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Abstract 

This dissertation is a study of the development of a video game called Anarchy Online. This 

game was developed by the Funcom company between 1995 and 2001, and is a so-called 

Massively Multiplayer Online Role-Playing Game (MMORPG). 

This genre of video games differs from traditional games in that it offers a persistent virtual 

world that gamers can access at all hours of the night or day. It is also a world where gamers 

make avatars that play with or against each other. All in all, it is as much a social sphere as a 

game. The popularity of MMORGPGs has continued to increase, and today there are several 

million gamers worldwide who participate in these virtual worlds. 

Because virtual worlds are places where many people socialize, play, and spend a great deal 

of time, there is a need to form an understanding of them. In this thesis, I am studying how 

Anarchy Online was produced in order to understand the assumptions behind the rules 

governing the interaction in this specific virtual world were selected and organized. In doing 

so, I am using material from two sources: the developers and the game itself. This material 

was gathered through interviews, documents, and virtual ethnographic observations. 

Ultimately, games consist of codes; but in order to program the code, they need to be 

specified by a game content. The analysis shows that the content of the game is defined by the 

developers’ view of a good society – the belief in a human being’s need for self-actualization 

and social interaction. The thesis thus concludes with the observation that the need to select 



the discourses and/or philosophies for content and possible gamers’ actions requires the 

development of games and virtual worlds such as Anarchy Online to be more than the creation 

of an entertaining product. Rather, discourses were recreated from the physical world in 

which the developers live. In the end, gamers are locked into a discoursive prison created by 

the developers. 
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1 
INTRODUCTION 

In 2001, the Norwegian video game developer, Funcom, launched a video game called 

Anarchy Online. This was a game belonging to the genre, Massively Multiplayer Online Role-

Playing Game (MMORPG) that had been introduced onto the gaming market in the second 

half of the 1990s. The popularity of this genre seemed to increase with each new launch. Its 

novelty was the huge number of gamers who were able to coexist in the same game, in the 

same virtual world, where all the action was taking place. Indeed, many of us gamers would 

come to spend countless hours in Anarchy Online. It was in no way a Utopian world that the 

developers offered us, but a construct of something that was meant to be fun and immersive. 

They developed and provided a video game, and we were playing it. 

On a grassy plain in the northern parts of 

Rubi-Ka, the Enforcer was leaning over a 

lifeless body. The motionless body on the 

ground was that of the Trash King, mighty 

and vicious in life. Now, as a result of its 

mortifying defeat and the Enforcer’s 

victory, it was a pile of metal scrap. With 

his heart still racing from the recent 

battle, the Enforcer searched the body and 

found what he had been looking for: the 

Communication Rack! It was for this item 

that the battle had been raging; for this sole purpose that the 

Enforcer had spent hour after hour on that otherwise deserted plain. 

Over and over, the warrior had been trying to kill the Trash King. 

Many times it had resulted in his own death, but now, finally, 

victory.  

Thrilled by his success and laughing to himself, the Enforcer 

announced to his guild, the Nordic Alliance, over its channel, “omg! 

The Trash King, screenshot 
from Anarchy Online 
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I owned TK!!”1 The replies were instantaneous and numerous; a legion 

of abbreviations – “gratz”2, “gz:)”3, “gj”4 – quickly filled the 

small chat window, which continued to scroll up with an even speed 

as the congratulations rolled in. 

Strengthened by the support of his Nordic Alliance brethren, the 

Enforcer related the gruesome details of the long, drawn-out killing 

of the Trash King. The painstaking defeats, the tedious waiting for 

spawns5 and, finally, the ultimate victory, when, with only a 

fraction of health left on his health-bar, he got the King down on 

his knees. 

The time had come to finish what he had started, the mission must be 

completed. He equipped his Yalhama 29480, his private plane that 

would take him to Dodga Demercel, a man located on top of the Rising 

Sun, southeast of the City of Old Athen. With the Shoulder Pads for 

the Veracious, which he received as a reward for returning 

successfully from this mission, he would stand out in the crowds 

when walking around in the cities of Rubi-Ka. He had distinguished 

himself as one of the few to have undertaken the agonizing effort 

required for this mission, one of the few to have completed it – 

“hopefully awed by most”, he said to himself, and grinned.  

By introducing the game, Anarchy Online, and its virtual world, Rubi-Ka, Funcom presented 

a setting with a number of specific relationships among the people that inhabited it. The lure 

of the game was dominated by war and conflict, and most actions had the pragmatic purpose 

of making the gamer be and feel like a strong, mean and forceful killer. But no matter what 

actions they could perform, the gamers were doing so in a world where everything was pre-

ordered, organized, and constructed, where no action was truly free; where every action was 

part of a limited number of possibilities written into the code of the game, the software that 

sets the thousands of switches within computers to either one or zero. 

                                                 
1 Abbreviation for “Oh my God! I killed (and ruled the battle) Trash King!!” 
2 Abbreviation for “Congratulations” 
3 Abbreviation for “Congratulations” 
4 Abbreviation for “Good job” 
5 Spawn refers to enemies that have returned again after being killed. 
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I was as invested in this place as was any other gamer. I was gamer first, researcher second. 

My initial experiences with the empirical material as a gamer inspired me as a researcher. 

This thesis was, in several ways, made possible because of the Enforcer and my experiences 

in the world of Rubi-Ka, experiences that I would later add to by using several other avatars, 

each with its own special characteristics and adventures. The study is a result of the many 

hours I spent playing Anarchy Online. Like most other gamers, I immersed myself in this new 

game expecting to experience the fun and leisure that it promised – playing and having fun, 

meeting new friends. And I did. I lived through victories and defeats, delight and laughter, but 

many times I also felt anger, and found myself screaming out loud. All in all, I became a 

citizen of Rubi-Ka. But my presence as a researcher in this world was not unique, virtual 

worlds and video games had attracted the attention of many like me. 

In a survey of attitudes of gamers playing the MMORPG, EverQuest (Sony Online 

Entertainment), Yee (2001) reported that  many of the gamers thought the game filled an 

important role in their lives. Respondents to this survey gave three main reasons for 

continuing to access EverQuest: 1) the possibility of exploring a fantasy world, 2) the 

achieving of goals, and 3) the social interaction they enjoyed. Despite the fact that games 

within the MMORPG genre are marketed as games, the epithet is not straightforward. Its 

history is slightly different from that of more traditional video games, a history that includes 

Multi-User Dungeons (MUDs) and Multi-User Dungeons Object Oriented (MOOs). These are 

text-based virtual worlds, the usual objective of which is merely to connect people over a 

network. So today when I enjoy the connectivity a MMORPG enables, I am benefiting from 

the heritage of earlier worlds like MUD and MOO. The nature of this world is thus fluid; the 

gaming aspects as well as the social aspects of these worlds attract gamers to continue 

spending time here. 

My continuing participation in this virtual world came, over time, to present me with 

questions about this world and my participation in it. In traditional video games, I was 

interacting with the code alone; here I was also interacting with other gamers. Thus any action 

that I made was not part of my secluded gaming experiences, but was made part of the 

interactions of other persons as well. I could no longer indulge myself in selfish enjoyment; I 

had to play in relationships with other people who were also playing. My interaction was 

coded through the game code; I belonged to a continuously growing horde of gamers that was 

spending a great deal of time in this world. In Yee’s (2001) study on EverQuest, the average 
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gaming time was reported to be over 20 hours per week. Of course, this was another game, 

another time, but the figure did not seem too farfetched to be applied to Anarchy Online. So 

the questions that arose, then, were about the characteristics of the world I lived in and shared 

with thousands of other people from all over the physical world. 

THE IMPACT OF MMORPGS 
The impact of online games and online gaming has gained attention as an expression for the 

potentials of a networked society. Benkler (2006), Professor of Law at Yale Law School, 

published a book on the Internet and the economy of society, in which he emphasized that 

online gaming was one of the fields. Benkler highlighted the growing importance of virtual 

worlds and the significance of the related practices that have followed in the tracks of the 

Internet revolution. 

A series of changes in the technologies, economic organization, and social practices of 

production in this [the Internet revolution] has created new opportunities for how we make and 

exchange information, knowledge, and culture. These changes have increased the role of 

nonmarket and nonproprietary production, both by individuals alone and by cooperative efforts 

in a wide range of loosely or tightly woven collaborations. These newly emerging practices have 

seen remarkable success in areas as diverse as software development and investigative 

reporting, avant-garde video and multiplayer online games [author’s highlight]. Together, they 

hint at the emergence of a new information environment, one in which individuals are free to 

take a more active role than was possible in the industrial information economy of the twentieth 

century. This new freedom holds great practical promise: as a medium to foster a more critical 

and self-reflexive culture; and, in an increasingly information-dependent global economy, as a 

mechanism to achieve improvements in human development everywhere (p. 2). 

Furthermore, Professor Castronova (2005) recently published a book on this genre of games – 

the synthetic worlds as he called them – in which he emphasized the strong impact that these 

worlds have on the physical world, the real earth countries. 

The thesis of the book is that the synthetic worlds now emerge from the computer game 

industry, these playgrounds of the imagination, are becoming an important host or ordinary 

human affairs. There is much more than gaming going on there: conflict, governance, trade, 

love. The number of people who could be said to “live” out there in cyberspace is already 

numbering in the millions; it is growing; and we are already beginning to see subtle and not-so-

subtle effects if this behavior at the societal level in real Earth countries (p. 2). 
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The effects Castronova highlighted are major ones that, as he said, have a very real effect on 

our physical lives; they require a huge investment in time in order for the gamer to become 

skilled, to prosper, and to be respected by other gamers. But, each hour spent in these worlds 

is an hour less spent in our physical world. Because involvement in these worlds is 

considerable, and because it often conflicts with physical life, many ideas and opinions about 

gaming addiction have been voiced, and gaming addiction is one of the major public concerns 

regarding MMORPGs. This topic is repeatedly addressed in newspaper articles: When the 

game gets serious (Bennett 2006), Give up your day job (Fryer 2006) and Gaming fanatics 

show hallmarks of drug addiction (Motluk 2005). Several centers in the USA and Europe that 

have been established to treat gaming addicts of video games in general, and MMORPGs 

specifically: the Smith and Jones clinic in Amsterdam, Holland6, for example, and the 

Computer Addiction Services at the McLean Hospital in Belmont Massachusetts7. 

EverQuest Widows8, a forum on Yahoo, is an example of a meeting place on the Internet 

where people share the experience of living with gamers who they believe are spending too 

much time in these games to the neglect of their real-life responsibilities as spouses, parents, 

family providers, and students. In many respects, the stories shared in this forum resemble 

stories about drug addicts and gambling addicts. MMORPGs provide immersion for the 

gamers, who spend hour after hour in a virtual world. With its constant reward structure and 

sometimes simple relationships, virtual worlds somewhat resembles a Skinner box of 

conditioned reflexes. 

The second major effect of MMORPGs is the emergence of a marketplace where virtual items 

are sold for real currency – also called Real-Money Trade (RMT). The in-game economy 

makes it possible for gamers to barter inside the game, for game currency – a major part of 

most games within this genre. But the possibility of trading has provided the opportunity for 

sales or deals to take place in the physical world, in places like eBay, to be completed later 

within the game itself. Items that can be handed over to other gamers are up for sale: 

accounts, armor, weapons, items, and in-game currency, for example. The size of some trades 

is amazing; a space station has been sold in the game, Entropia Universe (MindArk PE), for a 

                                                 
6 http://www.smithandjones.nl, accessed 2007-02-04 
7 http://www.computeraddiction.com/, accessed 2007-02-04 
8 http://health.groups.yahoo.com/group/EverQuest-Widows/, accessed 2006-04-12 
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staggering $100,0009. Reports from both game developers and gamers indicate that this 

market has created the possibility of making a living by trading in these worlds. Julian Dibbell 

(2006) has written the story of how he quit his day job to make millions trading virtual loot in 

a book entitled Play Money: Or, How I Quit My Day Job and Made Millions Trading Virtual 

Loot. Sweatshops have been established in low-wage countries to collect as many items and 

as much in-game currency as possible, 24/7, to be sold over the Internet; and Dibbell 

describes his contact with several of these sweatshops. The Tietou Gaming Workshop in 

Shanghai is a sweatshop featured in the documentary by Ge Jin, a PhD student at University 

of California, San Diego10. This marketplace is booming and its effect is visible both inside 

and outside the games. 

The developers approach this phenomenon either by allowing the trading to take place or by 

fighting it through banning the accounts of the participants. When logging in to most of these 

games, the gamer must accept an End User License Agreement (EULA). In the EULA of 

games where RMT are not supported, the developer defines anything that is created or exists 

in these worlds as belonging to the developer, and selling the developer’s items is a violation 

of the EULA. Thus the market exists on the fringe of the law, and, as such, poses a juridical 

problem. 

One can argue that MMORPGs are anything but games. There is a social dimension in these 

virtual existences, a pivotal dimension, it seems. People are constantly interacting through 

discussions, bartering, hunting, and camping. Unlike most video games, but like our physical 

world, MMORPG is about social interaction. The game is thus, as Stone (1995) argues with 

respect to virtual existence in general, a virtual prosthesis of our physical identity, a place 

where we can extend our identities without limitations on our physical presence. These 

worlds, then, have much in common with the physical world, even as they extend them in 

several aspects. But, ask any gamer, and you will hear the same answer:  “I’m just gaming”. 

VIRTUAL WORLDS 
The worlds of MMORPGs have been approached as synthetic worlds (Castronova 2005), or 

as persistent worlds (Mulligan and Patrovsky 2003). However, they are most commonly 

recognized by the term, virtual worlds, as opposed to our known physical world. Lévy (1998, 

                                                 
9 http://insight.zdnet.co.uk/, accessed 2006-04-12 
10 http://terranova.blogs.com/terra_nova/2006/03/disembodiment_h.html, accessed 2007-02-04 
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p. 23) argues that the virtual is not the opposite of the real; rather, “the virtual should not be 

compared with the real but the actual, for virtuality and actuality are merely two different 

ways of being.” A virtual world thus encompasses possibilities, just like the seed contains the 

possibility of a tree. Thus, when developing a virtual world, the developers merely plant the 

possibilities of a future world; what it becomes is only a matter of the possibilities that are 

actually utilized. 

Professor Johan Huizinga (1950/1938), argued in a series of lectures that man is a homo 

ludens, a playing human (see also Caillois (2001/1958) for a critique and further development 

of Huizinga’s work). Or rather, the social lives, the society we see today is a result of the 

playing of humans. Playing, he also argues, takes place in enclosed spheres, “magic circles”, 

and what happens inside these circles does not matter to the outside world, and vice versa. 

Playing serves no purpose; playing is not serious. As soon as play acquires these attributes, it 

loses its essence as play. In this context, Anarchy Online’s existence as play is somewhat 

problematic. That is, its connections to what is outside of the virtual world are far too many 

and too meaningful for Anarchy Online to be defined as play, if we follow Huizinga’s 

definition. The magic circle is everything but intact in this case. But as I will later describe, 

what is done in these worlds is indeed serious, and what happens here has everything to do 

with what happens outside; in something that is commonly call “real life”. For example, 

Huizinga describes play as not serious, but in the case of Anarchy Online there is much 

activity that is serious – the barter activities and the haggling over prices, for example. 

Furthermore, Huizinga claims that what happens inside the magic circle has nothing to do 

with what happens outside of this. But again, gamers meet inside of Anarchy Online, 

establishing a relationship that extends into the real world. And the reports11 on addiction of 

this genre of games show how work, friendship or parenthood is neglected in order to 

participate in the virtual world. 

The difference is not that one place could be said to be not real, and the other real, but rather 

that one place is physical and the other is digital. Both of these worlds are real. Anarchy 

Online does indeed have many characteristics of play, according to Huizinga’s definition, but 

playing is not the only thing that occupies the citizens of this world. 

                                                 
11 For example in the Yahoo forum EverQuest widows 
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The aim of this thesis is to study assumptions of people involved in developing this 

MMORPG, Anarchy Online, and its virtual world Rubi-Ka – more specifically their 

assumptions about the content of the game and the logics of organizing this content into a 

coherent whole. It is my belief that it is at this point of selection that the structure for the 

major part of the interaction between gamer and game, between gamers in the game, and 

between gamer and non-gamers, is defined. Naturally, the structure of a virtual world does not 

dictate all aspects of how it is experienced or how it is integrated in a community of gaming, 

but it brings a structure that prescribes future possibilities. 

As Lessig (1999) expresses it – code is law. It is possible to walk forward, when playing 

Anarchy Online, but not to do the bunny hop; walking is part of the code, bunny hopping is 

not. Shooting Cyborgs in Avalon with a Premium Nizno’s Bomb Blaster is possible in 

Anarchy Online, because Cyborgs, Avalon, and Premium Nizno’s Bomb Blaster are part of 

the game. It is also possible to define a digital representation to use in this virtual world, as 

long as it has any of the three races prescribed and either of the two genders. There is some 

possibility for gamers to define their ethnical belongings, but only insofar as they choose one 

of the heads to their digital representation that has been designed by the developer. When 

interacting with other persons in this world the gamer is allowed two forms of expression: text 

and motion. The text that translated a message to another person can be typed into public or 

private chat frames. It is also possible to supplement these textual messages with motions, 

which are referred to as emotes and contain a few movements such as bowing, laughing and 

dancing. In short, it if is not part of the code of Anarchy Online, it is not possible to do. 

Considering the impact of these games on gamers both while gaming and in their interactions 

in the physical world, there is a need to study the development of virtual worlds. When doing 

so, I make use of the metaphor of the hinterland, which contains assumptions about a reality 

that forms the base of action. 

HINTERLAND 
In 1888 George G. Chisholm published his Handbook of Commercial Geography. Here he 

made use of the German word, hinterland, to describe an area that exists outside a city or port, 

though translating this to the word, hinderland, in his first editions of the book. Hinterland 

means “land in back of” and is used in everyday spoken German to refer to an area that is 

situated outside a city (or area), or on the fringe of a city. 

•
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The hinterland is the land or district behind the borders of a coast or river. Specifically, by the 

doctrine of the hinterland, the word is applied to the inland region lying behind a port, claimed by 

the state that owns the coast. The area from which products are delivered to a port for shipping 

elsewhere is that port's hinterland. Contrast foreland, the places to which a port ships. 12 

…also called Umland tributary region, either rural or urban or both, that is closely linked 

economically with a nearby town or city.13 

Hinterland is a relational term that finds its meaning only in relation to other places. So 

although one cannot speak of a hinterland in isolation, one can speak of the hinterland of 

Berlin, for instance. There is always a foreland for the hinterland to be contrasted with; it is, 

by definition, the land in back of that foreland. One example of foreland and hinterland were 

the many ports that were established by colonizers. These cities served as harbors for the 

ships and a safe place at the new destination and the hinterland exist outside the city. It was 

the unknown, unexplored and populated by savages. The foreland was for the colonizers, the 

extension of the homeland; and the rest was a hinterland, yet undeveloped and unconquered. 

There are also an interactions taking place between foreland and hinterland, in economical 

and social terms. In the previous example, there might have been a barter established between 

colonizers and “savages”, either importing goods into the foreland, or exporting goods out of 

the foreland. In social terms there could also be an exchange in establishing dialogues, 

learning languages or introducing cultural aspects into a hinterland, or vice versa. Thus these 

two spheres are not isolated from each other, but are open and interdependent. 

Hinterland is today an established anthropological term. For example, in an article on two 

southeast Asia areas, Batam and Singapore, Lindquist (2000) describes how Batam has grown 

as an hinterland to Singapore. Industrial development in Bantam is a process of relating to 

Singapore and developed countries in the rest of the world, but “this vision becomes a 

caricature in relation to the reality of an island that is still largely covered by jungle and where 

half of the population lives in squatter communities behind ruins of suburban-style houses, 

never finished or used.” (p. 16) Instead of becoming an equivalent to Singapore, Bantam has 

been identified as “wild” and “not yet developed” and a place for Singaporeans to live out 

their fantasies. In relation to the tidy and strict life in Singapore, Bantam has become a place 

to travel to for enjoyment. Life in Bantam is less controlled and prices are relatively cheap. 
                                                 
12 http://en.wikipedia.org, accessed 2007-02-08 
13 http://www.eb.com, Encyclopaedia Britannica, accessed 2007-02-08 
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Pak Haji, a former Singaporean police officer, is quoted in the article, “on Bantam he can 

experience ‘total enjoyment’, which means ‘doing ecstasy, listening to good music and having 

a woman’, things he claimed he could never do in Singapore” (p. 17). Thus Bantam is defined 

in relation to Singapore, but it was also an area that was still populated with “savages” and yet 

not developed into the standards of a modern industrial society. 

Using these concepts on the development of Anarchy Online set the stage for the relationships 

between developer and game to be highlighted. In the 1990s, Funcom embarked on an 

expedition to colonize the virtual, or to establish a game that was played using the Internet. 

They were aware of the existence of these technologies, but had a poor idea how to use them, 

or if they were of any use. As they established a connection, a port, in this world, they started 

interacting with the virtual in order to create knowledge about it. Thus Funcom made itself the 

foreland in the land of the virtual, just as the Dutch make their ports the foreland on the west 

coast of Africa. Everything that lay behind this port consisted of the not-yet-developed, the 

area that had yet to be discovered and opened for development. 

Developing a virtual world is a process of inclusion and exclusion. It is a process of defining, 

selecting and organizing bits and pieces of the world to be. Although it is not done in a 

vacuum, a hinterland already contains constraints. There are technical constraints, just as there 

are the constraints of adapting to other worlds, to other games on the same genre. Thus, 

decisions of what to include as part of the world and what to exclude is part of the planning 

and execution of game development. Several features had to be included in order to complete 

the worlds: physical appearance, natural laws, wildlife, motion patterns for the persons, and 

ways for them to communicate; they all had to be organized to form a complete whole, to 

relate to each other and to the future gamers. The sum of all features had to form a logical 

whole that could be experienced as a complete world by the gamers. Developing a MMORPG 

is thus an organizing effort, not only with regard to people and technology, but also with 

regard to the content of the virtual world itself. 

A key concept when developing a video game in any genre is immersion: the possibility for 

gamers to feel as if they really are there in the game world. Creating the possibility of 

immersion means creating content that will enable an illusion of actually being, inhabiting, 

interacting and investing time and emotions in a digital world. This is true not only for digital 

worlds. A good film, for example, enables the audience to connect with the actors on the 

•
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screen and makes it possible, in a metaphorical sense, for them to become the hero on the 

screen. Games that allow gamers to be heroes in the game create a type of immersion in 

which it is no longer the gamer who is sitting in front of the computer guiding the avatar (the 

representation of the gamer) who is inside the game adventuring through dungeons. Rather it 

allows for a symbiosis between the gamer and avatar, in which the gamer becomes the avatar 

– just like in an immersive film. An immersive game thus means something to the gamer. 

Immersion creates a link between the game world and the gamer, a link between a gamer 

situated in our physical world defined by social interaction and a virtual world defined by a 

number of video game developers. 

Most video games appeal to what is already known by the gamers, both in relation to our 

physical world and in relation to other video games. Most games today take place in a world 

that is very similar to ours; if there are other features included in the game, they are usually 

not far from what we know of our physical world. In that way, these worlds become 

recognizable and comprehensible for the gamer. There are also few games that are 

significantly different from other games. In this way, it is usually easy to categorize them as 

video games; there are features such as points, competition and hierarchy that make them 

recognizable. Thus today video games are an established product, and when playing a new 

game, the gamer usually knows what to expect. 

PREVIOUS RESEARCH 
The relationship between the developers of games and the gamers in the virtual worlds of 

these games has been addressed in several studies (i.e. Laurel 1993; McDonough 1999; Kolko 

2000; Pargman 2000; Taylor 2003; Jakobsson 2006). Developers have the prerogative to 

define the content of the world and the rules that guide its inhabitants; the relationship is not 

simple and one-directional, however. As the virtual world of games become populated, the 

relationship between developer and gamer becomes one of mutual influence and iterative in 

changing the world. 

Salen and Zimmerman (2004) categorize players into seven categories: standard players, 

dedicated players, unsportsmanlike players, cheaters, spoil-sports, degenerate strategies and 

exploits. Their behavior ranges from abiding by the rules as much as possible to intentionally 

searching for errors in the code that can open the game for exploitation. One playful gamer 

exploited Deus Ex (Ion Storm Inc. 2000) by placing mines on a wall and using them to climb 
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the wall. The gamers are not technologically determined dupes who move around these 

worlds without reflection. Many of them challenge the rules and, at times, even find ways to 

break them. Thus, in the end, any virtual world is a result of its developers, its users and the 

available technology. 

In the early 1990s, Laurel (1993) argued the importance of design in computer interfaces: 

“The interface becomes the arena for performance of some task in which both humans and 

computers have a role. What is represented in the interface is not only the task’s environment 

and tools but also the process of interaction – the contributions made by both parties and 

evidence of the task’s evolution.” Any outcome of the interaction is thus the result of the use 

– of how the environment is used to act out the wishes of the users. 

Drawing on actor network theory, McDonough (1999) concluded that in “creating these 

environments, the designers are not simply constructing worlds; they are also assuming at 

least partial responsibility for crafting the selves that will inhabit them” (p. 868). Therefore 

users are present as ideas in the minds of game developers as they develop virtual world. But 

as the world is built, the freedom of the user becomes frozen into the game because the user 

becomes defined by the developers. “Designers inscribe these understandings within the 

virtual environment software, thus making the software itself a normative statement of who 

their users should be and how they should behave” (p. 862). Gamers are thus inscribed as 

ideal users and the players that come to inhabit the virtual worlds must comply with these 

ideals. 

The major feature in MMORPGs is the avatar, or the digital representation of the gamer in 

this world. The main objective of this genre of games is the development of the avatar’s 

acquisition of experience and knowledge. In an article on the impact of developers on avatars, 

Taylor (2003) highlights their creation, with particular ideas of identity, and communication 

in mind. Considering that the most popular MMORPGs in the USA and Europe are designed 

by a relatively homogenous set of developers belonging to the white, male, twenty something, 

middle class, bodily features such as gender and race are primarily designed from a 

homogenous perspective. 

Kolko (2000) supported these assumptions, questioning the absence of the command “@race” 

in most Multi-User Dungeons (MUDs). Other absent commands included “@gender” and 

“@mood”. These @ commands defined different aspects of the avatar that other users could 
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see when “looking” at that avatar. She claimed that there was a “cultural map of assumed 

whiteness” (p. 225) represented in these worlds. The default race was white, a point that had 

rarely been seen as an issue. In TinyMUD for example, one of the developers responded to 

the criticism as follows: “I’d say that rather than it [@race] having been taken out, it was 

never put in because it never occurred to anybody that it might be useful for anything” 

(Aspnes, cited in Kolko 2000, p. 224). Thus, when designing virtual worlds, one also built 

into it norms and assumptions about race and gender. 

In CyberSociety 2.0 Jones (1998, p. 9) posed the question that cyberspace could “perhaps 

reproduce ‘real’ social relations in a ‘virtual’ medium?” Considering what this former line of 

research argues, it definitely looks as if real social relations are reproduced. This line of 

research shows how, in case after case, designers reproduce norms from a limited cultural 

setting in virtual worlds that are inhabited by a much wider range of persons. They are thus 

providing features that, instead of challenging the physical world, model the interaction. So, 

whereas the virtual has the possibility to offer almost anything (in theory) it primarily offers 

copies of a capitalistic, white patriarchal world. 

ORGANIZING A VIDEO GAME 
This thesis entails research into organizing: ordering entities and aligning them into a coherent 

whole in the eyes of the gamers. In that aspect, the thesis takes a traditional approach, and 

shares the theme with a number of previous studies of organizing. Here, my argument is that 

the process of organizing is also conducted with regard to entities other than individuals in an 

organization. The production of anything presupposes the ordering of a heterogeneous set of 

entities, both human and nonhuman (e.g., Bijker, Hughes and Pinch 1987). 

There is a recently established field of video game research. As video games are becoming 

more dominant in mainstream culture, research on this phenomenon seems to have increased 

as well. The case I am studying is the development of a video game, placing this study, 

empirically, in the field of video game research. However, as this line of research has 

established a discipline of its own, this study seems only marginal to the interest of video 

game research: the game itself. 

The research field of organizing is well established within business studies, where it is most 

often classified under management studies and frequently studied from the top down. Thus 

the usual research question is:  How can we make an organization function better or help its 
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managers make it function better?  Implicit in this question is how can we help to increase the 

revenues of the company? However, with writers such as Weick (1979; 1995), the area has 

been broadened and the objectification of organizations has diminished to the benefit of 

process perspectives. An organization is constructed as a number of people acting in relation 

to each other in the process of organizing. 

Yet another assumption has been offered by Studies in Technology and Science, STS, that 

expands the organizing aspect from only dealing with individuals to also incorporating 

artefacts (e.g. Bijker, Hughes et al. 1987; Bijker and Law 1992; Latour 1996). The assumption 

in this thesis is, therefore, that it is not possible to separate the organizing attempts of humans 

from those of nonhumans, and it is not possible to separate organizing of a producing 

structure and the structure of a product. It is all one and the same process; it is organizing the 

collective.  

I see this study filling a gap between the studies of organizations that develop these games 

and the studies of the games they develop. The literature that deals with the development of 

video games is usually of a technical nature: the how-to literature. Two of the better examples 

are Crawford’s (2003) On Game Design, and Salen and Zimmerman’s (2004) Rules of Play: 

Game Design Fundamentals. Both these books provide extensive knowledge of what the 

nature of a video game is and how to create a game. But, most of all, these authors aim to 

provide the reader with more than the fundamental technical aspects of creating a game; they 

want to provide an understanding of the gamer in the game. Crawford (2003, p. 2) defines his 

book as being “about the problem of game design…” in general, and he concludes that “it has 

no truck with technical problems, for which a plethora of books awaits the reader.” In general 

there seems to be a lack of critical literature on the development of video games, a critical 

approach to the actual development of games. One of the few exceptions is Graner Ray’s 

(2004) Gender Inclusive Game Design. 

The situation for research on video games as objects of study is the opposite, however. The 

research on video games has grown rather extensively. It is far from my agenda to provide the 

reader with a background of this entire research area. There are, however, some particularly 

valuable books that will provide the interested reader with a strong background in this video 

game research: Aarseth (1997), Taylor (2006), Cassell and Jenkins (1998), Juul (2005) and 

Wolf and Perron (2003). As this research area now seems to attract a great deal of attention, it 
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is also beginning to be thought of as an academic discipline, similar to the way film studies 

has established itself as an academic area. In fact, games research now sports its own journals 

(e.g. International Journal of Computer Game Research or Games and Culture).  

There are two gaps in video game research that make the present study important. First, most 

game studies seem to assume the game as a given. The game is analyzed as something given 

by itself, like a bracketed object where all connections to the outside have been removed. That 

is, the game is studied without taking in its relations to other settings. Second, the studies that 

do focus on game developers do so from a technical standpoint. Thus, a study like the present 

one, which focuses on the development of a game from an organizing perspective, seems to 

fill a gap. 

Despite the fact that this study was conducted initially for organizational scholars, I believe 

that it will prove interesting to researchers of video games in general. It may seem self evident 

that games are constructions, but, realizing that, I believe that games should be studied in 

relation to other actors. If games are violent, repelling or liberating, it is because they have 

been developed to be that way. Games are not isolated objects in a sea of connections; they 

are integrated parts of these connections. Games are reflections of human lives in the 21st 

century. 

The order in the thesis is as following. In Chapter 2 I describe the video game development 

industry, as this industry has matured to be large and professional, it has characters from other 

industries, as well as those that are unique. This chapter also provides a description of video 

games in general, as well as MMORPG specifically. Chapter 3 provides the methodological 

background for this thesis. Here the methods used for gathering and analyzing the material are 

presented, followed by a discussion of accountability. Two chapters empirical chapters 

follow: Chapter 4 presents the interviews with the developers, and Chapter 5 paints a picture 

from inside the game. In Chapter 6, this empirical material is analyzed, and in Chapter 7 the 

implications of this research are presented. A glossary can also to be found at the back of this 

thesis. 
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2 
VIDEO GAMES 

You can’t say that video games grew out of pinball, but you can assume that video games 

wouldn’t have happened without it. It’s like bicycles and automobiles. One industry leads to the 

other and then they exist side by side. But you had to have bicycles to one day have motor cars 

(Steven Baxter, cited in Kent 2001, p. 1). 

When I entered the video game, Anarchy Online, in 2001, I entered a product growing out of 

an industry that had begun sometime in the 1970s. As a gamer, my expectations for Anarchy 

Online seem to have been shared with most other gamers. Massively Multiplayer Online 

Role-Playing Games (MMORPGs) are somewhat unusual, as they have some traits in 

common with the textual-based communities of Multi-User Dungeons (MUDs) – virtual 

worlds where the user experiences the content through textual descriptions. Thus one can say 

that an MMORPG is as much a video game as it is a graphic MUD. But in 2001, MMORPGs 

were an integrated part of the video game industry and have been labeled as such ever since. 

Compared to most other industries, the video game industry is relatively new.  The 

developing, playing, and consuming of video games did not begin as businesses, but as so-

called shareware, created by programmers, students, and faculty members at universities 

(Pool 2000; Kent 2001; Demaria and Wilson 2004). These people shared their games, at no 

cost, with anybody who would appreciate the activity of playing them. But, by the early 

1970s, it became obvious that money could be made on video games, and the area developed 

into an industry that has grown impressively ever since. One of the most popular sources 

informs us that its revenues have surpassed those of the Hollywood box office (Castronova 

2003). This is telling information, both as a financial statement and as a revealing comparison 

with other media. In Sweden, as in most countries, the video game industry has grown and 

prospered. According to Sveriges branschförening för Multimedia Dator- & TV-spel 
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(Swedish Association of Video Game Developers)14, it is now one of the top three 

entertainment industries in the country. 

In the following chapter, I describe the video game industry in general, followed by a 

description of MMORPGs, like Anarchy Online. 

THE CHARACTERISTICS OF VIDEO GAMES 
[The video game] is the most complex toy ever built and is vastly more responsive than any 

other toy ever invented. Compare it, for example, with its contemporary, the doll Chatty Cathy, 

which has about a dozen different sentences with which to respond when you pull the string. 

Chatty Cathy does not take into account the variety of your responses; the computer does. 

Chatty has a dozen responses; the computer has millions (Sutton-Smith 1986, cited in Salen 

and Zimmerman 2004, p. 85). 

The construction of the first computer game is ascribed to Steve Russell, an MIT student who 

developed the code for Spacewar in 1962 (Kent 2001).  This game quickly achieved immense 

popularity, and it is said that it was copied onto most university computers in the USA. Nolan 

Bushnell, an avid gamer of Spacewar, would later establish the Atari Company, which was 

highly successful in the early days of the video game business. Although the first games were 

made for mini-computers, the main platform for video games in the early 1970s was the bulky 

arcade machines, the most popular game being the legendary Pong, a tennis game for two. In 

the early 1980s, consoles were introduced on the home entertainment market. They became 

highly popular initially, only later to be replaced by the PC. Today, the console (PlayStation, 

Xbox, GameCube, for example) has somewhat regained its position as the Number 1 platform 

for gaming15. 

The video game is a specific kind of digital entertainment in which the gamer interacts with a 

digital interface and is faced with challenges of various kinds, depending on the plot of the 

game. The gamer basically interacts with a computer, which can be a variety of electronic 

devices such as a cellular phone, a game console, a PC, or an arcade machine. Juul (2005, p. 

36) proposes that a definition of a game consists of these six features: 

1. Rules: Games are rule-based. 

2. Variable, quantifiable outcome: Games have variable, quantifiable outcomes. 

3. Valorization of outcome: The different potential outcomes of the game are assigned different 
                                                 
14 www.mdts.se 
15 www.theesa.com, accessed 2007-02-09  
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values, some positive and some negative. 

4. Player effort: The player exerts effort in order to influence the outcome. (Games are 

challenging.) 

5. Player attached outcome: The player is emotionally attached to the outcome of the game in 

the sense that a player will be [a] winner and “happy” in [the] case of a positive outcome, but a 

loser and “unhappy” in [the] case of a negative outcome. 

6. Negotiable consequences: The same game [set of rules] can be played with or without real-

life consequences. 

These features are general and could, according to Juul, be applied to all types of games. 

Video games could be included under the definition of “games”, but looking at video games 

from a more general perspective, these rules can be included as part of what characterizes 

video games. I therefore argue here that video games consist of three essential parts: setting, 

sensory stimuli, and rules. 

The setting consists of the genre and the plot of the game – its overarching situational 

placement. Today there are several different genres of video games, the most common being 

adventure, fighting, first-person shooter (FPS), massively multiplayer online (role-playing) 

games (MMOGs or MMORPGs), platform, puzzle, racing, retro, role-playing (RP), shoot ‘em 

up, simulation, sports, strategy, and survival horror. The video game genre can be compared 

to book genres and, as with books, the different genres can have thinner or thicker plots. 

Depending on the genre, the plot usually drives the game forward. Adventure games (e.g. The 

Longest Journey by Funcom) have thick plots; as the game unfolds, the gamer is engaged in 

the story, which forms the backbone of the game. The opposite would hold true for first-

person shooter games (e.g. Half-Life 2 by Valve Software) in which the plot does not really 

matter most of the time (This also seems to be the case with the games in the Doom series [id 

Software], described by Kushner, 2003, in a mix of fact and fiction). This type of game 

depends on action and constant hiding, chasing, and killing – a mix of activities that have 

come to be known as “hack n’ slash”. 

