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ABSTRACT

The aesthetic cultivation of societal recollection is inextricably linked to the approach and preservation of the
objects and the mnemonics that accompany them. This perception in modern society includes in its dormito-
ries the historical evolution and retrospect of technology whose origins are pervasive in the realization of social
impulses. Nostalgia and memories are no longer moved only through traditional ruins that reflect the aesthet-
ics and sense of social development. In this context, it is important to examine whether video games nowadays
can classify the early technological structures into the cradle of modern ruins, the evolutionary course of social
memory. This article scrutinizes the multi-dimensional aspects of video games, approaching them as historical
and technological achievements and identifying their aesthetic value as objects of the recent past that further
stimulate quests lurking in this pixelated romanticism.
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VIDEO GAMES AS TECHNOLOGICAL RUINS OF A RECENT PAST

1. INTRODUCTION

Video games have been around for de-
cades and are often at the forefront of
computer technology, significantly in-
fluencing computer software and vice
versa. In their short time of development,
they have considered the newest means
of storytelling. They constitute a global
industry of 100 billion dollars, while two-
thirds of American household members
regularly play video games across vari-
ous platforms, ranging from arcade sys-
tems, portable or non-portable home
consoles to mobile devices. This huge
playing time permeates everyday life,
which subsequently this level of impor-
tance has led the academic community
to explore video games, their potential,
and their impact on the modern player
(Video Game History, 2019; Barr, Noble
and Biddle, 2007; Makai, 2018).

Video gaming origins are inextricably
linked with the birth and evolution of
computer technology. Electronic com-
puter with the capacity of processing vast
amounts of data is the science’s primary
instrument providing a new window into
material reality compared to traditional
instruments that promoted the reduc-
tive view of science (Waller, 1997; Frauen-
felder and Bates, 2019). Various cognitive
digital technologies are being developed
in peoples’ lives to better adapt to the en-
vironment as a basic form of relationship
with the world through their widespread
use (Gallese, 2020b). Human-Comput-
er Interaction (HCI) has a crucial role in
video gaming research (Barr, Noble and
Biddle, 2007) with Quality of Experience
(QoE) to relate HCI activity not only with
the digital content (Graphical User Inter-
face - GUI), but also with the device and
the software, impacting the user percep-
tion (Beyer and Moller, 2014).

Technology can be considered a time-
line of our reactions to the world, as it
has helped us portray ourselves in the
real world for millennia (Kac and Botel-
ho, 1989). Video games as technological
products gave birth to a mainstream cul-
ture that left a lasting impression on the
world. Today the retro gaming era and
the renaissance of past video games are
quite revived (Frauenfelder and Bates,
2019). Today the retro gaming era and
the renaissance of past video games are
quite revived (Frauenfelder and Bates,
2019). Nostalgia is the unique combina-
tion of pain and pleasure of old objects

that serve as material reminders of a
lingering past. Modern developers have
returned to the video games' roots to
produce new experiences with a recog-
nizable independent aesthetic philoso-
phy, unabashedly nostalgic for the remi-
niscence of older games (Makai, 2018).
Virtual communities celebrate the old
arcade video games while researchers
look at various motivations to explain the
nostalgia (Schiavone, 2013).

It begs the question of whether video
games can bring a feeling of nostalgia.
There are multiple efforts from internet
forums, popular podcasts, and video
game history museums to give a clear
and definitive answer to that question
(Bowman and Wulf, 2018). Additionally,
there is the view that natural or artifi-
cial ruins, as former utilities or aesthetic
objects, could evoke our appreciation
(Whitehouse, 2018) and nostalgia as well.
This is well explained if a particular ruin is
being connected with our past, but mys-
teriously ruins unfamiliar to someone’s
present can evoke the same impression.
Similarly, as many others kept vigorously
searching for magic traces on the ancient
ruins (Grafton, Most and Settis, 2013), the
feeling of unknown and unexplored ruins
arose to the same “uncanny” detection.

Through his famous formulation of Three
Laws, Arthur C. Clarke notes that: “Any
sufficiently advanced technology is in-
distinguishable from magic” (Miré, 2018).
Additionally, Johan Huizinga elevates
“magic” in Homo Ludens, giving the
metaphorical subsistence of the magic
circle, the space-time, and the psycho-
logical boundary between games and
the real world (Calleja, 2015). Reduced to
today, the virtual and unified interface
of the physical and digital world is a se-
ductive addiction that transforms users
on westernized desires for identity, au-
tonomy, presence, and dominance with
multiple personalities and consciously
fluid roles. Similar to the epistemologi-
cal implications of Virtual Reality (VR),
the understanding of reality through il-
lusions and the increasing immediacy
with which users can understand and
transmit three-dimensional (3D) infor-
mation to the visual medium realizing
that the virtual environment is unlike any
kind of entertainment today. Western
Platonic structures of knowledge and
power successively constitute the loss
of the “magic” and the charm of scien-
tific supremacy (Waller, 1997). However,
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the comprehensive conclusion’s extract
should be the coexistence and the inter-
section point of both transcendental and
scientific perspectives.

