints
108cm x 56cm x 65cm

650 Polygon John Carmack (Version 2.0) is a low polygon likeness of the famous game engine programmer John 
Carmack of ID Software. The sculpture is an appropriated portrait of Carmack from the game Quake III, CNC
milled in polyurethane, and textured with hundreds of hand placed inket decals.



UNTITLED WAR, 2004
Performance (6 Deathmatch Rounds, 2 hours)

Untitled War was a performative  event where fantasy role-playing, historical reinactment, extreme sports, and 
computer games collided within the confines of the fortress that is the Los Angeles gallery Machine Project. 12
warriors from various historical periods from the SCA (Society for Creative Anachronism) endured fighting in
a round based First Person Shooter Game style for 2 hours. Live camera views similar to the spectator camera 
views found in online FPS games were projected next door at the Echo Park Film Center, creating a game-like 
viewing experience for those outside the space. Music was provided at the event by the experimental pop band 
The Winks.



WACO RESURRECTION, 2003
A C-level project 
Digital sound and images, 3D models, C++ code, Torque engine, custom electronics 
http://waco.c-level.org/

As predicted by his Branch Davidian followers, Vernon Howell (aka David Koresh) has returned to Mt. Carmel 
for final battle. Revisiting the 1993 Waco, Texas episode, gamers enter the mind and form of a resurrected David
Koresh through custom headgear, a voice-activated, hard-plastic 3D skin. Each player enters the network as a 
Koresh and must defend the Branch Davidian compound against internal intrigue, skeptical civilians, rival Ko-
resh and the inexorable advance of government agents. Ensnared in the custom “Koresh skin”, players are bom-
barded with a soundstream of government “psy-ops”, FBI negotiators, the voice of God and the persistent clamor 
of battle. Players voice messianic texts drawn from the book of revelation, wield a variety of weapons from the 
Mount Carmel cache and influence the behavior of both followers and opponents by radiating a charismatic
aura. 

Waco incorporates elements of subjective documentary and speculative fiction with new interactive technologies
to create a visceral gaming experience focused on extreme psycho-social phenomena. The series hopes to present
both player and viewer with immersive apocalyptic experiences that prompt reconsideration of the phenomenal 
possibilities inherent in ideological conflict.



VELVET-STRIKE, 2002
Anne-Marie Schliener, Joane Leandre, Brody Condon
Online Intervention/Performance (Counter-Strike), Website

Velvet-Strike is a collection of images used as a graffiti “sprays” in the violent multiplayer spaces of the popular
counter-terrorism game Counter-Strike. Velvet-Strike was conceptualized during the beginning of Bush’s “War 
on Terrorism”. We invited individuals to submit their own “sprays” relating to this theme. Velvet-Strike is exhib-
ited as a website and DVD documentation, and has been exhibited recently at the 2004 Whitney Biennial, as well 
as at numerous exhibitions internationally.   

Website:
http://www.opensorcery.net/velvet-strike/



SUICIDE SOLUTION, 2004
DVD Documentation of In-Game Performance, 19 min.

Suicide Solution is DVD documentation collected over the last year of committing suicide in over 50 first and
third person shooter games. 



WORSHIP, 2001
Online game performance (Anarchy Online)
Edition of 10 + 1AP DVD documentation. 1 hour.

Worship is ritualistic worship performed within the confines of the 3D massively multiplayer online game Anar-
chy Online. The player character, now facing outside the screen towards the viewer, repetatively prostrates itself
while other online game players continue their attempts to operate normally within the set of rules defined by
the game. Worship is shown publicly as a live online game performance that is later documented on DVD for 
collection. 

installation view (with need for speed)



ADAM KILLER, 1999-2001
game modification (Half-Life)
DVD documentation of play (10 min), Edition of 10 + 1AP

“A gibbed dissent on a Calvin Klein billboard, Brody seeds his prolific practice of game data refurbishments at
the very ramp of the first-person shooter’s most popular taboo - wanton and hapless representative killing. His
post-punk operation on the first person camera leaves us without a stable ground for mournful debate on the
genre’s dubious preoccupations, rather positions the first-person shooter as a laboratory for experimenting with
dying, and even laughing about it.” -Julian Oliver, www.selectparks.net, 2000