As gamers interact with the video game, they experience sensory stimuli. Of our five sensory 

stimuli (sight, hearing, touch, smell, and taste), today’s gamers can sense only sight, hearing, 

and touch. The first two are the most common and are present in almost every game. As for 

the visual sense, there are graphical representations on the screen, either fantasy settings or 

settings that mirror real life. The gamer reacts to the graphics, and the gamer’s actions are 
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presented graphically in return. There are two dimensions of sound in these games: the 

diegetic and the non-diegetic, both imported from film studies. Diegetic sound is action-

specific – the sound made when a gamer honks a car horn, for instance, or fires a gun. Non-

diegetic sound is the background noise that creates an atmosphere: sounds from cars and 

people in the city, for example. A sense of touch can be simulated by using force-feedback 

technology applications that are used to navigate in the game or to vibrate. At a PC, this 

technology exists only as an add-on hardware device such as joystick, mouse, or steering 

wheel for racing games. Most consoles today employ this technology in the form of vibrating, 

handheld units. This sensory experience is also common in arcade machines/simulators, 

where the gamer sits in a model of a car or plane and is offered a greater range of possible 

movements than would be possible with a PC and a joystick. 

Video games have rules, as well; it is here that Juul’s six features contribute. Rules form the 

basic mechanisms of the game and comprise code and engine. All games rely on rules. Most 

of them follow a simple diagram of “IF” and “THEN”, and guide the workings of the game 

and the gamer’s interaction with the game. Consequences have been coded into the game for 

every interaction. IF the gamer presses “space”, for example, THEN the gun that is being held 

will fire. The game engine is even more fundamental. This is the core technology that 

primarily handles the rendering of graphics: how the graphics are presented on the screen. But 

it also handles other features, including artificial intelligence (AI): how the computer-

generated forces in the game move and react and collision detection occurs between units, for 

example. Successful game engines are products in themselves, as they can be leased to other 

game developers constructing new games on these platforms. This was the case with the 

engines developed for, among others, Doom, Quake, and Half-life. 

Developers face the challenge of making these parts work well together and to provide 

balance in the game. If they succeed, the gamers will not notice any irregularities in the 

representation of the game they are playing. They will, in a sense, be one with the game and 

feel immersed into its world. 

Now, if a sense of immersion makes a game successful, what makes a game good? To say that 

a game is good or bad is, of course, the result of a highly subjective individual experience, not 

unlike evaluating a novel as good or bad. From a developer’s or a publisher’s perspective, it is 
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slightly easier to define a good game because there seems to be an industry praxis16 by which 

variables can be used to measure quality: sales and reviews. The primary indicator is, of 

course, sales figures, which vary depending on the market and the genre. A game in which the 

figures meet or exceed the sales goals can be considered a good game; those that do not meet 

the goals may be considered bad games. But this is, in fact, an oversimplification. A second 

variable that is used to measure the quality of a game: the rating the game acquires in game 

magazines (mostly performed by journalists) and on the Internet (mostly executed by the 

gamers themselves). A game that does not meet the sales goals can still be considered a good 

game if it has received positive ratings in one of these two media. 

MASSIVELY MULTIPLAYER ONLINE ROLE-PLAYING GAMES 
The most often discussed and the best recognized games within the MMORPG genre are 

EverQuest (Sony Online Entertainment); Lineage (NCSoft); Ultima Online (Origin); Star War 

Galaxies (LucasArt and Sony Online Entertainment); and, most recently, World of Warcraft 

(Blizzard Entertainment). The important aspects of this genre of video game are size and 

persistence: The game must be massive and the virtual gaming worlds must be ever-present – 

or “persistent” in the jargon of MMORPG research. There are several hundred thousand 

gamers playing the same game, visiting the same persistent worlds. The world they inhabit, 

many times the size of a small country, will always be there, day or night, whether a single 

gamer is online or not. The most recent launch of these games is World of Warcraft. In 

January 2007, Blizzard announced in a press release that it had exceeded 8 million paying 

gamers worldwide17. 

The MMORPG is a relatively new video game genre; the first MMORPGs that grew to a 

substantial size were launched as late as the end of the 1990s. Table 1 presents the most 

popular of these MMORPG. Games such as Ultima Online, Lineage, and EverQuest were 

among the first to hit the market (Bartle 2003). They reaped the benefits of being the first, and 

could therefore treat themselves in ways that later game manufacturers could not: with 

patience in resolving bugs in the game at launch, for instance. All three of these games are 

still online, two as sequels. Support for these MMORPGs from gamers worldwide was 

enormous, and in a short time all three were inhabited with a few hundred thousand gamers 

(Mulligan and Patrovsky 2003). Despite the recent introduction of these games on the market, 

                                                 
16 These two categories have repeatedly been referred to in informal discussions with developers of video games. 
17 http://www.blizzard.com/press/070111.shtml, accessed 2007-02-09 
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they have a clear historical trajectory that includes the text-based virtual worlds defined as 

MUDs or Multi-User Dungeons Object Oriented (MOOs), that introduced more social 

characteristics to the game (e.g. Mortensen 2006). 

World Launch date Subscriptions18 Developer HQ
Ultima Online 1997 220,000 Origin USA
Lineage 1998 2,500,000 NCSoft Asia
EverQuest 1999 420,000 Sony Online 

Entertainment 
USA

Anarchy Online 2001 125,00019 Funcom Europe
Dark Age of Camelot 2001 250,000 Mythic Entertainment USA
Legend of Mir II 2001 2,000,000 Wemade Entertainment Asia
Runscape 2002 100,000 Jagex Ltd. Europe
Final Fantasy XI 2002 500,000 Square Enix Asia
Ragnarok Online 2002 300,000 Gravity Corp. Asia
Westward Journey II 2002 1,500,000 NetEase Asia
Mu Online 2002 1,500,000 WebZen Inc. Asia
Cross Gate 2002 1,000,000 Square Enix Asia
Star Wars Galaxies 2003 300,000 LucasArt/SOE USA
Lineage II 2003 1,500,000 NCSoft Asia
World of Legend 2003 1,000,000 Pacific Epoch Asia
Toontown 2003 150,000 VR Studio USA
Legend of Mir III 2003 1,000,000 Wemade Entertainment Asia
City of Heroes 2004 175,000 Cryptic Studios USA
EverQuest II 2004 200,000 SOE USA
World of Warcraft 2004 8,000,000 Blizzard Entertainment USA

Table 1: Developers of MMORPGs20 

There are two main lines of development that have affected and continue to affect 

MMORPGs. One is the history of MUDs and video games. The development of MUDs began 

in the late 1970s at British universities, starting with MUD1 at Essex University (Bartle 

2003). These adventure and text-based fantasy worlds soon attracted international interest 

outside academia. Soon to follow were the MOOs, with more social characteristics. In these 

persistent worlds, the users could modify or add objects as desired. Gamers engaged in MOOs 

primarily for social reasons, but the MUDs were usually adventure games (Dibbell 1998; 

Pargman 2000). The popularity of MUDs and MOOs was high at that time, and into the early 

1990s. Before the introduction of the World Wide Web and browsers in mid-1990s, an 

amazing 10% of all Internet traffic was actually in MUDs (Bartle 2003):  
                                                 
18 “Data are approximate, as there is no centralized reporting source. Industry analyst Bruce Sterling Woodcock 
summarizes population levels drawn from insider reports and press releases at 
http://pw1.netcom.com/~sirbruce/Subscriptions.html. Consultant Betsy Book maintains an updated review of 
social virtual worlds at http://www.virtualworldsreview.com. Figures for Asian virtual worlds rely on ‘China 
Internet Source’, a report by JP Morgan Asia Pacific Equity Research (May 2004)” Castronova (2005, p. 53).  
19 Personal communication with Ole Schreiner at Funcom. 
20 More exhaustive lists can be found at http://www.mmorpg.com or http://www.mmhell.com. These Websites 
are updated on a regular basis and are graded according to gamers’ ratings. 
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More people then sampled virtual worlds than ever before. Indeed, a study of traffic on the 

NSFnet backbone in 1993 showed that just over 10% of the bits belonging to MUDs; in other 

words, before the advent of the World Wide Web (WWW) MUDs constituted some 10% of the 

Internet! (p. 12) 

With the introduction of sophisticated PCs and Internet access, both at reasonable prices, it 

was possible to introduce graphical interfaces and build MMORPGs that would reach a 

critical commercial level and present a decent return on investment – a profitable business 

venture to be exploited by publishers of traditional video games. 

FINANCIAL SIZE 
Financially, the gaming industry is a big one, although estimates differ. In 2003, the video 

game industry was reported to have reached worldwide revenues of USD 23.2 billion (DFC 

2004). In a later report, the industry was predicted to reach USD 40.0 billion by 2009 (DFC 

2005). According to a report commissioned by the Nordic Council, the global video game 

market has been estimated at EUR 14 billion (Robertsson 2004) or approximately USD 18.521 

billion. Regardless of the exact number, it is clear that the industry is enormous and growing – 

maybe not as colossal as the film industry with its USD 180 billion, but definitely a market 

force to be reckoned with (European Film Exhibition Industry Report22). 

According to Robertsson’s (2004) rough estimate, the market was dominated in 2003 by 

USA, comprising approximately 50% of the business. Of the remaining 50%, the European 

market comprised 66%, and Japan the rest. The Nordic market is estimated to be between 

one-sixth and one-seventh of the European market, with EUR 400 million (Robertsson 2004), 

USD 529 million23. According to the latest report from Sveriges branschförening för 

Multimedia Dator- & TV-spel (MDTS)24, the Swedish association for the media, the Swedish 

game industry revenues in 2005 were 1.7 billion SEK or USD 242 million25. As Robertsson 

(2004) points out in his report, the different sources are sometimes contradictory, but they do 

serve the purpose of giving the reader a sense of the size of the market. 

Online gaming is part of the overall statistics of the video game industry, but as this genre is 

the fastest growing segment of the industry, it is often singled out for survey and has statistics 
                                                 
21 2007-02-27 
22 http://www.factbook.net/wbglobal_rev.htm, accessed 2006-11-28 
23 2007-02-27 
24 www.mdts.se 
25 2007-02-27 
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of its own. In 2005, the subscription revenue from online games was USD 2 billion, and in 

2011 this figure is expected to grow to USD 6.8 billion (DFC 2006). Traditionally, 

subscriptions are said to have been the largest source of income for the suppliers of these 

games, as compared to other genres of video games, for which point of sale is the largest 

source of income. However, the latest release in the MMORPG genre, World of Warcraft 

(Blizzard Entertainment), has changed that perception by exceeding 8 million sold units of 

their game, making point of sale a major portion of their revenues. 

It seems safe to conclude that the worldwide video game market has the capacity to continue 

climbing, judging from its history and the present state of affairs. MMORPGs is a genre that 

at the time of this writing attracts the most attention and comprises a relatively large 

percentage of the revenues from the video game genre as a whole: USD 2 billion in 

subscription revenues, compared to USD 23.2 billion in revenues for the industry as a whole. 

INDUSTRY ORGANIZING STRUCTURE 
The structure of the video game industry is similar to that of the film industry: The actors and 

the relationships among them can be recognized from the film industry and from other 

industries involved in developing and distributing various forms of media. In general, the 

main actors of the gaming industry are developers, publishers, distributors, and retailers (e.g. 

Kent 2001; Dymek and Rehn 2003; Zackariasson and Wilson 2006). Of course there are 

exceptions – when the same studio develops, produces, and distributes its own game, for 

example. 

Games are created by the developers; they work in studios developing games that are based 

primarily on their own ideas or the ideas of a publisher. Contrary to popular misconceptions, 

game developers are not a bunch of teenage boys working in their parents’ basements in their 

spare time. This might have been the case some years ago, but today the funding needed in 

this business requires a businesslike approach to development. The cost of developing an 

AAA title (more than 1 million copies sold) is between 10 and 20 million SEK (~USD 1.4 

and 2.8 million26). The development of an MMORPG has been estimated to cost about ten 

times that of a traditional game: somewhere in the range of USD 5 to USD 30 million, 

although it would be highly unusual for a AAA title to have cost less than USD 20 million 

(Castronova 2005, p. 128). Anarchy Online, for example, cost about NOK 120 million (USD 

                                                 
26 2007-03-12 
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19.5 million27) to develop (Larsen 2001). Such figures drastically limit the number of studios 

with the financial capacity to develop these types of games. 

There is an element of catch-22 in acquiring financing for the development of a video game. 

In order to develop a game, one must first make a demo that presents the idea to a potential 

publisher – usually a playable game, with the most basic and important features already 

implemented. Developing the demo requires human energy, machine power and, not to be 

forgotten, the experience of making it work as one whole game. Without the substantive 

funding required to create the demo, there would be nothing to pitch to an intended publisher. 

Only when an established relationship exists between a developer and a publisher may the 

publisher be willing to settle for a concept and some initial graphics rather than a demo. A 

studio with experience in the development of games will benefit from having a portfolio of 

completed projects. 

There are three ways in which a developer relates to a publisher: as a third-party developer, as 

an in-house developer, and as an independent developer. A third-party developer works under 

contract with a publisher for the development of each game – a relationship that frequently 

expands to a long-term relationship with several games. The developer, Firaxis Games,28 that 

created the game, Civilization 4, for the publisher, 2K Games,29 is such an example. 

Relationships between third-party developers and studios can often lead to a merger between 

the two, turning the studio into an in-house developer. Massive Entertainment30 and Blizzard 

Entertainment31 are examples, both of which are now part of the publisher, Vivendi Universal 

Games32. 

The independent developer has been made possible primarily because of the Internet and the 

possibility of publishing a game digitally. A customer frequently downloads and pays for 

these games online, but there are also developers that have the financial capability of selling 

their games through the regular point-of-sale in stores. Despite opportunities offered by the 

Internet, shelf space is still important for the visibility of games. Yet games are rarely random 

                                                 
27 2007-03-12 
28 http://www.firaxis.com 
29 http://www.2kgames.com 
30 http://www.massive.se 
31 http://www.blizzard.com 
32 http://www.vivendi.com 
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purchases; gamers are more likely to see and feel the game, to study the text and screenshots, 

and to pick up a nicely designed game box. 

Funcom33, the developer studied for this thesis, is an example of an independent developer. 

As the financing of games is risky business, relationships between the developer and the 

publisher are based primarily on previous results. An existing working relationship always 

enhances prospects of acquiring financing for new projects. A first-time relationship is always 

more hazardous. The status of the developer and its relationship with a publisher is 

determined by the kind of games developed and the developer’s own financial capabilities. 

Being an in-house developer may be a more secure position, but not always the optimal 

situation. 

Most video game developers today work on projects, with each project requiring 18 to 24 

months to complete. As in many industries today, game development is subject to 

projectification (Lundin and Söderholm 1995). The traditional definition of a project is that it 

is a unique endeavor, the pyramids being the popular example (i.e. Meredith and Mantel 

2000). 

Not all games that are developed can be defined as “new” because popular titles often have 

sequels or expansions. There are also games that are released as a complement to a package – 

a game to go with a new movie, for example. Thus, the relationship between developer and 

publisher can frequently be described as a form of modified re-buy behavior (Zackariasson, 

Blomquist and Wilson 2006). 

The project work form modifies the relationships among the actors in the industry. Although 

traditional project work is built on the milestone model (e.g., Meredith and Mantel 2000), 

these milestones usually occur where exchanges are made – between developer and publisher, 

for example (Robertsson 2004). Sometimes the payment is transferred when the project 

reaches its milestone. In traditional projects, milestones measure progress and ensure that the 

budget is being followed. Despite the fact that the model is used frequently, and not only in 

game development, it has some flaws, primary among them being the rigidity of the model, 

which leaves no room for creativity. It has been argued that it is impossible to define all the 

content of the game in the pre-project phase; rather, it should be defined in general, and the 

                                                 
33 http://www.funcom.com 
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specific content should be left to evolve in cyclical iterations during the development 

(Walfisz, Zackariasson and Wilson 2006). 

There are a number of skills required from the staff involved in the development of video 

games. Developers vary, of course, but in general there is a need for programmers (coders), 

artists, sound technicians, designers, and producer/s (or project manager/s), (e.g. Dymek and 

Rehn 2003; Robertsson 2004; Walfisz, Zackariasson et al. 2006). For an example of a typical 

game developer organization, see Figure 1. 

A programmer is the person creating the software code that guides the game. A game is 

generally not one program, but several programs interacting with each other. The programmer 

is also the person who integrates all other parts in the game, like sounds and graphics, as these 

are directed by the game code. 

Artists create the graphical expression of a game, which usually begins with conceptual 

artwork. This work is done by hand and is used to orient the style of the game and the 

appearance of the scenery, characters, and items. Figure 2 shows one of the conceptual 

drawings from the development of Anarchy Online. 

   
  Program Manager 

Consumers External  
Producer 

Design  
Team 

Programming 
Team 

Audio Lead 

Audio Team 

Internal Producer 

Development Team 

Feedback 

External Environment 

Design Lead 

Programming 
Lead 

Art Lead 

Art Team 

Figure 1: Example on the structure of a video game developer, Massive Entertainment (Walfisz, Zackariasson 
et al. 2006) 
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The three-dimensional models are created from this conceptual art. Characters like those in 

Figure 2 are modeled within a program into a mesh of polygons. Each polygon comprises 

three points and presents a flat surface. In order to make shaped surfaces, the model consists 

of a large number of polygons – although the number of polygons must be limited, or they 

will slow down the game. When this work is completed, a surface is projected onto the mesh. 

This surface is basically a two-dimensional picture that is wrapped around the mesh to present 

colors and shadings. In the example of the conceptual art in Figure 2, the surface would likely 

consist of a painted uniform or pieces of metal representing the plates of armor. 

 

Figure 2:  Conceptual art from the development of Anarchy Online, Source: Anarchy Online Special Edition CD 
2002. 
 
As mentioned previously, there are two types of sounds in video games: diegetic, action 

sounds and non-diegetic, background sounds. Diegetic sounds can either be created digitally 

or sampled from real-world environments. The person creating and recording non-diegetic 

sounds may be part of the development studio, or may work as a free-lancer, depending on the 

size of the studio and the importance of sounds in the games. But even when the sound artist 
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is working in-house, there are times when external musicians are contracted – an orchestra to 

record the game music themes, for instance. 

Game designers create the overall setting and plot of the game and undertake the detailed 

planning in later stages of development. The design of a game often begins with a game 

concept. In this document, all features of the game are specified and the development of the 

game is mapped out in its entirety, thereby guiding later development. During the 

development stage, designers are also responsible for mapping the landscape or levels in the 

game, depending on genre. Designers are thus the scripters and storytellers in game 

development. 

The producer, or project manager, in game development is responsible for an overall 

perspective of the game and the process of developing it. The producer’s role is a general one 

of maintaining the coherence of the entire game and ensuring that each of the pieces fit 

together well. In some cases (Zackariasson 2003) the producer also fills the role of project 

manager, keeping track of time and resources in the development. A game can be successful 

for separate pieces of the content; but it is often the complete impression of a game that is 

appreciated by the gamer. Thus the producer’s responsibility of making these pieces work 

together is vital. 

Massively Multiplayer Online Role-Playing Games 

MMORPGs are usually developed in the same way as other games, although their 

development requires between three and five years and costs about ten times as much as that 

of a traditional game (Mulligan and Patrovsky 2003). One developer may concentrate on a 

single MMORPG – MindArk’s,34 Entropia Universe35, for example. Alternatively, the game 

under development can be part of a portfolio of games; Anarchy Online, for instance, is only 

one of Funcom’s creations. Whereas a traditional developer usually has a few games under 

development at the same time, an MMORPG is a large enough project to swallow an entire 

organization. MMORPGs also require maintenance after their launch; a live team, which 

provides support for the game when it is up and running, is a limited feature in traditional 

game development (Mulligan and Patrovsky 2003). 

                                                 
34 http://www.mindark.com 
35 http://www.entropiauniverse.com 
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Developing a MMORPG is a huge undertaking, not only in the development phase, but after 

the launch as well. Gaute Godager, Game Director at Funcom, said that before the launch of 

Anarchy Online, he and his colleagues believed that “the game was [just] a normal PC game” 

(Gaute Godager, in Mulligan and Patrovsky 2003, p. 308). 

The developers of traditional games have basically completed their work once the game has 

been developed. For the developer of an MMORPG, this is where the gamer enters the scene, 

enters the virtual world, and tests every function. No matter how thorough the testing of the 

virtual world, however, a few thousand gamers will always find bugs and errors. This is 

where the live team takes over. They handle reports from gamers, questions about accounts 

and payments, and in-game support. The live team is many times bigger than the development 

team. Unlike traditional games, an MMORPG is a living product that is updated at regular 

intervals. Constant updates keep gamers interested and ensure that there are sufficient 

challenges in that world to keep them from migrating to other games. 

DEVELOPERS’ CULTURE 
As mentioned, the game development industry has evolved into a professional industry like 

any other. It has all the signs of a mature industry, including established structures and 

functioning production chains. Again, the image of the game developer as a male loner in a 

basement is not a realistic picture, although it seems to be the image cherished by the 

developers themselves, who often stress that they are not like other firms. The first time I 

visited a game-developing company, I was introduced with the addendum: “he’s not 

dangerous, he has no tie” (Zackariasson 2003, p. 36). 

Culturally however, these firms tend to boast a special atmosphere. Developers are sometimes 

referred to as “geeks” by those outside this culture. Stone (1995) describes the early 

development of games in the Atari Game lab. During conflict at the lab, the culture of the 

game developers in Stone’s study became evident; the project managers that were assigned to 

lead the coders were used to more traditional software development projects. These coders 

(programmers, in industry jargon) were nothing like the programming engineers they were 

used to managing. The cultural image of game developers is also kept alive in vivid accounts 

of the “great” people who created the famous games (e.g. King and Borland 2003; Kushner 

2003). 
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As Dovey and Kennedy (2006) point out, today’s game developers comprise a similar set of 

individuals. Most of them are white men in their late twenties or early thirties. 

The game industry to date has tended to attract designers with rather particular identities and 

tastes. At this point in its history, the senior figures in games design – those that have been 

around long enough to be in positions where they can make decisions about what kind of 

games get made – can be seen to emerge from a surprisingly common set of backgrounds and 

biographies. (p. 60) 

The industry has thus been labeled a masculine youth culture – a culture that Dovey and 

Kennedy (2006) define as containing “masculine technicity”. The computer is seen as 

masculine technology that boys grow up with and interact with from childhood. Thus they are 

generally more inclined than girls are to use the computer as an exploratory tool. As a result, 

many developers say, it is difficult to find females who are willing to enter video game 

development or have the technical competence to compete with males36. 

The male culture of the industry is also reflected in the product itself. It was long argued that 

females do not play video games. Sheri Graner Ray, Senior Designer with Sony Online 

Entertainment in Austin, Texas, told a revealing story on the blog 21st: the culture of 

technology, the technology of culture (Weil 1997)37. 

Back when I was working at Origin Systems I asked this producer, 'Why don't you make games 

to include your female players?' And he looked at me and said, 'I have more left-handed players 

than I have female players and I don't make games for left-handed people. Why should I make 

games for you? 

In a more recent interview (Bedigian 2004), Graner Ray reports an attitude change in the 

industry toward its female players. Yet Tammy Yap, with six years experience as a game 

programmer, reported a similar experience to The Washington Times Online38 in 2005. She 

indicated to her colleagues that the Las Vegas showgirl style of most female game characters 

could offend some women. He responded that it did not matter because “women don't play 

video games” (Sandoval 2005). 

                                                 
36 This is not to say that there are no women in the video game industry. To mention a few of the most 
influential: Anne Westfall (Free Fall Associates), Roberta Williams (founder, Sierra Entertainment Inc.), Brenda 
Laurel (consultant, speaker, writer), Laura Fryer (Director of Xbox Technologies, Microsoft), Jane Jenson 
(writer, designer), Ellen Guon Beeman (Project Manager, Monolith Production), and Nicky Robinson (Director 
of Technologies, Stunt Puppy Entertainment) (Graner Ray 2004).  
37 http://archive.salon.com/21st/, accessed 2007-03-12 
38 http://www.washingtontimes.com/, accessed 2007-03-12 
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All in all, game production fosters a special culture and setting. The stigma of the white male 

working in the basement still lingers; in many ways this is still true, but the industry has also 

become professionalized. 

GAMERS 
So, what about the persons playing video games: the gamers? Playing video games is part of 

our culture. The stories told by those who play games reveal that it can generate meaningful 

and engaging interaction (e.g. Valdés 1992; Arnstad 1999). Despite this positive feature of 

gaming, it is sometimes stigmatized: kids play – grown-ups work. Compared to many Asian 

countries, where gaming occurs predominantly in gaming public cafés, gaming in most of 

Europe and North America is a secluded activity, hidden in the home away from the public 

eye. Thus the number of gamers may be underestimated. 

According to Mediebarometern 2004 (Carlsson 2005), 17% of Sweden’s population play 

video games. Gameresearch.com suggests a higher proportion, however, claiming that every 

third person in Sweden plays video games regularly for an average of 2.4 hours a day. The 

dominant view is that teens are the main consumers of games, but as the number of people 

having grown up with computers increases, the age of the gamers is rising. According to 

Entertainment and Leisure Software Publisher Association, the average age of a gamer in 

Sweden is 28 years.39. The Entertainment Software Association40 estimates the average US 

gamer to be 30 years old. 

It is not an objective of this thesis to answer the question of why people play video games, 

although it is, in fact, an intriguing question. Among the possibilities is Jenkins’s (1998) 

suggestion that children domesticate their surroundings, and that virtual worlds make up for 

the lack of physical space in urban living environments. Bartle (1996) considers the situation 

to be more complicated, however, and presents a model with four types of MUD participants 

– achievers, socializers, killers, and explorers – each group having several reasons for 

engaging in virtual worlds. Hsu and Lu’s (2004) study suggests, on the other hand, that people 

play for no particular purpose. 

However, according to the analytical results, perceived usefulness did not appear to drive user 

participation. Players thus continue to play without purpose. Hence, we infer that another factor 

                                                 
39 http://www.elspa.com, accessed 2006-10-31 
40 http://www.theesa.com/, accessed 2006-10-31 
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related to the acceptance of entertainment-oriented technologies should be considered. Social 

factors and flow experience are likely to be important influences on the acceptance of the on-

line games (p. 862). 

It is striking that every story of gamers interacting with games reveals individual subjective 

reasons for gaming41. Any attempt to quantify reasons and “find” a particular “objective” 

reason for gaming seems to be misdirected. Because no one reason can be found, however, it 

does not mean that players “play without purpose”, to use Hsu and Lu’s words. Gamers’ 

purposes may be subjective and individual, which in no way invalidates them. 

REAL LIFE 
The relationship between gaming and real life is both socially and economically notable. The 

friendships that develop in the social arena can be strong, even when compared with real-life 

friendships. In a study of EverQuest, Yee (2001) reports that 47% of the gamers consider their 

EverQuest friends to be comparable to their real-life friends. Or, examined in another way, 

38% thought that relationships with their EverQuest friends did not come close to their real-

life relationships. However, another 15% of respondents considered EverQuest friends to be 

better than real-life friends. Social relationships deeper than friendship have evolved in these 

worlds, as well, with 10% of the respondents claiming that they have had a crush on or fallen 

in love with another player. In these worlds, marriages are arranged between avatars. Most of 

the time this is a part of role-play, but there are many partners, families, colleagues, and real-

life friends playing together as well. There can, however, be negative effects in the social 

sphere. The most commonly noted flipside of gaming is addiction. 

Gaming addiction receives a great deal of attention in the media. Under “games addition”, 

Google, for instance, reveals over 3 million hits. Yee’s study reports that gamers spend an 

average of 21 hours per week in their virtual world (Yee 2005). In July 2000, the signature 

Laura opened a discussion board on the Internet called EverQuest Widows,42 posting the 

following message: 

 

                                                 
41 Nick Yee is undertaking a fascinating research project in this area. Through the Daedalus Project, he has 
already collected data online from several thousand MMORPG players about who plays and for how long. The 
project also provides answers to open-ended questions on why these people play 
(http://www.nickyee.com/daedalus/, accessed 2006-10-31).   
42 http://health.groups.yahoo.com/group/EverQuest-Widows/, accessed 14 September 2005. 
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Hello All, 

Welcome to Day 1 of EverQuest Widows! I guess we might as well start with introductions: I'm 

Laura, age 35, college professor. My EverQuest Addict (hereafter 'EQA') is Sadre (that's his EQ 

[EverQuest] name), age almost 37, unemployed college professor in Real Life/RL and Level 52 

Enchanter in The World/TW. I sure wish he got paid for making levels in EQ... :-) 

Last nite Sadre told me that a Character that he knew pretty well in EQ died in RL....They are 

going to hold a funeral for the guy's character in TW soon. Sadre didn't know anything about the 

Person until he died, which is kind of weirding me out. Also, it brings up the philosophical 

question: Which is more "real" – Real Life or The World? For myself, RL is my only reality. Yet 

for my EQA, TW is much more "real": almost all of his friends and activities are in EQ. RL for 

him appears from my perspective to consist of the inconveniences of having to eat, sleep, and 

log on to the computer. Perhaps I exaggerate a little for effect.... But what do you all think? 

Anyone care to share? 

Looking forward to our chats, 

Laura 

Your Humble Moderator 

This message was the initiating post on a discussion forum called EverQuest Widows. This 

forum/group functions as a community for people whose close relatives play their 

MMORPGs “too much”: game addicts.  The forum contains stories about divorces, child 

neglect, financial problems, going cold turkey (a concept usually used in relation to drugs), 

and much more. In September 2005 there were 25,399 messages posted on the topic of 

gaming addicts. The stories are not only about EverQuest, but about MMORPGs in general; 

most game addicts receive their “fixes” from more than one MMORPG. 

Then, there are the economic effects; there is an economic system in most or all of these 

persistent worlds, structuring the bartering, trading, buying, and selling, both among the 

avatars themselves and between the world (developer) and the avatars. As gamers make their 

way through these worlds, they need money to buy weapons, armor, food, magic spells, and 

items of all sorts. In some games, the gamer can even buy land and real estate. By buying and 

selling, the player may create a virtual fortune or surplus, which is of greater interest. As a 

matter of fact, the economic side of these worlds plays a large part in being there, in gaming. 

Castronova’s (2001) study of EverQuest compares the world of Norrath to that of a real-life 
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country. If Norrath were a real country, it would have been the world’s 77th richest one, its 

wealth roughly equal to that of Russia’s. On average, every avatar makes about USD 3.42 an 

hour collecting and selling valuable goods in-game (USD 3.42 per hour is thus potentially 

attainable, as the in-game currency would be sold for dollars). Virtual items, money, avatars, 

and accounts are sold over the Internet on auction sites such as eBay43 or PlayerAuctions44. 

The price of these items varies, but a high-level avatar can, in most games, accumulate 

enough money to make a decent living in real life, if the real-life market for that MMORPG is 

large enough. Companies like the Black Snow Interactive have taken advantage of this need 

for virtual goods and currency. With a few computers and a number of low-wage 

‘independent contractors’ working around the clock, harvesting money and valuable items 

within their MMORPG, the Dark Age of Camelot (Mythic), Black Snow Interactive made a 

good profit. When it comes to harvesting and exchanging virtual money and items for real 

money, there seems to be no limit to the creativity of gamers. The producers of the 

MMORPGs have tried to fend off this behavior by making users accept a so-called End User 

License Agreement (EULA). But the legal status of this agreement has been untested at this 

writing. 

CONCLUDING REMARKS ON “THE GAME LABEL” 
…play is a voluntary activity or occupation executed within certain fixed limits of time and place, 

according to rules freely accepted but absolutely binding having its aim in itself and 

accompanied by a feeling of tension, joy, and the consciousness that it is ‘different’ from 

‘ordinary life’ (Huizinga 1950/1938, p. 28). 

Defining MMORPGs as games is not without its problems. Considering a traditional service 

marketing definition45, Timothy L. Wilson and I have suggested that MMORPGs may be 

defined as services instead (Zackariasson and Wilson 2004), as they offer the gamer the 

possibility of entering these persistent worlds 24 hours a day, 7 days a week; somewhat 

similar to providing Internet connections. Bartle (2003, p. 474) also argues along these lines: 

“People go to places, do things there, and then they go back home.” The difference between 

Bartle’s assumption and ours is that he was making a statement, not about the character of the 

                                                 
43 www.ebay.com 
44 www.playerauctions.com 
45 There is a general agreement that services are different from physical products in at least four characteristics: 
“intangibility – the intangibility to see, feel, etc. services before they are bought; inseparability – the need to 
consume services as they are produced in many cases; variability – the association of services with their 
producers, and; perishability – the difficulty in storing services in inventory .Once they are produced, they  
frequently are lost if not used” (Zackariasson and Wilson 2004, p. 4). 
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game, but about the mindset that the developer must apply. But, as a service, there is 

something lacking in the definition: What the gamer is actually offered has not yet been 

defined. 

Wilson and I have argued (in line with Book 2003) that life in these worlds could be 

compared to tourism (Zackariasson and Wilson 2005). Both tourism and MMORPGs are 

driven by activities, events, and surroundings. Words are important, and as long as 

MMORPGs are defined and produced as games, they will be perceived as such. If we were to 

call these virtual worlds learning spaces, therapeutic spaces, or working spaces, they could be 

utilized in other ways. Perhaps the best idea of what they are and could be is to be found in 

such science fiction literature as Neuromancer (Gibson 1984) or Snow Crash (Stephenson 

1992). Stephenson describes a virtual world called the metaverse, and its main street, called 

the Street, in the following way46: 

The dimensions of the Street are fixed by a protocol, hammered out by the computer-graphics 

ninja overlords of the Association for Computing Machinery’s Global Multimedia Protocol Group. 

The Street seems to be a grand boulevard going all the way around the equator of a black 

sphere with a radius of a bit more than ten thousand kilometers. That makes it 65,536 

kilometers around, which is considerably bigger than Earth. 

… 

Like any place in Reality, the Street is subjected to development. Developers can build their 

own small streets feeding off the main one. They can build buildings, parks, signs, as well as 

things that do not exist in Reality, such as vast hovering overhead light shows, special 

neighborhoods where the rules of three-dimensional spacetime are ignored, and free-combat 

zones where people can go to hunt or kill each other. 

The only difference is that since the Street does not really exist – it’s just a computer-graphics 

protocol written down on a piece of paper somewhere – none of these things is being physically 

built. They are, rather, pieces of software, made available to the public over the world-wide 

fiber-optics network. When Hiro goes into the Metaverse and looks down the Street and sees 

buildings and electronic signs stretching off into the darkness, disappearing over the curve of 

the globe, he is actually staring at the graphic representation – the user interface – of a myriad 

different pieces of software that have been engineered by major corporations. In order to place 

these things on the Street, they have had to get approval from the Global Multimedia Protocol 

                                                 
46 In my informal discussions with different developers of virtual worlds, these two books seem to be the major 
source of inspiration for thinking about virtual worlds and the forms they may take in the future. 
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Group, have had to buy frontage on the Street, get zoning approval, obtain permits, bribe 

inspectors, the whole bit. The money these corporations pay to build things on the Street all 

goes into trust owned and operated by the GMPG, which pays for developing and expanding 

the machinery that enables the Street to exist (Stephenson 1992, p. 24-25). 

To summarize this chapter, I have described the fundamental features of the video game 

development industry and its extensive growth from its early beginnings in the 1970s to the 

present time. Starting with early playing and experimentation with computers and the 

possibilities they presented for entertainment, today this is a huge industry, highly 

professional in its organization and development. The stereotypical picture of teenage boys 

developing games in the basements of their parents’ homes is no longer as valid a description, 

as it might have been in the early days; like any other massive organization, it now relies upon 

offices and project plans. It is this cultural idea of the unruly developer that people in this 

industry most enjoy reproducing, emphasizing the special culture and people in it. Like most 

industries, this one has distinctive features, like the combination of artistic skills and technical 

competence; but in general the industry has become a professional industry like many others. 

A willingness to indulge oneself in gaming has followed a development similar to that of the 

industry itself. The generation that has grown up with video games continues to play. Thus 

games and gaming has spread to a wide audience. Being a gamer today does not place a 

person in a subculture, as was the case in the 1970s and 1980s; games are currently part of a 

general media culture. Furthermore, games that emphasize social interaction seem to attract a 

more mature audience, as in the case with MMORPG. Most of these gamers have the 

financial capacity to buy the hardware and software that is required, as well as the monthly 

subscriptions. These are the games that demand the greatest amount of time and commitment, 

leading to conflicts between engagement in the virtual world and engagements in the physical 

world. Gaming is a pervasive activity, the consequences of which are yet to be discovered. 

The video game industry will likely continue to grow. There are three main factors, described 

throughout this chapter, that indicate this trend: the professionalization and growth of the 

industry, the growing acceptance of gaming in particular and computers in general, and 

technical development. These factors, taken together, build an environment where they 

nurture each other and accelerate the development and playing of video games. 
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3 
METHOD 

The material used in this thesis is from two sources:  my participation within the virtual world 

of Rubi-Ka and my interviews with people who led the development of Anarchy Online. By 

interviewing a selection of people responsible for the development of Anarchy Online and by 

reading the documents they produced during the development, I was presented with stories 

about the late 1990s, as told in 2004. I interacted in that world as both a researcher and a 

gamer, so these stories and experiences are my own. In this way, this material not only 

reflects facts about the development and general understanding of Anarchy Online; it also 

represents my personal experience and the stories of five other people. In short, then, this 

material reflects both development and gaming. 