In this article, we examine the process of
portraying all video games as contempo-
rary ruins or technological monuments
of cultural and social memory. Through
a multi-angle approach, video games
leave a trace not only as technological
and evolutionary structures but also as
decomposed and asynchronous ruins of
a short-term past. It is generally accept-
ed that video games are by nature tech-
nological creations, but can they also be
considered ruins? To tackle the question,
four common elements shared between
ruins and video games have been identi-
fied and approached. On the one hand,
the aesthetics and technology either
directly or not affect the ruin's condi-
tion. On the other hand, nostalgia, and
memory could reduce the subsistence of
a technological object to a ruin.

2. BACKGROUND

2.1. WHAT DIFFERS
GAMING FROM VIDEO
GAMING?

The “game” is a sociocultural metaphor,
describing a wide range of procedural,
semi-structured, and/or unrestricted ac-
tivities. Games can include roles and re-
structure existing physical or conceptual
spaces, usually exchanging recreational,
severe, and competitive experiences.
There is a close relationship between
play and games. Through playing, learn-
ing can interpret the gamer’s multimod-
al subjective processes that otherwise
could not be experienced in the physical
world. Games are “closed formal systems”
with “two-way representative relation-
ships.” The players’ experience is based
on personal decisions of the imagina-
tion’s playful choices since a “safe” space
is provided even in the wrong decisions
without permanence (Dahya, 2012).

The game separates space from the “or-
dinary world,” making it, according to Jo-
han Huizinga, a step from real life into a
temporary sphere of activity. Besides, all
forms of games, whether human or ani-
mal, have rules, and following these rules
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creates and maintains the “magic circle”
(Calleja, 2015). A game has been defined
as “a rule-based system with a variable
and quantifiable outcome assigned with
different values. The player makes an
effort to influence the outcome while
feeling emotionally attached to it, with
the consequences of the activity being
negotiable (Beyer and Modller, 2014). The
expansion of Game Studies (Ludology)
has renewed the attention for Huizinga's
work, Homo Ludens (1955), which ex-
plains that as in other cultural objects,
the act of game-playing requires cross-
ing a boundary from the ordinary world,
shifting the everyday and usual sense of
identity players in their ludic self (lusory
attitude) (Calleja, 2015).

Ludology was introduced by Gonzalo
Frasca and is used to study mainly com-
puter games, defining the structure
(gameplay) of a game. Ludologists sug-
gest a discipline that studies the game
and playing activities while considering
video games as games and not as nar-
ratives (Egenfeldt-Nielsen, Smith and
Tosca, 2013). The rhetoric of Ludology
emerged as a reactionary response to
the one-dimensional rhetoric of narra-
tive that video games (as narrative) were
the ultimate goal of video game devel-
opment. As Markku Eslinen concludes,
computer games do not have to respect
conventions and traditional boundaries
inherited from oral or written narratives.
This rhetoric focuses on the gameplay
mechanics of video games, with Ludolo-
gists pointing to Tetris (1985) as an ex-
ample of a video game without any
narration, suggesting that games need
not have any narratives (Williams and
Smith, 2007). Video games are digital
interactive art forms with limited con-
trols and animated interface, following
rules as games do. The continuous tech-
nological development introduces new
categories and forms of video games.
Video games stand out from computer
games, requiring skill rather than com-
plexity (Video Games, 2012; Drumwright,
2013; Bryant, 2012).

2.2 DEFINING RUINS

Ruins usually refer to abandoned, dam-
aged, or neglected structures that are not

! Derived from the Latin ludus, ludere, the only one word to cover the whole field of play (Huizinga, 1949).

