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Abstract: Newer forms of video games open new possibilities for bodily action and the development of 
imagination. In the chapter at hand these newer forms of video games are explored through two case studies of 
media sporting activities with the game console “Nintendo Wii”, in which the game is handled by corporal 
movements. The socio-technical links between the body and the image of the body are explored as unfamiliar 
actualizations of the world. The performative use of new media enables the actor-actant to recognize or 
misrecognize his/her own abilities, since the media changes radically one’s world- and self- views. In order to 
deal with these basic assumptions a symmetrical anthropology of “human” and “things” is proposed and as a 
consequence the concept of technography as way of field research is introduced. The examples of two young 
contenders playing the Wii-Sports game “boxing” and a 40-year old man playing bowling reveal the 
interconnectedness between player and avatar, body and image of the body as well as between image and 
imagination.  
Keywords: technography, body, image, imagination, video games 
 
Introduction 
 
Research on gaming cultures can focus on different aspects. For instance, one can investigate 
the impact of newer forms of video games on everyday life, how young people use newer 
video games in various concrete situations or to what extent the new sensuous video games 
(and newer media in general) need to be considered as integrated part of the living world i.e. 
the German “Lebenswelt”. The emphasis can also vary when it comes to deciding, whether 
individuals, groups or the design of the devices themselves should be the main focus of 
interest of scientific research (cf. Kontopodis, et. al., introduction to this volume). In this 
paper, our attention is centered on a group of people playing video games and on the ways in 
which their performative body movements relate to the media-created (body-)images thus 
forming new hybrid imaginaries. Our methodological approach to this field can be called 
media-focused ethnography or – as we will point out later – technography. After a brief 
introduction to this methodological approach, a data-set of gaming with the Nintendo Wii 
console will become subject to microanalysis: videotaped records are used to reconstruct the 
actors-and-media involvements into the socio-technical scenery. In a last step, departing from 
those results, we revisit main themes from (educational) anthropology and psychology such as 
the concepts of the body and the imagination (cf. Wulf, 2013).  

Indeed, with the integration of media technologies into all the different fields of 
socialization, new thinking about the “human” body, agency and imagination is needed. To 
start with a meta-reflection on how to conceptualize the relationship between the “human”, 
and the “things”, we give speech to the German lyric poet Rainer Maria Rilke, who artistically 
conceptualizes the statue of Apollo as a rather active counterpart to the observer:  

 
“We cannot know his incredible head, 

where the eyes ripened like apples, 
[…] 

or burst out from its confines and radiate like a star:  
for there is no angle from which it cannot see you.  

You have to change your life” (Rilke, 2010, online). 
 
The agency and performativity that Rilke attributes to the statue of Apollo indicates that the 
material world and the “human” actions are interconnected and frame each other. Rilke 
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creates in this sonnet a certain impact on the observer by attributing to the statue gaze and 
glowing. Generally speaking, “Apollo” bears a subjective will and a potential of action (cf. 
Bilstein, 2004).  

This poem can count as an early-modernity example of discussing agency as an attribute 
of the “non-human” world and of pointing to the implications of this position for art and 
philosophy (Parmentier, 2001, Schuster, 2011). It indicates a deep bond between images and 
the imagination and points to the possibilities, which are entailed in the performative 
interconnection between “inner” thought and “external” stimulation (cf. Hüppauf & Wulf, 
2009b). Perception in this regard is more of a shared performative action than just an isolated 
“subjective” act. Our examples below deal with such specific interfaces, where bodies (in 
movement) come in touch with the technical registration and the almost simultaneously 
produced images of their own movements. Indeed, these newer forms of media imagery – 
similarly to Rilke’s poem – can only be understood if agencies are attributed to “all the parties 
involved” and not only to “humans”. 
 
Media-focused Ethnography i.e. Technography  
 
Actor-Network Theory – hence ANT – aims at grasping the connections between “humans” 
and “nature” or “things” in joint networks (cf. Latour, 1993; Belliger & Krieger, 2006).  The 
actor here is understood as a social being, part of social groups and communities.  
  

But to do so, it does not limit itself to human individual actors, but extends the word actor – or 
actant – to non-human, non- individual entities (Latour, 1996, p. 369, italics by the authors).  

 
Actants constitute symmetric constellations together with actors, and this is a point of 
departure for a so-called symmetric anthropology (cf. Latour, 1993, 2004). Net(-work)s of 
interactivity which bring together objects and subjects constitute everyday life situations. In 
those hybrid networks the emergent actions are based on the underlying histories of the actors 
and their environments. Not only the “human” bodies, but also the bodies of the “things” 
outlive a historic life span, in which they are constantly formatted. It is therefore uncertain, to 
what extend “humans” are affected by and shaped through “things” – which is the reason for 
us to put all those words in quotations marks. Symmetric anthropology provides thus the 
fundamental principles for the integration of material conditions into the research routine (cf. 
Kontopodis & Niewöhner, 2011).  