This chapter begins with a description of the three ways in which this material was collected:  

through interviews, documents, and virtual ethnography. The first two are in relation to the 

developers, and the last is from my study of the game itself. I then describe the analytical 

methods used to make this material understandable: narrative and discourse analysis. Finally I 

address the issue of accountability in this research project. 

INTERVIEWS 
Interviewing people who participated in the development of Anarchy Online in 2004 

presented me with stories of how they understood and made sense of this process that 

occurred between 1995 and 2001. Our discussions three years after the game was launched 

seemed to trigger many memories for them, and they were able to reminisce about a time that 

they consider to have been marked by hardship, but also by fun, adventure, and success. 

Conducting an interview is neither self-explanatory nor unproblematic. How does one best 

relate as a researcher to the person of interest in order to obtain information on a specific 

topic? In books on practical scientific methods, interviews are occasionally portrayed as a 

process whereby researcher and interviewee engage in a mutual exchange of views, with the 
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parties sharing approximately the same premises. Chirban (1996), for example, describes the 

meeting of the interviewer and the interviewee in this way: 

The energizing pulse defines the initial moment where resonance of characteristics of feelings 

occurs following the potential for actions that draws the participants into new relationship. This 

moment and this experience indicate that connectedness of the participants where they share 

the spark of life in an effective interview (p. 16). 

Although Chiriban’s evaluation of the situation may sound ideal, the interview is not mutual, 

and can never become mutual, because the positions of the individuals involved are so 

different. Interviews are usually conducted by people from the academia interrogating a 

person from outside academia with little or no contact with the academia. As Czarniawska 

(2004) says: 

The first [insight] concerned what, in its usual form, an interview is not: it is not a mutual 

exchange of views. A more correct name would be, perhaps, an ‘inquisition’ or an 

‘interrogation’, quite in tune with the deployable tradition of calling the interviewees ‘informants’. 

The second insight concerned what, in its frequent version, an interview unfortunately is: 

collecting views and opinions on whatever topic is mentioned (p. 47). 

It is important to remember that the interview does not represent anything but itself. The 

interview is part of the construction of reality (e.g. Berger and Luckmann 1966; Gergen 

1999), in a continuous dialogue of signs and sensemaking. It is a construction that is built by 

the person being interviewed and by the researcher giving full and respectful attention to that 

person. Thus what the researcher brings from that meeting is a story that reflects that meeting 

as much as it reflects the discussion about a certain topic.  

As a consequence of this interview approach, I have used open questions to actively 

encourage the people I have met to tell me stories. I began the interview, for example, with, 

“Can you tell me how you got involved in the development of Anarchy Online”? Because my 

interviewees were people who had occupied a great deal of time and paid a great deal of 

attention to the development of Anarchy Online. They were, for the most part, passionate 

about this game, so it was relatively easy to elicit stories about its development. Of course, 

some people were more eager than others to tell their stories, and I had a structured set of 

questions that addressed various aspects of the development process in order to drive the 

interview forward. Sometimes it was necessary to use the questions; other times it was not. 
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My goal was always to use the story that was being told rather than interrupting the storyteller 

with pre-printed questions.  

Here, I would like to note two important aspects of these interviews. The questions that I had 

brought to the interviews were so general that they were answered without my interrupting the 

interviewee by saying, for example: “Did you develop possibilities for social interaction in 

Anarchy Online?” Furthermore, the material I acquired through the stories proved to be much 

more interesting and contain more information than I had initially requested. The researcher 

who brings questions to the interview in hopes of generating interesting stories may be 

disappointed to learn that it is, in fact, only the storyteller who has enough knowledge of the 

event to be able to tell the story. 

In 2004, when I conducted the interviews for this research project, I was given generous 

access at Funcom: contact with everyone I needed to speak with. The people I interviewed 

had all taken part in the development of Anarchy Online, and as I understand it, voluntarily 

agreed to participate in the interviews. They each had had a leading position in the company 

and were key people in the decision-making process. The nine interviews that I conducted all 

took place in the summer and spring of 2004. Of these nine, I am using five: the interviews 

with the creative leaders in the development of Anarchy Online. Although the other 

interviews provided interesting information about the game, it was not information that had a 

direct bearing on its development, as these people joined the project only after the launch of 

Anarchy Online.  

These interviews were later transcribed, interpreted, and analyzed. All but three interviews 

were conducted on site at Funcom, Oslo. The interviews with Tommy Strand and Gaute 

Godager were conducted at the Funcom office in Oslo; I interviewed Marius Kjeldahl over a 

long lunch at a restaurant in downtown Oslo, Tor Andre Wigmostad at a café in downtown 

Oslo, and Martin Amor at the Copenhagen office of the game developer he worked for at the 

time. As Funcom is a Norwegian organization, most of its employees are Norwegian. Thus 

the interviews were conducted in a combination of Swedish and Norwegian – in Martin’s case 

in Swedish and Danish. 

DOCUMENTS 
I was given access to documentation created during the development of the game that 

described such technical aspects as specifications for the graphics and descriptions of areas 
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and quests. Unfortunately this documentation was somewhat limited, because the document 

archives of the development project left much to be desired47. It appears that it was the 

responsibility of the individuals running the project to archive the documents as they saw fit 

and few documents had been saved – primarily those of personal interest to certain 

individuals. Unfortunately, the organization had recently moved to another office as well, and 

had disposed of much of the material in the process. Thanks to a few helpful people at 

Funcom who searched their personal mailboxes, storage, and old maps on the server for my 

benefit, however, I did manage to acquire a few of these documents. As artifacts, they 

represent outputs of the development process itself and documented statements of the world 

being developed. 

VIRTUAL ETHNOGRAPHY 
My participation in Anarchy Online started before my study began to take shape. I entered the 

game at its launch in June 2001 as a gamer looking for amusement, with no thought of 

making Anarchy Online an object of study. It was merely a virtual world to be lived and 

enjoyed. In December 2003, when I started to define my participation in this world as a 

research project, I had already acquired a fundamental understanding of Rubi-Ka, and was as 

much a citizen that world as anyone else playing the game. When I later redefined my 

presence to that of a researcher, I was already taking things in this world for granted, and for a 

long time I did not record my experiences, other than in memory, as stories and episodes of 

my gaming. 

In January 2004, my participation in Anarchy Online began taking the shape of a virtual 

ethnography (Markham 1998; Hine 2000). The primary goal was still to immerse myself in 

this world and to interact fully with others, but where I previously had been the inattentive 

gamer, I now became the attentive researcher. Yet this division is an artificial one, because 

the gamer and the researcher were one and the same. It is not really possible to employ two 

radically different mindsets simultaneously, but the main difference was that although I was 

engaged in the virtual world as a gamer, I was now observing what was happening. 

Both Markham (1998) and Hine (2000) describe the possibility of conducting ethnographic 

research in virtual spaces, by which they mean WebPages, Internet Relay Chat (IRC), 

newsgroups, and forums. There is no doubt that these authors have much to teach the novel 

                                                 
47 The lack of clear project directions and execution was mentioned in the interviews. 
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ethnographer about the peculiarities of virtual spaces. However, the virtual world that I 

studied was a graphical one in which interaction took place in real time. The setting I studied 

was similar to that of Steinkuehler (2005) or Jakobsson (2006): namely MMORPG. Other 

researchers that have made use of virtual ethnography are Dibbell (1998; 2006) and Pargman 

(2000), both of whom provided excellent studies of text-based virtual worlds. Virtual 

ethnographies are thus possible to conduct in virtual worlds with and without graphical 

representation of the world and its content. 

Whereas Markham (1998) and Hine (2000) carve out a space for an ethnographical study of 

texts and documents on the Internet, I have stepped back to the roots of ethnography see my 

work as field work: to “be there” in the setting that I study. Being there, I gained 

understanding by interacting with other people; because, ultimately, ethnography in virtual 

worlds does not differ significantly from ethnography in the physical world. I do not argue 

that these authors are not describing an ethnographic approach. They are doing so, but with a 

new adjective added: “virtual”. I admit to having a small aversion to using the label virtual 

ethnography, which gives the study the impression of almost being ethnography. As an 

ethnographer I have the possibility of participating in the virtual setting under the same 

conditions as I would in real life. In fact, one could argue that the immersion and anonymity 

of the virtual world allows the researcher to take part in the daily digital life as just another 

participant. In a virtual world, there is no one to notice if I am a researcher unless I present 

myself as one. It becomes a matter of ethics how I present myself in this setting. 

In line with the arguments of Paccagnella (1997), virtual worlds are not public spaces in 

which the ethics of eavesdropping on private conversations has played out its role. The same 

ethics that are applied in physical worlds should be applied in virtual worlds. Thus, as soon as 

I started gathering material in a structured way, I revealed the aim of my study to my fellow 

players and told them how I intended to proceed. 

If I had ever viewed my research participation in this virtual world differently than I would 

have viewed it in a physical setting, the experience of a colleague certainly taught me 

otherwise.  My colleague, who also was undertaking a study of a virtual world, did not present 

himself as researcher; nor did he present his participation in the virtual world as being part of 

a study. He was an experienced and successful gamer who had acquired a high level in his 

game and was an officer of a guild with over 100 members – which constitutes a large guild.  
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One night, while sitting in a bar in the virtual world with a friend he had met in that world, he 

decided to tell his friend that his participation was also a part of a study. The friend became 

furious! Learning from this episode, I always made my intentions known to the person in my 

immediate surroundings inside Anarchy Online. The people in my guild, in fact, were 

constantly reminded of my researcher status, because of the many questions I asked them and 

the many opinions I sought. I was gaming, yes, but I was also a researcher participating in this 

virtual world and collecting material for research. 

To treat ethnography in a virtual world the same as one would treat it in the physical world 

renders the virtual world a legitimate area for social interaction. It allows one to view the 

individuals inhabiting this world as genuine, albeit virtually existing individuals – not merely 

as graphical representations or names on a screen. 

As Hine (2000) points out, however, there are some obvious differences that cannot be 

disregarded when conducting a virtual ethnography. Instead of the constant physical presence 

that is the trademark of traditional ethnography, as described by Geertz (1973; 1988) or van 

Maanen (1988), virtual ethnography is constantly enmeshed with the ordinary life of the 

ethnographer. Hammersley and Atkinson (1995) provide a basic view of ethnography as: 

In its most characteristic form it involves the ethnographer participating, overtly or covertly in 

people’s daily lives for an extended period of time, watching what happens, listening to what is 

said, asking questions – in fact, collecting whatever data are available to throw light on the 

issues that are the focus of the researcher (p. 1). 

When entering people’s daily lives is to travel no further than one’s computer, there is no real 

physical separation or distance marked by traveling and being there. Virtual ethnography 

enables researchers to be there, however intermittently, without physical hindrance, whenever 

they choose, at any time of night or day. 

Turkle’s (1984; 1995) studies of virtual participation do not build on material collected from 

the people she met online. Because she was interested in the constant identity construction 

that takes place offline and online, it was impossible for her to consider only what she 

experienced online. In my study, the opposite is true: The activities that occur online are the 

focus of interest. Unlike Turkle, I have not met in the physical world any of the gamers that I 

met in Anarchy Online. The people I met online were the people that I interacted with. 

Whether or not a particular persona actually corresponded with the identity of the physical 
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person behind it was never an issue and had no significance for this study. It is the actions 

made within the virtual world that I studied. If a person claiming to be a twenty-year-old 

woman is really a middle-aged man, it does not change the action. As interesting as this play 

with identity may be, it is not the subject of this study and is not significant to it. In 

subsequent chapters, I provide descriptions of the people behind the avatars; but these 

descriptions refer only to claimed identities; I have no way of knowing if they are true 

identities. 

In practice, the material I constructed through this ethnography consisted of both texts and 

photos. Because chatlogging is a function built into the Graphical User Interface (GUI) that 

transfers what is said in the chat to a text file, it was possible for me to log my conversations. 

In addition to these files, I took notes and wrote down stories of the various events that 

occurred. Apart from the chatlogging, I also took screenshots, capturing situations as seen on 

the screen, just as I would with a regular camera. 

But, most of all, I was there. I spent 1,944 hours in this world over a period of 3.5 years – 81 

days, or the equivalent of one year of full-time work. None of the textual and pictorial 

material would do justice to the world I was studying. It was not until they were pulled 

together and emplotted with my experience of events that the feelings of being there, of being 

immersed in a virtual world, began to make sense. It is this feeling that I am representing in 

the second part of the empirical material: the story of how I became a citizen in Anarchy 

Online, and what I could and could not do as a citizen. 

The material I collected is presented in two chapters: Empirical 1.0 and Empirical 2.0. The 

first empirical chapter presents the interviews with the developers, the second the experience 

of entering Anarchy Online and participating in that virtual world. 

ANALYTICAL FRAMEWORK 
In this thesis, I use two frameworks for analyzing my empirical material: a narrative method 

for analyzing how the stories of the development were presented, and a discourse analysis to 

analyze what was being said in the interviews. As for the virtual ethnography, I analyze this 

material only using discourse analysis – reading events from within this world as texts. 
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Narrative 

When applying a narrative approach, I follow the work of Riessman (1993) and Czarniawska 

(1998; 2004), who have both developed methods for narrative analysis in organization theory. 

As Riessman (1993) puts it, “Story telling, to put the argument simply, is what we do with our 

research material and what informants do with us” (p. 1). Thus analyzing the story telling, the 

narrating of events, will, in itself, help us to understand how these people make this period 

understandable and how they perceive some aspects of importance when retelling it in an 

interview. For Czarniawska (2004), narrative analysis serves the purpose of analyzing texts on 

various levels; this, for her, is the difference between interpreting the story (What do they 

say?) and analyzing the story (How do they say it?). 

The material I acquired from my interviews was the result of a long chain of translations. “A 

teller in a conversation takes a listener into a past time or ‘world‘ and recapitulates what 

happened then to make a point, often a moral one” (Riessman 1993, p. 3). In this case, the 

interviews were conducted three years after the game was launched, which required the 

people I interviewed to rely upon their memories to recapitulate events of three years, 

sometimes even nine years earlier. Thus the happenings that were presented to me in 2004 

were memories from 1995 and 2001. So if there are facts to put on the table, they are usually 

not to be found in the interviews, but in documentation from that period. Yet even these 

documents are translations, from event to text. Therefore, it makes sense to focus first on how 

the story is told when I interview these people, rather than what these people claim has 

happened as windows to past events. 

In an ideal study, I would have had the opportunity to participate in the development, 

shadowing people as they were developing the game, and perhaps even participating in the 

development. None of these ideals could possible be met, however, as the game was already 

developed before my study began. Thus the interviews were required to serve the same 

purpose. It was my hope that the time lag between development and interviews might even 

have worked to my benefit by giving the developers sufficient time to reflect over the various 

happenings, but not enough time to forget these events. 

All talk is not narrative, but they are emplotted (Czarniawska 2004) as researchers analyze or 

work with their material in other ways: Through interviews, events are plotted in 

chronological order when they are arranged logically; later a narrative of relationships is 
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constructed between the events in that story. In that way, an interview situation provides the 

foundation for narratives, but it also leaves both the interview and the text open for further 

interpretation. Following a similar logic, Boje (2001) argues that “[s]tories are ‘antenarrative’ 

when told without the proper plot sequence and mediated coherence preferred in narrative 

theory” (p. 3). Antenarratives are thus the building blocks of a narrative, before it has been 

narrated. They do not prescribe a narrative, but are open to the speculative and ambiguous. 

Given the stories or antenarratives I was presented with – bits and pieces of what the 

developers perceived to have happened at that time – I use this material to deconstruct the 

way they were presented to me. 

In a narrative analysis of a text, one way to inquire the text is to deconstruct it. Inquiring a text 

requires the researcher to examine it critically, questioning its structure and content: Who 

wrote this? Why was it written? How was it written? These and other questions form the basis 

for inquiring the text, which I do in this section of the thesis.  

Deconstruction is a method that originates in a dualist ontology: the reality of mind and of 

world, or what is “out there” and what is “in here” (Gergen 1999). This line of philosophy 

challenges the assumption that language is a reflection of the world. From a deconstructionist 

perspective, language is a construction. The epistemological problem then becomes how we 

learn about what is “out there” with a language that is “in here”. One way to deal with this 

problem is to analyze the text and how the writer or speaker tries to make sense of what is 

“out there”. 

In introducing the deconstruction of texts, Derrida has argued that “There is nothing outside 

of text” (cited in Gergen 1999, p. 24), meaning that text has no direct relationship to 

something “out there”. For Derrida, language was self-referral, and did not mirror reality. 

When deconstructing a text, it was then possible to show what world “out there” was 

constructed by a specific text. For him, to understand a text was also to understand the 

difference built into the text – a matter of presence and absence. According to Derrida, words 

have binaries: black and not-black. Black finds its meaning as not being the other, not being 

white. A word like “dog” has no meaning in and of itself, for example; in order to understand 

what “dog” means, we must contrast it to other terms, like “not cat”. These binaries become 

critical when we use such abstract words as “democracy”. How is this word filled with 

meaning, and how do we relate this word to others? “From this standpoint, whatever is argued 
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clearly and confidently masks a profound fragility – the fact that all the terms making up the 

argument are deeply ambiguous” (Gergen 1999, p. 29). 

Deconstruction is but one way of analyzing a text with a narrative approach. For Czarniawska 

(2004), it is “a technique and a philosophy or reading, characterized by a preoccupation with 

desire and power” (p. 96). Or as Martin (1990) expresses it, it is a way of revealing the truth 

of a text and undermining it. 

Deconstruction focuses on suppressed conflicts and multiple interpretations of a text in order to 

undermine all claims to objective “truth” (p. 340). 

Deconstruction cannot and does not claim to reveal the truth of what the author of a text 

intended to communicate. This is particularly germane when a speech, rather than a literary or 

philosophical masterpiece, is being deconstructed (p. 342). 

Both Martin (1990) and Czarniawska (2004) emphasize that the deconstructing of a text is an 

act of revealing what is taken for granted in its content and how different techniques are used 

to communicate a message to the reader. This is done by muting certain voices while 

simultaneously speaking to plots that the reader may already know. Although there is no strict 

method for doing this, it is a process of dismantling the text and challenging what is taken for 

granted and how connections to an “out there” are made. 

When deconstructing a text, Czarniawska (2004) suggests a seven-step sequence (adapted 

from Martin [1990]); although these steps are to be seen as “…inspiration, not as prescription 

to be followed literally” (p. 97). In this analysis, the following five of the suggested steps 

were used: 

1. Dismantling dichotomies: What fields do they perceive as oppositions when 

describing the development? 

2. Examining silences: In their stories, all voices are not heard. Who is granted existence 

in these stories and who is silenced? 

3. Disrupting elements: We expect certain things to happen as stories are being told, 

depending on the characteristics of the story. Considering these stories, what elements 

fall outside of these expectations? 
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4. Metaphors: Metaphors are well used ways to visualize arguments or ideas. But what 

metaphors are used, and how? 

5. Alternative story: In offering another story within the same genre as the stories that 

were told in the interview, it is possible to mirror these stories and the way they speak 

to us. That is, the genre of the text will be further anchored as it is compared to 

another story within the same genre. This approach differs from the practice of 

restructuring the same story within another genre, thus rendering more apparent what 

has been built into the text. 

Discourse analysis 

When introducing the method of discourse analysis, Mills (1997) begins by arguing that the 

term “discourse” has acquired a wide array of meanings. A definition of discourse is 

dependent on the field in which it is applied (critical theory, sociology, linguistics, 

philosophy, social psychology, and many others), but a general definition can be found in a 

dictionary: 

discourse: 1. a conversation, especially of a formal nature; formal and orderly expression of 

ideas in speech or writing; also such expression in the form of a sermon, treatise, etc.; a piece 

or unit of connected speech or writing (Middle English: discours, from Latin: act of running 

about) (Longman Dictionary of the English Language 1984, cited in Mills 1997, p. 2). 

Discourse analysis has also been applied in organization studies (e.g. McKinlay and Starkey 

1998; Chia 2000; Hardy 2001). Here this approach has served the purpose of studying 

organizations as settings for discourse production and reproduction. These discourses are in 

no way bracketed from outside organizations, but depending on the formal relationships in 

organizations, can play out differently than they otherwise would. 

In this thesis I apply a further development of this analysis called critical discourse analysis. 

This is one form of discourse analysis that has the aims to “investigate the underlying 

assumptions and beliefs in discursive statements”(Styhre, Backman and Börjesson 2005, p. 

554)”. According to Fairclough (1992, cited in Mills 1997), discourse is often used by recent 

studies to: 

Refer to the different ways of structuring areas of knowledge and social practice. Thus the 

discourse of ‘medical science’ is currently the dominant one in the health care, through it 

contrasts with various holistic ‘alternative’ discourses (e.g. of those homeopathy and 
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acupuncture) as well as popular ‘folk’ discourses. … Discourses do not just reflect or represent 

social entities and relations, they construct and constitute them (p. 132). 

The approach that language both represents and constitutes social realities has been 

thoroughly discussed in organization studies (e.g. Astley and Zammuto 1992; Mauws and 

Phillips 1995; Gergen and Thatchenkery 1996; Styhre, Backman et al. 2005). What make 

these analyses critical (as opposed to the non-critical analyses) are the ideological 

connotations. 

One of the most influential authors to write on the subject of discourse was Foucault. 

Introducing the topic in his installation speech at École de France he said: 

I would really like to have slipped imperceptibly into this lecture, as into all the others I shall be 

delivering, perhaps over the years ahead. I would have preferred to be enveloped in words, 

borne way beyond all possible beginnings. At the moment of speaking, I would like to have 

perceived a nameless voice, long preceding me, leaving me merely to enmesh myself in it, 

taking up its cadence, and to lodge myself, when no one was looking, in its interstices as if it 

had paused an instance, in suspense, to beacon me. There would have been no beginnings: 

instead, speech would proceed from me, while I stood in its path – a slender gap – the point of 

its possible disappearance (1982, p. 215). 

Following Foucault (1969), I use three concepts that build the foundation of the discourse 

analysis: statements, discursive formation, and discourse. Statements are the smallest units of 

the analysis and the building blocks of discourses. A statement does not refer to any 

grammatical relation or letters, to words or sentences, or to a literary analysis. Rather, it refers 

to a claim made about the state of the world – the social world or world of nature, for instance 

– during a certain historical period. “Only questions of how the statement appears grant full 

attention to the statement, only how does not immediately shift the attention away from the 

statement itself to that which could possibly provide the statement with a meaning or an 

explanation” (Åkerstrøm Andersen 2003, p. 10-11). 

Danaher et al. (2000) argues that statements are relatively rare. Whereas a discourse can 

potentially contain an infinite number of statements about the state of reality, there are 

actually only a few that are referred to repeatedly by the members in that discourse; being 

referred to repeatedly grants the statement the status of truth. But, statements are also 

relational and refer to each other. Some are more anchored in certain discourses than others 

are, and statements that are applied over numerous discourses could be considered rare. 
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There is no statement in general, no free, neutral, independent statement; but a statement 

always belongs to a series or a whole, always plays a role among other statements, deriving 

support from and distinguishing itself from them; it is always part of a network of statements, in 

which it has a role, however minimal it may be, to play (Foucault 1969, p. 111). 

According to Åkerstrøm Andersen (2003), there are four criteria to be fulfilled by a statement. 

1) A statement creates objects of what it addresses; 2) it creates a subject position that can be 

signed over to individuals; 3) it situates its elements in a space where they can breed and 

multiply; and 4) it has to be integrated into operations where it is maintained. A claim like “I 

am superior” cannot be considered a statement, therefore, as it does not meet these criteria, 

whereas “men are superior to women” is a claim that can be, is, and has been, employed 

repeatedly in discourses. The latter claim can be a statement if it objectifies what it addresses 

(men); if it enables a position that other individuals can assume; if it is situated in an 

environment in which individuals keep stating the claim; and if it has to be used in actions. A 

patriarchy is an environment in which the claim that men are superior to women can thrive 

and multiply. It objectifies what it addresses and makes it possible for other individuals to 

assume the position; it also enables the statement to multiply and be acted upon. Thus, it can 

be considered as a statement in that discourse, together with many others, of course. 

A statement about the world is also (for instance) a statement about their motives of the person 

making the statement. Their social interests. Their psychiatric state. Their lack of breeding. Or 

their ignorance (Law 2004, p. 98). 

Discursive formation is the complete system of dispersed statements, their relation and use 

during a specific period in history; however, this is not to be considered a structure. 

Whenever one can describe, between a number of statements, such a system of dispersion, 

whenever, between objects, types of statement, concepts, or thematic choices, one can define 

a regularity (an order, correlations, positions and functionings, transformations), we will say, for 

the sake of convenience, that we are dealing with a discursive formation – thus avoiding words 

that are already overladen with conditions and consequences, and in any case inadequate to 

the task of designating such a dispersion, such a ‘science’, ‘ideology’, ‘theory’, or ‘domain of 

objectivity’ (Foucault 1969, p. 41-2). 

After the archive has been filled, when statements from a specific period in history have been 

collected, it is possible to make inquiries about the discursive formation. Or alternatively, 

when statements from several historical periods have been gathered and sorted out. “The 
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fundamental question to the statements posed by discourse analysis in the attempt to create 

discursive formations is: ‘Why did this and no other statement happen here?’” (Åkerstrøm 

Andersen 2003, p. 14). It is thus the statements in themselves that are of interest to analyze. 

As the existence of one statement excludes other statements, it is fruitful to inquire into both 

the existing statement and its relationships with other statements. 

A discourse is the complete set of ideas and statements in circulation during a certain period 

that enables people to make sense of things. A discourse includes not only the existing 

statements, but also their relationships and distribution. It thus builds the base for thinking 

about and approaching topics in the daily existence of individuals. It is a mindset that enables 

individuals to make sense of and act in their environments (Foucault 1993). Going back to the 

example of the patriarchal discourse, it is today a basis for thinking about (in)equality 

between the sexes. The strength of the discourse is beginning to diminish – in some settings 

more than others. Nevertheless, its domination over competing discourses is still obvious in 

many settings, like politics, work, and education. To a great extent, therefore, discourses steer 

or guide daily thinking and acting in the daily lives of all individuals. 

My general theme isn’t society but discourse of true and false, by which I mean the correlative 

formulation of domains and objects and of the verifiable, falsifiable discourses that bear on 

them; and it’s not just their formulation that interests me, but the effects on the real to which 

they are linked (Foucault 1994/1978, p. 237). 

For the purpose of my analysis, I wish apply a slight modification to the way statements are 

understood here by looking at them in relation to a relativistic ontology (Latour and Woolgar 

1986; Latour 1987). Danaher et al. (2000) argue that statements, though relatively few in 

number, are central to claims about the state of the world, about truth. But if reality is often in 

the process of becoming, at least until controversies have been settled, then statements are 

also in the process of becoming. Statements would not, then, be something that is either true 

or false. Therefore the third and fourth criteria of Åkerstrøm Andersen (2003) would be 

fulfilled in the process of forming and enrolling alliances. 

In studying how scientists do science, Latour and Woolgar (1986, p. 75-86) have categorized 

how scientific facts acquire status the status of truth, in talk and in written texts. Their 

categorization consists of five types, depending on the relationship established between 

entities (see Table 2). The types range from pure speculations to taken-for-granted facts  
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Type 1 Speculation “Peter [ref.] has suggested that in goldfish the 
hypothalamus has an inhibitory effect on the secretion of 
TSH” 
 

Type 2 Claim “This was because the modalities encompassed 
expressions of basic relationships seemed to draw 
attention to the circumstances affecting the basic 
relationship” 
 

Type 3 Assertion, including 
modalities 

As type 4, but modalities are introduced in the 
relationship 
 

Type 4 Assertion A has a certain relationship with B 
 

Type 5 Fact “In the grid test, rats do not react as if they were on 
neuroleptics” 

Table 2, adapted from Latour and Woolgar (1986, p. 75-81) 

Latour and Woolgar (1986) suggest that the change  from speculation to facts is not 

necessarily a gradient scale. Statements are placed in categories, depending on how much they 

have to be supported by modalities. Latour and Woolgar studied scientific statements. A Type 

5 statement, “in the grid test rats do not react as if they were on neuroleptics” (p. 77), was 

simply taken for granted, and no reference was necessary to support this statement. Type 4 

statements such as “A has a certain relationship with B” make explicit the relationship that 

was taken for granted. The relationship between a Type 4 and a Type 3 statement such as 

“The structure of GH.RH was reported to be X” (p. 78) is the reference to other statements 

which the current statement refers to as modalities. Remove that modality, and we have a 

Type 4 statement: “The structure of GH.RH is X” (p. 78). A Type 2 statement, such as “There 

is a large body of evidence to support the concept of a control of the pituitary by the brain” (p. 

78) has the form of a claim, “because the modalities encompassed expressions of basic 

relationships seemed to draw attention to the circumstances affecting the basic relationship” 

(p. 78). Finally, Type 1 statements like “Peter [ref.] has suggested that in goldfish the 

hypothalamus has an inhibitory effect on the secretion of TSH” (p. 79) are speculations about 

a certain relationship.  

These five types of statements differ in their degree of “factual state”; if a relationship or a 

state can be considered a fact. In the scientific community studied by Latour and Woolgar, 

there was a constant struggle to establish statements that came as close as possible to Type 4 

or 5 – to enhance the fact-state or strengthen the relationships between findings. 
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The scientists in this case who were struggling to transform statements from claims to facts, 

caused Latour and Woolgar (1986) to wonder about the mobility of statements. The scientists 

aimed at creating as many Type 4 statements as possible:  

The objective was to persuade colleagues that they should drop all modalities used in relation to 

a particular assertion and that they should accept and borrow this assertion as an established 

matter of fact, preferably by citing the paper in which it appeared (p. 81). 

Thus by publishing articles, scientists publish statements as claims. But, if these claims are to 

be turned into assertions not supported by modalities, they must be picked up by other 

scientists: “To survive or to be turned into fact, a statement needs the next generation of 

papers” (Latour 1987, p. 38). One’s claims have become assertions; the modalities supporting 

the claim or assertions, are seldom dealt with anymore, and are forgotten. It is these 

statements that are more difficult to detect, because we assert that this is they way things are; 

and that have the possibility of exerting a greater impact on actions, just because they are tacit 

– as opposed to explicit. 

The statements that were extracted from the interviews varied from general to specific, and 

concerned a diversity of fields, including techniques, organizing, literature, and human nature. 

Thus the interviews, and the notions of the interviewees, did not only include a narrow set of 

technical assumptions about how to create a game. The many topics relevant to the story of 

developing Anarchy Online were as diverse as they were unexpected – topics that could 

surface due to the openness of the interviews. I have arranged the statements that I have 

excerpted thematically: game technology/mechanics, organizing and management, and human 

nature. 

ACCOUNTABILITY 
I make use in this thesis of what Smith and Deemer (2000), building on Hammersley (1990), 

have suggested as criteria for judging accountability in research: plausibility, credibility, and 

descriptive validity. These authors offer a valuable alternative to the traditional criteria that 

the social sciences have imported from the natural sciences: validity, reliability, and 

generalization. These criteria can be problematic to apply, as they presume that ontology is 

primarily dominant in the natural sciences. How plausible are the results of a study 

considering our present knowledge, and how credible are these presented to the reader in the 

text? There are always competing perspectives to any phenomenon. But how good is this as a 
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description of the phenomenon? Good research lends itself to further research; thus a valid 

description enables continuation. When applying these concepts to qualitative research such 

as ethnography, they make more sense than do the traditional three we have adopted from 

natural science. 

First, the results of this research are plausible because the various aspects of the study have 

been present in other research and referred to throughout the thesis. Thus, each piece of this 

study, taken on its own, is, in one way or another, already on its way to being integrated into 

what we consider to be uncontested knowledge: narratives, politics of artifacts, developers’ 

influence, game-gamer interaction, and organizational discourses. Each serves to form an 

understanding of the development of Anarchy Online. It is only in their combination that 

novelty exists. 

Second, the credibility of this study is dependent upon the descriptive sections that bring the 

material I have used to the reader. Of course, it is not possible to bring in the whole material, 

and any inevitable summarizing is a matter of exclusion. By bringing the voices of different 

people in citations, I have provided a foundation for the possibility of a credible description. 

Gaining credibility in these descriptions has further provided possibilities for acquiring the 

same in the results. 

Finally, as this phenomenon is relatively new, at least in organization studies, the value of this 

study is mainly in its descriptions. These descriptions offer an understanding of the 

development of one of these MMORPG, and the virtual world in which it has been launched. 

Taken together, these two descriptions enable a wider understanding than do the fragmented 

existing descriptions. This thesis also raises the possibility for taking these descriptions for 

further studies in this area. 
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4 
EMPIRICAL 1.0 

In this chapter I present the development of Anarchy Online, using two types of data:  my 

interviews with the person assigned leadership responsibility over the various parts of the 

game development and the documents that were produced during this period. 

Table 3 shows the people who figure in this description of the development. They have all 

held positions that give them major influence in both the technical aspects and the content of 

the game. In the description that follows, these are the people who represent the development 

of the game in descriptions gathered a few years after the game had been launched in 2001. 

 

Marius Kjeldahl 

Martin Amor 

Tommy Strand 

Gaute Godager 

Tor Andre Wigmostad 

1995 1996 1997 1998 1999 2000 2001 

Table 3: Timeline in the development of Anarchy Online, from the information through the interviews. 

It is worth noticing at this point that timelines are not derived from documentations, but from 

the interviews conducted three years after the game was launched. Thus these times do not 

correlate with any actual times, but with estimated time. Though they present a general 

overview of when the different persons took part in this development. The descriptions 

that follow are structured on the basis of the interviews, with the insertion of topics that are of 

importance in understanding the issues discussed or the context of the interview. 

Launch 
Juggernaut 

Game 
Concept 

Strikenet 
Concept 

Storyboard Mail 
conversation 

Anarchy 
Game 

Treatment 
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Because building the content of a virtual world is as much a verbal and textual 

communication as it is a graphical visual, I use early concept drawing from the development 

to illustrate ideas about their future worlds, the possible contents of these worlds, and the 

graphical expression they could take. 

MARIUS KJELDAHL 
In order to understand the development of Anarchy Online, one would have to go back to the 

early 1990s to a person named Marius Kjeldahl48. Marius began working at Funcom in the fall 

of 1994 as a producer – “a fancy name for a project manager”49 according to Marius. Marius 

had finished his university studies in Germany, but according to him, “studies” may have 

been a bit of an exaggeration. He had spent a great deal of time at the university’s computer 

lab participating in textual worlds of different MUDs. Marius did not actually create a MUD, 

but got himself to the level of wizard in one of them, giving him the power to modify the code 

and be an administrator. 

Short history of Funcom a/s 

Funcom was started in 1993 in Oslo, Norway, by Erik Gloersen, Ian Neil, Andre Backen, 

Gaute Godager, and Olav Mørkrid. At the time Marius joined Funcom, in 1994, it consisted of 

around 30 employees in Oslo. Today Funcom has over 230 persons employed50 and offices in 

Switzerland, Norway, USA, and China51. 

From the start, the main platform for development was consoles like Super NES, Sega Saturn, 

Sega Genesis and Xbox; today PC has taken over this focus, together with Xbox 360. 

At the time of writing Funcom has released 23 game titles. Amongst the most highly praised 

releases one can find games such as The Longest Journey, Dreamfall, Anarchy Online, and 

what was at the time of writing, the forthcoming Age of Conan: Hyborian Adventures. 

The first game concept Marius pitched at Funcom in 1995 was a game called Strikenet 

Incorporated. It was a MUD-like game – not text-based, as MUDs are, but it did have the 
                                                 
48 An alternative story about Anarchy Online can be found in Mulligan and Patrovsky (2003, Ch. 14). It is a post-
mortem written by Gaute Godager, who was Game Director for Anarchy Online at the time. Much of Gaute’s 
story is in line with the story told here, but other voices are heard as well. This post-mortem will provide the 
inquisitive reader with first-hand information, as Gaute seems to have been one of the most influential people in 
the development of Anarchy Online. 
49 All quotes from the interviews are translated by the author from Norwegian or Danish, to English. 
50 www.wikipedia.org, accessed 2007-03-14 
51 www.funcom.com, accessed 2007-03-14 
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multiplayer aspects of a MUD and was action-oriented. The development of this game never 

took off; Marius believes that its failure was primarily because of Funcom’s manager at the 

time, Erik Gloersen. 

An effect of the Strikenet Incorporated idea was that it planted a seed at Funcom about the 

possibilities for developing virtual worlds, networks, and multiplayer games – perhaps 

foremost in the minds of Andre Bakken and Sigurd Rinde. Andre was Marius’ manager and 

Sigurd was Chair of the Board. “Sigurd was a man with a lot of power in relation to the 

money bag that financed the company”, Marius said. Marius was assigned the task of 

providing an overview of future possibilities for online games, virtual worlds, and multiplayer 

games. He was to bring clarity to the question of market potential. Was a game like this 

something that could be done? What were other developers doing? And, perhaps most 

important, was there money to be made on these kinds of games? 