An iconic example of early computer game modification art, Adam Killer is a series of modifications of the
popular first person shooter game Half-Life. The player/performer navigates through a game level filled with
multiple copies of the same character being “idle” on a white plane. As the characters are mutilated with different
weapons, an exploited glitch in creates a harsh trailing effect. This turns the environment into a chaotic mess of
bloody, fractured textures. Adam Killer is disseminated as DVD documention of game play.

installation view (with need for speed)



Playing for respect: Alexander Galloway on video games in 2003
ArtForum,  Dec, 2003  by Alexander Galloway

FORMS OF MEDIA that have originated in the past one hundred years have appeared to abide by a kind of “thirty-year rule” of devel-
opment, starting with the invention of a medium and ending with its effective operation and widespread appearance in culture at large. 
Film, for instance, was born at the turn of the last century and blossomed into its classic form in the ‘30s; the Internet, after a long 
period of relatively hidden growth during the ‘70s and ‘80s, erupted into popular use in the mid-’90s. Today, one can certainly say that 
video games have followed this arc: The primitive pastime of the ‘70s, after acquiring a geek-boy stereotype in the ‘80s, became fully 
mainstream in 2003. Even though no major new consoles were released, and only a dozen or so A-list games, one might go so far as to 
point to the past year as the beginning of a golden age for video games.

An infusion of creative developers is stretching the boundaries of gaming: Auteurs in the field, such as Hideo Kojima, creator of the 
Metal Gear series, and Civilization’s Sid Meier, have helped define new modes of expression within the medium. In Meier’s work, the 
gamer is not simply playing this or that historical simulation but is instead learning, internalizing, and becoming intimate with a mas-
sive, multipart algorithm. To play the game means to play the code of the machine. In the realm of narrative games, buzz surrounding 
the forthcoming Half-Life 2 indicates that it may be as groundbreakingly sophisticated as its predecessor, already winning Best of 
Show at this year’s E3 gaming conference. At the same time, games in 2003 mapped themselves onto real-world situations in unprec-
edented ways. For example, American shooter games were challenged on the world scene by foreign-made ones like Special Force, 
a first-person shooter published by the so called Central Internet Bureau of Hizbullah and based on the armed Islamic movement in 
south Lebanon. This jihad game is a rather literal role reversal of the sort of military scenarios depicted in last year’s US government-
issued game, America’s Army. When it comes to propaganda, it appears that turnabout is fair play.

Of course, gaming still resides in a distinctly lowbrow corner of contemporary culture, not yet deemed--or scrutinized as--an art form. 
The benefit of this neglect is that one may approach video games today as a type of beautifully undisturbed processing of contempo-
rary life, as yet unmarred by overwrought analyses. That age of innocence may be ending, however, as more rigorous consideration 
emerges; this fall marked the full induction of video games into traditional academic discourse with three new weighty books on the 
subject: an unparalleled textbook on game design called Rules of Play (MIT Press), a collection of dialogues called Re:Play--Game 
Design and Game Culture (Peter Lang Publishing), and the helpful but perhaps too presumptively titled Video Game Theory Reader 
(Routledge). The critical attention is still fresh enough to yield insights instead of cliches, and one hopes these serious treatments will 
usher out the current dominant literary form: dot-com-era memoirs.