The sociologist of technology Werner Rammert discusses these ANT theses, partly 
adopting and partly rejecting them; he refers to the inter-agency between people and objects 
critiquing the role of technology as unattended in most social-scientific research:  
 

The inter-agency between people and objects is the strategic bridging concept between the two 
sides of human and material agency. These cross-relations of ‘interactivity’ constitute the hybrid 
world of interfaces, human-computer interaction or socio-technical systems (Rammert, 2012, p. 
101).  

 
A whole agenda of sociological research is thus proposed, which focuses on the implicit 
forms of knowledge and the everyday uses of media technology.  

As an addition to this agenda, Winfried Marotzki (2003, p. 149-167) points to a double 
transformation of the “classic” idea of ethnographic research: At a first step, unknown cultural 
formations (such classic studies about indigenous people from “overseas” etc.) can be 
explored with ethnographic intention. The ethnographer undertakes the analysis of documents 
of the concerned culture and immerses into the field himself in order to find out, how things 
work and in which kind of way the culture is constructed by observing, participating and 
interviewing the people. This classical ethnographic exploration of other cultures – developed 
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by Malinowski for instance – was modified to explore (sub-)cultures of one’s own 
environment. This can be considered as first transformation of classical ethnography. The 
ethnographic interest centering the own culture, implies the same movement of interpreting 
the world from a meta-point of view, thus the ethnographer has to alienate himself from 
personal and cultural concepts and concentrate on the unknown parts of one’s culture 
(Marotzki, 2003, p. 168).  

The second transformation directs the ethnographic attention to cultural spaces, which 
are characterized by virtual components. Marotzki suggests creating a new field of study i.e. 
“online ethnography” as to explore offline and mixed forms of online and offline cultural 
spaces. Expanding the focus from internet spaces to all media including ambivalent media 
technologies which one can oversee in everyday life situations, the term technography was 
proposed:  

 
At its simplest, technography is an ethnography of technology. The term technography is derived 
from that of “ethnography”, used in the social sciences to account for the detailed description of 
human × human interaction (Jansen & Vellema, 2010, p. 169).  
 

Technography means the “human × machine/tool interaction” (Jansen & Vellema, 2010; 
Kien, 2008). Rammert also uses the term technography to point out the significance of 
“things”/ “objects” – in so far also media images – and their contribution to defining how a 
situation is arranged and dealt with. While ethnographic analyses focus primarily on “human” 
actors and their symbolic actions and rituals i.e. leave media and technology more or less 
unconsidered, a symmetric distribution of choreographies concerning “human” actor and 
technical agency is of basic relevance (cf. Rammert, 2007, p. 24-28).     
 
Gaming with the Nintendo Wii Remote in Berlin, Germany 
 
In the context of the above-described approach, we explore below empirical examples from 
video-supported observation of gaming with the console “Nintendo Wii” – first with regard to 
the observable body movements and speech acts by “human” actors. Then, we identify 
reciprocal gestures of the various actors and actants as a becoming-significant movement in 
the process of a further allocation meaning and interpretation (which entails how the sensors 
of the console interpret the movements of the “human” bodies). The specificity of the media 
field as field of socialization and sharing of meaning is subsequently revealed.  

In contrast to the mouse, joystick or keyboard, the Wii console is mainly characterized 
by a new kind of handling, by means of an innovative controller. In this controller – the “Wii 
Remote” – sensors have been implemented that transmit its position in the room through its 
location/direction in relation to the infrared camera in the device and two additional sensors 
near to the screen, as well as register changes of movement. These data are simultaneously 
recoded into analogous movements on the screen. This already shows that meaning is 
produced in this case also through the technical recording, conversion and playback of data. 
The console defines itself as a controlling body, since it actively re-shapes the player’s 
positions and changing direction by carrying out the allocation of meaning within the socio-
technical arrangement, whereby the image on the screen can be given the quality of a 
synchronicity in relation to the parallel body movements. In other words, movements carried 
out in real space are staged almost simultaneously on the screen. This is implemented by the 
just mentioned “Wii Remote”, which is marketed by the manufacturer as follows:  

 
Gaming with motion controls is a fun, active, and intuitive experience, and nobody does it quite 
like Wii. With games that give you the feeling of playing your favorite sports activities, and 
adventures that put a sword in your hand like never before, your own body's movements are used 
to interact with the games in fun and delightful ways—thanks to the Wii Remote Plus controller in 
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your hand. […] It responds to motion and rotation for enhanced control as you swing, swipe, 
thrust, or turn the controller. With Wii Remote Plus, your gaming experience becomes more active 
and immersive than you ever thought possible. (Nintendo, 2014,  online)  
 

Hence, the controller can operate, for example, as a tennis racket, which is held, like a real 
tennis racket, in the hand. The head of the racket, which the controller lacks, has to be 
imagined, while the swing of the racket is “carried out” with the controller. The special nature 
of this game is primarily the enhanced physical activity during play. 