Marius was formally appointed Technology Manager, which, at the time, put him in charge of 

all “network-based things” and a possible future online game. He started to attend 

conferences, studying what had been written on the topic, and built an information database 

on what it would take to develop an online game for several thousand gamers to interact 

simultaneously. One of the crucial aspects of this work was to understand what it would 

require from the people at Funcom to develop such a game. 

Internet 

It was also about this time, 1995-1996, that the whole of the Internet boom occurred. From 

being a technology dedicated to state-owned faculties, the technology of the Internet now 

represented technologies that were cheap and simple enough to be used in businesses and in 

private homes. At this point, various web browsers were developed that made the interface 

user-friendly, and more and more people were connected to the Internet. Access and 

experienced users meant decreased resistance to games using the Internet as a platform. The 

MUD/MOO virtual worlds had to rely on modems and dial-up technology to access the 

databases. Resistance had never been an issue in the MOO/MUD movements, however; those 

with an interest in technology would always find ways to work things out, and the average 

user, the layperson, still perceived online computing as technical and complicated. 
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A project on online gaming now started to take shape, although it consisted of loosely defined 

ideas about Internet technologies and gaming. But, according to Marius, there was some 

internal resistance to the project. Because there were people in the organization who did not 

like this type of product, staffing for the projects being done by drafting people who were 

funded for other Funcom projects but who had no assignments at the time. So the project 

started out basically without personnel from Funcom, working with the “leftovers” from other 

projects. 

There were ideas to involve the real-life in the game too. At the beginning, there were 

thoughts of implementing a technology that would allow gamers to connect with people 

outside the game. Marius says that they were discussing the SMS technology, and the 

possibility of using it for communication from within the game and outside. This idea was not 

explored further, and disappeared. Later, the idea of a Java client that allowed chatting with 

people in-game was discussed. This would enable the gamers to participate in the game, 

without being logged into the world. Thus a person work could have access to the guild chat 

in the game without actually playing the game, but could decide to log in and help if an attack 

occurred. 

Obtaining support for the project had to be done in an early phase. Marius thinks that he had 

an easier time convincing Funcom’s management than he had convincing the game 

developers about the feasibility of a game like Anarchy Online. Management was not 

interested in the details of the game – only the general concept. However, the people who 

were actually developing the games wanted enough detail and content to allow them to 

visualize the game and what it would take to develop it. 

Pitching the Game inside Funcom 

This storyboard52 was used to pitch the game inside Funcom and to describe to everyone what 

the game was perceived to be about and what the gamers did inside this virtual world. 

Because the people who were actually developing games in Funcom were interested in details 

of this future game, it was harder to describe the game to them, and to convince them of its 

feasibility, Marius contends. Others not directly involved in the development took interest 

only in general aspects and were thus easier to convince. 

                                                 
52 Source: Anarchy Online Special Edition CD 2002. 
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Following is the introduction to the bonus CD for Anarchy Online, special edition, to which 

this storyboard is appended: 

The Anarchy Online game project evolved from what was initially named "StrikeNet Inc." 

Planning and early development of the core technology and concepts began as early as 1995. 

At that time there were no MMOGs on the market, and it was a big step for Funcom to move 

from developing games for outside publishers to funding an entire project of its own. Conceived 

as a 2D online game, StrikeNet Inc was much larger and more ambitious than any game 

Funcom had developed so far. Through 1997, the name changed into "Anarchy Online," and 

based upon the concept from StrikeNet Inc it was developed into something resembling the 

online world we know today. 

The concept documents shown here were used to pitch the project internally in 1997, and 

they're the reason why Funcom chose to begin development on Anarchy Online. Giggle at them 

if you wish (we certainly do)... but if it hadn't been for these concepts, you might never have set 

your foot on Rubi-Ka, and they're definitely worth a look. Enjoy! 

 

It's an ordinary day in the world Elmra, in the universe of Anarchy. Bruot logs on and wanders 

from his little cottage to the nearest city. Rewos Bar. It was the first place he'd known in the city, 
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the first place he went when he exited the newbie grounds. He laughs thinking about it. The 

newbie grounds! A place for losers, but, he guessed, a necessity nevertheless. Coming to 

Elmra was tough, and not something for the weak at heart. The newbie- grounds (or the 

kindergarten, as he thought of it nowadays) was a nice introduction to the harsh reality of Elmra. 

That's where you could practice your skills, familiarize yourself with the equipment you'd need, 

all in the presence of experienced guards watching over you, protecting you from the wildlife. 

He notices the tightening of security that has come about lately. It probably has something to do 

with the mad bomber dropping a ‘nuke' in Rompa Bar the other day. 

Bruto enters Rewos to check in on his friends, hang out a little, and see if there's any news... 

And so it goes... for page after page... depicting that day, in the Anarchy universe. 

 

Bruto leaves the bar. The temple of Kink Krull... ravaged by earthquakes... it all sounded 

interesting. What did the monk say? A treasure? He meets up with his old friends Miranda and 

Zakras. They're with a guy Bruto's never seen before. 

"Who's the new guy?" he asks. 

"He's clean, we picked him up outside the newbie-grounds," Miranda says. 
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"Wolfman," the new guy stutters and extends a hand in greeting. 

Bruto tells them about the temple... and the treasure, and they all decide to stock up, travel out 

there and have a look. 

Everyone's a little edgy as they approach the heavily armed guards at the gate. Zakras has 

acquired somewhat of a reputation. He once disposed of a newbie, some say with excessive 

force. Zakras shrugs as the guards let them pass. 

"All water under the bridge by now," he says. 

They're all used to the harsh wilderness by now, with the exception of the new guy, Wolfman, 

and they fail to be surprised when jumped by a few hostile Beach Goblins. The Goblins are 

quickly taken care of, and they leave the carcasses for the vultures. 

As they approach the Temple they send Zakras ahead to scout. You never know what to 

expect, especially if the treasure is for real. "There's another party here. Few of them, and pretty 

unorganised though," Zakras reports. 

"We'll be right there," Bruto replies. "Just keep an eye on them." The fight is short and not 

problematic. Bruto's party has the element of surprise and experience on their side, and they 

quickly have the temple all to themselves. 
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With the temple all to themselves, our heroes try to figure out how to get in. What looks to be 

the main entrance has a large, bolted door, and their every attempt to open it is an exercise in 

futility. 

"Let's have a look around," Bruto says. "There's bound to be something here we can use." They 

all start searching the grounds around the temple. They've all been in similar situations before, 

but the frustration mounts nevertheless. Zakras starts going at the door with a bronze cube he's 

found. It looks futile, and Miranda's about to tell him to save his strength for the long trip back 

when finally, with a loud squeaking sound, the door opens. 

Damp, musky air greets them, and they can hear King Krull's evil laugh in the distance. Giant 

bats flock around them, clawing at their faces, and they are momentarily pushed back. 

"No way I'm abandoning this," Bruto screams, driving his team on. 

"Me neither," Miranda says. "If there's any ‘phat loot' in here, I want my share." 

A few bursts and aimed shots later, the number of bats is becoming manageable, and they start 

making progress down the dark corridor. 
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As the corridor ends, the temple opens and reveals a large, complex, set of rooms, on several 

levels. 

The ground floor is crawling with bats, but with the increased space, and improved visibility they 

are easy pickings, and the team quickly progresses to the second floor. Monsters are fewer and 

further between but they increase in stamina and combat skill. Wolfman is constantly being hit... 

hard, and the rest of the team have their hands full keeping him in the background and out of 

harms way. 

The final room, the one with the staircase leading to the last floor, is a large one. Bruto quickly 

scans the room, and is violently pushed back as a one-eyed Cyclop emerges out of the 

shadows. A brutal and intense fight ensues, with neither side gaining the upper hand, but in the 

end, Miranda's healing powers turn out to be the deciding factor, and they all live to tell the tale. 

 

The fight with the one-eyed beast has taken a lot out of the team, and they need a little time to 

recuperate. The stairwell to the third floor is conspicuously lacking in danger, and looks a little 

too inviting. Suddenly, with a rumbling sound, a huge iron ball comes rolling down towards 

them. Bruto's strength, agility, and swiftness of mind save them as he manages to somehow 

divert the course of the heavy object. They all breathe a sigh of relief, and decide to have a 

more cautious approach. 
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"I'll take point," Bruto says, "I've got the best gun." 

Nobody argues, and they quietly follow their leader. 

The top of the stairs reveals nothing but an empty room. Where is Krull, and where is his 

legendary hall of treasures? They look around, and in the dim glow of a torch in the far end of 

the room, they see a door. 

It's locked of course, and, using her lock-pick, Miranda triggers a trap. Trolls come rushing in. 

Huge, screaming beasts with red eyes and sharp, yellow teeth. Our friends praise the fellowship 

between them. Alone they wouldn't stand a chance, together they know they can count on each 

other. 

As they fight off the last of the trolls, Wolfman optimistically attacks the lock, but to no avail. 

"What about the rope?" Bruto asks after he's had a look. 

"Could be..." Miranda says. 

Impatiently Zakras cuts the rope. The door opens. 

"Nothing to it," he brags. 

Puzzled, they enter the room. There's nobody there, only a throne. 

"What about Krull?" Wolfman asks. 

"Here he is," Miranda answers. "He's dead, and his treasure is ripe for the picking." 

Monsters start rushing in. There are too many. Bruto empties the chest into his inventory, and 

they all start running. 

They easily outrun the beasts, and safely reach the gate. Wolfman goes out to see if there is 

anything waiting for them. 

"Great chase," Miranda says. 

"Yeah, and a great reward," Bruto smiles as he examines his inventory. 

"How much for the newbie?" 

"I don't know," Zakras says. "He did help, but we would probably have gotten along better, and 

faster, without him. 

"Cut him some slack, we all have to learn," Miranda says. 
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Suddenly, without warning, Wolfman comes rushing back in, guns firing, and grenades 

exploding. He takes his team-mates by complete surprise, and both Bruto and Miranda are 

instantly sent to surgical heaven. Zakras evades the first blow, but Wolfman manages to beat 

him down in the end. With an evil grin he helps himself to the treasure, and starts his return to 

the city.53 

At the end of 1996, beginning of 1997, as the game started to take form technically, there was 

a need to secure funding for its development. Describing the idea of the game to investors was 

done at the time with the aid of a small storyboard on two pages that looked similar to a 

cartoon54. The storyboard itself revealed little, but supplied with the story, it was possible to 

illustrate what was feasible to do in these games and how the mechanics of the game would 

work. 

According to Marius, conflict or differences of option are a must in online games. So Funcom 

used an example of a gamer talking to a wise woman who said that an evil robot residing at a 

certain place had killed her family, and if the gamer could stop that robot within 30 minutes, 

the gamer would receive a large reward. But at the same time and in another place, another 

gamer was talking to a wise man, who said that there were people trying to kill a robot that 

had helped him, and the gamer would receive a large reward for keeping that robot alive for 

30 minutes. When the gamers meet, the game supplies a number of elements, including the 

robot, but basically the action is carried out by one gamer playing against another. For 

Funcom, this was a way of describing what the game would be about and how there would 

always be things for the gamers to do, interacting with the game world and other gamers. 

According to Marius, there were two basic reactions to this example. One was to ask: “And 

then what happens?” The people reacting this way, they knew, would not get the point of the 

game. The other reaction would be euphoric twinkles and smiles. The twinklers and smilers 

would be the ones who understood the mechanics of the game. 

Funcom had been used to publishers supplying prepaid royalties for game ideas when the 

ideas were pitched and accepted. But resources for developing the Internet-based games were 

scarce. “At the time there was no money to be made on this type of game”, Marius said. 

Publishers were unwilling to take the risk. This was before Ultima Online and EverQuest 

                                                 
53 Images and story from Anarchy Online, special edition, bonus CD 
54 This storyboard looked similar to the one used internally. This I have not been able to acquire any copy of. 
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were launched, so except for the primarily noncommercial MUDs/MOOs, there were no good 

examples up and running that could be used as benchmarks. 

When they started the project, there was no developer that was charging gamers on a monthly 

basis. At one point they contacted America Online Inc. (AOL) about using their platform for 

running the game and charging gamers by the hour. But, this proved to be a poor alternative. 

Marius says that the closer they got into the dotcom boom of the late 1990s, the higher their 

hopes that the game would provide good financial returns for Funcom and its employees. To 

set up a billing routine in-house and create a platform for the game would increase the return 

on investment (ROI) – or that was the idea. 

Of course, the gamers had to be attracted away from those games, Marius says. There were 

hopes that the market would grow faster than it actually did, especially after the launch of 

Anarchy Online. The idea was to target the gamers already playing traditional games and 

online games like EverQuest and Ultima Online. They would make Anarchy Online even 

better, in order to attract these gamers. A typical Norwegian engineering idea, he says, “We 

should do the same thing, but better”. 

Market research for this type of game was launched on a limited scale, and Funcom estimated 

the number of gamers to be about 2 million worldwide. The hopes were that the number of 

gamers would increase, and, in retrospect, Funcom had hoped the numbers would be higher 

than they are to date. It was also concluded that there were no science-fiction games on the 

market in this genre. So the strategic positioning was to attract the gamers who already played 

this type of game, and to give them a better product – a science-fiction game. There were also 

adjustments to be made to accommodate the US rating system, in order that the game not be 

rated adult: no blood, no excessive violence, and no nakedness. 

During this initial development of the game, it was mostly the technical platform that was 

under construction. This work was based partly on the knowledge gleaned from making 

smaller network-based games, but it was also a process that they learned during production. 

The content of the game was now secondary. They knew it had to come into the game sooner 

or later; but, in general, Marius contended that a major reason for not implementing content at 

this stage was lack of resources. 
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I believed that the social elements in the game would fall into place by themselves if you 

provided the structure for it. Like the game plot I described previously [example of pitch]. If you 

do a lot of those things, it will appear by itself. But it has to be the gameplay element that 

secures that this interaction has some meaning, not just that you happen to be in the same 

world. 

But I am not a person that ponders these things a lot. If you can hit another guy in the head – 

that becomes the social for me. Then you have the enemies that club you and the friends that 

help you. 

Six months after this project had been initiated, in late 1997, Marius came into conflict with 

other people in the organization over how to develop the game. “The others”, Marius said, 

“wanted to use technologies created by Funcom when developing other games”; but Marius, 

because of the Funcom’s lack of experience with this type of game, wanted to use a more 

cautious approach. Extreme programming was one of these approaches: Parts of the game are 

developed and tested, and if they are working, another cycle of production is started, and so 

on, until the game is finished. The traditional way of developing games at Funcom at that time 

was to design the game on paper, in detail, and then work hard to meet the deadlines. Marius 

thought that this approach left no time for iterations. From this time forward, Marius felt that 

it was no longer his project. He took a step back, but participated in the game technology, the 

architecture, and the tools for game development. He also worked with Funcom on planning 

and financing the project, and tried to find investors. But over time, Marius worked himself 

out of the project, and left Funcom after Anarchy Online was launched. 

Throughout the development, the people at Funcom created all the technology themselves – 

all but the sound. Marius told me that it was important to understand that when they started 

making Anarchy Online, they barely knew what the Internet was. They did not even have a 

UNIX server at Funcom – only a big fileserver. The combination of not knowing what they 

were doing and their huge ambitions later made them “fall flat on their faces” when they had 

to delivering the game on time. 

When Marius left the daily management of the project, Ronny Hanssen55 took over as project 

manager – at the time, Marius says, the project was acquiring a status of its own. Resources 

were added to the project and content for the game was starting to take shape. 

                                                 
55 Unfortunately failed to obtain an interview with this person. 
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The drive behind Marius’ enthusiasm for producing this kind of game was that he wanted to 

make a “fun game” – nothing more complicated than that. Coming from the MUD 

community, he could see that adding graphics would allow for many different kinds of games 

that would be fun to play. He was fascinated by was Gauntlet (Atari Games), with its 

interaction and puzzle solving, and wanted to implement it in online gaming. Marius enjoyed 

the social aspect of this game that allowed people to play against others or to play together as 

a team. All the other members of the development team had experience playing games 

themselves. Many of them had were also playing the popular board game, Dungeons & 

Dragons, and many of the ideas about world-building and the contents of the visual world 

were drawn from there. 

Marius also saw himself as somewhat of a visionary, and his vision was a big Internet-based 

game. There were no ideas about content or plot; it was more of a technical idea, and an idea 

of what was possible to implement on the Internet in the near future. The actual content of the 

game mattered little to Marius, as long as it was consistent and would offer immersion for the 

gamer. Technology was what mattered to him. 

My focus on development has been the technical. I’m not very good on the esthetic and how it 

should look. I can tell if it looks good or not. But I can’t say how you make it look good or not. 

I’m interested in and good at making it work technically. If you step into the game as a midget, 

dwarf, or spaceship has been unimportant to me. 

The Setting for me is the tablecloth you put on the table when it’s constructed. If that cloth is 

green or blue doesn’t matter; it’s a very nice table! 

Marius thinks that Anarchy Online turned out, in many ways, to be much bigger and better 

than he had imagined, particularly the graphical content, with its dynamic light and great 

textures.  According to Marius, the network technology has never worked well, because 

people do not find it as sexy to work with network technology as to work with 3D technology, 

it remained underdeveloped. 

MARTIN AMOR 
In 1996, Martin Amor started working at Funcom as a programmer, and would become one of 

the few people who would remain on the team all the way to game launch in 2001. He 

remembers that the first game he ever worked on was shelved after only six months of 
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development – hardly the start he had expected as a young enthusiastic programmer! After a 

short while, Marius asked Martin if he would be interested in joining the new online project at 

Funcom. Martin found the offer exciting, accepted, and immediately began developing 

technologies to enable gaming over a network – technologies that then were used in smaller 

games like Criss-cross and Tetris. There was never any intention to make money on this 

growing portfolio of small games, because no one thought it possible. The goal had merely 

been to develop them as a way of doing research and learning how to develop bigger and 

more complicated online games. 

In the summer of 1996, there was talk within the small team about establishing a more 

permanent team for developing a bigger online game. As they had now gained some ground 

with the technology by making the smaller games, they were eager to put their skills to the 

test with the real thing. Later that summer, Martin became the lead programmer for the 

project, and four more programmers became involved. The first thing the team did was to 

develop the server that would hold the game world at Funcom, as well as the software client 

for the customers’ computer a – the subprogram that accesses Funcom’s server. They also 

constructed the infrastructure with a database and other technical necessities like the technical 

platform for the game that was taking shape. 

There were discussions about the story and content of the virtual world, but there was no 

general consensus within the team. This point was crucial, as it had to be implemented sooner 

or later. Marius suggests that they came up with too little content at this point, mainly because 

the resources were insufficient. He says that one of the earliest content ideas was that players 

should be able to create their own content within the game – an old MUD idea: “We were 

thinking about making an editor where it was possible for gamers to expand the world.” But it 

was concluded that that would create a game that was too big and uncontrollable. There were 

also discussions that the gamers should farm the land, mine, and sell things in the game. The 

goal was to make the world as real as possible in order to create good immersion. The gamers 

should forget that they were sitting in their bedrooms gaming; they should experience living 

inside the world. “A good game has as good immersion as a good film”. 

In September 1996, the team wrote a six-page game concept of a game they call Juggernaut 

(a name that later would also come to stand for the team working on the game). In this 

document, they began by defining the project as a technical one, and noted that 
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documentation of the progress to that point was lacking – ideas about what was going to be 

done and how the project should proceed. Thus, they basically identified the game as having 

no content they could build upon – only a frame for the technology. The document sketched 

guidelines for the future development of the game and contained two pages of content: 

The game is a game to be played over the internet with thousand[s] of users playing the game 

simultaneously. The game is a mix of the genres RPG [Role-Playing Game, Author’s note] and 

MUD. RPG’s and MUD’s aren’t that different – really, but there is one main aspect of MUD’s that 

we have chosen to not only include in the game, but to make a major feature. That is the 

possibility for the players to make their own worlds (levels) that we here at Funcom will review 

and if good they’ll be added to the game world. It is important to say that all players will play the 

same game, there are not two servers running the game. 

The story…, is custom-made for the purpose of introducing a ‘chaos’ world to the player. That 

way there are only a few restrictions the player will have to relate to. The player will have total 

freedom of movement – worth to mention would be the stargates that make sure players can 

move on to play in other sub-worlds. All these worlds will, of course, still be in the same game. 

Further into the description, under the heading “How is core-game play?” it reads: 

The player will spend time exploring the Anarchy universe, relating to other characters and 

developing the character they are controlling. Quests will be designed, (not only before the 

release, but also as the game continues) which the player can choose to do. By solving these 

quests the player will gain experience which will directly affect the character. 

The player might also (in some cases) see the advantages of being a member of a guild. Being 

a member of a guild will ensure (?) that someone will help you if you are in trouble. Your status 

as a guild-member will surely affect the way other players relate to you (for good and for bad…). 

In addition you may choose to join (or make) a party (or a group) where several players choose 

to help [each other] out for specific tasks. Normally this will be for the purpose of “solving” a 

quest. Very often one will find that to achieve certain goals you will need the help of other 

characters (players) which possess the skills that your character does not have. These skills 

might in some cases be skills that you can never get, such as being the size of a dwarf, when 

you have chosen your character to be a knight. 

The players’ motives might be different during play. Some will make it their task to make sure 

“newbies” don’t get hurt, while others might [assassinate] other characters (for money or other 

services in return, of course). 
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The document ends with describing the graphical style and setting of the game. At this point 

the team had worked with a technique for presenting the graphics they called spheroids. For a 

long time, Anarchy Online was conceptualized as 2D, until the team, under Ronny Hanssen, 

concluded that there would be no difference in resource requirements for 3D and 2D. Marius 

remembers that he received an e-mail saying something along the lines of, “It is not that much 

harder to make 3D then 2D; you just have to add another coordinate”. 

 

“BUNNYMEN: One of the original concept artists working on Anarchy Online had previously worked for the 
Walt Disney Company, leading to early character sketches with a somewhat cartoony look that was later 
abandoned.” Source: Anarchy Online Special Edition CD 2002. 
 
Making it a 3D game definitely raised the bar for difficulty in development. At this time, 

Funcom used a Pentium 90 computer that, compared to modern computers, had too little 
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capacity for the fast rendering of 3D. Spheroids were a technique for building the avatars 

from a number of spheres on which textures were mapped. 

Later the technological development of the graphical 3D cards would make faster rendering 

possible. When they were introduced on the market, along with faster CPUs for computers, it 

became possible to use polygons to present 3D on the screen. Compared to polygons, the 

concept of the spheroids looked funny; it added another, comic mood to the game. Today, 

polygons are standard in game development, and the spheroid technique is nothing more than 

an amusing memory at Funcom. 

From the beginning, the game was perceived as science fiction because, Marius says, there 

were no other MMORPGs on the market within this genre.  The decision was not based on a 

survey of gamers’ preferences. Besides the fact that science fiction was not represented on the 

market, says Martin, there was general agreement that the game would be a science-fiction 

game because science fiction was cool. Many people on the team were science-fiction buffs, 

and influenced by this perspective, they started to define the content. 

Attending the Game Developers Conference56 in 1997, Ronny Hanssen sent this e-mail to the 

other members of the development team: 

E-mail sent 5 May 1997 from Ronny Hanssen to the Juggernaut team57. 

Hi guys, 

Attending the Computer Game Developer[s] Conference I have found out some things. 

Most importantly: 

We seem to be ahead of the pack when it comes to the type of game and ambitions we have! 

There are other “players” in the market that seem to play on similar worlds as we are planning. 

Having said that – it does seem like we will be ahead of them. Like Harald says: TTMIFI (Time 

To Market Is Fucking Important…) 

But: 

There are a couple of issues that were raised and these are issues we must try to deal with. 

These issues will not all affect you directly (actually I might be the one having to do all the 

work…). Anyway, these are the issues I would like to present (some of you have already heard 

them but I believe that it is good if we can discuss this in writing): 
                                                 
56 www.gdconf.com/ 
57 Permission to reproduce given by Ole Schreiner, Funcom. 
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- We need a much deeper story behind the game. Something that will explain the conflicts 

between the races (which we need – conflicts are good :). This needs to be explained 

(briefly, but understandably) in approximately 2 minutes during the intro-sequence. (I don’t 

know how much space this will take from the CD, but I hope that for example Smacker can 

compress the data somewhat (?)). 2 minutes is all we recon that we will get from the 

players. If they aren’t hooked within this time-limit then we may just not get them interested 

at all. 

- This is a somewhat old idea (and I believe we have already agreed on it earlier) but I 

suggest we start off by giving the players three races to choose from (Humans, Sluggs, 

Pumpkins). At irregular intervals we may add new features to the game to keep the players 

interested (a new race every year or so?). 

- I also would like to plan for the “end of the game”. In theory Anarchy could be running year 

after year after year etc. But in real life this is not going to happen! Let’s be real! After a 

while the players will sometime grow tired of it – no matter what we do. I therefore suggest 

we plan the end properly and let the game end in style. I am already following an idea on 

this subject and I believe this could give the game the final (!) edge before it is stopped for 

good! When we have done most of what can be done and we notice that the players’ 

interest in the game is about to lower, then we enter this final phase. This phase introduces 

a totally new approach to playing the game. For the first time in the Anarchy-history the 

players (no matter race/sex etc) will have to stand united to fight a common external enemy 

which now threatens all the worlds in Anarchy. This enemy is a very powerful enemy (like 

the Shadows in Babylon 5 or the Borgs in Star Trek). The players cannot play this race 

(well, maybe a few selected will get the honor…:), they can only fight it. Like a fight for good 

and bad. This will make them co-operate and forget the underlying conflicts the races in-

between. The players will now fight The Fight of the Anarchy times. If they win, the Anarchy 

world with all its races lives in harmony – forgetting their piety differences (not counting THE 

enemy then of course). But, if the players actually are not doing well at all, we should really 

consider a dark ending with the aliens destroying and or taking over the worlds of Anarchy. 

Well, the above is what I believe would work anyway. 

Ronny58 

This set off an e-mail conversation about the actual content of Anarchy Online. One of the 

more lengthy answers and actual suggestions for content was sent a few days later by Martin. 

E-mail sent 12 May 1997 from Martin Amor to the Juggernaut team59. 

                                                 
58 This e-mail was written in English. 
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What do we need in Anarchy? 

I think that it is about time that we define and plan the content of Anarchy. This part is the one 

that will most definitely take the most amount of time in the production of the game and it is 

important that we know exactly what kind of game we are making ;-) 

Note that we are making CONTENT! NO CONTENT, NO GAME! Note that we’re only making 

an empty shell with Randy, FIGOS, N-3, Sandy and without content there will be no one playing 

Anarchy – it will be too boring. We see that from those online games that already have been 

developed; it is nothing more than a graphic IRC and Anarchy will be that too if we don’t 

seriously start talking about game content and gameplay. 

I have tried to make a little list of some of the things I think we need to figure out and will add 

some of my ideas. In the end this should make it possible to figure out what objects we should 

have in the game and how we could describe them computer-wise. 

I might exaggerate a bit in my selection of features and possibilities in our game – I thought so 

myself as I wrote them down. But then I thought that we probably need to if we are going to win 

the battle of being among the 5-10 best RPG games that will enter the market in the future. We 

need EVERYTHING we can come up with. ;-) 

And, besides, I don’t think that I have thought about all the things we need in the game. I am 

pretty sure I have missed a lot. 

Ok, here we go… 

The feature that Martin describes is an extensive list divided into four headings: City, Non-

player characters (NPCs – characters run by the computer), Items, and Quests. Under each of 

the headings, there are several subheadings describing the topic. For example, he suggests that 

there should be a bar in the city: 

Here is where the social life of the village will take place. I imagine something like an Irish pub 

(without ever having been in one;-)) where people sit and talk about their experiences, 

exchange gossip, get information, collect people to quests, get into fights, gamble, make 

acquaintances, try to create interest in a new guild etc. The bartender might have information 

about certain events in the neighborhood and you can always get something to drink to satisfy 

your thirst. 

                                                                                                                                                         
59 Permission to reproduce by Ole Schreiner, Funcom. 
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The city section also includes ideas about shops, a weapon smith, a courthouse, churches, 

living quarters, crime, mafia, a Colosseum, and so on.  He also writes, under the heading 

“What are the police supposed to do?” 

- Patrol...go around the cities to make sure that everyone is abiding the law. 

- Look for wanted persons. 

- Look for ‘M’, impound ‘M’ if they find it on anyone (they can for example go around and make 

routine checks where they ask if they can search people. If a person answers no, they will try to 

take him to the station and the person can try to fight himself free. If he succeeds he can be 

posted as wanted. If the person answers yes to being searched and the police finds “M” the 

person can be imprisoned (for, for example, 15 minutes of real-time gaming-time?). 

- Protect important persons, for example the mayor. 

- Stand guard at some world-gates? Other strategic places. 

Martin thinks that the project was chaotic from time to time. They were “insanely stressed”. 

The game was delayed more and more. And there were conflicts. What a designer does has a 

strong impact on the programmers’ work, and changing the design requires the code to be 

changed, causing conflict. Although the designer should have the artistic freedom to make 

changes, there are deadlines to be met, milestones to be reached. There is a balance to be 

upheld. What makes a good game better are small things, but those small things can also be 

devastating, because they take time and often create conflict with the existing code. 

According to Martin, they did not work after a specific project model. They tried to structure 

it as well as they could, with plans and deadlines. “It was a waterfall model”, Martin says. But 

in the end, the game had to be finished. They worked seven days a week, twelve hours a day, 

for what felt like many years. “It was incredibly tough”, Martin reflects. 

 “The industry of game development is like the wild West”, Martin asserts, meaning that the 

prevailing attitude is that the developers should do everything themselves; no one is as good 

as they are. So although they knew little about Internet technologies at the time, they did not 

seem to lack the confidence that they could make Internet-based games – given the time to 

learn of course. 
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When implementing ideas into the game, Martin says, one can only create the mechanisms 

that allow things to happen; the rest is up to the gamers. The simplest way to create groups, 

for instance, is to give everyone in the group the same last name. Whether or not there is a 

feeling of belonging among the gamers is separate from the development. However, such 

feelings can be encouraged by the developers by enabling certain features; they can give the 

groups the possibility of creating a chat group, for example. 

Money was to be a natural part of the game. Martin said that the gamers could spend their 

money on “money sinks”60, and that there should be motivation for both gathering money and 

spending it. Insurance was one money sink: Gamers could spend money on insurance to 

regain their health61 by buying healing kits rather than waiting to regain their health. At the 

beginning, Martin tells me, they planned that a gamer would have the possibility of 

prospering in the world by trading and being social, without killing things. But this idea was 

not completely realized at the time of the launch. 

In 2001, the game was launched. “At this time the whole team had spent many hours a week 

developing the game and was growing very tired of it”, Martin says. The management of 

Funcom was putting pressure on the development team to launch it, partially because of their 

financial strain. 

Within a few hours of the launch of Anarchy Online, 80,000 gamers were trying to log in. The 

team had stress-tested the technology and network towards the end of the production, but the 

response was more than they had ever imagined. The massive force of so many gamers trying 

to log in made the servers go down. “If we had known that we would have that many trying to 

log in at launch we would have put much more emphasis on the stress test”, Martin said. The 

massive technical problems at the launch lead to negative critiques from gamers and the press, 

and it would take several months before they could reverse that initial impression. 

If Martin were to develop another of these games, he thinks that creating a stable technology 

would be Number 1 priority, followed by creating more tests of the first technology. More 

structure and planning would be needed throughout the process. Martin says that he is proud 

of the game now, however, as well as the team that worked on the project. He does not think 

                                                 
60 These were attributes in the game that were designed to take money out of circulation. 
61 An avatar can, over time, regain health lost during a fight. Sitting down to rest will improve the speed of 
health regeneration, but it requires time. 
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that he will ever be involved in such a big project again. There was a special mood 

surrounding the venture – the mood of pioneers. 

TOR ANDRE WIGMOSTAD 
Tor Andre started working for Funcom in 1995. He completed two games, and when Ronny 

left the development team, Tor Andre replace him as producer in the development of Anarchy 

Online. Tor Andre had left the development of another game, Tenth Paradigm, which was a 

prototype of a “social or political ‘slash’ social Internet game”. But this game was never 

completed, as the whole development team now shifted its focus to Anarchy Online. 

Tor Andre says that the games to develop are those in which the rules are relatively simple, 

but that these simple rules, in turn, create an arena for social interaction. Games like these can 

become a “fight between different views of realities”, as gamers interact and start constructing 

the content of the game. Thus games can be made a tool to challenge political opinions and 

other beliefs and attitudes that are taken for granted. 

Soon after Tor Andre began work on Anarchy Online, Tommy Strand joined with his team, 

also abandoning another game development. Tor Andre focused on project management and 

Tommy focused on design. But the limitations of the areas were overlapping Tor Andre says, 

remembering that he wrote the first documents on social structure for the game. 

At this time the game consisted primarily of technical solutions for handling databases and 

graphical design. The databases were handling all the information that the world contained, 

and the graphic design was not content, but how the graphics were to be presented, 

technically. There were some thoughts about a role-playing system, but according to Tor 

Andre, this was not well developed. In this respect, Tor Andre thinks that from the start they 

distanced themselves from that original design and started reworking the game into something 

they could support and continue develop as an online game. 

Among the first things done at this point, was to develop tools for producing content into the 

virtual world. As they had great ambitions for this world, it was not possible to create all the 

content manually; thus the need for tools to automate this process was badly needed. As 

project manager, Tor Andre’s role in this process was not to construct anything, but to ensure 

that this process progressed. 
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There were things that slowed the progress of the project – unnecessary things, to Tor Andre’s 

way of thinking. There were problems with access to the right version of a program; thus 

when testing the game, they were never sure if the updated programs were active or if they 

were still running on the old version. Problems like this occurring when they were developing 

the content caused them to lose their focus for what Tor Andre calls the actual game 

development: 

Project management was very hard as you never knew where the project was. That is one of 

the things in project management that I really worked with. It is important to test things 

constantly and have a continuing understanding of the progress of the project, how do things 

work; that you don’t work too long to see that things come together in a good way. You have to 

see these things all the time. If you don’t have a technical system that enables you to do this, 

you have no idea where the project is going. 

The technical aspects of the development were organized by Martin. As project manager, Tor 

Andre had nothing to do with these technical tasks. “On the other hand”, Tor Andre adds, “I 

was the one who made demands on the technical development, making sure that things were 

done on time.” 

One problem Tor Andre remembers was the lack of time dedicated to organizing the 

development. He could see that Martin often worked during the day to organize the various 

things that related to technical aspects of the game and did all the programming after working 

hours in the evenings. “But that’s the way things get in a fairly new firm” Tor Andre added, 

perhaps, in this case, because Martin was good at seeing what needed to be done and thought 

he could do it best himself. 

Throughout the project, and especially toward the end, Tor Andre felt a bit of frustration as 

they did not achieve what they had initially specified. It was not that he was exhausted from 

working long hours as many of the others were, but that he believed that too many things 

needed to be done that he could not focus on finalizing the initial ideas. 

Tor Andre remembers having an impact on the geography of the virtual world, its cities and 

their histories. Many times the plans were better developed on paper than was the actual 

implementation in the game. Sources for building in stories into the world were from 

literature (for example Kim Stanley Robinson’s March Trilogy), films, and other video games 

(for example Tenth Paradigm, the game Tor Andre was developing). Gaute Godager and 
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Ragnar Tørnquist created a story of the game and a map of the world. From this general map, 

Tor Andre created stories about the different cities and areas. This development was created 

in steps: from Gaute’s world- and map-construction, to Tor Andre’s local stories about the 

different places and cities, and last, to the people who were creating all the playfields. “When 

walking around in that world today”, Tor Andre says, “much is part of my creation and it’s 

fun to see that here is where my contribution is most notable”. 

Being a project manager in a game project can sometimes be difficult, as “there is a large 

group that feels that they own the process themselves”, Tor Andre told me. This makes the 

direction of the game development a bit more “interesting to manage”. Taken together with 

the political position and relationships to other structures in the company, Tor Andre says, it 

becomes a complicated process to create the best game. For him there are two key issues in 

projects: to find a process by which one can delegate responsibility, and to prioritize. “As 

project manager I felt that time was my responsibility”. This was especially apparent when 

Tor Andre and Tommy presented “cut-lists”: things that had to be taken off the “to do” list. 

The reaction from others on the development team was often resistance, because their focus 

was more on the quality of the game. 

Tor Andre considered the development of Anarchy Online to have been an experiment: “I 

think that the amount of experimentation was enough to cover four or five regular games!” 

This can be compared to the later expansion, Shadowlands, which was released in 2003. It 

was an implementation of a few people’s ideas, and, according to Tor Andre, ran much more 

smoothly. In Anarchy Online, ideas were taken from many different places and people. 

One focus, present throughout the development, was how to give more power to the gamers. 

As the gamer generated content, for example missions that you can get at any place, at 

mission vending machines, “That was an interesting and revolutionary concept, in relation to 

the other online game that existed at that time.” These were missions that could order you to 

find someone and kill that person (computer generated), or deliver items to another place. 