Due respect for gaming and its aesthetic potential is also burgeoning in exhibitions. If digital art in the late ‘90s was concerned mostly 
with networks on the one hand and software applications on the other, then the past year signaled the ascent of games as an artist’s 
medium. This past spring, gaming got its second great New York show (the first being etoy’s game Toywar, which went up at Post-
masters in 2000). “INSTALL.EXE,” the first American show from the Barcelona-based duo JODI, arrived at Eyebeam after stops in 
Basel and Berlin. JODI works with computers in the same way that Dan Sandin works with video or Raymond Queneau worked with 
words--irreverently manipulating a medium at its most fundamental level. The centerpiece of the Eyebeam show was % My Desktop, 
2002, a large four-channel projection with a simple pretext: Screw with the icons on a typical computer desktop so violently that they 
become interesting to watch. The chaotic desktop-as-medium engendered half repulsion, half rapt fascination. JODI’S survey also 
featured a series of games from the last several years. With SOD, 1999, JODI established the standard for what is known today as the 
artist’s “game mod” (short for “modification,” but in JODI’S case, destruction is more like it). They continue to make their own games 
as well, crafting the ultraretro JET SET WILLY Variations [C] 1984, 2002, and the ultramodern UNTITLED GAME, 1996-2001. Top-
ping off the year in gaming, this month the New Museum of Contemporary Art in New York presents “Killer Instinct,” which includes 
game artists Brody Condon and Paul Johnson, among others. The show aims to bring games to life, taking them off the screen and into 
more painterly and sculptural iterations.

The New Wave was new once, and so was new media, but as Jean-Luc Godard wrote in 1965, after having made a half dozen of his 
best films, “I await the end of Cinema with optimism.” Many of those artists who awaited the end of the Internet with optimism are 
now finding inspiration in the medium of the video game.

Alexander Galloway is assistant professor of media ecology at New York University,
COPYRIGHT 2003 Artforum International Magazine, Inc.

ARTFORUM



NEW YORK  As flames crackled and the wind howled through a gash in the skyscraper’s wall, a gray-suited businessman 
wandered in a daze through the smoke. Unable to find an escape route, he suddenly strode toward the sky and leaped. This 
appalling scene appears neither in print nor on film but in a computer game, “9-11 Survivor,” that was briefly available this 
summer on the Internet. Using a mouse, players could move through an animated, three-dimensional rendering of a burning 
World Trade Center office. Ultimately one might perish in the fire, opt to jump like the businessman or, if concealed stairs 
were discovered, flee to safety. “9-11 Survivor” provoked an immediate outcry on the Internet. Infuriated e-mail correspond-
ents accused the game’s makers of lacking taste and decency and exploiting a tragedy. The game depicts only one scene, and 
although an online description made it seem as if a full product were still coming, “9-11 Survivor” was never planned for 
commercial release. It was created as an art-class project by three students at the University of California at San Diego, John 
Brennan, Mike Caloud and Jeff Cole. They said their goal was to reinterpret a historic moment by transplanting it to the 
medium with which they were most familiar: computer games. Inured to the distant televised images of the terrorist attacks 
of Sept. 11, 2001, they hoped that an immersive, interactive version would restore an immediacy to the day’s horrors. Cole, 
who examined photographs to reconstruct the scene, said, “The more I delved into it, the more personal it became.” Compu-
ter and video games once mostly featured futuristic gladiators and soldiers of olden days. But as better graphics technology 
has made games more realistic-looking, digital artists have been using 3-D game environments to recreate real places and 
simulate recent events. In the process they are turning what has been a platform for pure fantasy into a medium for social 
realism. At the very least, the violent action at the heart of many games accurately reflects the world that game players 
confront when they step away from their screens. Digital games appeal to artists for several reasons. Their mass appeal 
makes them a target for tweaking in much the same manner that a soup can was a subject for Andy Warhol’s paintbrush. The 
opportunity to imagine and build an entire virtual universe can be compelling. And game play generates a live performance 
with a bonus: Audience participation is required. Some artists construct games from scratch, while others develop modifica-
tions to existing commercial releases. “Survivor 9-11,” for instance, is like a skin slipped over the computerized skeleton of 
“Unreal Tournament 2003,” a top-selling combat title. Brody Condon, an artist in Los Angeles and the teacher of the experi-
mental game-design class that spawned “9-11 Survivor,” said game modifications were rapidly evolving into a new populist 
art form. He said artists and game enthusiasts were naturally inclined to use them to depict the world, including culturally 
significant places and events. People who make such modifications “probably don’t go to museums,” Condon said. “They’re 
not going to paint.” But he added: “They have this immediately accessible tool for cultural criticism, and it has an immedi-
ate method of dissemination, which is the Internet. That’s enticing.” High-tech recreations of archaeological landmarks 
like Stonehenge and the Colosseum in Rome are no longer news at this stage of digital history. But for many artists, adding 
game-play elements to a virtual reconstruction can convert a preservationist exercise into an involving aesthetic experience. 
Rachel Greene, co-curator of “Killer Instinct,” a game-art exhibition that will open on Dec. 12 at the New Museum of Con-
temporary Art in Manhattan, said: “Games allow you to move through space and assume a personality, whether it’s heroic or 
one of a victim. Those are powerful psychological tools, especially when artists want to connect them to real-world events.”