The subsequent empirical scenes show the qualities of these image-generated gestures 
by demonstrating the power of body images over movements in real space. It culminates in 
the question: who controls whom or what? The videotapes were recorded on a family event to 
celebrate a christening in the year 2008 in Berlin, Germany. This was part of a broader 
research that is presented in German in the book “Culture of the self and the medial body” 
(Ferrin, 2013), where the focus is laid on the conceptualization of media aspects in the 
transformation of self and worldviews. Approximately 80 people were present in the festivity, 
and about half of them belonged to the family relatives of the baptized child. The actual group 
of players included 16 persons, of whom most were 8 to 16 years old and only few older than 
35 years. An exception is the 40 years old Fred, the owner of the Wii, who is the protagonist 
in the second example. While the rest of the players originate from Berlin and the rural area 
around Oldenburg, the youngest player (see below in the first scene) comes from London, the 
only two women playing (cf. second example with the female commentator and the 
corresponding picture 4) descent from the USA. Because of this international setting, most of 
the German participants spoke sometimes English and other times German – while the British 
and US participants spoke English most of the time. In that sense, the observed gaming 
culture is not “German” but “transnational” – which corresponds very well with current 
discussions about the transformation of ethnographic research fields in our globalized era (cf. 
Faubion & Marcus, 2009). 

The game console was set up in a large living room with enough space for a screen for 
the video projection, a number of rows of chairs and a generous playing area. Two cameras 
were set in the room, one directed at the screen and the other at the players. The first author, 
who was known and invited by the festivity group, was not in the room all the time, but was 
often there observing the game and alongside checking, whether the cameras were still 
running. The players did not take too much notice of the filming activities and the cameras 
after a while (and of course they consented with their participation in the research following 
all the ethical principles and legislations for social scientific research in Germany).  

 The console was set for “boxing” or “bowling” and linked with controllers that were 
held by the two hands of the player(s), respectively. In this way, the player’s movements were 
transmitted to the console and in turn converted into digital movements on the screen. For 
boxing (first example below), the screen was split into two fields with a boxer in each, both 
with their backs to the respective players. Each boxer fought his respective adversary in front, 
so that the players had their avatar in front of them without a mirror reversal. The console 
simulated the sounds of punches as well as the noises of the crowd. Every unblocked punch 
was accompanied by a ping. For bowling (second example below), the screen opened the 
view on the bowling alley and the bowler, with its back to the respective player, so that the 
player sees his/her avatar in front of him/her without a mirror reversal. The console simulated 
the sounds of rolling balls as well as the noises of a crowd. 
 
First Example: Shadow Boxing and Virtual Opponents 
 
The first video sequence, which we would like to analyze here, is a boxing game from the 
Wii-Sports set, containing five different sport simulations:  
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The two “opponents” find themselves, after the completion of two bouts, in a wild fight at the 
beginning of the third round. Both players strike each other with punches. It is worth noting that 
the younger player (8 years old) operates at a very high tempo and without trying to block 
punches, while the older player (16 years old), more in the style of a real boxer, uses his fists to 
protect his head and places his punches in a more considered way. In the course of the fight, it is 
not possible to make out any feints, which must be due to the technical requirements, which as a 
result of the rate of punches are not able to assimilate this strategic factor in the representation. On 
the other hand, the turning of the upper body with arms angled forward, as evasive maneuver, 
offers a kind of reaction to the flurry of punches (see Picture 1). Both opponents use this evasion 
many times during the fight.  

When, as the fight develops, one of the avatar boxers – in this case the one of the older boy 
– falls to the ground and is counted by the referee, he bends his arms in hectic movements towards 
his upper body and brings them down again to a right angle. After the referee has counted to eight, 
the player relaxes and gets back into position – the avatar stands up (again). In the meantime, his 
rival waits in front of the screen and scratches his face with his hand. As the fight restarts with a 
ring of the bell, the older player takes up a defensive position, leans forward with the upper body 
and is again covered with punches from his opponent. Only after a few seconds, however, the 
latter’s avatar also goes to the ground and must gather his forces via arm movements – which 
means try to stand up. 

Meanwhile, his opponent waits, as he had himself a few seconds earlier, by breathing in 
deeply and smoothing out his shirt while shifting his weight from one foot to the other. As the fight 
starts again, he punches the air three times, but after only a short period he lands on the floor again, 
and is counted out. This brings the official part of the fight to a close. The number ten finally 
signifies the conclusion of the fight. It is also the reason for his adversary’s jubilation, which is 
expressed in a gesture of triumph: the younger boxer stretches both arms vertically into the air. The 
loser, on the other hand, turns away from the screen with his hands knocking against his legs and 
immediately gives the controller to a seated viewer. At the same time, the audience starts 
applauding and calling out admiration (see Picture 2).  