Despite these discussions, there was not much result of this player created content in the 

launch in 2001, first in the expansion in 2003 some aspects were starting to make its entrance, 

as the game developed cities. The gamer-generated quests were never any big part of the 

game and were later removed from the game. 
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According to Tor Andre, games that were released and considered by Funcom to be 

competing products were not played. But EverQuest was one game for which they sat down 

and really played and talked through how to relate this, what features did EverQuest have that 

Anarchy Online should have too and what should not be implemented? But despite the 

proximity in setup, EverQuest was not as much a competing product as it was an interesting 

game that had much to teach Funcom, and could improve the development of Anarchy 

Online. 

In the summer of 1999, Tor Andre found himself wanting fewer work hours and more time 

for other things.  He moved from the development team to become customer support 

manager, but despite this shift, work did not diminish. Instead, he was occupied by other 

things. 

Tor Andre later left the team, but he developed the community that was growing around the 

game; he began to be involved at a “meta-level” rather than in the actual production. He was 

promoting an interest, sharing information with future gamers and various gaming 

communities. Using various forums, they were able to market the upcoming game to gamers 

and pique their interest. The forums also made it possible for gamers to communicate their 

ideas of what made a good game, providing Funcom with the possibility of implementing 

content that the community viewed as “must-have”. 

TOMMY STRAND 
Tommy Strand joined the project with his team around 1998 as a “task force” when the 

project was beginning to miss its deadlines. At the time, his team was developing a game 

called Fixers, but the game was shelved in order for Tommy and his team to get the Anarchy 

project back on track. It was estimated that Tommy’s team would assist on the project for six 

months and then continue developing Fixers. Instead, they ended up developing the game to 

launch, and Fixers was abandoned. 
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“DESERT FORT: Rubi-Ka (or Elmra, as it was originally known) was always intended to be a desert planet. 
Forts similar to this one can be found in the game today.” Source: Anarchy Online Special Edition CD 2002.  
 
 “When we started on the project”, Tommy says, “we only knew its name, Anarchy Online, 

and that it would be science fiction”. There was little actual content, so instead of trying to 

“realize someone else’s dream”, his team members made a considerable audit of the project, 

with disappointing results. They then received clearance from the managers of Funcom to 

begin anew, making up the actual content of the game and defining how development was to 

proceed. Technically, the game was more complete than the content. They could use only 

about half the platform for the game, Tommy estimates; the rest, including the content, they 

had to build. 

Following was a game treatment that was supposed to specify the nature and the story of the 

game: 

ANARCHY GAME TREATMENT 
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Anarchy is a massively multiplayer role-playing game. The player controls a character that 

develops through exploring the game-world, solving missions and participating in the social 

hierarchy of the planet. The dynamic game world is a planet far out in our galaxy several 

thousand years into the future. The main conflict in the game is between the mega-corporation 

Omni-Tek and several rebel clans. The player chooses whether the character would like to 

remain neutral or join one of the sides in the conflict. Every character has to survive in a hostile 

environment consisting of a harsh wasteland with escaped bio-engineered monsters. 

Target Group 

Anarchy is an online world that in the full version will target the active internet user (uses 

internet at least weekly outside job) between 15 [and] 35, both sexes. We will through story 

events, put emphasis on social interaction and through active support get this group to play. 

The reduced version will target the very active internet gamer that is experienced in the use of 

online games. It is important that these people get to know the game, make web sites, start 

clans and start to build the social infrastructure necessary to get in the mainstream players. 

Product cycle 

We would like to re-think the way we plan an online product in Funcom. Our plan with Anarchy 

was to deliver a finished product that could be expanded to a bigger game world. Instead we 

would like to plan for a two step product cycle [beforehand] to be able to get a game up that we 

could test on the players as soon as possible. 

The time estimate is very tentative until the middle of January. 

ANARCHY: LAW & ORDER 

There was no financial pressure on the project at that time; it was viewed by the company as 

being a long-term project running parallel to the regular game projects. It was not until the 

end that financial demands began to present themselves. Tommy’s team was assigned to the 

project only because a deadline had not been met, and management wanted to ensure that the 

project did not slide even further off target. 

Tommy describes the team at this time as a three-headed beast, consisting of Tommy; Tor 

Andre; and Martin, who had worked on the project almost from the beginning; – all with their 

teams. Structurally, they all had the same roles as designers/producers and the decisions that 

had to be made involved all three men. As Tommy remembers it, there were some “frictions 

at the top”, as discussions evolved into bickering and politics. But this situation was solved 

after they sorted out their areas of responsibility, chiefly according to their individual 
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interests. Martin took responsibility for the technological architecture and programming; 

Tommy had the technical design and the logic in game code, and was also responsible for the 

graphics; Tor Andre managed the social functions in the game and assumed administrative 

responsibility for the staff. 

There was really no technology on the market they could use to build this kind of game, other 

than that used in MUDs,  and they knew they did not want to use that technology. There were 

some basic technical problems to solve, and a number of ways to solve them. One of the 

problems was to get enough gamers on each Central Processing Unit (CPU) – the brain of the 

computer. Tommy Strand made among the first estimates of the actual technical possibility of 

developing an online game:  

It’s a funny story he told [Tommy Strand], because he did the first estimates of massively 

multiplayer. It was back at the harbor warehouse on the other side of the city a long, long time 

ago. Then he did an estimate and he counted approximately two gamers per CPU [laughs] and 

to make a massively multiplayer seemed to be completely impossible. It was kind of those 

conditions we started with (Gaute Godager). 

The feasibility of making a game like this seemed non-existent! Tommy concluded that if a 

virtual world was built to house a few hundred thousand gamers, they would need about half 

as many CPUs as gamers. 

According to Tommy, the graphical expression of the game was unintentional, and the 

brainchild of the lead graphical artist, Vebjørn Strømmen, who liked the hard and rough style. 

He used to create covers for the magazine, Conan the Barbarian, a comic based on such 

scenarios. Tommy described how Vebjørn used to design graphics, depending on “what 

program he had seen on TV the day before or what he played or read on his way to work, so 

there was a kind of momentary design of much of the things in Anarchy Online.” But, all the 

graphic artists at the time had a relatively free hand to create anything they wanted. It was not 

until later that the virtual world acquired a more complete and uniform graphic design. In 

reality, many of the graphics were created only to be trashed. Tommy remembers a graphic 

artist, Lars-Petter, who used to create all sorts of weird things that people used to laugh at – 

but things that were really quite useful – like toilets with all the technology specified in detail. 

Didrik Tollefsen, Art Director at Funcom, also contributed. He moved the graphical 

expression closer to that of the Funcom game, The Longest Journey, where he was the lead 
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graphical artist. Thus, the end result was a bit of patchwork, depending on the differing styles 

of the designers and the demands of the developing storyline. 

When Funcom started developing Anarchy Online, there were no larger online games on the 

market. But one MMORPG after the other was launched during its development. The two 

games with the greatest effect on the development of Anarchy Online were EverQuest and 

Ultima Online. EverQuest was developed by Sony Online Entertainment, and Ultima Online 

was a game that built on the highly successful Ultima series62 by Richard Garriott’s 

development studio, Origin (see King and Borland 2003). Because many of the developers at 

Funcom played these games, there was ample opportunity to compare them with the one they 

were making. When EverQuest was launched, it raised the bar for the appearance of games; it 

became a benchmark. But, in general, the people at Funcom did not think of these games as 

having significantly changed their approach to developing Anarchy Online, but as a 

confirmation that they were on the right track. Tommy remembers that they thought they 

should have everything that EverQuest Online had, and then some! 

There were also discussions about the plot of the game world. Tommy thinks that it is fun to 

have a story behind the game, but he does not think that it affects much of the gaming. Most 

of the time, the gamers are unaware of the meta-story of the game, as they go about their daily 

business in the game. Only occasionally, when an expansion package is released, or when 

special events are arranged, are the gamers made aware of the story. 

Tommy points out that the social aspect was always the focus of the game, but that it was not 

until the end of the development process that they had the time to realize some of the initial 

ideas. Other ideas took even longer to realize, and they were first implemented in one of the 

numerous patches (updates) and the three expansion packs that followed the launch: Notum 

Wars, Shadowlands, and Alien Invasion. That gamers would have the possibility of forming 

groups was an important idea that was put on the sideline. The early plans included the 

possibility for gamers to use uniforms to indicate their guild. Tommy thought gamers would 

be proud to wear them – that their “uniformity” would allow them to identify with others in 

the game. But in general, Tommy thought that the ideas about the social aspects of the game 

                                                 
62 There were a number of Ultima games developed before the online version, meaning that there were dedicated 
gamers and a developed mythology of a world at this time. 
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stemmed primarily from Gaute’s psychology studies, and the political ideas from Tor Andre’s 

political experiences. 

 

”SHOP AND BAR: The Rompa Bar has been part of Anarchy Online from the very beginning, named after an 
underground biker-bar in Norway. Put the two words together, and in Norwegian it means "butt-naked". Notice 
also the Boddy Shop. Yup.” Source: Anarchy Online Special Edition CD 2002.  
 
The hope was also that Anarchy Online would serve the gamers as a second family. As 

Tommy said, “The goal is to get people to game as much as possible, and they do that when 

they feel as if they belong to the place”. Before MMORPGs, people spent hundreds of hours 

on Internet chat because they felt as if they belonged to that space, and had friends there. 

Ideally, Anarchy Online would have the same effect. That was the reason why Tor Andre was 

working to create a community around the game, answering questions and creating an interest 

in the game to be launched. Belonging to a guild and increasing gaming time, it was believed, 

would reinforce each other. Gamers who belonged to guilds would spend more time in 

Anarchy Online, and spending more time in Anarchy Online would increase the likelihood of 

becoming a member of a guild. 

The American dream then that we realize indirectly in our game is that you are ‘the smith of your 

own happiness’ and it’s up to you to succeed (Tommy Strand). 
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It is something that fascinates people in MMOs too, for the first time it is not your biological 

social frame that defines your capabilities to succeed, it is only you and your choices inside this 

world. It is not if you have one million dollars in the bank or a million crowns, or if you live in 

Norway or Congo, it is the fact that you sit down and really work with creating something. I 

mean, it is like the more time you put into this the more you become recognized and get 

something back for it (Tommy Strand). 

It would also be possible to have different types of government in the guild: democracy, 

anarchy, or monarchy, for instance. These various types would affect such structural aspects 

of the guild as choosing a successor, inviting new members, and making decisions. There 

would also be different methods of levying taxes. However, the original ideas were never 

fully implemented. In the end, the types were differentiated primarily by names, although the 

content was basically the same. The developers assumed that high-level characters would 

want to socialize and form teams with other high-level characters. They wanted to avoid this 

possibility through the structure of the game, because beginners had much to learn from the 

high level gamers. So, by getting the beginners and the high-level characters to interact, it 

would be possible to pique the interest of beginners and keep them in the game, thereby 

increasing their knowledge. And, it was hoped, the high-level characters would attract 

beginners into their guilds, encouraging the beginners to continue playing. A technical system 

was therefore implemented, by which high-level characters (say, level 150) could gain more 

experience points (xp) by teaming up with low-level characters (say, level 20) than by 

teaming up with another high-level character. But, “of course it was misused, because people 

were only interested in doing it to level themselves faster and they found themselves a newbie 

to chaperone”, Tommy says. Consequently, the goal of knowledge sharing was not realized 

and the code was later changed to delete this function. 

Again, the guilds must be mentioned as important factors in attracting gamers to play. They 

also play a part when it comes to the migration of gamers between games. There are guilds 

that are quite persistent, and not only in a single game; they migrate as a guild between 

different games. Tommy tells me that there are some developers who try to attract guilds by 

actively persuading guild leaders to switch games. There is an online game in which the 

gamers are members of flight squads, fighting other flight squads. A competing developer had 

offered a guild leader a free subscription and high-end starting equipment if he played their 

game. Their hopes were that not only the leader, but his entire guild, would switch to their 

game. The idea of actively attracting gamers from other games was discussed at Funcom, but 
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rejected – not, perhaps, because they were unwilling to engage in this type of activity, but 

because they did not want to start a war between developers in which Funcom could come out 

on the losing side. 

The avatars were also developed with the ability to make a set of motions, called emotes that 

the gamers could execute as they played. For example, targeting a person and executing the 

action bow will make the gamer’s character bow, and a text pops up in the chat interface 

saying that the gamer’s avatar bowed to another avatar. Such social moves were built into the 

game to enhance the sense of “them and us”. Thus gamers can blow a kiss or applaud 

someone. According to Tommy, the emotes greet and bow in Ultima Online, enabling “an 

incredible possibility to express oneself”. The developers wanted Anarchy Online to include a 

wider range of emotes, expressing both hostility and friendship, so they went through a 

number of sessions with motion capture (MoCap). MoCap is a technology whereby a person 

wears equipment attached to the body that enables the motion of this person to be recorded in 

a computer. Using MoCap, the developers performed motions associated with anger and 

happiness, and the best material was excerpted and used in the game. “Altogether we were 

very pleased with it all,”, said Tommy, “and the social became much better since the gamers 

could now construct their own macros; for example, their own dance”. Macros refer to the 

script language available to gamers with which they automatically execute some actions that 

activate emotes. 

An in-game economy had to be developed for the game as well. According to Tommy, it was 

“very difficult to start the economy, it seemed in the beginning [after launch in 2001] to be 

running wild and the only thing they could do was to try to control it.” They planned the 

economy by determining the ways in which a gamer could earn money, such as killing 

monsters and selling items. They created a large spreadsheet in Excel and calculated the 

prices of every item in the game. This resulted in, for instance, a cheap gun costing 

somewhere between four and five thousand credits (the currency on Rubi-Ka), and a good one 

costing several hundred thousand. But, as it was not until the expansion packs had been 

launched that the economy really started to matter, Tommy believed. Then it became possible 

to buy property. 

The general attitude seems to have been that the top layer of Funcom’s hierarchy was absent 

from the project; it was up to the leaders of the project, Martin and Tommy, to straighten 
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things out and complete the project. When the “top-layer” was visible, it was to tell them to 

“work, work, work – we are going to make a lot of money and all will become millionaires”, 

Tommy recalls. 

Martin Amor and Tommy Strand became spokespersons for the project with the press. Martin 

remembers the project attracting attention from the press and attention and praise when they 

presented the game at conferences and fairs. In 2000, they won an award for best online game 

at the E3 Media & Business Summit63 – the main event for game developers worldwide. The 

reaction was the same at another conference, ECTS, and “it was incredibly fun for us to show 

the game”. The first time they demonstrated the game at E3 in 1999, the room was crowded, 

and Martin and Tommy thought “Yes! Yes! Everything we’ve worked with for many years, 

we can now see paying off”. Before the E3 in 2001, Martin worked almost three days straight 

to create a playable version, went home to pack, and flew directly to the USA. “Those were 

crazy times”. 

GAUTE GODAGER 
After Tor Andre left the team, he was replaced by Gaute Godager. Gaute was one of founders 

and had thus been at Funcom from the beginning, but as Vice President of Production rather 

than with the development of games. As he was finishing his university studies in psychology, 

he thought this new role in the project would be a fitting work load that would allow him to 

handle both his studies and his job. Tommy describes Gaute’s joining as somewhat of a step 

backwards, adding one more person with new ideas of how the game should be realized and 

developed. 

They decided they would share management and ended up with Tommy becoming project 

manager for everyone except the programmers. And Martin became project manager for the 

programmers, and then we were a two-headed troll, plus me in the background who fiddled 

around with things (Gaute Godager). 

The ideas had to be reformulated yet another time. “And Gaute can be quite persistent”, 

Tommy said, smiling. 

Previously Gaute had been involved only as part of the management team of Funcom; at that 

time he had little faith in games like these: 

                                                 
63 www.e3expo.com, accessed 2007-03-13. 
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No one in Funcom, me included, had any faith in online games; we thought it was only piss. The 

PC platform was terrible; it was bad, bad that VGA [video graphic array – analog computer 

display standard]. Then 3D cards started coming, but in the beginning there were not even that 

and there was big resistance. But management would not back down and made a group that 

was only supposed to work with technology for a couple of years (Gaute Godager). 

The appearance of what the terrain of the virtual world tends to be the result of merging 

pictures from the Mars explorer and pictures from NASA (see map below). According to 

Gaute, this is something that he had done thousands of times for pen and paper games like 

Dungeon & Dragons. Names of cities, and other place, are a result of the story of the game 

that Gaute and Ragnar Tørnquist came up with, but also of Tor Andre’s suggestions. Tor 

Andre was the person who came up with many of the names and tied them to places with 

local stories.  Some of the names are the result of misunderstandings, however, Tor Andre 

told me. For example, the Clan City, Tir was originally named something else, but the name 

was misread when it was imported from his sketches into the game. It was not the name he 

intended, but in the end it worked just as well. 

It will have the effect that the person gaming may feel that it’s a real world… At the same time it 

could also be a more mixed world, a grey world with less clean rules and less fascinating. A bit 

more … hmmm sort of ... but those values were these and those values I think you can see in 

the game also. There is bad art direction in Anarchy Online. When I say this I mean lots of 

strange things and slap stick humor and those things. It is good fun for me too, those slap 

sticks, but I don’t know if I want to have it in a product. It is as if we take a part of our selves, a 

bit unclear, and it comes out of the internal culture of the firm; and it has not only been 

translated, it has gone right into the product. And in [the next game] I am standing up for the 

view that there will be no throwing of pies whatsoever, as it is in AO that people might love. And 

maybe it’s good that it’s there, but it’s what’s so genial about Anarchy Online; it is a really 

suitable name, because in a way there was anarchy when we created it. So, it became a 

fascinating world with so many funny things and people were kind of overwhelmed with how 

cool it is (Gaute Godager). 
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Old map of Rubi-Ka. Source: Anarchy Online Special Edition CD 2002.
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When Gaute joined the project, he and Ragnar started creating the lure of the game and of the 

whole virtual world they were making. Inspired by science-fiction literature like Babylon 5 

and Joe Stracinsky’s work, Gaute and Ragnar wanted to build something “monumental” and 

“epic”. They came up with a universe that they named “Funny-verse or Fun universe” in 

which Anarchy Online would be located. 

They also created a timeline of events in this universe, from present time to many thousands 

of years ahead, which would be the game’s setting. The lure created for the universe had some 

effect on the development of the actual game, as Ragnar also participated in story meetings 

with the project team. But, in all fairness, according to Tommy, these two processes were 

running in parallel. The result of the lure of Anarchy Online later resulted in a novel by 

Ragnar (Tørnquist 2001), Prophet Without Honour: Anarchy Online Book One. After the 

launch of the game, Ragnar and Didrik created some film episodes called the Anarchy Online 

Animated Series – in which the story was presented to the gamer: an animated series that 

could be downloaded from the Anarchy Online website. But after only four episodes, the 

series was cancelled. 

The human biological need is the basis of our social network; that is, of our fantastic social 

system. It is the wish to be seen; that is the drive in humanity that will make you care about 

other people. As you…right, that becomes social interests, that become various things… from 

talk to facial expression. All this comes from the biological “look at me” [English in original] that 

might come from way back and the mother-child connection, many believe. But regardless, this 

must be reflected in the world; that means that character development has to be built into the 

world. That thing about being seen has to be built into the world (Gaute Godager). 

According to Gaute, the idea of the game was to not have any “shades of grey”, but to create a 

setting where there were clear lines between the good and the bad guys – a contrast that 

makes the game interesting. Many gamers are attracted to the notion of playing a bad guy; 

there is a kind of “intoxication of the anonymity” in being virtual, as the gamer in these kinds 

of games is. No one need know who the gamer is, and it is easy to get away with doing bad 

things without being socially chastised. 

A lot of those making MMOs are children of the postmodern world and they are in a way afraid 

to judge and say that he is slime and he is good, and like it is. Like the world is watered down, 

like “there is no black there is no white there are only shades of grey” [English in original] was 

Richard Gareth’s thing. But then [name] and I meant that he had not understood that what was 

fascinating with adventure is that one is major slime and one is good and that makes it magic; 
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and this was what made Babylon 5 fantastic, or Lord of the Rings fantastic. Sauron is not 

like…ahh…he’s a bit grey and Gandalf he is a bit lighter, you agree? But it is the contrasts and 

it was what we wanted to bring with us. Then we got Omni-Tek and Clans and then there was a 

hypothesis that I used on that, it was that I think that people want to play evil and that within 

people there is a drive to do that. Especially in the online games, this “intoxication of the 

anonymity” [English in original]. You are anonymous and you become intoxicated by all you can 

do without any social consequences, they believe. So playing evil is fun and it was these 

elements that became Anarchy Online Rubi-Ka (Gaute Godager). 

It was discussed at Funcom that one way of encouraging people to join guilds was to attach 

in-game rewards to participation in a guild – things that otherwise would be impossible to 

acquire. The limitations of the guild were also discussed: A guild with too many Atrox (one of 

the races) would suffer in some way because of its upper-hand in force, members could lose 

25 percent of their individual power. But composing the members of the guild would become 

a fine balancing act; too many gamers with the same attributes could indeed make the guild 

better, but what would the sanctions be for this strategy? 

The currency used in Anarchy Online was based on the Norwegian currency, according to 

Gaute. For example, the price of a gun would be comparable to what it would cost to buy one 

in Norwegian currency. Although it is important to control the economy in a game, it is less 

important than in a real economy: “a galloping inflation in an online game means less than a 

galloping inflation in a real world simply because there is no bread and butter, that is the price 

of luxury goods is … [gestures in a way that means ‘unimportant’]”. When the game was 

launched later, there was a bug in the code that made it possible to duplicate items. This 

function should only be available for duplicating keys to missions, but it proved to be 

effective on other items too. This meant that many gamers acquired large amounts of money 

in a very short time. 

One way to support the trade between the gamers was to adjust the amount a gamer would 

receive for selling an item to a vendor. Although gamers buy most of their consumable items 

from vendors at a set price, the price of selling items to the vendors is not set. This method 

would, of course, prove to be a more convenient way of acquiring money, but it would not 

encourage interaction between gamers. Therefore, when selling an item to the vendor, the 

gamer was offered only a few percentages of the price for which the item was sold. For 

example, buying a gun from a vendor and selling it back again would generate 3 to 4 percent 
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of the initial cost of purchase. There were discussion about creating an economy in which 

different items were to be sold at different locations, and where prices would differ, thereby 

creating an opportunity for the gamers to trade and travel between different locations. But as 

this also opened up for bots64 the idea was trashed. 

 

 

”HOUSE: An organisation-building -- guild-house -- Anarchy Online-style.” Source: Anarchy Online Special 
Edition CD 2002.  
 
According to Gaute, the economy in Anarchy Online is a mixture of market economy and 

socialist economy. There are vendors that sell the basic merchandise that most gamers need. 

The idea was that the beginner, who has little capital initially, requires this option. If the 

market economy reigned supreme, there would be a risk that the price of the goods needed by 

the “newbies” would rise to such high levels that they would be impossible to acquire, thereby 

limiting gameplay. 

                                                 
64 A bot (short for robot) is an automated program that can control an avatar to do certain things without any 
human control. Thus, there is a risk of someone creating a program that will make the avatar go where a certain 
good is cheap and travel to another place and sell it for a profit, then repeat this over and over, thus making 
money for a gamer who is not active at the computer. 
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Later in the game, money sinks other than insurance booths were introduced in order to 

remove money from circulation. With the expansion pack, there were natural money sinks 

implemented in the maintenance cost of the Notum65 drilling towers and the city. Another 

money sink was having the hood of the gamer’s plane decorated by a painter – with a sexy 

woman, for instance.

                                                 
65 Notum is a rare mineral that enables the nano-technology on Rubi-Ka. 
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5 
EMPIRICAL 2.0 

In the weeks before Anarchy Online was released, I had created a picture of myself as the 

bold adventurer, the avatar I was going to play, in my camouflage clothing – stalking and 

taking down enemies with my bow from some an advantageous position high up in a tree. 

Later, I would discover that it was not possible to climb trees and that there were better 

weapons than bows. I even came to realize that being a lonely adventurer was actually quite 

boring. But, luckily for me, I could be many different avatars. It was just a matter of defining 

who I wanted to be, again and again and again – any type of avatars, depending on my 

preferences, my personal interests, may tastes and passions at the time. 

When the game finally arrived, in June, my first venture into the virtual world of Rubi-Ka 

proved to be more difficult than I had imagined. Because all the video games I had played in 

the past required only a standard installation – some modifications to the hardware settings, 

graphics, sound control and such, I expected that installing Anarchy Online would be a quick 

and easy process. But, since I in this game only was buying a software client that enabled me 

to connect to Rubi-Ka on a server located elsewhere, I needed to download the latest version 

of the virtual world to my computer. I also needed to download the patches that the developer 

had released since launch. 

When I had finally gained access to the virtual world, I could start defining who I wanted to 

be – defining my digital representation in this new world, my so called avatar, character or 

toon66. Going through this for procedure the first time, I still had the image of myself as he 

brave adventurer. 

My first step in defining an avatar was to choose its breed. There were four breeds available: 

Solitus, Opifex, Nanomage and Atrox. A breed is almost not unlike a race, with the difference 

being that breed variations were the result of genetic manipulations or exposure to different 

environments rather than a single planet. When clicking the icon of a certain breed, I was 

                                                 
66 Short for cartoon. 
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informed of its advantages and disadvantages and its status in the background story of the 

game, either as the “descendant of Homo Sapiens” or a “genetically engineered” being. 

Every breeds but the Atrox had two genders: male and female. But, I was informed that my 

choice of gender would not affect my avatar’s performance. The text describing the Atrox 

informed me that this breed was genderless because of the excessive manipulation it had 

undergone. However, judging by its muscular build, its head, facial hairs and shape, I would 

say that it definitely looked masculine. The Solitus breed seemed best suited for the 

adventurer I had in mind: 

The Solitus is the galaxy’s most common breed – a direct natural descendant of the Homo 

Sapiens which evolved during the Earth’s long winter. The Solitus has no specific advantage, 

but is capable of adapting to almost any situation and environment, and has a proclivity for 

learning67. 

I then had to choose my appearance: the build, height and head of my male Solitus. This was 

the only way I could create an individual look: to look like a slender built runner or a hefty 
                                                 
67 Information about the Solitus breed in the Anarchy Online character development. 

Choosing the breed, screenshot from Anarchy Online 
•
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slow-paced brute. Nevertheless, build and height both only had three variables, all of which 

either enlarged my avatar or shrunk him in two dimensions. The male gender had his weight 

distributed according to a general modification all over the body – a general increase in body 

mass (the female character gained weight mainly over her hips and chest). 

As the adventurer I had in mind was to be agile and fit, I choose medium build and medium 

height. The slender type looked just too slender for the adventures I had in mind. This 

medium-built avatar was muscular, but not pulled down by heavy weight.  

After the modification of the body, it was time to choose the appearance 

of the head. There were more than seventy Caucasian, Asian and Black 

heads to choose from. Some had face tattoos, strange haircuts and a 

variety of distributions of facial hair. I selected a dark-skinned head with 

a short, white, military haircut. I had finally created my adventurer. He 

was mean- looking, but not in an ugly way. More in a Wesley Snipes’ 

Demolition Man68 kind of way. 

The next step was to choose one of twelve professions: Metaphysicist, Adventurer, Engineer, 

Soldier, Fixer, Agent, Trader, Doctor, Enforcer, Bureaucrat, Martial Artist, or 

Nanotechnician. Displayed on the screen was a model of each profession providing its 

characteristics, the difficulty of playing the role and a tiny hint of the future that one could 

expect in that profession. With my mind already set on the Adventurer, there was not really 

much more for me to think about: 

Adventurer Selected. 

Difficulty to play: Low / Medium 

An Adventurer’s soul is at home in the wild. Adventurers study the animals, learn their ways and 

gain some of their abilities along the way. Their weapon skills are well balanced with equal 

advancement opportunities in melee69 and ranged combat. They also become skilled at using 

nanotechnology to withstand damage or to create metaphysical cloaks that damage their 

aggressors. An Adventurer is an excellent healer, only truly rivaled by the Doctor.70 

                                                 
68 Warner Bros. and Marco Brambilla, 1993.   
69 Close combat using handheld weapon as sword or dagger. 
70 Information about the Adventure profession in the Anarchy Online character development. 
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Finally! I was almost set to go! All I needed now was to give my avatar a name – Tristran71 – 

and I was transported to a spaceport where transportation to the planet Rubi-Ka’s was 

awaiting me. 

At this spaceport I had to choose my faction: Omni-Tek, Clan or Neutral. The Omni-Tek was 

a hierarchical, militaristic, big company faction and the Clan consisted of rebels and 

anarchists. The third choice, the Neutrals, chose to stay out of the conflict. 

There was a background story to the conflict between the two factions, provided by NPC 

avatars of each faction standing at the spaceport. They informed every newcomer of the goals 

of the Omni-Tek, the Clan and the Neutrals. There was also a book in which the background 

story of the game was presented as a novel by Ragnar Tørnquist, Prophet Without Honour 

(2001). I was having a hard time seeing Tristran Omni-Tek (too hierarchic, too orderly) or 

Neutral (a boring way of refusing to take a stand). So I became Clan, joining the unruly ones 

that had broken free from the oppression of the Omni-Tek company. Eventually, my new 

digital I, Tristran, proceeded through the Clan exit. The adventure could begin. 
                                                 
71 From a character in the Neil Gaiman novel, Stardust 1998. 

Choosing the profession, screenshot from Anarchy Online 
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RITE OF PASSAGE 
After landing in a place that looked like a stone-paved courtyard, I found myself in a strange 

situation. I could move neither forward nor backward. I had no idea how to control my avatar! 

Nor did I know the keys to press on to provoke action from Tristran, who was standing 

motionless on my screen. I felt awkward with so much movement going on around me; 

people seemed to be running, jumping and fighting all over the place. 

With the manual in one hand and the other finding its way over the keyboard, I learned how to 

turn, walk forward, stride sideways, and sit down – all the possible movements. Like 

everyone who came to this place, I went through the painstaking process of learning how to 

master the movements of my avatars.  

As the threshold for learning to control an avatar in a virtual world like Rubi-Ka is higher than 

a traditional video game, the gamer must either gain a certain momentum to overcome the 

initial resistance or must have previous knowledge of this type of game. Some people actually 

gave up at this point. Not only did gamers have to control their movements, but they had to 

master the rest of the settings in order to get around on Rubi-Ka. 

When I arrived in the backyard as a newbie or noob, as the beginners are called here, I was 

equipped with only a few items – the most basic equipment to sustain me in the beginning and 

enable me to kill the smallest animals for money so I could buy better things. What I had on 

me also depended on my chosen profession. As Adventurer I had my inventory was 2 Solar-

Powered Adventuring Pistols, 2 Tiny Swords, 1 Startup Crystal – Quick Heal, 1 Startup First-

Aid Kit, and 1 Startup Treatment Laboratory. The function of most of these things seemed 

self-evident. All but the Startup crystal – Quick Heal. 

I was not alone in this place. There were other avatars running around. Avatars always 

seemed to be running, perhaps because it was a faster way of transporting themselves. Of 

course, I had control of my avatar’s movements, but walking seemed unnecessarily slow in 

comparison. 

What made my trials to control my avatar embarrassing was feeling like a beginner. Whereas 

everyone else seemed to be moving around freely, I was walking into walls and trees and 

stones. I was jumping aimlessly, and was even killed a few times by small furry animals that 

looked anything but deadly. It was obvious which avatars were played by beginners; they 
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tended to behave as I did. This was frustrating for a noob, I was used to having control over 

my movements and the possibilities in a game. But later, having mastered it, I too would find 

it hilarious to watch. 

There were safe areas: the backyard and some green places, with grass, plants and trees; even 

a nice little pond with a waterfall. I was impressed. But, I was not here to admire the 

landscape; I was learning how to control my avatar, and that included learning how to kill. 

All around the backyard were small animals: lizards, parrots, and leets (a furry little animal 

that looks a bit like a groundhog). The smallest animals did not attack me on sight, as most 

others did, which gave me time to fumble with my weapon, and figure out how they worked. 

If worse came to worst, I could always run back to the safe area where a guard stood ready to 

blast down the small animal that was chasing me. 

For every animal I managed to kill, I gained experience points (xp), and as my xp increased, I 

finally reached the next level. The highest level I could reach in Anarchy Online was 220, but 

getting there required many hours in this virtual world and a great deal of killing. But levels 

indicated status: the higher my xp, the better I was assumed to be and the more difficult and 

bigger animals I could attack and successfully kill. In the beginning, it was relatively easy to 

increase my level, but past level 100, the curve seemed to be exponential. Advancing from 

200 to 220, I was told, was like going from 0 to 200 once again (The highest level I would 

ever achieve with any of my avatars was 197, with a female engineer called Signs. Tristran 

and I only made it to 89). 

Besides the xp I gain from killing small animals in the backyard, I could loot their corpses for 

items to sell in the shop for money; and if I were really lucky, I would find items I could 

actually use: armor or weapons. Killing was thus closely connected to the economy of this 

world. I killed, I looted, and I sold what I found. Thus the gains of killing were twofold: I 

gained levels and I increased my wealth. 

As a layer between me and the avatar, the screen was filled with a frame containing different 

icon and buttons: the Graphical User Interface (GUI). This was the layer “between” the gamer 

and the virtual world where I accessed information and actions: inventory, map, my armor, 
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my weapons, the list of my friends, emotes72. It was also by using the GUI that I could 

communicate with other avatars. At the bottom was a semi-transparent window that 

constantly scrolled lines of text. 

As a beginner there were two channels available to me: Vicinity and Clan Newbie OOC 

(meaning Out Of Character). I could talk to the avatars close to me or I could talk in a general 

chat channel for all the beginners. But, I could also shout so that avatars further away would 

hear me or whisper private messages to a single avatar. As I later entered into the cities, more 

channels became available to me. There were channels designated for barter and others for 

finding temporary teams. All in all, the GUI was an instrument for performing actions and 

receiving information in this virtual world, just like in Microsoft word. 

So there I was, learning how to get along on the planet Rubi-Ka. In one sense, it was like 

trying to adjust to any new setting in our physical world: learning the rules, how to relate to 

the surroundings and how to adapt to its possibilities and limitations. Some rules came 

naturally; I could could run into trees, but not climb them. But other rules were not as self-

evident. What made this first experience different from other video games I have played was 

the constant presence of other gamers. It soon became evident that relating to others was the 

major aspect of learning how to become a good citizen on the planet Rubi-Ka. 

A STROLL AROUND THE CITY 
The planet Rubi-Ka consisted of a number of different environments: deserts, forests, 

mountains, and underwater areas. There were also villages and cities spread out on the surface 

of this planet that served as hubs of activity for the gamers. It was here that the gamers met 

their fellow guild73 members, buying and sell things, joining teams for missions and many 

other things. Apart from the cities owned by Clan, Omni-Tek, or the neutral factions, there 

were cities that were built and controlled by gamers in the various guilds. After having 

spending the first hours in the backyard, I was allowed into a city of my faction: the City of 

Old Athen. 

I was amazed with the size of this city and its strange architecture. Basically it resembled a 

city in our physical world; it had streets, squares and buildings neatly arranged in rows and 

                                                 
72 Movements that the avatar can make to express emotions, for example greet, laughing, raising fist, and 
backflip. 
73 A collection of gamers that have joined forces in a game. 
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clusters. The city was large enough for me to lose my direction. But, with a compass and the 

mini-map in the upper-right-hand corner, I soon learned to navigate around the city and 

discovered where all the different places were located. 

The city was a bit more sterile and ordered than cities in the physical world. There were more 

flat surfaces, and not many organic shapes or colors – primarily grey-blue tones. The 

buildings looked more like skyscrapers from a science fiction movie like Bladerunner74  than 

a regular office building. It was not possible to ascend into these buildings, as most of their 

entrances led to a shop or another backyard. They served more as decor than as real buildings. 

The feeling of factions at war was strongly reinforced by the appearance of this heavily 

fortified city, but because it is the capitol of the clan faction, it “felt” right when I entered it. A 

high, massive wall surrounded the whole of the city, at some stretches there was even a water-

filled moat. This wall was practically impossible to get over, either by climbing or with the 

use of a flying vehicle. On only a few occasions have there been attacks on the city by the 

Omni-Tek faction. Most attacks were struck down quickly and powerfully. At other times the 

Omni-Teks were able to hold the city for as long as an hour or two, but the patrolling guards, 

together with gamers present at the time, would sooner or later drive the Omni-Tek gamers 

out of the city. 

Once, early in my gaming experience, I read a message in the chat that Omni-Tek was 

attacking the city. I was intrigued, and decided to head over to the city to help drive them out. 

But when I enter Old Athen, my screen froze. The huge number of gamers in the city at the 

same time, both attackers and defenders and the updating of graphics required for all these 

avatars became a massive task for my computer. There was nothing I could do; one frame, 

shouting, a blast – then waited for my screen to update again. When it finally did, 15-20 

seconds later, I was dead. The concept of lag had become obvious to me. 

“Lag” is a term that refers to the time it takes a computer to communicate with the server and 

update the information on the screen. With many avatars in the same area, the amount of data 

that has to be updated increases and it takes longer to update. Thus, there is always a certain 

amount of lag, depending on the bandwidth, the computer and the location in the game. Good 

                                                 
74 Warner Bros. and Ridley Scott, 1982. 
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bandwidth and a good computer, with a good graphics card, plenty of RAM and a premium 

processor definitely make life in a virtual world more enjoyable. 