The New York Times

September 17, 2003

Online Games Grab Grim Reality 
By MATTHEW MIRAPAUL 
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NEW YORK  As flames crackled and the wind howled through a gash in the skyscraper’s wall, a gray-suited businessman 
wandered in a daze through the smoke. Unable to find an escape route, he suddenly strode toward the sky and leaped. This 
appalling scene appears neither in print nor on film but in a computer game, “9-11 Survivor,” that was briefly available this 
summer on the Internet. Using a mouse, players could move through an animated, three-dimensional rendering of a burning 
World Trade Center office. Ultimately one might perish in the fire, opt to jump like the businessman or, if concealed stairs 
were discovered, flee to safety. “9-11 Survivor” provoked an immediate outcry on the Internet. Infuriated e-mail correspond-
ents accused the game’s makers of lacking taste and decency and exploiting a tragedy. The game depicts only one scene, and 
although an online description made it seem as if a full product were still coming, “9-11 Survivor” was never planned for 
commercial release. It was created as an art-class project by three students at the University of California at San Diego, John 
Brennan, Mike Caloud and Jeff Cole. They said their goal was to reinterpret a historic moment by transplanting it to the 
medium with which they were most familiar: computer games. Inured to the distant televised images of the terrorist attacks 
of Sept. 11, 2001, they hoped that an immersive, interactive version would restore an immediacy to the day’s horrors. Cole, 
who examined photographs to reconstruct the scene, said, “The more I delved into it, the more personal it became.” Compu-
ter and video games once mostly featured futuristic gladiators and soldiers of olden days. But as better graphics technology 
has made games more realistic-looking, digital artists have been using 3-D game environments to recreate real places and 
simulate recent events. In the process they are turning what has been a platform for pure fantasy into a medium for social 
realism. At the very least, the violent action at the heart of many games accurately reflects the world that game players 
confront when they step away from their screens. Digital games appeal to artists for several reasons. Their mass appeal 
makes them a target for tweaking in much the same manner that a soup can was a subject for Andy Warhol’s paintbrush. The 
opportunity to imagine and build an entire virtual universe can be compelling. And game play generates a live performance 
with a bonus: Audience participation is required. Some artists construct games from scratch, while others develop modifica-
tions to existing commercial releases. “Survivor 9-11,” for instance, is like a skin slipped over the computerized skeleton of 
“Unreal Tournament 2003,” a top-selling combat title. Brody Condon, an artist in Los Angeles and the teacher of the experi-
mental game-design class that spawned “9-11 Survivor,” said game modifications were rapidly evolving into a new populist 
art form. He said artists and game enthusiasts were naturally inclined to use them to depict the world, including culturally 
significant places and events. People who make such modifications “probably don’t go to museums,” Condon said. “They’re 
not going to paint.” But he added: “They have this immediately accessible tool for cultural criticism, and it has an immedi-
ate method of dissemination, which is the Internet. That’s enticing.” High-tech recreations of archaeological landmarks 
like Stonehenge and the Colosseum in Rome are no longer news at this stage of digital history. But for many artists, adding 
game-play elements to a virtual reconstruction can convert a preservationist exercise into an involving aesthetic experience. 
Rachel Greene, co-curator of “Killer Instinct,” a game-art exhibition that will open on Dec. 12 at the New Museum of Con-
temporary Art in Manhattan, said: “Games allow you to move through space and assume a personality, whether it’s heroic or 
one of a victim. Those are powerful psychological tools, especially when artists want to connect them to real-world events.”