2 HMD are the most popular desktop imaging devices, as well as the computer-controlled Head Worn
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used for their initial purpose, marking at-
tractively and picturesquely the passage
of time or memento mori, inviting travel
to an aesthetical adventure. They “survive”
by evoking humanity's achievements and
interpreting fascination while keeping
the past's memory alive, ultimately to
suggest their regeneration through new
uses. The ruined structures are connected
between nature, the built environment,
and human activity, thus making their ex-
istence dependent on them (Whitehouse,
2018). The word “ruin” brings to mind
ancient and archaeological enchanted
monumental structures serving as instru-
ments of aesthetic pleasure. According to
the Concise Oxford Dictionary, a negative
tone is related to the word: “To ruin is to
inflict or bring great and irretrievable di-
saster upon, to destroy agency, to reduce
to a state of poverty, to demoralize com-
pletely” (Pétursdottir and Olsen, 2014).
The ruins do not necessarily destroy the
aesthetic experience, as many of them
are part of the global human'’s cultural
heritage. Ruined structures can be more
exciting or attractive through their de-
struction, something that does not hap-
pen in other art forms in general (White-
house, 2018).

Derrida understands the term as the liv-
ing “phantom” between life and death.
Heidegger gives the characterization
of being of the dead as someone “still-
remaining” and “unliving.” At the same
time, Ruin goes against Derrida and Levi-
nas's criticisms and offers a new outlook
asabeing of death and grief (Piette, 2019).
There were specific values to understand
a monument as ruin throughout the
nineteenth and early twentieth century.
Artists and intellectuals could not clas-
sify their time's mechanical works made
from iron, concrete, and glass as ruins.
They believed that these structures had
no “destruction value,” and they could
not disintegrate properly. They admired
the archeological ruins of classical antig-
uity made of stone instead (Pétursdottir
and Olsen, 2014).

In the 21st century, in the modern ruins
of urban wildlife, a logical paranoia has
been embodied to mark the collapse,
redefining the destruction of the future
with fascination in the form of death
(Lyons, 2018). Our perception of ancient
ruins and recent ruins of the past is very

different. The ancient ruin visually comes
to us “completed” with its aging process
to be over. On the contrary, the ruins of
the recent past have not reached this
state, continuing the process of ruining
as a state of intermediate in the present.
A parallel can be drawn between modern
ruins and the human body. The body, in
its existence, starts from living and func-
tional to end up as osteological remains.
The conversion from the two situations
is not attractive, and so are the modern
ruins that are often in this “fluid state of
material becoming” (Pétursdottir and Ol-
sen, 2014).

3. TECHNOLOGICAL
TIMELESSNESS

During the 1970s, for creating engineer-
ing drawings-Computer-Aided Design
(CAD) (the most critical information
technology of the last millennium), a
new form of graphical manipulation
developed (Matheu, 2005). Since the
late 50s, the field of computer graphics
emerged with the development of com-
puter graphics hardware. Ivan Suther-
land of Massachusetts Institute of Tech-
nology (MIT) (and later the University
of Utah) played an essential role in this
process. He developed sketchpad soft-
ware that allowed a user to draw simple
shapes on the computer screen, and he
invented the first computer-controlled
Head-Mounted Display (HMD ) in the
mid-1960s (O'Regan, 2018).

With the then-existing technology, No-
lan Bushnell (University of Utah) and
Steve Russell started developing video
games, while in 1971, Bushnell and Ted
Dabney designed the first arcade video
game Computer Space (by Syzygy Engi-
neering). During the period of the arcade
gaming establishment, amateur practic-
es of a minor IT elite designed Do It Your-
self (DIY) games, coding, and hacking. It
was this elite that later founded the big
game development companies. In 1972,
Dabney and Bushnell set the foundations
for the video game industry with the leg-
endary Atari development. The incorpo-
ration Atari, Inc. has developed a range
of video games such as Pong, Aster-
oids, Tempest, Centipede, and Star Wars
(O'Regan, 2018; Makai, 2018). At that time,
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home gaming consoles became popu-
lar, such as the Telstar console in 1976 by
Coleco, and the Nintendo console, Color
TV-Game, in 1977. Their popularity was
so great that the first home console At-
ari 2600 (1977) with spare ROM cartridg-
es sold 30 million units, while consoles
such as Nintendo Entertainment System
(1983) sold 62 million consoles and Sega
Genesis (1988) sold 31 million consoles
(Frauenfelder and Bates, 2019).

In the 1980s, home computers’' popular-
ity meant that players could play their
games on their computers, such as the
Apple Il, Commodore 64, Atari ST, and
IBM. Video games had not reached their
trivial popularity until Nintendo released
in 1989, the portable Game Boy, with 64
million sales, taking gamers outdoors to
play (Frauenfelder and Bates, 2019). Nin-
tendo aimed to create the first genera-
tion of kids-gamers, known now as mil-
lennials, who would grow up with video
games (Christians, 2018). However, many
technical issues were obvious to the user
due to their internal architecture, driving
the gaming experience to dissatisfaction.