Returning to the city, there were three ways of entering or exiting Old Athen: through either 

of the two gates, through the Whom-Pahs or through The Grid. The gates allowed me to enter 

the city from the west or the east; they were always open and accessible for anyone, even 

Omni-Tek. If it were not for the large cannons inside the gates, in fact, it would have been 

easy for any Omni-Tek to enter, but for a larger assault they were of minor help. The Whom-

Pahs, a teleportation between cities, were the most-used transportation system. The entrance 

to these looked like large sliding doors where the inside of these emitted a blue glow. Above 

them were the names of the destinations. There are no Whom-Pahs from Clan cities to Omni-

Tek, so it was possible for me to transport myself within the same faction and to neutral cities. 

The third way of entering and exiting the city was through The Grid. This was another 

teleportation system similar to the Whom-Pah, but one requiring a certain skill that could only 

be learned over time. The Grid also had more access points all over the world, allowing 

gamers to be transported around Rubi-Ka faster as they gain higher levels, thereby acquiring 

skill in using The Grid. 

There were several areas in the city where people gathered in groups, either to find teams or 

merely to hang out and socialize. Again, there were backyards that usually hosted 

headquarters for the poorer guilds. Wealthier guilds built their own cities. There was the Shop 

Street, in the west part of Old Athen, where easy access to most of the shops provided ample 

opportunities for barter. There were also the various entrance points of the city, where people 

could easily gather; although it must be acknowledged that the gates were not used frequently; 

physical travel had had lost its efficiency on Rubi-Ka. But, by far the busiest section in Old 

Athen was The Hill, located in the center of the city. 

This place always seemed to be crowded. It was a good place to meet, because of its central 

location in the city. It was here that most teams formed, at least amongst the mid-level skilled 

people. It was also here that many people strutted around, showing off their newest loot, or 

best social outfit. All in all, this made The Hill a bustling place of people, conversation, 

shouting, jokes and other actions known as social interaction. Sometimes there were even 

dragons present at The Hill, or more accurately, Adventurers using a nano-formula to 

transform themselves into dragons. Certain actions thus seemed to be tied to different places 
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in Old Athen; knowing where to do what action was a skill that was quickly learned in this 

virtual world. 

There was a great deal of activity in Old Athen. As the hub of clan operations, this was where 

most of the clan people hung out: doing business, upgrading their equipment, preparing for 

missions or simply socializing. On occasion, the buzz of conversation would be disrupted by 

rapid gunfire, as someone was ganked – attacked and killed by other gamers for no obvious 

reason. Or, it could just as well be two people dueling, or a couple of people in a brawl, trying 

out their combat strengths on each other. On other occasions, the guards patrolling the 

grounds of Old Athen become involved in this disruptive violence, most often exterminating 

an unruly clanner with a sturdy force of fire. 

Apart from these occasional outbursts, life in Old Athen was not particularly violet.  True, it 

must be acknowledged that there was an aura of violence surrounding most of the activities in 

the city, even those that may have seemed harmless in themselves. This seemed to be the 

philosophy of life in Old Athen and Rubi-Ka: to grow as powerful as possible in order to 

The Whom-Pahs in Old Athen, screenshot from Anarchy Online 
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eliminate various mobs75 or the opposing force, the Omni-Tek; and have fun with other 

gamers during the process. 

THE STRIPPER 
One day, as I was running along in Newland City on my way to one of the many missions, I 

stumbled across an avatar that was out of the ordinary. Newland City was, at the time, the 

homestead of the neutral gamers – those who had not chosen sides in the conflict (or, rather, 

had decided to stay out of the conflict). So if there was one place on Rubi-Ka where I could 

run into odd figures, this was it. It was not the appearance of this avatar that was out of the 

ordinary, but rather what she said to me as I ran past her. 

- Would you like me to strip for you? 

I stopped abruptly, and turned toward her and replied with a less than imaginative: 

- What did you say?! 

Ordinarily I did not stop to speak with strangers randomly addressing me and others on Rubi-

Ka. This happened often, and most of the things that people had to say were uninteresting. 

But, this I had never heard before, and the content of the message was too intriguing and too 

hilarious, to turn my back on. This was a promising new dimension of Anarchy Online that I 

had never encountered before. 

At this time I was using my Atrox avatar, who had acquired a level 150 out of 220. I was an 

Enforcer by the name of Monkfish, equipped with a large sword and massive armor – 

actually, most items and body parts were big on Monkfish. 

The avatar that had approached me with this impossible question was standing in front of me, 

small in both level and size. She was a female, of the breed Solitus, the race that looks the 

most like humans. She was also wearing social clothes, which were only for show and had no 

armor class, providing no protection from physical damage. 

- What do you mean by stripping? I asked her. 

                                                 
75 A non-player character that a gamer kills: humanoids or monsters, for example. 
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She explained how she would strip for me, with exotic dancing and the whole nine yards, if I 

would give her a few credits (that is what the name of the currency). I was surprised at how 

matter-of-factly she offered me this service, making it sound like the most natural thing in the 

world. This was an entertainment option that I had never encountered during the endless 

amount of hours I had spent in that world. I asked her how she would go about stripping for 

me in the game. I was having a difficult time seeing how this could be done and wanted more 

explanation. She never did explain, but she did say that had found this to be a prosperous way 

of accumulating credits by running a macro that makes the avatar dance while manually 

changing into other clothes, so it appeared as though she was removing them one piece at a 

time, finally leaving herself wearing only a thong and a small top (avatars cannot be 

completely disrobed). I wanted to ask her more questions, but realizing that she was wasting 

her time with me, she said, 

- cya, (”see you”) and walked over to the next male avatar coming her way. 

Standing there, amazed, in the city, I was not yet ready to let 

go of this fascinating event. As casually as I could (meaning 

standing completely still and not saying anything), I was 

lingering in the area, studying the stripper’s interaction with 

the avatars she met. Finally she “vanished” with a customer 

into a back alley nearby. After a few minutes, I made my 

way over to the alley. What I saw was indeed dancing; there 

were pirouettes and other dance moves. There was the 

promised changing of clothes to more revealing ones, and 

there was even the “butt in your face” with the help of the 

emote “moon” (ordinarily a malicious gesture, but here it must be assumed to have acquired 

an entirely new meaning). The whole show ended with the stripper blowing a kiss toward the 

paying customer who had been yelling and cheering throughout the performance, while 

supplementing his approval with vigorous applauding. The stripper changed her clothes, and 

as she ran past me she called me something along the lines of, “peeping tom” or “free rider”. 

THE WEDDING 
One day, Youny announced in the Nordic Alliance (NA) guild channel that she was getting 

married to Dragonsouls. Those of us who wanted to attend this event were to contact one of 

Female Solitus performing dance 
moves, screenshot from the video 
game Anarchy Online. 
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her two friends who were helping her with this event. At that time, Youny was a member of 

the sister guild of the Nordic alliance, the Nordic Shadowrunners (NS). Their point of 

commonality was that members of both guilds were from the Nordic countries, and they 

arrange many joint activities. 

Because I did not know Youny at this time, I asked her if I could attend the wedding as a 

researcher.  So, together with a few other gamers from NA, I signed up to the event that was 

to take place in a few weeks in the ARK ceremony hall, administrated by ARK (Advisors of 

Rubi-Ka, an organization administered by Funcom, and consisting of volunteer gamers 

helping newbies and aiding in the arrangement of events like this one). 

When the day of the wedding arrived, I logged on a few hours before the event in order to 

prepare myself and ensure that I had everything I needed. There was the wedding present for 

the happy couple, and social clothing for me to buy. What to get them and what to wear for 

the wedding had frequently been discussed over the past few days in the guild chat. There 

were many clothes to choose from, and the only rule was that nobody was allowed to carry 

weapons during the ceremony. To wear armor of any kind would also be frowned upon. 

Given this rather obvious rule, many of us also wanted to look our best; we did not want to 

use any of the “hostile” equipment we used when fighting. The problem this presented to all 

of us was that we had “twinked” our avatars to be equipped most of the items. Basically, this 

meant that we had used various items and nanobuffs (programs that increase certain skills) to 

raise our skills in order to acquire specific pieces of armor or weapons. So when we took off 

the armor, we had to go through the tedious procedure of twinking and equipping again. This 

could take several hours of collecting items and begging for nanobuffs from other avatars in 

other professions. But we all removed our armor because we wanted to attend the wedding. 

Most of the female avatars at the wedding were wearing some kind of dress; most of the male 

avatars, including myself, had mostly chosen a suit or a white marine uniform. I picked a 

marine uniform, which I later came to regret when I noticed that this was also what the groom 

was wearing. 

As for the gift, I hesitated for a long time over to bring; there were so many possible presents 

the shops. In the end I settled for a stereo for their apartment, if they had one. This was a gift 
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that seemed good enough to fit most criteria for a wedding present. Dressed in my social 

clothes, and carrying a stereo in my bag, I was all set to go. 

Later that day, we were warped (transported) over to the ARK ceremony hall from the 

meeting point in Borealis. The ceremony hall, a separate place in Rubi-Ka used only for such 

occasions, was not accessible in any other way. When entering the hall, I was struck by its 

resemblance to the ruins of a cathedral; it was quite beautiful, but at the same time, cold and 

spacious. 

There were about twenty or twenty-five gamers there, filling a few of the front rows. Some 

were chatting and fooling around, commenting on our choice of clothing, laughing and 

joking. Then, at twenty minutes past midnight, Ronedell, one of the people from ARK, 

shouted: 

Ronedell: It should begin shortly, everyone please remain seated. Thank you!76 

An avatar named Blessings took her place at the altar. She was dressed completely in white, 

with a white robe a white hood, and a flower in one hand. Behind her, were white doves 

flying. She was obviously the one that would perform the ceremony, assuming the role of a 

priest. 

Blessings: Ladies and Gentlemen, thank you for coming today to share in this happy occasion.  

We are about to begin. Will you all rise as the wedding party approaches! 

At this point she motioned the members of the wedding party forward, one by one, until they 

all were standing by the altar, except Youny, the bride. 

Blessings: Ladies and Gentlemen, the bride "Youny" enters the chapel to take her rightful 

place!  

After she had walked down the aisle of the cathedral, all the guests were seated, and the 

ceremony could begin. 

Blessings: Brothers and Sisters, and all travelers of Rubi-Ka and beyond! May the blessings 

of all be with us here today! We have come together today, for one of Rubi-Ka's most 

                                                 
76 The dialogue was logged in the game at the time for the event, “recorded”. 
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precious ceremonies... Marriage. Today we will witness the joining of Dragonsouls and 

Youny in a – most special ceremony. We offer our thoughts for a moment, to Dragonsouls 

and Youny, who today shall be placed in marriage before us. We offer them emotions of 

happiness, to eternally find happiness within each other! May this be the beginning of a 

relationship that will grow and mature with each passing day! Let the latter days become more 

wonderful than the first. NOW I ASK YOU..... WHO AMONG US, gives Youny's hand in 

marriage to Dragonsouls? SPEAK NOW, for the Spirit Winds listen! 

Finnius: I do! 

Blessings: It has been spoken and carried to the Winds.... so it shall be! I will now ask 

Dragonsouls and Youny, before all here today, to state their Marriage Vows. Dragonsouls, the 

vows you wish to make today to your partner, Youny, must include loving and cherishing her 

from this day forward, for better or for worse in sickness and in health! If you vow this, to 

Youny, before the Winds-of-Rubi-Ka and before all present here, Dragonsouls...please say I 

DO! 

Dragonsouls: I do! 

Blessings: Dragonsouls, your words have been spoken; the great Spirit-Winds-of-Rubi-Ka 

will now carry them throughout all the lands forever! Youny, the vows you wish to make 

today to your partner Dragonsouls must include loving and cherishing him, from this day 

forward, for better or for worst, In sickness and in health! If you vow this to Dragonsouls, 

before the Winds of Rubi-Ka, and before all present here Youny, please say I DO! 

Youny: I do! 

Blessings: Youny, your words have been spoken; the great Spirit-Winds-of-Rubi-Ka will now 

carry them throughout all the lands forever! I now say to you both, your vows are complete, 

witnessed here, and caressed by the Winds of Rubi-Ka. Please now turn and face each other 

and take each other by the hand. The hand you offer each other is an extension of yourself in 

mutual love. Cherish that touch now and forever! Who among us holds the ring of love for 

Dragonsouls? SPEAK of it now, and please return it to Dragonsouls. 

Healium: I do! 
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Blessings: Dragonsouls, will you place the ring on Youny's finger, and repeat after me these 

words: With this ring, I commit myself to you entirely. 

Dragonsouls: With this ring, I commit myself to you entirely. 

Blessings: Who now among us, holds the ring of love for Youny? SPEAK it now, and return 

it to Youny. 

Gabela: I do! 

Blessings: Youny, will you place the ring on Dragonsouls' finger, and repeat after me these 

words: With this ring, I commit myself to you entirely. 

Youny: With this ring, I commit myself to you entirely. 

Blessings: For the wedding ring in its unbroken wholeness is a symbol of the everlasting 

covenant of marriage, in which you two are entering into here today! Its shininess is symbolic 

of this new union and the beginning of your lives together. The stone in your ring, Youny, is 

to remind you that although you radiate independence and strength, it is your partner who is 

your support; and likewise, a beautiful ring setting is incomplete without the stone. Therefore, 

Dragonsouls, let Youny's ring, which you give, serve to remind you that she is to be cherished 

and taken care of with the same diligence due a priceless gem! May the wearing of these rings 

serve as a remembrance to always abide in constant faith and love with one another and 

reminder to you both of the commitments you have made here today in joining your lives 

together! Dragonsouls and Youny, the Spirit Winds of Rubi-Ka are here with us now to 

bestow on you its sacred ancient blessing! Today, we take a step back from our struggles 

against our foe, to find a time of peace. This couple has decided to seal their love and mutual 

respect for each other by coming here today, together before their friends, and declaring their 

bond for all to see. This is a statement of hope. Bringing each of us closer to the planet that 

we inhabit, a Notum rich planet, which has birthed many of us. Some bound even by what we 

are to the notum within the soil! TO ALL PRESENT, hear me now, for the Spirit Winds of 

Rubi-Ka have come to bless two of our own! It will bestow on Dragonsouls and Youny a 

special shield so they will never again FEEL THE RAIN.....for each of them will be shelter, to 

the other! FEEL THE COLD.....for each of them will be warmth, to the other! FEEL THE 

LONELINESS.....for each will be a companion, to the other! Now they are two bodies; but, 
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But, now there is but ONE LIFE before you! May their days be rich and full upon this land 

we love as Rubi-Ka. PRAY WITH ME NOW, for the all powerful, to caress them, as one! It 

has been said, it is now spoken....so let it be! BY THE POWERS, VESTED IN ME BY THE 

RUBI-KA MARRIAGE REGISTRY, I, who am called Blessings, Registrar of Rubi-Ka, 

Proclaim to you, and all of Rubi-Ka that Dragonsouls and Youny are hereby UNITED 

TOGETHER AS HUSBAND AND WIFE… AMEN! CONGRATULATIONS to you both! 

LADIES AND GENTLEMEN, I am pleased to INTRODUCE TO YOU for the FIRST 

TIME....Dragonsouls and Youny Demesa of Anarchy! May the SPIRIT-WINDS-OF-RUBI-

KA BLESS THIS UNION! 

This ended the ceremony and the avatars that participated were making their voices heard. 

The participants in the ceremony (myself included) had been chatting with each other during 

the event using whispers – messages that only sender and receiver could see – rather than in 

the open channel used by the priest, in order not to disturb the ceremony. But now the open 

channel was filled with text messages congratulating and cheering for Youny and 

Dragonsouls. 

Stinson: Woot!! 

Pyromanche applauds. 

Blessings: YOU MAY KISS THE BRIDE! 

Litammal: Alright! 

Sollstice cheers. Ashhunter claps. 

Hotface: Amen! 

Thorstone: YATTA! 

Nanosbots cheers. 

Eneema: PARTYYYYYYYYYYYYYYYYY TIMEEEEE !!!!!!! 

Monkfish: Yeehaaaa! 

After these and many more postings in the chat channel, Blessings made an announcement. 
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Blessings: Wedding Reception at Retreats, you all will be transported there...!!! 

The reception takes place in a bar called Reets Retreat, located in the City of Last Ditch, in 

Stret West Bank. Actually, this is no more than an outpost on the border of Omni-Tek-

controlled land, but being a bit out of the centre of the traveled roads, Reets Retreat makes a 

good place for private parties. 

The small bar was quickly filling up, as more and more people were transported there. The 

chat was constantly being filled with people chatting, joking and congratulating the bride and 

groom. Upon entering the bar, there was music playing. This, together with a smaller dance 

floor and some sofas to relax upon, as well as the possibility of buying alcohol and snacks at 

the bar, set the mood quite well. I decided to get some wine at the bar and hit the dance floor. 

After an hour or so, people were still busy chatting, dancing and drinking to the married 

couple. It was about this time that Dragonclawz decide to take some curious actions that 

would later have some unfortunate consequences for him. 

Marriage ceremony, screenshot from Anarchy Online 
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Dragonclawz grabs Youny's ass and whispers, 

Dragonclawz: a blowjob....  what u say... I’ll pay good. 

This resulted in Ruuzz kicking Dragonclawz, and Ashhunter saying 

Ashhunter: Dragonclaws, back off before I kick you in the head. 

To which he responded with 

Dragonclawz: thank you all! 

This conversation was not the only one going on, but rather one of many postings in the chat. 

But, Dragonclawz was obviously not a person who settles down after a little slip. 

Dragonclawz: Bring it on bitch! Bar brawl!!!!!!!!!!!!! 

But when no one reacts on these provocations Dragonclawz came up with another post, 

Dragonclawz tries to look up Youny's dress. 

Even this post was ignored, and the people in the bar were chatting away about everything but 

this. 

Dragonclawz: I can’t get laid... now... I will commit suicide in front of u all. Then he started 

to cry. 

At this point Youny decided that it’s time for action; she took out her gun and killed him on 

the spot. 

Madmanex: Youny killed Dragonclawz! why?! 

Youny: Hehe, well he annoyed me :P 

Ashhunter: Because he is a pain! 

Eldenano: Yes Ash, a pain. 
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Ashhunter: I was about to hit him with my leet dolls77. 

When later returning to the party78 Dragonclawz shouted, 

Dragonclawz: Somebody gime meh a drink!! o_-. 

Monkfish: Think someone has got too much to drink! 

Ashhunter: Go before I beat you with my leet dolls. 

Dragonclawz: ...... hmmm good 4 you.... fag...  

Ashhunter: Vallek can you do something about him his start to bother Youny and a few 

others? 

Vallek is an AFK that has extended rights of actions. 

Dragonclawz: I aint bothering nobody! right everyone! :D 

                                                 
77 A harmless toy that does as much damage as a pillow. 
78 Dying is not permanent; the avatar will spawn at the insurance terminal where it was last “saved/insured”. 

Wedding reception at Reet’s Retreat, screenshot from Anarchy Online. 
 •
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Ashhunter: Wrong! You are. Look there leave every one alone and stay or leave please. 

Dragonclawz: Except you sorry ass... but then again you’re a nobody so u don’t count. 

At this point even the groom had gotten annoyed with Dragonclawz and decided that it was 

enough. 

Dragonsouls: Dragonclawz if you don’t behave, please leave this please. 

Ashhunter: Look, I’ll petition if I have to Clawz. 

Petitioning was the same as sending a message to Funcom about bad behaviors in the game. If 

these were considered major, Funcom has the option of suspending the account for the gamer, 

making it impossible to play with the avatars on that account. 

Now the conflict had grown to a major one and the guild leader, also at the party, decided to 

step in, 

Fixerben: Dragonclawz I'm gonna give you 2 choices, behave like a decent person, or leave 

my guild. 

At this point Dragonclawz gave Vallek a hug, but Vallek’s only response was, 

Vallek: Don’t come running to me, I wont protect you :), leaving Dragonclawz to face the 

increasing number of angry people all alone. 

For quite a long time Dragonclawz said nothing. But at about 3 a.m., three hours after we 

were first warped to the cathedral, Dragonclawz faced his destiny and was kicked from the 

guild and most of the members that were present put him on their ignore lists, thus making it 

impossible for him to contact them. This action was triggered by his approaching Youny and 

“humping” her. There was an emote called “backflip” that made the avatar flip backwards. 

But if the emote was entered repeatedly, at a fast repetitive pace, the avatar only performed 

the initial movement; it looked like “humping” – the hips jerking forward and the arms 

stretching upwards and back. After this, nothing was heard from Dragonclawz, and he logged 

off shortly. 
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I soon left Reets Retreat and headed home to Old Athen. It was the first wedding in Rubi-Ka 

that I had taken part in and I had enjoyed both the ceremony and the reception (there were 

many funny and interesting conversations going on besides the fate of Dragonclawz). The 

result of the evening was that two avatars got married and one member of the guild Arion 

found himself kicked out because for bad behavior. 

A few weeks after the wedding, I had the opportunity to talk to Youny again, and I asked her 

about playing Anarchy Online and about the marriage to Dragonsouls. I learned that Youny 

was a female gamer in her early twenties who had met Dragonsouls in Anarchy Online and 

through her friends who introduced her to the game. They started dating in the physical world, 

where they also became a couple. The idea of marriage started one day when Dragonsouls 

found a wedding ring in Anarchy Online and jokingly asked Youny to marry him – in the 

game. This caused many responses on the guild channel, and people urged them to go through 

with it, Youny told me. 

Youny: We agreed that it would be a cool event for the guild and the friends we 

had…therefore it happened. 

ECONOMY 
If there was one activity that pervaded life in Old Athen, it was bartering, buying and selling 

items – mainly armor and weapons. In this aspect, life on Rubi-Ka was materialistic. Those 

who had the best equipment succeeded in becoming powerful and were envied by the other 

gamers. Those who did not have such possessions, strived to acquire them. Good equipment 

in this world was basically the best armor available, a supreme weapon for slaying opponents, 

advanced implants to increase skills, and nano-programs to enhance other capabilities of the 

gamer’s choice. 

But, armor, weapons and implants were only the basic items the people in this world were 

striving to acquire. There were wide arrays of additional items that made life on Rubi-Ka even 

better – items such as Notum Towers, Aircrafts, Hovercrafts, Cities and much more – all of 

which promised aptitude, items that helped to create skilled gamers. 

There were mainly two types of trade taking place on Rubi-Ka. One was buying items from 

and selling items to the many shops in the city. These were mainly the common items, the 

basic goods that everyone needs or cannot trade in other ways. The prices were fixed and all 
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power over price resided in the shops that were basically a type of vending machine. There 

was no way to argue with this vending machine; the set price held. An item bought and then 

and sold back to the machine lost about 90% of its value in the transaction, in order to make 

bartering with vending machines unattractive and usable only for common goods. 

The other way of trading items on Rubi-Ka was to trade with other gamers. The items traded 

this way were usually unique and valuable. The owner of such an item would have much to 

lose by selling it to a vendor, but items of low value were not worth the hassle of selling to 

other gamers. Between the seller and the buyer, the price were no longer fixed, but driven 

mainly by the basic economic rule of supply and demand. If power was the constant ambition 

of the gamer, good bartering skills was a means to this end. 

The most common way of selling an item was to put it on the market by announcing the 

desire to sell on one of the channels dedicated to shopping. I could use different channels 

depending on my level: There was a shopping channel for levels 0 to 50, 50 to100, and so on. 

These channels were used to match sellers and buyers, and limit the messages in each 

channel. Once a connection was made between seller and buyer, the rest of the 

communication was handled via private messaging, although sellers sometimes auctioned out 

their items, opening the bidding to all. But this was done only with rare and valuable items. 

Selling a pair of Artillery Boots was, for example, was usually done over the shopping 

channel. The value of the boots was only about 5000 credits, and they were generally used by 

low-level gamers, at levels 25-30. Some of the stats of the avatar were boosted by using the 

boots: greater health or projectile damage, for instance. To sell them the gamer would type in 

the shopping channel: 

WTS Artillery Boots ql25, 5k 

Anyone interested in buying them would then send a private message to the seller, either 

accepting the price or trying to get them cheaper by haggling. Alternative one could ask for 

bids. 

The value of each item was generally known by both the seller and buyer. Because such items 

were sold in large quantities, a “normal” price was established for each item. The commonly 

accepted prices could also be found on Webpages like auno.org, if anyone wanted to check. 
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Thus, the margins were usually small and there was little chance of bringing a price down for 

a buyer, or up for a seller. There were some real bargains, however. When that happened, it 

was usually because the gamer selling the item was ignorant of its common value. 

ALL GUILDS FAIL 
Because most of the things anyone wanted to do on Rubi-Ka required the help of other 

gamers, being member of a guild was most helpful. Of course, the gamer inevitably met many 

people in the constant missions, when haggling over goods or hanging around in the cities. 

Some came to be liked and were added to the gamer’s friends list, allowing people to watch 

for each other online. But, in the end, these loose relationships are not enough for progressing 

in the game and accessing the more precious items. The gamer needs a guild; if for nothing 

else, to become part of something bigger, a virtual community. As a member of the right 

guild, gamers’ affiliations provide them with the respect accorded those who are good enough 

to belong to the elites. 

During my time in Rubi-Ka, I become a member of four guilds. Every guild had its own 

characteristics: big – small, serious – easy-going, beginners – experienced, and so on 

depending primarily on why the guild was founded. In some cases, friends in the physical 

world or colleagues in an office started a guild. There were also the guilds with ambitions of 

being the best, of having enough force to go to the most hostile places on Rubi-Ka. However, 

most guilds started with the ambition to make a home outside of home, a “second space” 

where people knew each other were greeted when they logged in. 

When looking at an avatar, the gamer can see its name and the guild to which it belongs.  

There were famous guilds, like Storm, where all the good gamers were – at least this was the 

impression its members tried to convey. Storm was the guild to which most gamers wanted to 

belong, because competent gamers provided access to missions and raids that in turn provided 

items that were needed – and desired. Choosing one’s guild was, therefore, a result of how the 

gamer wanted to play, and how good the gamer was. 

I tended to gravitate toward the smaller and more easy-going guilds: a bunch of gamers 

getting together to have fun. Once I tried the serious approach and applied to Storm’s sister-

guild: Tempest. But, again, I found it to be too serious for me. 
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The first guild I joined, about six months after I had started playing, was called Rebel Scum: a 

group of gamers who had come together to have fun. We undertook missions together, went 

on a few raids into Omni-Tek country and ganked Omni-Tek gamers. Then the guild broke 

up. 

This was the early days of my gaming, well before I started taking notes. What I learned over 

the years was that all guilds, sooner or later come to a crisis point. Strong guilds can 

overcome these immediate crises and adapt to new situations; whereas a loosely connected 

guild disintegrates – perhaps for the best in some cases. Most of the relationships in an 

MMORPG are rickety, even erratic, and ending relationships that do not satisfy the gamer 

generates new beginnings and new relationships. 

This was the case with my second guild, Vae Victis, which is “woe to the vanquished” in 

Latin. I joined this guild a year later, in late 2002, and left it four months later because of the 

leader. 

The leader of this guild was an American woman. The guild had a Webpage with photos of its 

members and a forum where the members could post tips and suggestions or participate in 

discussions on what to do and when. The gamers in this guild were mostly kind people. There 

was one young American man who played with his father – the young man being in his late 

twenties and his father in his fifties. The father actually became like a father to all of us; he 

was always there to help if we were having problems, giving us advice and tips. Maybe it had 

to do with his profession; he was a policeman in the physical world. The person I did most 

things with was a man from Holland or Belgium; he was my age, and we had the same sense 

of humor. For a time we were a happy bunch, and I was having fun. 

One day my Dutch friend, the guild leader and I were on a mission together; we were 

overpowered by mobs and killed. But, dying was not the end of the world; we re-spawned at 

the insurance terminal we had last visited. But for some reason the guild leader became 

furious, blaming my friend for having pulled the mobs to us – mobs that were further away 

and not engaged in the fight. She accused him of firing at them, drawing them into the fight 

and causing our deaths. My friend claimed his innocence, but the dispute was quickly 

becoming nasty. I tried to achieve a diplomatic solution, to no avail; no one were interested in 

my suggestions. 
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And then she kicked him out of the guild. It seemed as though this action came out of 

nowhere, but I did not know if this fight was the upshot of some previous arguments they may 

have had. Then she turned to me. 

“So, where do you stand?” she asked. 

As I had not seen him open fire at the mobs, which was the accusation made; and because I 

had the utmost confidence in his skills, I said that I thought she was out of line and that 

excluding him from the guild was too much. The next message that turned up in the chat was: 

“Monkfish [that was me] has been kicked from the guild.” 

I did not understand her behavior. The other members in the guild had told me that she could 

be hot-headed from time to time. But, we did not receive any apologies from her after this, 

and there was no sign that she wanted to patch things up, so both of us moved on to other 

guilds. After this event, I began to crave professionalism, gamers that would not let the small 

things get in the way of excelling as a citizen on Rubi-Ka. 

It was at this point that I joined Tempest, the sister guild of Storm. In order to join Storm one 

had to have achieved a high level, which I had not yet accomplished. I also needed to prove 

my abilities, either through recommendations from gamers who were already in the guild, or 

by proving my skills and engagement in Tempest. This guild was thus a sort of farmer’s guild, 

from which Storm could recruit promising members. 

The Tempest was not what I had expected it to be. To be honest, it was incredibly boring! 

There were endless meetings about various administrative tasks: promotions, what to do, 

when, how, why. Where was the fun, the adventure, the challenging game play? 

Although I was engaged in many different activities, I realized that I was not enjoying myself 

anymore; I was discussing administrative matters more than I was undertaking adventures. As 

a consequence, I created other avatars (called alts, as in alternatives); I made a doctor named 

Moax and an engineer named Signs. These alts were independent in that when I were playing 

with them they were not drawn into the undertakings of Tempest. After two and a half months 

I left the guild. It seemed that I did not have the enthusiasm for or desire to be in a “serious” 

guild. 
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In the beginning of 2004, after almost nine months of soloing, not being member of a guild, I 

joined the Nordic Alliance, where I spent my last year on Rubi-Ka. It all began when I met an 

avatar named Lillagumman. He was a soldier I met while killing robots in the northern parts 

of Great Tir County. Working together, we were much stronger than the robots, and after 

awhile, we started talking about things than the game. 

Lillagumman was a man in his late twenties who lived in the south of Sweden. His avatar was 

a soldier; at this time I was still playing Monkfish, the enforcer. Lillagumman was a member 

of the Nordic Alliance and asked me if I wanted to join, which I did. At the time it was a 

relatively small guild that only invited members from Sweden, Denmark and Norway. The 

guild leader was a Danish girl playing an avatar named Stineline. 

Looking back at my experience in these guilds, I think that they were indeed places where I 

found friends and had fun. They provided social areas in the game I kept returning to, day 

after day. Yet, they seemed fragile, these virtual coalitions. There were many guilds that went 

under because of internal conflicts between the gamers. It was easy to find new ways, easy to 

log out and avoid taking responsibility for one’s actions. There were, of course, exceptions. In 

some guilds people worked things out – guilds like mine, Nordic Alliance, my home until the 

end. 
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6 
ANALYSIS 

In 1996, a game concept was developed. It was described in a document barely five pages 

long and cautiously called Juggernaut. After initially having stated that there was technology 

available for developing a game, but that the ideas behind the game had previously been non-

existent, the developers concluded that “we may as well start from scratch”. The document 

continues by plotting the content of the proposed game: “a game to be played over the 

Internet, with thousands of users playing the game simultaneously”. It was supposed to be an 

open “chaos” world, with “only a few restrictions the player will have to relate to”. This open-

ended aspect of the game seemed critical. There was to have been a background story (later 

there was a whole novel published to establish the lure of the game), but when the game took 

off, the idea was that this story would evolve out of the gamers’ actions within the game 

world. The gamers were also to be able to “customize their characters to a very large extent”, 

making it possible to personalize their avatars. This game concept, it was hoped, would 

provide the opportunity to create a game that would attract the player to “spend time 

exploring the Anarchy universe, relating to other characters and developing the character they 

are controlling”. Ending with the rationale for playing the game, the design document stated, 

“Some will make it their task to make sure newbies don’t get hurt, while others may 

assassinate other characters (for money or other services in return, of course)”. 

During the production of this MMORPG, there was constant negotiation about the nature and 

the content of the game. Half a year after this game concept was developed, one of the 

individuals working on the development reported in an e-mail to the development team from 

the Game Developer Conference that he was “finding out some things”. His report was mainly 

about the importance of the back-story, introducing new features, and planning for the end of 

the game. In another e-mail, another team member tried to pin down the actual content of the 

game, stating that they needed a village, Non-Player Characters (NPCs), items, and quests. 

Breaking this down in details lead the discussion to questions about the type of rules there 

would be. Would it be possible to kill others, to kill the law enforcement, to take drugs? 
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Would there be religion in the game, and, if so, would certain religions come with benefits? 

Would it be possible to commit a crime, and if so would the avatar be sent to prison and could 

other players get rewards for hunting down the avatar? Would gamers be allowed to own 

houses or other properties in the game? With the need to fill the game with content followed 

the need to look into the details of interaction between gamers. How would they be enabled 

and limited through the codes of the game?  

By the end of 1998, there was yet another attempt to concretize the core of the game and its 

production. Finally the game was launched in 2001 – a fully fledged MMORPG with the 

characteristics of a genre that had, by then, seen only a handful of other games of the same 

magnitude. The discussions throughout the development through mail and concept 

documents, primarily concern the content of the game – and what the developers perceived 

themselves to be building. Much of this discussion was a result of the fact that they saw 

themselves as producing something more than a game; but what “more” meant, exactly, was 

not really clear to anyone. 

This analysis begins with a categorization of the interviews and the genre to which they 

belong. In my interviews with the developers of Anarchy Online, they presented their stories 

as romances, with beginnings in which everything seemed impossible, but from which they 

managed to turn everything around, allowing everyone to emerge as a hero when the game 

was launched. The theme is not new; it was told in Lord of the Rings and again in the recent, 

popular story of King Arthur, in which he, together with the Knights of the Round Table, set 

out to find the source of eternal youth. The Lord of the Rings is a romance about a fellowship 

of hobbits, dwarf, elves, and humans that set out to free their land of the evil that threatened to 

destroy them all. Both tasks seemed doomed from the beginning, but after their long journeys 

filled with many dangers both groups emerge heroes. Beginning with impossible situations, 

King Arthur and the fellowship of the ring defeated their enemies, overcame their obstacles, 

and became heroes in the end. 

The stories about the development of Anarchy Online follow the same pattern. In order to 

complete the game, the development team had to overcome technical limitations that appeared 

to be overwhelming at the time. It seemed impossible to create this kind of game. The 

developers had to acquire faith in their quest, to continue building and hanging onto the belief 

that it was possible. Much of the emphasis in these romantic stories was on the building of 
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momentum, so the game acquired an existence of its own. They did not want to have to point 

at the game and say, “Look, here is a game”. The game must be able to be experienced as 

such on its own by people not involved in the development. Not only did it seem technically 

complicated to build the game, it seemed to be absolutely impossible! Still, they had to amass 

enough confidence within the organization for people to believe it to be possible. Thus, both 

technology and humans had to be won over to the side of the believers. So in the beginning, 

the game represented a weak facsimile of a functioning game. It was only by making the 

associations stronger, with technology and with other people, that they could develop 

something that would be recognized as a game. 

EMPIRICAL 1.0 – DECONSTRUCTION 
In this part of the analysis I am using the five-step approach described in Chapter 3: 1) 

Dismantling dichotomies, 2) Examining silences, 3) Disrupting elements, 4) Metaphors, and 

5) Alternative story. 

 Dismantling dichotomies - There seems to have been two traditional dichotomies present in 

these interviews: production–consumption and virtual–real. But these dichotomies repeatedly 

failed to be upheld during the interviews. Attempts to maintain the traditional dichotomies 

seemed to occur only in order to appear legitimate as developer, or as a representative of those 

that had developed the game. 

In the dichotomy of producing a game and consuming a game, these two areas are separated 

in time and space. Production is serious business that takes place in the physical world and 

precedes that of gaming. Consuming a game is fun and play; it takes place in a virtual world 

and can be accomplished only after production. But, the dichotomy of these two dimensions 

does not hold; the traditional division of production as serious and consumption as fun breaks 

down. Production becomes fun and play and consumption become a serious matter. Gaming 

constitutes a large part of the development, just as development must continue after the 

launch. 

It is striking that the genre of production discerned in the interviews is also the genre of the 

game itself: adventures, quests, fun, and social interaction – in the game, as well as in the 

development. The gamer is to solve tasks and overcome great obstacles in order to excel in 

the game, just as the developers said they had to solve technical obstacles, keeping their faith 

and creating a fun game to excel as producers. 
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There was also, by the nature of physical space, a dichotomy suggested in the interviews 

between the virtual and the real; a division of the virtual as being a space for fun and gaming, 

and the real as being the home of seriousness and important business. But the virtual now 

became a space where there could be inflations, where there were market economies and 

socialist economies, a space where it was important to gain a reputation and be seen. These 

were serious matters indeed. At the same time, development was described as a place for fun, 

where slap-stick humor was inserted into the game, where temporal hunches rather than plans 

were the deciding factor for the content of the game. 