The New York Times
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Online Games Grab Grim Reality 
By MATTHEW MIRAPAUL 

Turning Games Into a New Kind of Art

By ROBERTA SMITH
Published: January 21, 2006

 The collage technique that helped ignite 20th-century modernism has mutated through photomontage, found objects, assem-
blage and appropriation. A recent manifestation, endemic to the expanding field of digital art, is hacking, and video games and their
offshoots are ripe for the picking.
  
 That, at least, is the feeling conveyed by “Breaking and Entering: Art and the Video Game” at PaceWildenstein in Chelsea, a
sampling of work by four artists and three collectives organized by Patricia K. Hughes, an assistant curator at the gallery. The diversity
of their efforts is impressive; less impressive, and unsurprising, is the frequent focus on violence.
There are exceptions, like Paper Rad’s psychedelic music video loop, which manipulates video-game figures, called sprites, and other
bits of animation, called gifs, that can easily be downloaded from online catalogs to gaudy, immersive effect. Also relatively peaceful is
Brody Condon’s “KarmaPhysics”.

 Jodi, a veteran digital art team consisting of Joan Heemskerk, a Dutch artist, and Dirk Paesmans, who is Belgian, has conflated
the cheats - hidden moments of static or extreme distortion that players can’t see in normal play - from the popular game Max Payne. 
Their four-channel DVD installation further distorts the images by projecting them into the corners of intersecting walls, creating scar-
ily careering blends of abstraction, horror and spatial confusion.

 Eddo Stern’s “Deathstar” recycles online cartoon fantasies of torturing Osama bin Laden into blurry close-ups that start out 
weirdly sacred, like a Gothic Crucifixion, and end up antic and profane. In a sweeping multiscreen work, Cory Arcangel juxtaposes a
Russian MIG in steep climb with the peacefulness of his well-known Super Mario clouds. He also includes a ready-made: Bomb Iraq, a 
simple homemade game that he found on a secondhand computer.
 
 Violence is even more specific in Jon Haddock’s digital prints. Most of them reimagine emblematic moments - the assassina-
tion of Martin Luther King Jr.; the murder of Matthew Shepard - as scenes in a video game, suggesting the possibility of a different
outcome.
“How to Play Warcraft,” by the open collective Radical Software Group, is a series of small, flat-footed projections reminiscent of 
old-school Conceptual Art. They show a mundane close-up of a hand operating a mouse, accompanied by the spelled-out commands
activated by the clicks: “Kill Defias Pirate,” for example. You could say the work portrays the banality of digital evil.
 
 The exhibition could have been less stereotypically masculine, but it still provides a heady view of art moving into new terri-
tory on several fronts at once. 

“Breaking and Entering: Art and the Video Game” continues through Jan. 28 at PaceWildenstein, 545 West 22nd Street, Chelsea; (212) 
989-4263.
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Edge Magazine: Issue 143 
Art and Games 
Jim Rossignol 
 
 In the pub and on the internet forums an age-old argument is being played out: Are games Art? The question is as old as the games 
themselves and the discussion is bone dry, worthless and exhausted. Thankfully there are a few people out there who are just skipping 
the argument stage and are getting on with turning games into art, whether the pub-bound pontificators like it or not. But this isn’t some 
cerebral exercise in talking up the aesthetics of Tomb Raider, rather it is a movement in which the raw materials of games, and the images 
associ� . 
 In the last year there have been numerous game-inspired art exhibitions. From Los Angeles to New York to Rotterdam, the 
galleries are filled with the sounds of bleeping and the sight of unusual polygons. One of the most successful of these was the Bang The
Machine exhibition at the Yerba Buena Centre in San Francisco. Typical of this new wave of Game Art shows, the exhibtion included 
exhibits such as a lemon tree that used acid battery-power to run a selection of Gameboys, a replica of the Arts Centre that could be 
explored virtually in The Sims Online, a booth in which gallery-walkers could (bizarrely) sit down and play the military PR tool America’s 
Army, and a five foot scuplture of Doom programmer John Carmack, based on his avatar from Quake III Arena.