The modernized architecture of consoles
has allegedly solved all the issues. The
game engine is the core of the game
development and includes a renderer,
scene structure, motion system, and col-
lision system. Algorithms calculate and
extract the final image. The quality of
the design directly affects the Research
& Development (R&D) of the game and
the operation of the program. Instant
3D images on PC and game consoles
are created using direct 3D engine func-
tions (Su, 2018). Advances in graphics and
audio technology combined with the
speeds of today's processors, memory,
and hard drives, have turned games into
a powerhouse industry (Kelly, 2009). The
rise of more sophisticated and complex
video games created 64-bit systems and
VR games. Video games have long been
classified into computer games, console
games (Xbox, PlayStation, Wii), mobile
games such as PlayStation Portable, and
online games in internet browsers. Many
computer and mobile games also sup-
port online capabilities, such as cloud
games, for coordination and interaction
(Beyer and Moller, 2014; Schiavone, 2013).

Video games as running software pro-
grams on computers are within the do-
main of HCI, a branch of computer science
concerned with the design to implement
interactive interfaces between peoples’
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physical world and computers through
Graphic User Interfaces (GUI) (O'Regan,
2018; Barr, Noble and Biddle, 2007; Abowd
and Mynatt, 2000). GUl is a particular case
of the User Interface (Ul) for interacting
with a computer and mobile devices, us-
ing graphics other than text (“Graphical
user interface,” n.d.), which had inefficien-
cy associated with the user-centric experi-
ence. All aspects of information handling
have been redesigned into icons. GUIs
today are Windows, Icons, Menus, and
Pointers (WIMP), allowing the screen to
be divided into different areas, and each
area is used for different tasks (O'Regan,
2018; “Graphical User Interface,” n.d.; Ben-
Hajji and Dybner, 1999). User Experience
(UX) is an essential factor for digital ap-
plications and video games. For example,
the subjective feeling of presence in the
environment can be attributed to proper
UX design in a programmed environment
(Takala et al., 2015).

Unity and Unreal platforms democra-
tized the game engine software, operat-
ing a new design form between architec-
ture and games to design virtual worlds
(Pearson, 2020). Artificial Intelligence (Al)
is another technological aspect of video
games since the very first video games.
Advanced video gaming has increased
the complexity and effectiveness of Al
to make gaming environments smart by
understanding a player’'s behavior and
responding to stimuli. Call of Duty, for ex-
ample, makes effective use of Al to ana-
lyze players' environments and actions
(Naik, 2016). Additionally, there has been
a growing interest in quantum informa-
tion processing in recent years, develop-
ing quantum computer algorithms with
a significant acceleration in computa-
tion time. For specific significant issues,
quantum computer algorithms have
been developed to speed up comput-
ing time. This technology will transform
electronics to spintronics in the next mil-
lennium (Wolf, 2000), and probably the
technology expansion will be observed
in digital gaming.

4. THE DESIRE OF
AESTHETICS

The term “aesthetic” appeared for the
first time in 1735 in Baumgarten’s thesis,
entitled “Meditationes philosophicae de
nonnullis ad poema pertinentibus” as
the study of objects that are perceived
through our senses (sensibly) instead of
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the imaginary objects that are perceived
independently of them (Parisaki, 2004).
Aesthetics, as a philosophical theory,
has an epistemological origin, and ac-
cording to Kant, it is related to our abil-
ity to receive representations depending
on objects. However, for the founders of
epistemological aesthetics, aesthetic ra-
tionality is not synonymous with experi-
ence and empirical knowledge (Geor-
giou, 1989). Multiple theories had been
formulated around the sense of “beauti-
ful,” according to the various art move-
ments that have emerged with a posi-
tive or non-positive critigue of aesthetic
views. If it is considered that the “beau-
tiful” is subjective, then the “universal” is
annulled into the realm of criticism and
clarification because the creation be-
comes beautiful by its own creator. Vari-
ous concepts such as “high,” “taste” and
“emotion” were used by several philoso-
phers and critics to formulate their own
theory (Parisaki, 2004). The appreciation
of art and beauty has also been exam-
ined by modern neuroscience proposing
a different approach to vision with the
motor system as a critical factor, revolu-
tionizing the concepts of perception and
imagination, showing the close relation-
ship between action, perception, and
cognition (Gallese, 2020a).