Examining silences - There were many types of human and nonhuman actors represented in 

the interviewees’ stories; yet most, if not all, of them were silent. The voices of the gamers 

were consistently mute throughout the interviews. This lack was a problem because, in the 

end, the game was produced as a product or service, to be sold to the gamers. One would 

expect to see the gamers’ point of view being not a dominant voice, perhaps, but certainly 

playing a part in the stories of the development. It seemed that these developers positioned 

themselves in relation to an imagined gamer, to the constructed ideal consumer and presented 

the gamers only as abstract persona with needs, wants, and biological drives. Thus they were 

silenced by generalization and replaced by a psychological behaviorism made to speak for 

those who were going to play the game. 

Throughout the interviews, the developers gave the impression of having only vague and 

general ideas about the people who were going to inhabit their virtual world. This lack of 

empirical understanding of their target audience could have been a reason why they never 

sought out those voices. By not defining their target audience, they opened up greater 

possibilities and freedom in the development than if they had had to limit themselves by their 

findings –, making it easier for them to base every developmental decision on their personal 

experiences as gamers. As Akrich (1992; 1995) argues, in the moment of development, the 

developer is also the ideal user. 

Disrupting elements - One might expect that constructing a video game would not involve 

much discussion about real-life social issues. But here, the social was indeed included as an 

important part of what it meant to construct a video game. The arguments for constructing the 

game a certain way, the logics that went into creating the game, often seemed to stem from 
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traditional areas of science: biological, psychological, economic, and social – basically about 

the essence of human beings. 

Why were these areas part of the interviews that described the development of a video game? 

They were referred to constantly when describing why certain content was implemented, 

which leads me to suggest that they were borrowing legitimacy from these discourses. There 

are references to research and researchers, just as there are references to models of these 

fields. In this sense, the interviews seemed to describe something more than a game, as these 

elements seem to be alien in this context. They seem not to belong here, but rather in a 

discussion of the construction of a society – a discussion about social engineering. 

Metaphors - Just as in any heroic tale dignifying itself with that epithet, there were monsters 

present here. However, for the people at Funcom, it was not a monster they had to defeat in 

order to complete their quest or save the princess captured in a tower. Their monster was one 

they had created themselves, the beast of their own interactions. The monster metaphor was 

used in several interviews to describe interactions among the various people leading this 

development; the only difference being whether the monster had two or three heads. A minor 

difference one might think. It could be that they were all used to talk about the organization 

this way, or that they all associated with the same metaphor when they described the 

organization. But, most likely, this was the nuts and bolts of video game development: 

monsters. In that, the monster association was not farfetched. 

A general, lay definition from wordiq.com79 suggests that: 

They [monsters] are also a mainstay of role-playing and video games. ‘Monster’ usually, but not 

always, implies that these creatures are larger than human size. It almost always implies that 

the creatures are powerful and hostile to the hero, and must be overcome to succeed in the 

quest. The monster par excellence is the dragon. 

So maybe the three-headed monster in Funcom was the greatest obstacle to developing the 

game? It was considered to be a monster because monsters are larger than life – 

uncontrollable. And, as long as there are no brave knights in the neighborhood, they must be 

coped with – left alone and not upset. 

                                                 
79 Accessed 16 August, 2005. 
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Previously, I indicated that this monster metaphor seemed close to home, that monsters and 

beasts are the developers’ livelihood. There are, in fact, monsters in Anarchy Online, 

including a three-headed flying demon called Lord of the Void. Lord of the Void is a basic 

“hack and slash mob” that exists in the game only to kill and be killed. It does not play a role 

in a mission or limit access to any specific area. There is no higher meaning in, or reward for, 

killing it, as it is not part of a quest; nor does it help the gamer to achieve a higher goal. 

Although the gamer can usually loot something useful after having killed a monster in 

Anarchy Online, this is not the case with Lord of the Void. Lord of the Void is big, strong, 

and pointless. 

Alternative story - What would be a meaningful way to reconstruct these interviews, in order 

to highlight their structure? By presenting an alternative story to those presented to me 

through the interviews, it is possible to emphasize how this development was presented. 

Proceeding along the track of ideology, social engineering, and missions described 

previously, a revolutionary text fit this purpose. Following is a speech by one of the best 

known Cuban revolutionary leaders, Ernesto Che Guevara. In a speech delivered to the sugar 

workers in Santa Clara on March 28, 196180, 20 days before the Bay of Pigs invasion81, he 

said: 

. . . We have to remind ourselves of this at every moment: that we are in a war, a cold war as 

they call it; a war where there is no front line, no continuous bombardment, but where the two 

adversaries — this tiny champion of the Caribbean and the immense imperialist hyena — are 

face to face and aware that one of them is going to end up dead in the fight. 

Ernesto Che Guevara The North Americans are aware, they are well aware, compañeros, that 

the victory of the Cuban Revolution will not be just a simple defeat for the empire, not just one 

more link in the long chain of defeats to which its policy of force and oppression against peoples 

has been dragging it in recent years. The victory of the Cuban Revolution will be a tangible 

demonstration before all the Americas that peoples are capable of rising up, that they can rise 

up by themselves right under the very fangs of the monster. It will mean the beginning of the 

end of colonial domination in America, that is, the definitive beginning of the end for North 

American imperialism. 

                                                 
80 www.thechestore.com/Che-Guevara-mobilising-masses.php, accessed 2007-04-02 
81 The 1961 Bay of Pigs Invasion (also known in Cuba as the Playa Girón after the beach in the Bay of Pigs 
where the landing took place) was an unsuccessful invasion, planned and funded by the United States and 
undertaken by armed Cuban exiles in southwest Cuba. An attempt to overthrow the government of Fidel Castro, 
this action accelerated the rapid deterioration of Cuban-American relations, worsened by the Cuban Missile 
Crisis the following year (www.wikipedia.org, accessed 2007-04-02). 
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That is why the imperialists do not resign themselves, because this is a struggle to the death. 

That is why we cannot take one backward step. Because the first time we retreat a step would 

mean the beginning of a long chain for us too, and would end up the same way as with all the 

false leaders and all the peoples who at a particular moment of history did not measure up to 

the task of withstanding the drive of the empire. 

That is why we must move forward, striking out tirelessly against imperialism. From all over the 

world we have to learn the lessons which events afford. Lumumba's murder should be a lesson 

for all of us. 

The murder of Patrice Lumumba is an example of what the empire is capable of when the 

struggle against it is carried on in a firm and sustained way. Imperialism must be struck on the 

snout once, and again, and then again, in an infinite succession of blows and counter-blows. 

That is the only way the people can win their real independence. 

Never a step backward, never a moment of weakness! And every time circumstances might 

tempt us to think that the situation might be better if we were not fighting against the empire, let 

each one of us think of the long chain of tortures and deaths through which the Cuban people 

had to pass to win their independence. Let all of us think of the eviction of peasants, the murder 

of workers, the strikes broken by the police, of all those kinds of class oppression which have 

now completely disappeared from Cuba . . . And, further, let us understand well how victory is 

won by preparing the people, by enhancing their revolutionary consciousness in establishing 

unity, by meeting each and every attempt at aggression with our rifles out in front. 

That is how it is won . . . 

We must remember this and insist again and again upon this fact: The victory of the Cuban 

people can never come solely through outside aid, however adequate and generous, however 

great and strong the solidarity of all the peoples of the world with us may be. Because even with 

the ample and great solidarity of all the people of the world with Patrice Lumumba and the 

Congolese people, when conditions inside the country were lacking, when the leaders failed to 

understand how to strike back mercilessly at imperialism, when they took a step back, they lost 

the struggle. And they lost it not just for a few years, but who knows for how many years! That 

was a great setback for all peoples. 

That is what we must be well aware of, that Cuba's victory lies not in Soviet rockets, nor in the 

solidarity of the socialist world, nor in the solidarity of the whole world. Cuba's victory lies in the 

unity, the labour, and the spirit of sacrifice of its people (Che Guevara 1961). 

When reconstructing the interviews or, rather, when replacing the interviews with a text 

within the same genre, the developers’ assumptions, and how those assumptions are 
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presented, can be compared to those of the revolutionaries. When comparing these two ways 

of speaking, the Cuban revolutionaries speak of freeing the Cuban people in the same way 

that the developers at Funcom spoke about the development of Anarchy Online. 

The very act of creating Anarchy Online, the act of sorting and organizing, was described in 

more than a mundane way. It was the adventure of a lifetime. They were pioneers, 

adventurers – it was the Wild West! But most of all, it was a quest for public good. The 

development of Anarchy Online was not merely to provide fun and leisure – it was described 

as an act that provided possibilities for future gamers to engage in an environment where they 

could express their true selves, be seen, be unique, and have equal opportunities for success 

within this virtual world. The very act of creating thus became an act of liberation. In that 

way, the developers sets out to free the gamers from their limits of a physical life, just as Che 

Guevara set out to free the Cuban people from oppressive forces. This conclusion is in line 

with what McDonough (1999) found in several interviews with designers of virtual worlds: 

“The designers I have interviewed and spoken with at conferences have often expressed a 

desire to see virtual environment technologies improving people’s lives” (p. 867). 

It is also possible to describe the development of this game as social engineering. Just like 

revolutionaries, the developers wanted to create, to engineer a sphere in which various actors 

interacted. It seems to me as it is the goal of revolting to establish another order, to implement 

an alternative order that is the result of ideas about humans and human interaction. Are 

revolutions, then, aggressive forms of social engineering? I would say, yes they are. The 

developers could have been developing a world that would incorporate what was lacking in 

our physical world. If this physical world were marked by anonymity and the problem of 

making oneself seen, to be someone, then the virtual world of Anarchy Online would offer the 

opposite. So, the developers could indeed be compared to Che Guevara, who tried to create 

liberty for human beings to live freely. 

There was also the realization that the people involved in developing the game have a strong 

impact on the game itself. Indeed, “the internal culture of the firm”, says Gaute Godager, 

“…has not only been translated; it has gone right into the product”. Despite the organizational 

problems they perceived in the development, they seemed well aware of the potential 

consequences of their actions, how they prescribed the actions of the future gamers. So 
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perceiving them as revolutionaries or social engineers seems legitimate; it emphasizes both 

the impact on their production as well as their understanding of and hopes for this impact. 

EMPIRICAL 1.0 – DISCOURSE ANALYSIS 
When describing the development of Anarchy Online, the people I interviewed made several 

assumptions about the state of the physical world and what was assumed to be factual. This is 

nothing strange or new; we all do this when we communicate and go about our daily business, 

making statements about the world we experience. It is pragmatic and productive, and enables 

us to proceed from one point to another. In fact, it would be impossible not to make such 

assumptions. In this analysis, I have ordered statements according to the categories: game 

technology/mechanics, organizing and management, and human nature – categories derived 

from the empirical material. Most of the content in the interviews could be sorted into one of 

these three categories, suggesting that they are general, useful, and valid. 

Game technology/mechanics 

This was the area in which the developers were discussing the product that they were 

developing: a video game. But what did they have to say about building the game? What was 

the truth about building Anarchy Online, as a video game and a social setting and what were 

the assumptions? 

Being among the first to develop a game within the MMORPG genre, the developers seemed 

to assume that there were no guidelines for proceeding with the development.  As Martin 

Amor said, 

There was no template for how we were to create the game. 

This statement asserts a relationship between what the developers are doing and what has 

been done before; he is excluding any benchmarks “out there” for how to develop these 

games. However, this does not mean that the developers did not perceive that there were 

certain rules. There were other video games – MUDs, MOOs, and, later, some competing 

MMORPGs – all described as providing references for their development of Anarchy Online. 

So, the reason behind Martin’s statement could be a perception of the developers as unique in 

making this game. It is thus best understood in relation to other statements about 

organizational chaos and their video game development as the Wild, Wild West. But the main 
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point about there being no rules seemed to depend on their view of the social aspect of the 

game. Turning once more to Martin Amor, 

You cannot control it in the same way as a real game since there are real people inside. 

Again, this statement refers to the uniqueness of the game; it was not like other games, not 

like “real games”; there were going to be real people inside the game when it was finished. 

The statement also indicates a need to control what happens inside the game, but also a 

realization of the impossibility of that goal, because it contains real people. People must be 

controlled. An ideal game seems, therefore, to be one that does not contain any real people, 

but, as this is exactly what makes this game special, it becomes a key component and a 

complicating one. It is the uncontrollable gamers that make it problematic. This statement 

may also reflect the perceived struggle to construct an environment in which individuals and 

their actions could be controlled, while still offering a space for liberty, bringing us back to 

the dichotomy of offering possibilities while imposing limitations. Realizing this, the 

developers noted the similarity between developing the game and developing something more 

concrete, like a city: 

…it’s like building a city actually; like building that world in reality then (Gaute Godager). 

This is yet another assumption that indicates that they described the development of Anarchy 

Online as something more than creating another video game. It indicates the perceived 

magnitude of the product, as retold through the interviews. It is seen as being as complex as 

building a real city: Anarchy Online and cities both contain people and both are prescriptive 

on these people’s lives and actions. Such a perspective makes the developers as important as 

the builders of real cities. 

Even if the interviews suggested that the developers perceived an absence of guidelines for 

making a good MMORPG, they did not lack ideas about what should go into this virtual 

world. 

…so we have conflict, exploration, or adventure, and character development and the social, 

these are the four elements that are required to define a good world or define a good MMO. But 

in this order then (Gaute Godager). 

A good virtual world has conflict, exploration/adventure, character development, and social 

aspects. Without being specific about each of these areas, or what they could contain, their 
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categorizations of them and assumptions about them did seem to direct the development of 

Anarchy Online. One reason for their assumptions may of course be that this is what video 

games usually are about: conflict. Is a good physical world the same as a good virtual world? 

There are some things that are as true for the physical world as for the virtual world, but when 

creating these categories – the politics of a good virtual world becomes highlighted and its 

relationship with the physical world is therefore diminished. But there are things that were 

easily assumed by the people I interviewed as belonging to these both worlds. 

People understand hierarchies; I mean people like hierarchies – above and below – that is the 

way to get ahead. And you have the opportunity to evolve (Gaute Godager). 

This statement could just as well have been listed under the category of human nature, but as 

it relates to a fundamental assumption in video game development, I have chosen to include it 

as part of the mechanics of Anarchy Online as well. In most video games, we find the 

presence of levels and the possibility of advancing to higher level. This is referred to as 

leveling by gaining points, or experience (xp). The developers assume that leveling speaks to 

a need in humans. Thus, the rationale for including leveling is not that it makes Anarchy 

Online recognizable as a game; it goes much further than that. It is seen as the game player’s 

need. What this statement argues, then, is that video games become successful because they 

contain a hierarchical essence, a feeling of achievement as one gains more points or advances 

to a higher level. 

But, creating a good game also means keeping the gamers inside the game longer, securing 

subscriptions and preventing gamers from leaving for other MMORPGs. 

If you are recruited to a guild, the chances of you playing longer increases and if you play longer 

the chances of you being recruited to a guild increases (Gaute Godager). 

That was kind of the goal – to get people to play as much as possible and play as much as 

possible you do when you feel that you belong to a place (Tommy Strand). 

The social aspect of Anarchy Online thus seems to be a means of keeping gamers playing the 

game. Gamer who find friends within this virtual world it find it more difficult to leave for 

other games. Thus the rationale for guilds also becomes a way of keeping gamers in the game, 

not merely an element providing a social and stimulating world. 
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But, of course, it is impossible to know what people think. Most of the time, the developers 

did not rely on “hard facts” about how people behave, or how different aspects of the game 

would be received by their intended game subscribers. 

I think, from today’s’ perspective, that people think it’s fun that there is a story behind the game. 

But I don’t know how much they follow the story except  when there’s some event going on, and 

that’s suppose to bind the gamers to the story. The events are rather loose in that way and then 

there are expansions, and expansions are in line with the story. So you have to… The story 

gives a lot of leeway but it may also push you back into it again (Tommy Strand). 

This statement and those that went before s were characteristic the mechanics of the game as 

described in the interviews. They all refer to how a game like Anarchy Online should be built. 

It may be concluded that everyone perceived the characteristics of Anarchy Online to be 

highly uncertain and fragile. There was insecurity about the nature of this game and how it 

was possible to create it. 

All of the statements, then, show that while talking about the development of Anarchy Online 

the developers were drawing from known discourses in which they were situated: game 

development, the development of MUDs, living in a city, interacting with other people. But, 

what complicates the development is that all these phenomena must coexist in the same 

setting now. The process of deciding what the game is becomes a process of relating things 

taken for granted from different discourses and implementing them into one product: Anarchy 

Online. 

Organizing and Management 

Along with actually making the content of the game into software, people and technology had 

to be organized and managed – a common observation from the people I interviewed. It was 

an undertaking that had to be structured in order to be successful; and as it was, structured as a 

project. 

As I described in the first empirical chapter, building Anarchy Online was considered to be a 

chaotic undertaking. But, it may not have been considered a strange experience – only part of 

what it meant to be a video game developer. 

The game [production] world is a bit like the Wild West (Martin Amor). 

…It was a special mood, because we were pioneers (Martin Amor). 
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The assumption seems to be: It is supposed to be chaotic! Otherwise it is not video game 

development worthy of the name. Furthermore, this statement functions to mark the industry 

as special. It is assumed that there are no real laws and that developers can succeed if only 

they hit the right audience with the right product. It establishes the development as a unique 

process that may not be easy to organize. It is something other than the real world. Traditional 

video games had a history in which there were benchmarks for developing games. But as this 

was an MMORPG, the general assumption seemed to be that much of it was new. 

The development was structured using a project approach, which is a common strategy in 

most game development. What project management meant, exactly, was not explored further.  

Rather, it seems as if it was merely assumed that this was the way to do things. To run the 

development of Anarchy Online as a project seemed to entail a few responsibilities. 

Being a project manager I felt that time was very much my responsibility (Tor Andre 

Wigmostad). 

You must find a process with which to sort out how to prioritize different events so they don’t 

come into conflict with each other (Tor Andre Wigmostad). 

My focus was to get the project to advance (Tor Andre Wigmostad). 

…you must find a process with which to sort out what people have responsibility for (Tor Andre 

Wigmostad). 

…and project management was very tough since you never knew when the project was on time 

(Tor Andre Wigmostad). 

These statements indicate assumptions about what it means to organize the development of a 

game as a project. As far as I could discover, there were no guidelines for project 

management at Funcom. What existed instead were the different assumptions of various 

people – assumptions about the meaning of project management. But the striving for order, 

sorting things out according to project assumptions, suggests there were several notions about 

organizing that were running parallel to the assumption that there were no rules. 

Of course there will be conflicts [when you are short on time] (Martin Amor). 

My analysis of what the biggest problem was bad project management; we didn’t get control 

over the resources, so it ended up costing twice as much as it had to. That’s what I think (Gaute 

Godager). 
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In general, the interviewees painted a picture of the video game development as a special and 

somewhat unruly process. But, at the same time there was the need to organize operations 

according to a model that gives the impression of an existing structure. There is a tension 

between the two ways of looking at the development – two different discourses, one of which 

speaks to their hearts and one to their minds. The self-reproduced picture of the video game 

developer does not contain assumptions about structuring that provide a base for 

development, any development. Thus there is the need to import a meaning of organizing 

from another discourse, project management. As a result, the view of the process portrayed in 

the interviews is not a unified vision; it is an image of unruly cowboys, who, despite 

everything, are structuring the development as a project. 

Human nature 

The third theme discussed in the interviews was that of human needs, and the social aspects of 

Anarchy Online. The novelty of this genre of video game was that it was to be a social virtual 

world; it was a topic that baffled them and constantly permeated their discussions. They were 

all used to developing traditional video games intended for one person or perhaps a few; but 

they now found themselves building an entire system for socializing. As they said, they were 

building a city. So what assumptions were made in this process about human needs and 

nature? 

The statements about human needs in Anarchy Online can be sorted into two categories. The 

first set has to do with the single person gaming, and the second with relationships among the 

people playing the game – assumptions that have more to do with psychology and social 

psychology than they have to do with video game development. 

In a massively multiplayer role-playing game, it is being recognized and seen as unique that is 

the definition of what is interesting. So human biological need is the foundation of our social 

network, our fantastic social system; it is the wish to be seen. It is that drive in humans that 

makes it interesting to care about other people (Gaute Godager). 

This comes from the biological “look at me” that may go as far back as mother–child, many 

believe (Gaute Godager). 

It is assumed that we have a need to be seen as individuals, as unique, rather than part of a 

collective. As noted previously, these statements are, to a great extent, the result of a 

university degree in psychology. At the same time, the assumption falls well in line with the 
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offerings of video games and virtual worlds. In that, the statements feed on prevailing 

possibilities and confirm them, instead of challenging what is usually is seen as the nature of 

gaming. 

That is something that fascinates people in MMOs too. For the first time it’s not your biological 

and social frames that define your chances to succeed; it is only you and your choices inside 

this world (Gaute Godager). 

One of the key elements of virtual worlds is that they have the capacity to circumvent 

physical life, at least to a certain degree. The assumption is that future gamers are driven by 

an urge to explore what is possible to express with their virtual presence. As a product, this 

would be the future situation of their ideas, their ideas of developing a product that speaks to 

some kind of human need. What better legitimacy is there? Notice that real life is not assumed 

to be extended into the virtual in any degree, but the possibility to break with the physical 

altogether and construct something afresh. But the human need to express our identity is not 

the only need about which there have assumptions. 

I think that people like playing evil and that within humans there is a drive to do that and 

especially in online gamers, this intoxication of the anonymity. That is, you are anonymous and 

you become completely intoxicated with what you can do without any social consequences. 

They think (Gaute Godager). 

But why offer opportunities only for people to be good? One of the most important aspects of 

Internet communication in particular and computer-mediated communication in general is the 

opportunity to be anonymous, which has offered new ways of communicating by removing 

certain moral barriers. When one can be anonymous, social reprimand can play no role, can 

have no social effect. There is always the possibility of logging off and creating a new digital 

representation. Here, evil and deviation is offered as part of the game, as it is assumed that 

humans have a need to explore these parts of their psyche. 

We can see that people game for the material status (Tommy Strand). 

Of course you always want the best equipment that you can buy for your level (Tommy Strand). 

But whereas the developers assume there should be possibilities to explore one’s virtual 

identity, they do not think the same about exploring materiality and wealth. Still, it is assumed 

that people care about the impression they make in the virtual world with the same 
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“valuemeter”82 they use in their real-world physical life. Wealth, for instance, is valued in real 

life as in virtual life. 

And that [accessing many different kinds of clothes], I think, has lead to many gamers enjoying 

walking around in social clothing, not only the super armor equipment (Tommy Strand). 

The same idea about clothing surfaced in the interviews when we talked about visual 

expression. Donning certain clothing is a way to be unique and communicate personal tastes 

and attitudes. One can conclude that assumptions about a need to express oneself through 

visual signals stems from translations of the developers own interaction with their real-life 

world. Being a dominant social value in today’s society, it is, of course, an aspect of the social 

which is difficult to ignore, or to which an alternative can be found. 

A second set of assumptions concerns the relationship between people. People need someone 

to whom they can express themselves visually; people need an audience. Identity and value 

are created in relation to other people. Thus, there seems to be a need to provide a social 

system in which these needs can be expressed and reinforced. 

…the gamers wish to bond and experience legitimacy in their groups (Tommy Strand). 

…in relation to what it is people need in a social setting? … the possibility to identify with others 

was the most important and you could do that by creating groups with names, for example; or 

being able to have uniforms or logos that say that I am a part of this group (Tommy Strand). 

The simplest way to create groups is to give the participants an extra name. For example those 

called Jensen are in the same group (Martin Amor). 

It is therefore assumed that people want to socialize with one another in this world in order to 

express their own identity. Assuming that people feel the need to belong to a group seems 

very pragmatic – more pragmatic than trying to get people into guilds so they will remain 

with the game longer. But where there are groups, there are those who are excluded. 

When people are in groups, then it’s automatic, it’s them and then it’s the others (Martin Amor). 

If your social family splits up, it is not sure that you can muster [the energy] to move over to 

another game even, you just stop gaming, right (Tommy Strand)? 

                                                 
82 Valuemeter is a concept from Gabriel Tarde – a metaphorical scale on which we supposedly measure and 
quantify growth and success in society. 
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There seems to be “something outside” that tugs at the gamers. Either it is other factions 

within the game that come to form “the others”, the opposite force, or it is a competing 

MMORPG the gamer can leave for. There is an interesting reservation in the assumption in 

the last statement, a rather apprehensive one, that the interaction within a game can be so 

strong that if it breaks down, the price of rebuilding relationships within a new game may be 

considered too high. 

The last speculation seems to me to be more wishful thinking than anything based on an 

analysis of the game. All statements they made about human needs during the development 

stress how important these needs are in Anarchy Online. Most statements are also presented as 

facts; there seems to be no doubt as to how humans work and what their needs are. But 

because they have emphasized this aspect of the game so emphatically, they also need to build 

a belief in a set of statements about human beings that seems pragmatic. For the most part, 

they seemed to find these statements in literature on human psychology. 

Discursive formation 

Having introduced some of the statements that were brought forth in the interviews, I now 

move to analyze the complete set of statements, the discursive formation. At this point, the 

question, “Why did this and no other statements happen here?” (Åkerstrøm Andersen 2003, 

p.24)  enables an understanding of the statements taken together. Only then will I be able to 

say anything about the discourse the developers bring forth through the interviews on Anarchy 

Online. 

When I introduced statements in Chapter 3, I added an ontological scale ranging from artefact 

to fact. Following the logics of this scale, it can be argued here under the title of discursive 

formation that Type 5 statements are most representative of this formation; statements of 

Type 4 and lower may indicate statements in the becoming or past formations. Thus when 

arguing that statements are rare, this can only be in relation to Type 5 statements or facts, as 

there tend to be more speculations than facts circulating in a discourse. 

The scale of statements is not fixed, and individuals express the stability of statements 

differently when building their stories. For one thing, the scale has no fixed levels, but 

statements change gradually from one type to another. To fix them, therefore, is no precise 

analytical undertaking. Furthermore, different people tell stories differently, meaning that the 

statements are not equally strong in every account. Some may prefer to express relationships 
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as loose and uncertain, still open for interpretations; while others appear to be talking about 

pure facts and appear to be certain about their claims. 

Not all Type 1 statements can become as well established as Type 5 statements. Some of them 

never gain enough momentum to establish themselves as facts. One could think of this as a 

funnel, in which the number of statements decreases as the statements approach facts; thus 

more speculations than facts are flowing in any discourse. Whereas Type 5 statements present 

a more stable discursive formation, Type 1 statements represent more unclear statements. 

That is, it is unclear how established these statements are in the discourse. 

Indeed, most statements presented here could be sorted into either Type 5 or Type 4 

categories. In that way, they are to be considered more established statements, and therefore 

more representatives for the discourse described in the interviews. But throughout the 

interviews, matters of fact can be related to the ontological scale in describing the 

development of Anarchy Online. In Table 4 I have applied the model from Chapter 3, 

replacing it with statements from the interviews. 

Type 1 Speculation “Then he did an estimate and he counted approximately 
two gamers per CPU [laughs] and to make a massively 
multiplayer seemed to be completely impossible.” 

Type 2 Claim “I believed that the social elements in the game would fall 
into place by themselves if you provided the structure for 
it.” 

Type 3 Assertion, including 
modalities 

[there are no obvious examples of this type] 
 

Type 4 Assertion “It is something that fascinates people in MMOs too. For 
the first time it is not your biological social frame that 
defines your capabilities to succeed; it is only you and 
your choices inside this world.” 

Type 5 Fact “This comes from the biological ‘look at me’ that might go 
as far back as mother–child many believe” 

Table 4: Ontological scale of statements in describing the development of Anarchy Online. 

Statements about human nature assume the larger part of the interviews. Through their 

interviews, the developers presented these statements in a natural way, as part of a discourse 

of game development, as the essence or core of games is tricky to define, apart from 

subjective attraction and fun. These were statements that were put forth as belonging to the 

higher end of the ontological scale, closer to the facts represented in Type 5 statements. It is a 

subject that begs to be addressed; in a developer discourse, ideas about what makes fun do 

exist. But why were they articulated so vehemently? Why were they not built on actual survey 
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data from future gamers? There are probably two reasons: the character of the genre and the 

influence of certain individuals. 

First, the many and strong assumptions about human nature may be a consequence of the 

game supposedly being a space for interaction among individuals. Single-player games would 

not contain the same statements, because those gamers would exist in spaces empty of other 

people. But as people meet in Anarchy Online, there is a growth in the need to organize what 

it means to be human. What it means to be human and to interact with other humans must 

somehow be decoded and translated into the game. It is thus pragmatic to assume certain 

aspects of human interaction in order to develop the game. 

Second, there was a greater influence from one of the developers. Gaute Godager was 

finishing his studies in psychology, and as one of the driving individuals in the project he was 

able to fuse the discourse with key concepts from psychological discourses. It was made 

possible because the environment in which the statement was to be anchored existed in Rubi-

Ka; there may even have been a vacuum that created a need to understand human nature in 

order to decode it. So clinical facts from psychology and the language of psychology were 

translated and incorporated into the discourse of game development. 

Another set of statements was in the form of assertions about the process of development. In 

general, they were statements that belonged not only to the discourse of game developers, but 

also to a more general discourse of the logics of progress. Fundamentally, this represents the 

logics of project discourse, the assumption that a development process can be broken down 

into logical parts, and that a certain progression can be planned in a project prior to 

performing the tasks. The difference between this set of statements and the latter statement 

about human nature is that these statements were not emphasized as facts. They could be 

placed closer the lower end of the ontological scale: Type 1, probably because there is a 

discrepancy between schooling and practice. These people know through project models and 

project discourse that progress is expected of them and the project, but in reality this is not 

what happens during development. When the project did not run smoothly there did not seem 

to be any doubt about the project discourse, but the actual project is seen as a failure to live up 

to that fact of this discourse. 

What strikes me as remarkable, then, is how the assumptions about human nature seem to 

converge at one end of the scale, while those of organizing converge at the other end. As 
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individuals leading the development, it is remarkable that they seem so confident about 

human nature, yet so uncertain and so open for negotiation about organizing. 

BUILDING PRISONS 
There is no use in trying, ‘said Alice; ‘one can’t believe impossible things.’ ‘I dare say you 

haven’t had much practice,’ said the Queen. ‘When I was your age, I always did it for half an 

hour a day. Why, sometimes I’ve believed as many as six impossible things before breakfast’ 

(Lewis Carroll, Alice in Wonderland).  

As Anarchy Online was developed, the structure for action within the game was also created. 

Thus, as the developers at Funcom designed the content of the game, they assumed what it 

means to be human, what it means to interact, what people strive for, what they think is fun. 

They created this – a structure to evaluate these aspects against – a structure that was 

dominated by the mindset of the developers themselves. The structure is built asserting certain 

behavior, and as such it is bound to reward that behavior and repress others. There were some 

things that were possible to do – those in line with the discourse of the developers. There were 

other things that were not possible. It is, in spite of the Queen’s claim that it would be 

otherwise, impossible to think of the impossible. Thus, for the developers to develop 

something that was not already part of their discourses seems impossible. As a consequence, 

developing becomes a recreation of a number of discourses. 

The model that Foucault developed from Bentham’s architectural idea, the Panopticon, is 

useful for thinking of the relationships in this development. In one sense, the developers 

construct the prison of the gamer. When entering Anarchy Online, the gamer does not enter a 

neutral space, but the space of a specific discourse (or discourses). It seems that this discourse 

encompassed precise assumptions about human needs which formed the basis for constructing 

code; it is likely, therefore, that it will work as a guide for behavior. 

Similar to the prisoners in Bentham’s prison that disciplined their bodies after its structures of 

expected and proper behavior, the gamers in Anarchy Online presumably discipline their 

bodies – or their avatars in this case – according to the expected behavior code built into the 

structure by Funcom. Thus, power is exercised during development, when the governing 

structures are being built. With an extreme formulation, the development establishes a prison 

of docile gamers. It is here in this creation of a discursive prison that the power of the 

developers reside. 
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The exercise of power is not simply a relationship between partners, individuals or collective; it 

is a way in which certain actions modify others. Which is to say, of course, that something called 

Power, with or without a capital letter, which is assumed to exist universally in a concentrated or 

diffused form, does not exist. Power exists only when it is put into action, even if, of course, it is 

interrated into a disparate field of possibilities brought to bear upon permanent structures 

(afterword by Foucault in Dreyfus and Rabinow 1982, p. 219). 

But, playing video games is not like interacting in the ordinary world; gaming requires one to 

interact with structures with which one would normally not interact. Thus it may be assumed 

that when gamers enter this world they expect a different structure, a structure that is “only a 

game”. One can be evil in a game, the cruelest dictator of a nation, without any real-life 

consequences. As an MMORPG sets out to expand the general understanding of a video 

game, there are components that are more game-like than others. There is the reward structure 

for killing, a game structure. But, there is the interaction among gamers that is only mediated 

by the structure, not dictated. Consequently, interacting in a MMORPG is like interacting in 

the real world, but the interaction is mediated through a structure that is a game. 

Developing Anarchy Online can also be understood as building enablers for heterotopias, in 

which many different discourses merged and became materialized in a virtual world. This 

concept, which is also borrowed from Foucault, addresses the issue of discourses meeting and 

coexisting. Foucault gives the example of the British soldiers who brought their cultures and 

traditions with them to India. During the occupation these two cultures were coexisting. Thus, 

life in India during that time would include structuring elements from at least two discourses 

of identity: being Indian and being British. 

As for the development of Anarchy Online, it was a heterotopia with connections to many 

discourses: the traditional video game development, MUDs, and the culture of game 

development, project organizing, and psychology. And, many more, I would be willing to bet! 

To organize the development would require one to relate to these discourses and to negotiate 

among them. There is every reason to believe that these discourses did not coexist without 

friction. In fact, they must have created friction. But then again, at this time the foundation for 

building Anarchy Online was a wobbling plate where things constantly seemed to move 

about. Therefore, negotiation between these discourses became part of a process of 

discovering what the genre was about and how it could be implemented to make Anarchy 

Online. 
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EMPIRICAL 2.0 – DISCOURSE ANALYSIS 
Understanding the discourse of the gamers – the inhabitants of Anarchy Online – is enabled 

through a reading of the virtual ethnography: reading the experience of being there, the 

memories and events as texts. A discourse within this virtual world is not isolated from any 

other discourse in the physical world; rather it is a discourse that is the result of this physical 

world. When the gamer enters Anarchy Online and interacts with others, they bring with them 

discourses, the knowledge of being Dutch, female, mother, or any other discourse that is 

implied in their way of relating to other people. 

Thus Anarchy Online is turned into a heterotopia in which all these people meet and interact, 

all bringing their discourses with them from a physical world to this virtual world. It is also in 

this meeting that one discourse can be distinguished as that of Anarchy Online. For an 

experienced gamer in Anarchy Online, this discourse is taken for granted in the virtual world. 

But for the beginner, the noob/newbie, this discourse constitutes implicit rules that can be 

learned only through participation. 

There are certain areas that have come to mean a great deal to the Anarchy Online gamers. 

Despite the fact that a discourse pervades this entire virtual world, it is primarily around these 

areas that the discourse becomes most visible. It is here that implicit rules on how to relate to 

the game and to other gamers have grown strong and are best acknowledged. In the next 

section, I analyze the content in three of these areas: the avatar, the guilds, and the economy. 

A general description of these areas has previously been described in the empirical Chapter 5. 

The Avatar 

The avatar represents the gamer inside the virtual world of Anarchy Online. This is the only 

way a gamer can move about and interact with items. The avatar is therefore the digital alter 

ego of the gamer, and everything that the avatar is exposed to in this world reaches back to the 

gamer persona. The success or defeat of the avatar becomes success or defeat for the gamer; 

social harassment or praise is also directly associated with the gamer. Gamers want their 

avatar to look good when going to a wedding, for instance, because they are concerned about 

self-representation; visually it is the avatar that is looking good, but by extension, it is the 

gamer. 

Turkle (1995) has suggested that the virtual, here in form of the Internet, can be seen as a 

prosthesis. It becomes part of the gamers and how they define themselves – just like a pair of 
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glasses does. This analogy emphasizes the importance of the Internet as a medium, but in 

virtual worlds like Rubi- Ka, a prosthesis analogy becomes even stronger. Instead of the 

avatar being part of the gamer’s self-definition, to be the avatar is the node where the 

interaction takes place. The avatar is thus the output of the gamer’s intention. The gamer’s 

expression through an avatar results in a strong emotional attachment between gamer and 

avatar, which can be compared to that of actors in a theatre dressing or becoming their 

characters; or that of puppeteers and their puppets. The actor engages the whole person; the 

puppeteer engages something that has been added to the person, but like the avatar, is the 

node for interaction. 

The relationship between the gamer and a character in a traditional games is not directly 

comparable to the relationship between gamer and avatar in a MMORPG. Although the gamer 

of a traditional game meets the same Lara Croft in Tomb Raider (EIDOS Interactive) each 

time this game is played, or the same Mario in Mario Brothers (Nintendo), these characters 

are only static pawns in the game. In a MMORPG, the avatar evolves with the gamer over 

time and the bond between gamer and avatar strengthens their relationship. The nurturing and 

growth of an avatar is the main feature of the game. 