Hero Worship 
 The sculptor of Carmack’s peculiar efigy was the Amsterdam and LA-based artist Brody Condon. Condon has had a prolific and
pioneering relationship with Game Art in the last few years. We talked to him about his experience with gallery based installations. First 
up, what was that Carmack statue all about? ‘Put simply, Carmack’s passion for engine coding has influenced our culture in profound
ways,’ says Condon. ‘Beyond a simple kind of hero worship it’s the form that thing has taken that is more important. It seemed perfect that 
th�
phenomenon of 3D likenesses of actual people started to show up. Strangely, the evolution of realistic game spaces and individuals is 
loosely following the evolution of portraiture and landscape painting from the late Middle Ages into the Renaissance, could get into this 
more, but probably too art historical.’  
 Staying with the Quake theme, Condon points us in the direction of a UK-based Game Artist, Tom Betts, one of Condon’s 
favourite artists currently exhibiting Game Art and multimedia work. Betts is astonishingly creative, producing works such as a 3D web 
browser th�
a�
accomplish: ‘I took about ten arenas from Quake 3 and modified lots of shader scripts and pak files until each level was a unique
psychedelic environment. The actual map files are unchanged so you can still log onto a server and join standard deathmatches. The
resulting imagery is quite painterly and hypnotic with translucent architecture and ghostly players. When the piece gets shown in an art 
gallery it is linked to an internet server and you can camera-follow (spectate) the online players as they play. They don’t actually know that 
they are part of the work but they do get a free quake server!’ The success of these pieces has seen Betts exhibiting around the world and 
he was, as this piece went to press, returning from exhibiting his work at the Read Me/Run Me Software Festival in Denmark. 
 Like Betts, Brody Condon takes inspiration directly from his gaming activities. The Carmack piece was just another example of 
his attitude towards appropriating game culture for artistic ends: ‘I took the 3D model from the game and altered it, which is how I 
generally work. I don’t usually make new things, but operate on the level of creative consumption. Think about it: game mods, Legos, 
sampling and mixing, etc. We don’t really create anything anymore, we just consume creatively. It’s a perfect example of how our culture 
has changed in the era of late capitalism.’ 
 Art has always been about expressing something about the world around us. Artists appropriate aspects of their culture and 
transform them. Condon feels that games are the sphere in which he moves and so his art has to express that fact: ‘These days whenever I 
meet actual game developers, or speak at game conferences, I feel like a kind of Frankenstein,’ explains Condon. ‘I’ve been playing their 
games my whole life, you know? And here I am, like the monster returning to the master that created it, arms outstretched, mumbling 
“Give my life meaning…”.’  
 Condon’s efforts to merge games with art have recently reached epic proportions. His live-action installation ‘Untitled War’ saw a 
Californian battle re-enactment society, the Society for Creative Anachronism, duke it out in the manner of a first person shooter. They
fought in full armour and stuck to the rules that define deathmatch shooter. A blow was taken as a frag, at which point a participant would
walk from the field of this ten-minute deathmatch to later ‘respawn’ and rejoin the fight. The field of battle for this strange war was the
Machine Project gallery in Echo Park, Los Angeles. 
 Condon mused on where the concept for a live-action battle in a gallery had come from: ‘I was at an SCA war in the desert 
outside Pheonix and I realized how completely crazy it was that we were fighting a fake medieval war in the desert, at the same time we
were in a war in the desert in Afghanistan,’ said Condon, by way of explanation. ‘Also, their pseudo “resurrection” and “capture the flag” 
battles were very much like FPS games. The mixture of extreme sports, role playing, computer games, and medieval reinactment was 



interesting. I �
for me to have an exhibition of the SCA warriors fighting in a deathmatch style battle, complete with spectator camera views projected in
the space next door. I didn’t know how it was supposed to be greeted, but at the very least it was a great battle and a good party.’ 
 