The application of applied aesthetics
of the new media is not only examined
by the traditional idea of philosophical
criticism. In the light of understanding
tangible or intangible objects that exist
and could be called art. On the contrary,
it provides concrete and reliable criteria
for analyzing current means of artistic
expression (Zettl, 1999). Some authors
proclaim that video games can be con-
sidered art by supporting their artistic
side, while others oppose such charac-
terization due to the lack of “quality”
(Sherrill, 2020). Although it is suggested
that video games are aesthetic objects,
at the same time aesthetic analysis does
not have the potentiality to study games.
However, if the analysis of aesthetics is
excluded, then the result of their under-
standing may be shallow (Kirkpatrick,
2011). Based on the above analysis, it is
reasonable to divide video games into
two categories: the digital content where
the user has visual interaction and the
console as an aesthetic object. However,
there is no critical framework and ana-
lytical tools to link video games with aes-
thetic boundaries. Scholars have made

attempts to approach video games from
various academic fields such as semiot-
ics, media studies, cultural theory, phi-
losophy, and contemporary art analysis
(Niedenthal, 2008).

The study of video game aesthetics is
often degraded as the analysis of tech-
nology and graphic style gains ground.
Digital games combine aesthetic, social,
and technological elements, and thus
arguments from philosophy, psychol-
ogy, interaction design theory, and game
technologies are proposed to be used to
understand the aesthetic experience of
the game (Niedenthal, 2008) and to allow
them to be categorized and considered
as an art form with different aesthetic
analysis. Alternative to that, an individual
video game could also be related to an
artwork considering the user interaction
and engagement with it. Any object de-
scribed as art has to include some inter-
action with institutional factors and not
absolutely to consider art due to their
technical construction relating to form
and material. These institutional factors
are often associated with external as-
pects, such as video game violence, and
thus, the aesthetic variety of the medium
is rejected (Atkinson and Parsayi, 2020).

4.1. CULTURAL IMAGES
AND MEDIA CONTENT

Both the expressive and cognitive theory
of art claim that art commmunicates and
transmits senses and emotions. The com-
munication process involves two factors,
the impression it causes and the capture
that uses the image as a channel. Read-
ing an image forms an interaction and
is directly related to the pre-existing cul-
tural context. Metaphorically, we would
say that there is a visual and conceptual
fluidity that combines different images’
aesthetics and extracts cultural content.

Dewey claims that art is the best way to
understand a culture (Atkinson and Par-
sayi, 2020). For instance, the ruins of the
ancient Roman city of Pompei buried by
the eruption of Vesuvius in 79 A.D (Della
Lucia, Trunfio and Go, 2016) unveil visu-
ally the pleasures of the ruins of the city
and its citizens. Simultaneously, a mo-
saic, such as that of the ambitious em-
peror Justinian in Basilica of San Vitale in
Ravenna, ltaly, leads to further historical
complications. The church is a testimony
of early Byzantine art with glossy mosa-
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ics, sharply carved in traditional rhythms
for the communication of the “eternal”
in contrast to the mosaics of the classi-
cal era where 3D objects were imitated
(Bell, 2008).

However, can an ancient fresco, a me-
dieval mosaic, and a digital video game
have something in common? Are they
just images of the style of a period, or are
there cultural links between them?

With the advent of industrial culture, the
philosophy of modern and contempo-
rary art was redefined, as well as Freud’s
psychoanalytic theory around dreams
and art. As a consequence, many schol-
ars have developed new theories about
new media aesthetics (Zettl, 1999). For
example, a film’'s aesthetic dimension
is never separated from its perception,
how it is socially implemented, and how
it is accepted. It never exists without the
influence of historical and cultural par-
ticularity. Cultural studies always suggest
that a film, or expandingly new media
and images, has its peculiarity, pleasures,
and characteristics that can be limited to
ideological “clichés” (Hill and Church Gib-
son, 2009). Visual commmunication moved
from the realm of art to the industrial
production of typography design, image,
and content alternation (Kress and van
Leeuwen, 2010) into a digital base.

This turn of the content does not end in
the lack of aesthetic criteria and does not
prevent the new ranges' approach. On
the contrary, it is given another perspec-
tive in approaching video games, not only
as a means of entertainment and techno-
logical competence but also as a whole
that offers multiple stimuli in the cultural
context in which they are created and in-
teract (Atkinson and Parsayi, 2020).