There is no permanent death in Anarchy Online; death83 is a temporary state. If permanent 

death were allowed to exist, it would have inhibited the game, as it would have threatened the 

emotional attachment between gamer and avatar. When an avatar dies, it is resurrected at the 

insurance terminal where an insurance last was purchased. What is lost when dying is thus 

only the experience points acquired since this purchase, but never the loss of level. Death is a 

nuisance however, as it transports the gamer away from the area, sometimes resulting in a 

long trip back to where the action was. 

There is no killing taking place in Anarchy Online, therefore, in the sense of permanent death. 

But even as there is no death of the avatar, there is no death of the monsters and enemy 

humanoids (mobs, as in mobiles). The mobs that are defeated will reappear (spawn) again 

after a certain length of time. What exists instead is a simulation of death and dying in an 

equation of a combat: IF the damage of Avatar X surpasses that of the health of Mob Y, 

                                                 
83 Lisbeth Klastrup has studied how gamers experience in-game death, www.death-stories.org. Her insights are: 
1) visual markers of death heighten gameplay intensity, 2) death rituals make a game feel more balanced and 
meaningful in the long run, and 3) non-trivial death encourages “heroic, social, and yet individualizing” 
gameplay. 
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THEN Avatar X wins and Mob Y loses, Mob Y is immobilized and Avatar X is rewarded. 

The relationship to death is that of a temporary loss, as a game within the game. It is only 

Game Over until the game can be restarted and the mob can be challenged again. 

The reputation and status of the avatar is connected to past actions in Anarchy Online. When 

first entering the game, the avatar has no previous history established in this virtual world. No 

one knows who the gamer is, and no one can tell by the look of the avatar who that gamer is. 

A history can, on the other hand, be constructed by the person playing that avatar by, for 

example, referring to another high-level and high-performing avatar belonging to the same 

person. This new avatar is then called the alt (alternative character) of that higher one. This 

lack of history means that any future of this avatar will depend on its actions. Performing well 

in teams and being friendly to other people will, after some time, credit this avatar, and 

consequently person gaming, as good and competent. 

Physical appearance means relatively little for success and status in Anarchy Online, as is the 

case in our physical world, it could be argued. It is only what an avatar owns that signifies 

success, and that can subsequently render status. Despite the many choices available in the 

character-creation process, they mean relatively little in the end, at least partly because the 

appearance of an avatar is hidden behind layers of armor and weapons. Thus the physical 

appearance that comes to mean anything is that of the armor and weapons. As this equipment 

is sometimes much harder to obtain, it becomes a visible marker on avatars if they have 

succeeded in these difficult places, killing monsters to acquire these rare items. Subsequently, 

the avatars wearing the rarest equipment are those that enjoy the highest status and are looked 

upon as good and experienced gamers. 

Apart from equipment, it is also the avatar’s name that signifies status – both the personal 

name and that of the guild. These are both displayed over the head of the avatar and highly 

visible when moving about in the world. But the way gamers communicate through text-based 

chat strengthens this emphasis on names. Here, the only visible marker for a person who is 

sending a text is the name displayed before each message. Comments are directly associated 

with names of persons and guilds. Thus an avatar that bears the mark of belonging to a well 

known guild receives much greater credibility in most actions: barter, temporary teams, 

raiding, and more. 

•



 

149 

 

The gamer is informed upon joining the game, that the gender chosen for one’s avatar does 

not affect one’s gameplay. Technically this is true, as the stats of one’s avatar is the same 

regardless of gender. But it does affect gameplay. Females in Anarchy Online are usually 

assigned the same attributes as females in the physical world because gamers look at female 

avatars and frame them through their physical world discourses. Gamers do not relate to 

gender in a neutral way, as if it were merely a cosmetic attribute. A female avatar is often 

subjected to sexual harassment in the form of verbal abuse; invitations to cybersex; or 

encouragement to play out the female attributes of the avatars by removing their clothes, for 

example. The marriage described in Chapter 5 demonstrated a perfect example of sexual 

harassment of an avatar, where the bride was subjected to a physical world position of a 

sexual object. 

Female avatars are often treated like inferiors in need of help – not competent to look after 

themselves in the same way a male avatar does. When in the backyards, the newbie area 

where gamers are taught to kill and handle their avatars, female avatars are more regularly 

met with offers of help in killing monsters, or offerings of equipment or credits. Because there 

is nothing inherent in the game that would make female avatars needier than male avatars, one 

can only assume that these attitudes reflect the way in which other gamers relate to females. 

There is no way of knowing if male and female gamers treat females and males differently, 

because there is no way of knowing the gender of the gamer behind the avatar, unless the 

gamer explicitly advertises the fact. This lack of knowledge creates another situation:  This 

gendered behavior is upheld by gamers who do not know if their actions are being directed at 

a physical male or a female. It is ideas of gender that are played out here, not the actual 

gender of the gamers. Most gamers assume that most avatars in Anarchy Online are owned by 

males; the male gamer is seen as the default gamer. This implies a tension between attitudes 

toward gender of avatars and attitude towards real genders. 

In Anarchy Online, just as in the physical world, technology is assumed to be masculine. 

Dove and Kennedy (2006) refers to this attitude as male technicity. “The significant aspect of 

the new term ‘technicity’ is to encapsulate, in conceptual terms, the connections between an 

identity based on certain types of attitude, practices, preferences and so on and the importance 

of technology as a critical aspect of the construction of that identity” (p. 17). Gamers in 

Anarchy Online would thus assume that any avatar they met had a male gamer unless they 
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had an explicit reason to believe otherwise. Females were therefore treated as exotic and rare, 

although the statistics clearly suggest that that was not the case. Playing with genders thus 

becomes acting-out on the idea of a gender – an idea based solely on the gender of the avatar. 

The Guilds 

Guilds are the hubs of most actions in Anarchy Online. It is here that gamers find most of 

their friends and people to do things with: missions, raiding84, or camping85. This makes 

guilds a critical part of this world. The gamer’s personal relationship to the guild and the 

people within it is, therefore, a matter of great importance. Relationships between gamers and 

guilds (usually represented by the guild leader or an officer) function, as what Latour (1998, 

p. 280-84) argues is the essential form of an organization: the meeting between persons and 

agreements in time and space over what is to be done, by whom and when. This agreement 

then structures any further action between the initial agreement and time agreed to meet again. 

When entering a guild, gamers sign a symbolic contract with its members, not in the sense of 

signing an actual paper, but in that they agree to comply with the stated objectives and goals 

of the guild. In this contract the obligations to that guild are specified, along with the 

expectations of other members of the guild. The content of this contract differs, depending on 

the guild, from low to high responsibility. Guilds with no clear objectives but socializing have 

weak social connections; guilds with clearly stated objectives develop strong social 

connections. But no matter what the objective of the guild, the gamer’s relationship with these 

other people is always taken seriously. 

A guild member’s primary responsibility is to the guild, and only secondarily to other people 

in the game. This responsibility legitimates actions and prioritizes actions toward the guild. 

Gamers playing in a temporary team with people from other guilds are expected to leave in 

the middle of actions in order to help the guild, if their city is attacked, or if they are needed 

on another temporary team. This action virtually prevents the rest of the temporary team from 

proceeding with its task, and only by taking time to find a replacement can they complete 

their mission or objective. Despite the fact that leaving may be a nuisance, it is not frowned 

upon, as most people agree that guilds are top priority. This priority of the guild also enables 

people to excuse themselves from dysfunctional teams, under the pretext that they are needed 

                                                 
84 A raid is a large-scale attack on an area by a group of gamers. 
85 Camping occurs when a group of gamers kill a monster, then wait at the spot for it to spawn again and kill it 
again. This action is repeated over and over again. 
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in their guilds. As no one questions this reason for leaving, despite the predicament it presents 

for the rest of the gamers involved, it presents an easy way out of an awkward or boring 

situation. 

The relationship between the gamer and the guild usually develops into an interdependency, 

in which the members have both obligations and rights. This relationship can be described as 

a loosely coupled system (e.g. Weick 1976; Weick 1979; Orton and Weick 1990). 

By loose coupling, the author intends to convey the image that coupling events are responsive, 

but that each event also preserves its own identity and some evidence of its physical or logical 

separateness (Weick 1976, p. 3). 

A guild usually consists of smaller elements that work on separate tasks; but in the end, all 

contribute to the success of a guild. These smaller elements are made up of the avatars from 

approximately the same level. The members can carry out missions together and help each 

other as a coherent and working team. Gamers that have started at the same time often make 

friends with other gamers who have avatars the same level. They often form strong permanent 

teams in a guild through their social ties and cooperation, as the avatars increase levels at the 

same pace. All elements are usually linked to a center of the guild, usually both a leader and a 

physical place. As Weick (1976) argued, the strength of weak ties is that they makes the 

organizations (read “guilds”) flexible at the same time that a core has the possibilities to 

muster energy from these loosely coupled elements if needed. 

It does not matter that this is a virtual world and that actions here have no visible physical 

result. Just as other people depend on each other in organizations in the physical world, the 

gamer has entered a relationship that requires commitment and engagement. One could 

compare this relationship to those that develop in sports clubs or other clubs, where the 

members are dependent on each other’s actions and participation. It becomes difficult for a 

football club to succeed in winning their games if they cannot trust their players to show up 

for practice and matches. Likewise, it is crucial that guild members are there and are 

committed to contributing to the best of the guild, whether it is in defending cities, helping 

other guild members, or organizing activities. 



 

152 

 

The Economy 

Economy is an important aspect of Anarchy Online, as it protrudes into most of the features of 

everyday life in this world. As described previously, one important aspect of this world is to 

acquire items, armor, and weapons that will enable the gamer to conquer more difficult areas 

and killing stronger monsters. There are generally two ways of obtaining an item for the 

avatar: One can search for it in places where it can be found (this usually involves killing 

many monsters and travelling to distance places) or the item can be bought. Both of these 

methods require funds: in the first case, funding travel and items that that ensure success; and 

the second, funds to acquire the item from a seller. It is impossible not to engage in the 

marketplace in Anarchy Online if a gamer wants to be successful. 

The marketplace has evolved functions from the basic economic premise of supply and 

demand. There is constantly a demand for good equipment, but a shortage of supply. As one 

of their main activities, gamers are constantly trying to improve their equipment, so there is 

constantly a need for bigger and better armor and weapons. Because the supply of this 

equipment does not satisfy all gamers, there is never enough, and what there is, is difficult to 

acquire; therefore the equipment acquires a value and creates a market in which equipment 

can be traded with the in-game currency as mean. As a result, a gamer must be good at 

fighting and getting around in the world, and must also foster capital and invest it in good 

equipment that will enable growth in size and wealth. 

In Anarchy Online, gamers are trained to be concerned for their capital, and, ultimately, to 

become good capitalists. Because financial wealth matters, by acquiring it a gamer can 

purchase good equipment and succeed in growing to the highest level. From the training that 

occurs when the gamers enter the game in the backyard, gamers learn to invest their money 

wisely in equipment that will enable them to kill bigger monsters and receive more money. 

They are given small credits for killing small beasts. By killing many monsters and saving 

their credits, the gamer can eventually buy bigger weapons and kill bigger monsters. This 

structure exists throughout the whole virtual world, and the cost of weapons and other 

equipment, increases as these physical accoutrements improve. 

As gamers are trained to become good capitalists, good deals are appreciated for the sake of 

the deal. In this game within the game, winning a low-priced item is considered to be an 

achievement, whether or not it contributed to the growth of the avatar. Prices of most items 
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can be found in databases on the Internet, based on previous sales history; thus prices tend not 

to be volatile. In general, this means that a good deal is relatively difficult to strike. At times, 

when an opportunity to make a good deal presents itself – not a good deal because the gamer 

may actually need the item, but a good deal in the sense of acquiring an item at a price lower 

than its considered worth – it is often because a gamer does not know the estimated value of 

the item that is for sale. Such good deals provide the gamer with the opportunity to make a 

profit by selling that item later at a price closer to its estimated value. Thus gamers who are 

active in making their finances work for them can build wealth by buying undervalued items 

and selling them at higher prices. 

Economic wealth opens the door for gift giving – the possibility for those with credits to give 

to those with none. This division corresponds largely with the level of the avatar; low-level 

avatars rarely have much credit and high-level avatars usually have the most credits. Also, as 

the value of items increases with each level, low-level items represent minimal cost to high-

level gamers. The most common gift giving is to provide lower-level avatars within the same 

guild with credits of low-cost items. On occasion, the gift giving also includes a high-level 

avatar giving credits or items to a randomly chosen low-level avatar. This is a win-win 

situation, as both parties benefit from this gift giving; the lower-level avatar can access 

resources that would otherwise take a long time to acquire and the high-level avatar acquires 

the positive feedback that comes from being a generous and sharing gamer. The division of 

wealth in Anarchy Online is thereby confirmed. Although poor gamers repeatedly beg for 

credits, beggars are frowned upon, and it is rarely a successful way to acquire credits. The 

poor are dependent on the goodwill of the wealthy. 

The gift-giving in Anarchy Online can be compared to that in hacker culture described by 

Rehn (2001) as electronic potlatch. A potlatch, according to Encyclopaedia Britannica 

Online86, is a “ceremonial distribution of property and gifts to affirm or reaffirm social 

status”. Providing a hacked version of a new program is thus an effort in itself that credits 

givers and their social position; the person who has the ability (skill) to hack and distribute 

gifts to other people is the one who gains credits. The one who gives the most wins. In one 

sense the same phenomenon is to be found in Anarchy Online, with the difference that giving, 

especially to those outside the guild, reconfirms a hierarchy of wealth. Giving thus benefits 

                                                 
86 www.eb.com, accessed 2007-04-20 
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the giver, as the receiver: giver gains social status and the receiver gains credits. Givers also 

gain bragging rights, signaling that their wealth is so great that they can afford to give some of 

it away, even to total strangers. The gratification of giving is thus doubled: knowing one has 

helped another gamer and that one has proven one’s wealth. 

Relating this market economy to the stripper I mentioned in Chapter 5, one can interpret the 

avatar’s behavior as an expression of an innovative gamer: to come up with the idea, and then 

to have the patience to go through with it, getting the right outfit and the right set of moves to 

imitate an erotic dance. But, the really fascinating aspect of the stripper is the connotations to 

a market in the physical world that has been adopted and implemented into this virtual world: 

the play with an economic structure in physical life, a marketplace where bodies have become 

commodities in exposure and in public gloating. It is thus not the immediate act of stripping 

as an erotic experience that becomes fascinating, but its play of a physical world phenomenon 

that is stigmatized as degrading and unethical. 

THE GOOD CITIZEN 
By knowing the unwritten laws of Anarchy Online, a gamer has the opportunity to relate to 

other gamers in line with what is commonly considered good behavior, and thereby become a 

good citizen of Rubi-Ka. Good citizens are gamers with the ability to embody the discourse of 

Anarchy Online and to incorporate it into their actions within the game. The gamer may not 

be able to describe the behavior that is considered good or bad; it is only by spending some 

time in this virtual world and learning these behaviors that a gamer can come to know them. 

As in any other setting, it takes some time to learn the discourse. Thus higher gamers with 

high-level avatars are generally considered better, as they have had time to learn how to 

behave. Social skills, then, define a successful gamer much more than technical ability does. 

The discourse is reproduced as new gamers are prompted to comply. What is permitted and 

what is not is taught to new gamers through correction when breaking a rule, either through 

scorning that gamer in the chat or taking time to explain the right behavior. As new gamers 

are taught these rules, they are re-created and constituted in Anarchy Online. In general, one 

would have to comply in order to be accepted into a larger community, and as one must be a 

member in a larger community in order to succeed, there is little choice but to comply. 

The discourse in Anarchy Online is elitist, pragmatic, and team-based. Gamers who have 

acquired a certain level on their avatars have proven themselves worthy in the virtual world – 
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one of the selected few who know what it is like to live on Rubi-Ka. This point is especially 

noticeable in relation to new gamers. They are often ridiculed, but also regarded as being in 

need of help, at the whim of the elite. But gamers who are part of the elite will enjoy 

companionship and help from the elite, somewhat as they would in a fraternity. It is all 

extremely pragmatic; gamers should have knowledge of how to succeed in the virtual world. 

Success requires knowing where to find things in the virtual world and how to master one’s 

avatar and the marketplace of goods. Because of this pragmatism, the game is also team-

based. Gamers must organize themselves in order to be successful. And as guilds form, they 

operate just as pragmatically as the single gamer does, in that they take gamers further in the 

game. 
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7 
DISCUSSION 

When I began this study in early 2004, I set out to explore the assumptions behind the 

development of a massively multiplayer online role-playing game called Anarchy Online. The 

aim, as I specified at the beginning of this thesis, was to study the assumptions of people 

involved in developing this MMORPG and its virtual world, Rubi-Ka – more specifically 

their assumptions about the content of the game and the logics of organizing this content into 

a coherent whole. At the time of this writing (April, 2007), Anarchy Online still engages 

150.000 people in its virtual world of Rubi-Ka – gaming, socializing, and having fun. Thus 

the effect of that development remains for everyone to engage in and observe.  

I have unearthed some of the assumptions behind the development of Anarchy Online 

throughout the empirical material, and analysis of this material. It is now time to summarize 

and formalize these answers. As the reader has learned in previous chapters, I make no claims 

for what happened at that office in Oslo between 1995 and 2001 during development of the 

game. Rather, the assumptions were unearthed later, through stories told to me in interviews 

with those who had led this development at Funcom. And, in the end, I think that it is through 

these stories that this thesis makes its greatest contribution, in presenting descriptions of the 

development of a video game. 

As for the assumptions of the developers, the stories about the development that I was privy to 

during the interviews were all based upon assumptions that the developers claimed to have 

had at that time. In fact, that message comprised the bulk of the interviews: “We did this”, 

they told me, “because gamers are like that”. This was the process of development it seemed – 

assuming a state, then inscribing that state into the game – to assume the nature of an 

economy, for instance – then implement it into the game. In that way, every aspect of the 

development followed on assumptions; people want to be unique, so the developers gave 

them the opportunity to customize the look of their avatars and a wide variety of social 

clothing for their avatars to wear. In the end, this had to be done; things had to be assumed in 
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order to build anything. It is impossible to build something while assuming nothing about that 

creation. It was a matter of pragmatism. 

What is remarkable in this development is that the game was not a result of assuming a few 

simple rules that were thought to make a fun game – rules about killing, monsters, and 

earning points. Of course, these rules were present as well, but most of the content in the 

game found its form through relatively complex assumptions based on discourses in the 

developers’ physical world and its institutions, and assumed human interests and needs. It was 

from areas such as these that the developers found their support for the development; it was 

by referring to areas such as these that they legitimized the creation of content in the game 

throughout the interviews. 

The developers also described relationships between the developers, the game, and the gamer. 

The primary reason for developing the content of Anarchy Online, or rather the content of its 

virtual world Rubi-Ka, was not to create a society that allowed for self-expression and equal 

opportunity, but to create a world that could be fun and challenging to live in. But, fun and 

challenging, in this setting, seemed to assert possibilities for self-expression and equal 

opportunities. It was only by referring to these big discourses that they could build a world 

that would be immersive, fun, and exciting. It was only by making the virtual world more like 

the physical world that it could be enjoyed as something other than the physical. 

At this point the hinterland metaphor, introduced in Chapter 1, becomes useful in 

understanding this development and its relationships. It defines relationships among those that 

produce, that which is produced, and those who will use that product: between Funcom, 

Anarchy Online, and gamers. The relationship between Funcom and Anarchy Online can be 

described as that between a frontland and its hinterland – Funcom as frontland and Anarchy 

Online as hinterland. When Funcom started to find its way through the technology offered in 

the middle of the 1990s, and the ideas about using this technology for gaming, it was a matter 

of exploration. The persons at Funcom basically knew what they wanted to achieve – a game 

– but how this goal was to be achieved was not yet clear. When later ending up on the shores 

of the virtual, they had to find ways to make this foreign land understandable. As this virtual 

world had yet to acquire any properties, it was laid open for the developers to define them on 

their own – within the structural and technical limitations inherent in this new land, of course. 

So in their strivings to make that hinterland a bit less savage and possible to convert to 
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civilized land, they set out with what they already knew about their physical world, 

metaphorically speaking. 

As Funcom set out to domesticate the virtual, its developers had every intention of creating a 

land that would enable possibilities that were not possible in their physical world. What they 

did was to take what they perceived to be the best parts of that physical world and implement 

them into this virtual world, in order to create a land where the inhabitants could be free. At 

this point there were also assumptions that no one was already living in this virtual world, 

except, perhaps, savages who were not to be takes seriously. No, it was best to follow the 

developers’ own ideas about what was to be done. How does one best domesticate the 

hinterland then? Well, one must assume what makes a good society, what people want, and 

what structures that society should uphold. In the end, the people that were to live here came 

from their land, the physical world, across the ocean, and when they came here they would 

have all the opportunities that the old land could not offer. 

But, despite their best intentions, even as they were constructing this land, they were also 

building a prison to be inhabited by its future citizens. By defining all structures for the 

hinterland, they left no room for the people who were going to inhabit this virtual world to 

define their own destiny – their structures – that may have conflicted with those of the 

colonizers of the hinterland. How is it possible, then, that the developers can be perceived 

both as revolutionists with the aim of freeing the people from oppression and as the very 

people building prisons that shackle the same people? These two analogies may not be as 

strange as it appears at first glance. In a way, every project leads to the construction of another 

prison, another discursive prison. The developers claimed to have every intention of creating 

an open space in which humans could express their true identities, to be seen as they, 

themselves, chose to present themselves. But in building a technology that would enable this, 

they simultaneously built in limitations that left the people inside this world with little choice 

but to move within the cage that was constructed for them. There were no opportunities to 

challenge the structures, as they were binary in nature; something was either possible or it was 

not, it was either one or zero. The prison is thus a symbolic one, in which it is predestined that 

the economy is a market economy, that the incentives for the inhabitants is individual self-

actualization, and that relationships among the inhabitants are hierarchic. As a matter of fact, 

this hinterland turned out, in many ways, to be like the land the colonizers once left – a copy 

of their view of that old land. 
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Anarchy Online is, then, a mirror to a society as understood by the people who developed the 

game. Assumptions that the developers inscribed into Anarchy Online and that they revealed 

through the interviews are largely those of people living in a developed western capitalist 

country, as Norway is. This virtual world came to contain values they knew and had grown 

accustomed to, those they found right and true. The result, therefore, is that Anarchy Online 

and the assumptions it is said to be based upon, are translations of a western society with its 

values and codes. In the end, the developers of Anarchy Online turn out to be not only the 

builders of a video game, but also the builders of virtual worlds – world builders – a world 

where real people spend time, where they all interact with other real people. 

IMPLICATIONS 
Given these results, in this section I reflect on the implications in two ways: the video game 

and the development of the video game. The first implication is on the actual participation in 

virtual worlds, as experienced through the ethnographic participation, but on how this spreads 

to other people and other settings. The second implication is on the development process 

itself. As an organizing effort, these stories indicate the close relationship between the 

process, the developers, and the content of the development. 

When the gamers are acting and interacting with each other inside the virtual worlds of 

Anarchy Online, they are acting in a representation of a western society. But this is but a 

distillation of that society, as it contains the understanding of only a few people, and certain 

aspects of the understanding at that, inscribed into this virtual world. The content of this 

virtual world, taken together with a structure of a traditional video game, rewards gamers for 

complying with the rules of the game creates, thereby creating a simulation of our western 

society. But not only is it a simulation; it also rewards actions that are in line with this world. 

In the end this makes for a learning simulator in which the gamer learns how to promote 

behavior in a society perceived by the developers. 

Anarchy Online should also be understood as a mirror to contemporary society, understood as 

an effect of the time and space in which it was created – a time and place in which finance 

and markets have come to pervade most spheres and where the single person is the important 

unit. It is not a world that can set the person free from discourses that pervade the physical 

world, but rather work with a specific set of this discourse. So the game may in fact tell us 

•
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much about the time it was developed by allowing us to look at how the 1990s was perceived 

by a few younger men in Norway. 

Games such as Anarchy Online present possibilities for learning. Gamers are not, as I have 

made clear previously, un-reflexive dupes that can be pushed around by this virtual world, by 

its structuring. Gamers play as much with the game code itself as with the content of the 

game. The gaming is therefore gaming with structures known from the physical world, but in 

a semi-secluded environment. It is a sandbox where the gamers can experience such 

phenomenon as inflation or sexual harassment, without physical repercussions; where they 

can learn how they react in those situations without real financial loss or harm to their 

physical body. It can thus become a place for reflecting on a society suggested by the 

developers; and because of its resemblance to the physical world, knowledge that can be 

transferred to the physical world. 

As for the organizing and management of this environment, it presents a simulation for inter-

individual processes with possibilities for learning. Teamwork and leadership is as important 

in this environment as it is in the physical world, although the outcomes are valued differently 

in the two worlds. But again, the knowledge from within the virtual world is possible to 

export to the physical world. The experience of leading a guild in Anarchy Online with over 

100 members may well generalize to situations in the physical world. 

Anarchy Online does not offer any alternative to the structures set up by the developers. 

Although this virtual world offers possibilities for the gamer to interact with well known 

structures, there are few opportunities for establishing new structures. 

The implications of this study for development projects in general is support for what Akrich 

(1992; 1995) has called the I-methodology. This is a methodology whereby designers inscribe 

themselves into the artefact as the ideal user. 

Designers thus define actors with specific tastes, competences, motives, aspirations, political 

prejudice, and the rest, and they assume that morality, technology, science, and economy will 

evolve in particular ways. A large part of the work of innovation is that of “inscribing” this vision 

of (or predicting about) the world in the technical content of the new object (Akrich 1992, p. 

208). 
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The result, therefore, is that inscribed into the artefact are elements that refer to themselves 

and their aspirations. When describing the development of Anarchy Online, this is a returning 

issue, defining who the gamers will be and how this virtual world can be designed for them. 

Thus the process of developing was said to be that of making predictions about gamers and 

the setting in which this game would exist. 

In an article on the development of the design on electronic communication, Oudshoorn, 

Rommes and Stienstra (2004) argue that the lack of a specific user paves the way for 

designers to apply an I-methodology, by which they are both developers and users. This was 

also the case when the developers described the development of Anarchy Online. The 

developers described themselves as having a vague idea about a specific person at that time, a 

person who could be the typical user. Having no specific user, they constructed a general user. 

And as this general user is described as being too general, it is no longer a gamer by a narrow 

definition, but a human being with desires and needs. As this general user left no specific 

guidelines on how to create this virtual world, the developers describe how they made 

themselves into users. 

There is a second implication on development projects, as this study indicated a process that 

can be said to precede that of inscribing. Inscribing refers to an act of a human or nonhuman 

who translates values onto another actor or artefact. 

INSCRIPTION: A general term that refers to all the types of transformation through which an 

entity becomes materialized into a sign, an archive, a document, a piece of paper, a trace. 

Usually, but not always, inscriptions are two-dimensional, superimposed, and combined. They 

are always mobile, that is, they allow new translations and articulations while keeping some 

types of relations intact. Hence they are also called ‘immutable mobiles,’ a term that focuses on 

the movement of displacement and the contradictory requirements of the task. When immutable 

mobiles are cleverly aligned they produce the circulating reference (Latour 1999, p.306-7). 

Studying the assumptions that were said to precede the development of Anarchy Online, is, 

then, a study in what was said to precede the act of turning an entity into a sign. In this way, 

this study confirms what has been argued by Latour (1996) in the development of an 

automated transportations system and Law and Callon (1992) on the development of an 

aircraft. Inscription is a process that takes must assume a certain state in order to inscribe this 

into an artefact. This process is not neutral in any way, but being pragmatic, specifics must be 

inscribed. 
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LIMITATIONS 
There are some aspects of this research that need to be clarified in order to avoid any 

misunderstanding about the claims I am making here. The first is the time aspect. This has 

been addressed as a sometimes problematic issue by various people who read earlier drafts of 

this text. This concern would be warranted, if I were making claims about what happened 

during the development of Anarchy Online. However, I claim only to be describing the 

assumptions behind the making of that game – assumptions that are presented throughout 

interviews conducted some three years after the game was launched. This is all that can be 

read through the interviews. 

The second is the relationship between what the developers told me through the interviews 

and the world experienced by my participation. There are no direct relationships between 

what was told to me in the interview and what I later came to experience in Rubi-Ka. The 

interviews were retellings about, and remembering, what happened at that time. And as this 

took place some three years after the launch, what was remembered and what happened can 

only be speculated upon. What is important is that the interviews are used as representatives 

of a discourse of game developers, and specifically at those that developed Anarchy Online. 

Even if I had participated in the development of the game, there would have been differences 

between what was first developed and what I later experienced. This virtual world was 

constantly updated, through weekly patches, as well as expansion packs that made some 

substantial changes to the game content. As it was updated, the world became richer, and 

errors were reduced over time. But, importantly, the basic structure for interaction and 

economy was defined in that first development. So despite the changing character of this 

world, these basic codes of the world were established early and did not change as this virtual 

world grew. 

FUTURE 
Throughout the writing of this thesis I have, at the same time, engaged in various discussions 

with academics and people in the popular media about online games and virtual worlds, and 

their future. In general the virtual worlds that are accessible today are of two kinds or a hybrid 

form of these two. One is those virtual worlds that are created as games, as is the case with 

Anarchy Online. The aim of these worlds is to offer something out of the ordinary, an 

adventure in which gamers can escape the physical world and immerse themselves into a 
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heroic tale or battle. The virtual worlds are developed as games separated from a physical 

world. Today the game, World of Warcraft (Blizzard Entertainment), represents the most 

popular of this type of virtual world. In these worlds, most developers are making it their job 

to keep the physical world out of their virtual world. What happens inside these virtual worlds 

is best kept there. These virtual worlds can be called the detention worlds, in that they form 

closed worlds that are to have as few connections to the physical as possible. 

A second type of virtual world is those in which the developers have aspirations of making 

them part of the physical world, or a virtual prosthesis of the physical. These worlds are 

developed to enhance the physical world, in that they provide a platform that will enable 

connections between the physical and virtual to occur. These virtual worlds are not games; 

they are spaces for interaction and creativity. A virtual world of this kind that is dominating 

this segment at the time of this writing is Second Life (Linden Lab). It has an established 

process for exchanging real currency; in order to obtain the Linden Dollar, one must spend 

physical-world currency, as with most things in our physical world. In this virtual world, 

businesses from the physical world have established themselves, as well as news agencies and 

other actors. Most developers of this type of virtual world are making the connections 

between the physical and virtual as many and as strong as possible. These virtual worlds can 

be called the extension worlds, in that they are extending the virtual into the physical. 

Although a pure detention or extension worlds is only a theoretical model, and in reality a 

virtual world could contain entities from both types, they still aim at the one or other direction 

in closing or opening their relationship to the physical world. 

There are virtual worlds that are hybrids, in that they incorporate aspects from both the 

detention world and the extension world. One of these hybrids is the virtual world of Entropia 

Universe (MindArk). It is marketed as virtual entertainment, but it has incorporated all aspects 

of a detention world. The gaming aspects one expects to find in MMORPG are present, as is 

the traditional progression of the avatar. At the same time, these are features that belong to an 

extension world. In MindArk, for example, connections to the physical world are a major part 

of this virtual world. The virtual currency has an exchange rate with physical currency and 

businesses like fashion designers and banking services have been brought into this hybrid 

world. Here the user has both a strong connection to the physical and the gaming aspect of 

this virtual world present simultaneously. 
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There is no reason to believe that these categories of virtual worlds will change in the future. 

The detention world and the extension world serve two different purposes. One purpose is to 

offer escapism from the physical and a place for leisure and play; another is to offer 

possibilities that the physical world cannot offer, but that will expand the physical in 

interactions and experience. Therefore there will always be people who are willing to develop 

either of these worlds. The video-games industry has grown extensively from its beginnings 

in the late 1960s, early 1970s, and detention worlds will provide a major part in future games, 

as they offer great opportunities for immersion and adventure. To this point, extension worlds 

have primarily been the product of developers from the same area – video games – but also 

from MUD/MOOs. They have been developed as extension worlds in which they have been 

part of an educational project or governmental project. But these have been minor in scale. 

Here is where the potential development of extension worlds dwells. 

Following the argument of Castells (1996), then – that any technological expansion in a 

society has to engage both industry and government – the industry that to date has developed 

these worlds has reached, or is moving to, a limitation in the development of virtual worlds. In 

order to develop the extension world further, there must be government support of this 

project, both financially and content-wise, as in the literary case of the virtual world 

Metaverse, in the book Snow Crash (Stephenson 1992). These are real possibilities for 

developing an extension world that could function as a legitimate extension to the physical 

world. But as this process is currently being driven primarily by business, business will 

always be stigmatized by the need for profit. Making profit may inhibit the development of a 

sustainable world, where borders between the physical and virtual can be explored. 

It is my belief that virtual worlds, both detention and extension worlds, will grow in number, 

size, and complexity. This development is bound to be accompanied by an increasing impact 

of virtual worlds on the physical world. It is of great importance, therefore, that their 

development become a matter of public concern, as would be the case in, for example, in 

building a local community, rebuilding a city center, or even building such institutions as the 

European Union. It is also in this process that we, as researchers, have a role to fill. 

When developing virtual worlds, these worlds have a possibility to challenge what we take for 

granted – if the developers of these worlds make room for this challenge, that is. Rather than 

merely applying physical world concepts to the virtual world, we can take a step back and 
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consider the meaning of the virtual and how this could differ from the physical. Such a 

perspective can force us to rethink many concepts, such as currency, market, law, gender, and 

power. We need to understand how these concepts play out in a setting that would be both 

physical and virtual. 

As I write these last few words, I am suddenly made aware that my efforts to study virtual 

worlds as researcher in organization and management is taking on new dimensions. Arriving 

at my office this afternoon, I find the latest issue of the journal, Organization Studies, on my 

desk. It is a special issue on online communities, and yes, there are articles on design. So what 

can be a more appropriate end this thesis than a quote from these editors, as we share our 

hopes for and beliefs about the possibilities for this field. 

Today we see a proliferation of community types – from massive[ly] multiplayer online games to 

volunteer software development communities. We see a growing interest in and recognition of 

the interconnections between online and offline worlds. To the extent that organizing scholars 

contribute to the design of online communities, we can rigorously refine and test our theories in 

unprecedented field experiments (Sproull, Dutton and Kiesler 2007, p. 280).
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GLOSSARY 

Alt (alternative) – a gamers usually have one main avatar and several others, these are called 

alt. 

Arcade machine – video game place in a public space in boxes. 

Artificial Intelligence (AI) – the software program that control the characters not controlled 

by gamers, thus when fighting a monster the AI decides how this will react. 

Atrox – a breed in Anarchy Online. 

Avatar – your digital character in the game (also called toon or char). 

Bot – a program that can control an avatar in order to repeat a specific action numerous times. 

Code – the elements in a software program. 

Console (Playstation, X-Box etc.) – a computer constructed purely for gaming, this is 

connected to a TV. 

FPS (First Person Shooter) – video game genre, example Quake and Doom 

Gameplay – “Gameplay includes all player experiences during the interaction with game 

systems, especially formal games (www.wikipedia.org)” 

Gamer – person playing a video game 

Gank – when many avatars unprovoked kills another avatar 

Hack n’ slash – video games where there sole purpose is to kill 

Immersion – “Immersion is the state where you cease to be aware of your physical self 

(www.wikipedie.org)”. 

IRC (Internet Relay Chat) – ”Immersion is the state where you cease to be aware of your 

physical self (www.wikipedia.org)”. 
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Client – “A client is a computer system that accesses a (remote) service on another computer 

by some kind of network (www.wikipedia.org)”. 

Live team – persons at the developers supporting gamers in in-game-, technical- and billing 

issues. 

MMORPG (Massively Multiplayer Online Role-Playing Game) – genre of video game, 

example Anarchy Online (can also be abbreviated MMO or MMOG). 

Mob – “Abbreviation of the word "Mobile". Mobs are all computer controlled characters in 

the game. You should likely use some other term such as monster, creep, bad guy. 

Abbreviation of the word "Mobile". Mobs are all computer controlled characters in the game. 

You should likely use some other term such as monster, creep, bad guy (www.wow-

europe.com)”. 

MOO (MUD Object Oriented) – a type of MUD. 

MUD (Multi-User Dungeon, Domain or Dimension) – “a multi-player computer game that 

combines elements of role-playing games, hack and slash style computer games and social 

chat rooms (www.wikipedia.org)”. 

Nanobuff – in Anarchy Online, small nanorobots that are injected and enhance certain skills. 

Noob – a beginner (also newbie). 

Notum – a rare and valuable metal in Anarchy Online. 

NPC (None-Player Character) – character in a game that are controlled by the computer and 

mostly friendly to the gamer. 

Patch – update of a MMORPG. 

Pitch (a game) – market a game idea for a producer, for example, in order to get finance or 

other support. 

Shareware – software programs that are free of charge. 
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SMS (Short Message Service) – a telecommunication protocol that allows you to send short 

text messages to mobile devices. 

Spawn – mobs that have been killed and returned. 

Stat (statistics) – value of parameters on the avatar, for example: strength, agility, stamina. 

Stream (music) – broadcast music through the game in real-time. 

Textures (graphical) – pictures that are pasted on avatars or equipment to simulate patterns. 

Toon (cartoon) – see avatar. 

Twink – using nanobuffs and equipment that are over-dimensioned for a specific level in 

order to increase the capabilities of the avatar extremely. 

Wizard (in a MUD or MOO) – administrator or the code and users 
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