Getting Political 
 Condon’s mention of Afghanistan leads to another line of thought: art is often subversive and actively political. Game developers 
who see themselves as artists are likely to also see themselves as counter-cultural or at least making some kind of politicised commentary. 
This is the flip side of the relationship between games and art: rather than being mere gallery artifacts, games are being used to subvert
their normal commercial ends and make radical political statements. 
 One example of the actions of politically motivated gamers came about in the anti-war protest movement Velvet-Strike, in which 
Counter-Strike players were encouraged to disrupt games in anti-war protest or, less annoyingly, to use the spray can graphic in-game to 
graffiti anti-war messages across the map. The manifesto is intelligently outlined by artist and gamer Anne-Marie Schleiner, on the website,
www.opensorcery.net/velvet-strike. The site also plays host to the best of the anti-war decals and a selection of angry letters from pro-war 
gamers. 
 But Velvet-Strike was more political than artistic, despite its installation in a New York-based exhibition centre for the Killer 
Instinct Exhibition in 2003. A more balanced mix of the two forms can be found in Escape from Woomera, a Half-Life modification that
attempts to put gaming at the same level as mainstream art in making an important political comment about Australian politics and their 
treatment of refugees in the Woomera detention camp. The mod, in which players take the role of refugees escaping fromt he detention 
camp, can be downloaded from the website www.escapefromwoomera.org.  
 The head of this modding project works under the pseudonym ‘Kipper’ for contractual reasons. Such a controversial subject has 
meant that the team would to risk their livelihoods in commercial games development if they were to reveal their identities. We asked 
Kipper why Escape from Woomera was so important. 
 ‘Firstly, there are many artists using game technologies and game cultural material in their art. This is not where we’re coming 
from. Most of us are not artists - we work as professional developers in the game industry, and we care about the state of games as an art 
form. Secondly, as Australian developers we’re often forced to make games we based on contemporary real-world events on the other side 
of the world, filled with pro-imperialist ideological content. We wanted to create a scenario that was significant to Australians, and give a 
voice to the kind of views that are almost totally unrepresented in gaming.’ 
 We wondered what sort of reactions the team had received to their work. ‘Everything from the immigration minister making 
vague threats about our project inciting people to criminal activity, to refugees in detention seeing us on the TV and cheering. But in 
between there have been elements who’ve said a game would trivialise the issue, just by virtue of being a game. The best reactions and we 
� “it’s 
about time”.’ 
 Being both a game and a sensitive issue for the Australian government the team looked unlikely to get funding, but as Kipper 
explained, this didn’t stop them trying. ‘We spent about two years talking to funding bodies and the Australia Council for the Arts were 
brave enough in the end to help us. The major stumbling block for arts and industry funding agencies were: a) but it’s not commercially 
viable. b) but it’s not art. c) but it’s political.’ Nevertheless the Australian Arts Council was brave enough to take that step, a move that 
might well set an example for arts funding bodies in other countries. The Arts Council of Britain has so far dismissed tentative queries 
about mo�
need to learn the lessons that Escape from Woomera taught Kipper and her team. ‘The federal government was so pissed about the funding 
they had an inquiry and threatened to strip the Australia Council of arts funding,’ she explained. Luckily for both the Arts Council and the 
mod team, there were no legal grounds for the government action and they were forced to back down.  
 
Painting the future 
 As examples such Escape from Woomera and Condon’s pitched-battles demonstrate, art doesn’t have to be a pickled cow on a 
plinth. Condon argues that this meeting of forms, of gamer and artist, gives us a number of reasons to be cheerful about the future of our 
pastime and occupation: ‘One, it provides gamers, a group not usually interested in the art world, a reason to pay attention to art. Most 
importantly in my eyes, it offers interesting alternatives and strategies for using game dev materials for personal expression. Two, it gives 
games and games culture a kind of respect and legitimacy that they desire from the general public. Three, at a time in the industry when 
suddenly advancing the technology is not the problem, but the creation of powerful game “content”, artists are the force that have the 
educat�
escapist pulp narratives.’ 
 Of course there’s still a lot of work to be done before mainstream games really begin to feel the impact of these more experimental 
developments. Neither the artists nor commercial developers have yet to find a suitable middle ground, but with the emerging Game Art
scene now starting to find its legs we can perhaps expect an bright future for cross-discipline development, with its produce filling both art
galleries and gamestore shelves. Equally, serious critical art using game media suggests that games are mature enough to be taken 
seriously. They are no longer, and perhaps never have been, just a flickering-screen novelty with nothing to say.