ARTS CULTURE DESIGN 1

Concerning the video game as digital con-
tent, the aesthetics can be applied with
sensory phenomena like the audiovisual
and haptic stimulus. There is also the as-
pect of sharing digital game content with
multiple forms of art. The context can be
approached by the emotions expressed
while the user experiences the game
(Niedenthal, 2008). While video games
were entering the public consciousness,
technological limitations on primitive
simpler graphics and sound effects with
machine to machine violation could not
compete the TV scenes until the graphics
improvement in the 90s (Ferguson, 2013;
Frauenfelder and Bates, 2019).

Another art history example that influ-
enced art and games is the Japanese
woodcut art ukiyo-e, considered the “an-
cestor” of Nintendo's ‘80s games, as uki-
yo-e has influenced many of these video
games’ design decisions. It is believed
that if video games like Super Mario Bros
or The Legend of Zelda were designed
in Europe or America, they would have a
different effect than Japanese designers
who, in contrast, used black pixel borders
and color fills (Brownlee, 2013). For in-
stance, Phantom Okiku by the Japanese
artist Katsushika Hokusai belongs to the
“One Hundred Ghost Stories,” influenced
by the Monogatari game (Sumpter,
2004). The game’s visual representations
passed through Japanese pop culture
with the adaptation of Okiku myth to Sa-
dako's spirit of the Japanese film Ringu
. The painted and the cinematic ghost
have in common their drowning and
coming out of the well with a common
depiction of black hair. Sadako is closer
to the Japanese tradition of evil spirits of
supernatural stories that were not un-

3 Ukiyo-e (images of the flowing world) refers to the art of engraving and woodcuts. The woodcuts bearing the name ukiyo-e depict a flowing and ephemeral
world. It has been a significant part of Japanese culture since the 17th century. Ukiyo-e prints were often used to illustrate books but gradually evolved into
independent works adorned with hanging rollers or single prints serving as greeting cards and even kabuki posters. Matk.gr. n.d. Charaktiki - Mouseio Asiatikis
Technis Kerkyras [Engraving (ukiyo-e) - Museum of Asian Art of Corfu]. [online] Available at: <http://www.matk.gr/gr/sylloges/syllogi-iaponikis-tehnis/
thematikes-enotites/haraktiki/haraktiki/> [Accessed 26 October 2020].

4 Lacking perspective and shading the stylized figures with flat surfaces of intense atmospheric color in eccentric placement, Okiku is shown with her dead body
haunting the well where she was murdered because she broke a precious tableware (Sumpter, 2004).

3 The game has its roots in the religious ritual of the medieval period Hyakuza Hodan (One Hundred Buddhist Stories). In the Edo period, it was called
Monogatari. The typical condition of the game was that friends would gather after dusk to tell horror stories. At the beginning of the recitation, they lit a hundred
candles by blowing out one at each story’s end. In the end, they thought something terrible would happen (Sumpter, 2004).

% Ringu. 1988. [film] Directed by H. Nakata. Japana: Ringu/Rasen Production Committee.

7 Tokugawa or Edo (1600-1868, present-day Tokyo) is the non-European art history depicting Edo's folk culture. Undoubtedly, the period was marked by a cultural
shift in the nation's history after four centuries of bloody wars soaked in blood, establishing an era of peace that will last for two and a half centuries. Peace comes
at the cost of strict laws that persecute expression, property, and behavior. The ukiyo-e attributes the grotesque of the time to a defective system soon to fall
(Sumpter, 2004).

8 Cyber City Oedo 808. 1990-1991. [TV-series] Directed by Y. Kawajiri. Japan: Madhouse.

9 The Ring. 2002. [film] Directed by G. Verbinski. USA: MacDonald/Parkes Productions BenderSpink, Inc.
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common in Edo . The aesthetic adapta-
tion of the floating world's images was
communicated in other modern Japa-
nese media, such as Cyber City Oedo
808 , but also in American media and
cinema with the film The Ring . A type of
integrated cross-media communication
between the different media such as the
film franchise with video games, comics,
websites, and music is noticeable.

4.2. CONSOLES AS ART
OBJECTS?

Video game consoles as objects are
designed to look attractive and usu-
ally match the games they run (Sherrill,
2020). Simultaneously, the user can psy-
chologically combine the console as a
designable object, which makes him/her
interact with satisfaction with the game,
raising multiple stimuli that have to do
not only with their material categoriza-
tion but with its general informational
dimension as well. Technological objects
are the mediation between individuals
and reality that creates what Francesco
Casetti calls a “mediascape” environ-
ment (Gallese, 2020b).

Authenticity is considered a way of mea-
suring the artistic “value”. Museums pre-
fer to highlight the aesthetic and histori-
cal reasons for the value rather than the
monetary value. Furthermore, in muse-
ums, there is a classification and hierar-
chy of objects based on “permanence”,

material permanence, but also perma-
nence in the sense of cultural power.
The idea of the “masterpiece” guides
many collections and exhibitions, mak-
ing some works seem more important in
the history of art. So many works of art
from some art forms that are not widely
accepted as serious remain outside the
museum (“Rodini,” n.d.).

An idea when implemented creates a
type. Each time this type is repeated it
forms a model. The noticeable difference
between works of art and technologi-
cal objects that can be aesthetic objects
is that the work of art is a unique type,
a unique model of authentic nature. In
contrast, the mass production and in-
dustry to which the creation of video
games belongs define the authenticity
of all types and models of the consoles
or video games that the production, sale,
and recognition belong to a specific cor-
porate brand. Thus, museums, although
recognizing the artistic side of techno-
logical objects, do not promote them in
equal positions with the unique and au-
thentic originals of the artists.

However, globally there are museums
hosting permanent or periodical exhibi-
tions with video games. All these muse-
ums, such as the Vigamus museum, the
first and only video game museum in
Rome, the UK's national cultural center
for videogames The National Videogame
Museum , or the Computerspielemu-
seum in Berlin and more deliver video
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19 https://vigamus.com/en/

11 https://thenvm.org/

12 https://www.computerspielemuseum.de/1210_Home.htm
13 Breakout (1977), Space Invaders (1978), Asteroids (1979), Galaxian (1979), Pac Man (1980), Defender (1980), Missile Command (1980), Donkey Kong (1981),

QBert (1982), Tempest (1981), and Galaga (1981) (Frauenfelder and Bates, 2019).
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games to everyone through studying,
playing, and celebrating their culture in
order to educate the audience for the
evolution of a medium and inspire the
next generation of video game players
and makers.

5. NOSTALGIA AND
RETROGAMING

Retro games fascinate by their simplicity
juxtaposed to the complexity of modern
games (Frauenfelder and Bates, 2019).
Retrogaming is a general tendency of
digital gaming and refers to the gam-
ing practice and the collection of “clas-
sic” video games of the 1970s, the 1980s,
and the early 1990s (Suominen, 2012). The
trend of “retrogaming” has been revital-
ized by gaming companies to attract the
new generation gamers with old gaming
consoles and arcade machines as objects
of nostalgia (Makai, 2018). Video games
were mainstream between the 1970s
and 1990s, while in the period between
1975 and 1981, a large number of arcade
games were produced (Frauenfelder
and Bates, 2019).

Retrogaming can also be defined as
a cultural form due to the production
of various commercial and consumer
products, like music, accessories, litera-
ture while motivating the aesthetic ex-
pression of societies (Suominen, 2012).
The era of retro games comes with the
feeling of nostalgia, which is associated
with immersion in memories leading
to a mixed emotional state of positive
and negative emotions. Hepper, Ritchie,
Sedikides, and Wildschut (2012) found
that nostalgia is usually connected to
past events. Nostalgia can be triggered
either by external stimuli or internally
by feelings of psychological discomfort
(Wulf et al, 2018). Arcade video games’
inner nature made players feel satisfied
even though these skills were obviously
not useful in their real life. Finally, arcade
video games provided social pleasure
and social aggregation by playing simul-
taneously with two or three friends to
the same videogame in the same space.
Gamers were interacting with each other
to master their video-gaming skills. This
old social and gaming interaction is im-
plicated today virtually for social groups
in real life, like the flight simulators (Schi-
avone, 2013).

Many research types prove that nostal-
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gia plays a decisive role in people’s lives,
serving essential psychological func-
tions (Hepper, Ritchie, Sedikides and
Wildschut, 2012). Nevertheless, there is
no empirical research for explaining the
psychological effects and benefits of
retro gaming (Wulf, Bowman, Velez and
Breuer, 2020). According to Wildschut et
al. (2006), nostalgia’s first function relates
to a positive affect, while participants
feel nostalgia to alleviate their nega-
tive mood. Nostalgic memories protect
against threats, while it also repairs feel-
ings of loneliness. At the same time, the
feeling is related to the existential con-
cept. Thus the scientific findings sug-
gest that nostalgia has short-term and
long-term benefits that repair aversive
states (Hepper, Ritchie, Sedikides and
Wildschut, 2012). As mentioned in the in-
troduction, many wonder if video games
can invoke nostalgia. The game charac-
ters of the past may invoke nostalgia for
players. It is believed that a “friendship”
relationship can be created between
them. Another hypothesis is that game
characters could be considered as an
extension of the players’ selves. In a re-
search survey conducted by Wulf et al.
(2018), 582 participants reported stron-
ger feelings for older memories than re-
cent ones. Several responses were linked
to childhood memories, including family
and friends (Bowman and Wulf, 2018). In
general, external stimuli, such as mul-
timedia content and objects of another
era, cause nostalgia. In video games, the
emotion is activated when the person
watches or plays past media content. Re-
search has initially focused on the nega-
tive aspects of emotion, while research
has recently focused on the positive val-
ue of emotion. The relationship between
nostalgia and well-being has also been
suggested by Routledge et al. (2013) but
without empirical testing of video games
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(Wulf, Bowman, Velez and Breuer, 2020).

6. SOCIAL MEMORY AND
VIDEO GAMES

Memory as a mental ability has two dif-
ferent processes, one related to the “re-
constructive process,” while in a cultural
sense, multiple

"o

layers like “social memory,” “material or
medial memory,” and “mental or cogni-
tive memory” are associated with cultural
memory (Tanovic, 2015). The constructed
identity of a place results from the human
capacity and identity, reflecting a plastic
memory of depersonalization and an
alienated place lost from its identity (Gui-
mardes da Costa, 2018). People have more
digital media collections about their past
by memorizing digital video, audio, and
even olfactory or tactile elements (Hoven,
Sas and Whittaker, 2012). The HCI com-
munity has considered the potential of
digital technology for memorization. The
concern that “digital memorabilia seems
to lack salience” due to digitals media in-
visibility compared with physical media
seems to be less important. The memory
continues its bonds through narration

and memorization, where storytelling
communication requires the narrator, the
subject, and the audience. “Dead” memo-
ries are being captured by digital storytell-
ing (Ataguba, Penrice and Shearer, 2017;
Hoven, Sas and Whittaker, 2012) using the
interaction of digital technologies and the
culture of digital memory, which are con-
sistent with important personal informa-
tion of social life. Portable digital devices
assist, except communication processes,
in recalling personal memory through the
concept of “mediated memories” or “per-
sonal cultural memory” (Sebald, 2018).
Cultural memory portrays our self depic-
tion. Images of the past produce a pres-
ent collective identity and memory. Thus,
society has a self-image, recognizable as a
memory, that consists of its identity. Digi-
tization makes memory materials readily
available to anyone, anywhere globally,
making them belong to everyone, theo-
retically promoting the radical democra-
tization of memory (Blom, 2017). Referring
to video games, a digital reconstruction
of reality based on social memory comes
true. Different asynchronous seemingly
aspects produce a parallel personal col-
lection of memory in the user, like the one
created by the real world.

CONCLUSIONS

It is not enough for something to be objectively characterized as “beautiful” to have aesthetic, but it must offer an eter-
nal experience of enjoyment, satisfaction, and meaning, including artistic currents, personal experiences, thoughts, and
character. It consists of generalized indulgence and, at the same time, the unique differentiation of the superficial with
the essential. Historically, the console design did not work only in practice; it created an idea and a feeling in the user
for the content itself, always integrated into the level of cultural adaptation. The duality includes its physical, material
existence, which is involved in collecting what follows the real world.

On the other hand, the console itself creates a digital, dreamy environment in which new memories are shaped and
included in the console's personal digital memory collection, allowing the player to recall these memories and see them
presented in front of him. A possibility that the real collection of memories cannot offer. So the player not only collects
moments of the console's real existence that can also act as emotional points or aesthetic ruins of an old past but also
generates a parallel personalized digitized collection.

Ruin can be anything, but always this ruin for some offers memories and nostalgia, while for someone else it is the di-
mension of the mystery, the “uncanny”, something in which history is hidden behind the remnants and waiting to be
discovered. Consoles work in the same way, whether they are remnants of a real but lost past or a source of inspiration
and mystery for someone who has never known this past. The aesthetics in this technology is everlasting. What we con-
sider modern today in the future will also be characterized as retro. However, will they have the same aesthetic value?
Will consoles of today be able to evoke the same emotions as these of yesterday? Will the rapid pace of technological
developments allow the same aesthetic and emotional consolidation of modern games to be retro, or will the already
retro consoles remain on the same pedestal? Whether hidden in drawers or standing as collection exhibits, they “carry
and feed” cultural significance. Retro game models are timeless, either as part of the existing gaming production or as
points of inspiration for the design. Nevertheless, the sense of nostalgia and mystery of a recent but forgotten past is
what makes them ruined remnants of it.
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