 

 
Picture 1: Evasive maneuver 
 
What does this scene tell about the connection between body and image? Isn’t it the 
movement that functions as a link between the avatar on the screen and the body, isn’t this the 
source of the circulation of the allocation of meaning? What is the relationship that occurs 
between the devices, the player and the image? 

The data registering the location and direction of the controller is transmitted to the 
source of interpretation, the console. On the screen, the movements are represented as 
significant gestures, since they demand a reaction from the human actors (cf. Mead, 1973). At 
least, this is suggested by the almost synchronous image playback as well as the attention of 
all present, since they exclusively focus on the screen, thereby promoting it to a social space. 
This entails the permanent circulation between the movements of the body and those on the 
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screen through a reciprocal relation between device and body as well as from the resulting 
screen gestures back to the body movements.  

Here, we can talk about a self-referential performative action, since off-screen symbolic 
operations and gestures within the image on the screen shape the constitution of meaning. The 
significant gestures however become visible and are defined as such through the technical 
devices. Only the movements converted by the console are emitted as images. However, for 
everyone present – audience and players – it is precisely due to the non-visible computing of 
the movements, that the actual cause for a hit or a successful evasive maneuver is withdrawn. 
Less strongly executed movements are also converted into a pre-programmed punch, which 
can have a no less relevant result in the context of the game. The attributes and the control of 
the action depend on the technical applications (hardware and software) while the player’s 
intention is translated into another intention at the discretion of the media. A reciprocal 
interaction between the off-screen adversaries, who are standing next to each other, takes 
place only rarely. Instead, the opponent first appears on the screen, which is the place, where 
the avatar meets its adversary.   

 

 
Picture 2: Jubilation 

 
In this constellation, the players are assigned competence by the fact that the effect (of 

the punch) obtains meaning through a computing process. However, resistances are also 
revealed: the older of the two boxers is superior to the younger in his method as well as in his 
strength. Through the adaptation of the game’s internal rules, however, a ‘badly’ executed 
punch (in sport terms) can also be interpreted as socio-technically competent. But this can 
also lead to misjudging one’s own (offline sport) abilities. Through the intersection of two 
overlapping fields, the game appears to be more than just an image – simultaneously also a 
bodily accomplishment, whereby the learning and appropriation of new patterns of movement 
is achieved in the shortest time. The feedback, which the players receive from the device, 
opens up an ambivalent process of evaluation, which entails potential for reflection about the 
relationship between the (off-screen) body and the body image (on the screen).  
 
Second Example: Bowling On and Off the Screen 
 
Before discussing further what kind of impact sensuous video-gaming could have for 
formative processes, we would like to turn the reader’s attention to another scene with the 
same video-game console but another sport simulation: bowling.   
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Picture 3: Bowling alley  
 

Fred (pseudonym, about 40 years old, the owner of the Wii) is about to begin the game. The bowling 
alley is set (see Picture 3). He is surrounded by the other players and one audience member, leaning 
at the doorframe in the back of the room. He raises the Wii-remote and stops at face level, holding it 
in the right hand and ceases in this position (see Picture 4). On the projection surface his avatar is 
standing also with the virtual bowling ball up his head. Then the bowling pins are positioned – here 
the number is seven not ten like in a normal bowling game – and Fred begins his cast by stepping in 
front with his left foot and changing the emphasis and his left knee, keeping his right foot in the 
starting position. Beginning at his hip he swings the bowling ball from the backside of his body 
downwards and to the front. At the end of the series of gestures he poises and glances to the screen 
and ends his stance. One of the fellow players asks: “One can even throw it more strongly, right?” 
(German in original). While Fred now is standing upright, his hands on his upper legs, he sees that 
his throw does not knock over every pin.  

Another female player evokes: “Ohhh”, and Fred adds: “Oh-oh, come on.” (English in 
original). He waves his Wii-remote around in front of his body, grimaces and relaxes his mimic 
art. He sits down on a chair behind his former position while the console arranges the rest of the 
pins anew. Fred rises again and elevates the Wii-remote to his chin and so does his avatar and casts 
one again. This time he moves the Wii-remote inward and pauses. Then he turns upper body 
abruptly and steps to the front with his left foot. As the bowling ball this time eliminates all pins he 
raises his right hand and shouts out: “Ha, ha, ha!” 
 
 

 
Picture 4: Fred preparing for his bowl 
 
While Fred is getting prepared for his next move, the presence of the technical equipment 
leads to a coherent reference in the direction of the projected images on the screen. The 
reference only changes direction in the few moments when the (off-screen) present people 
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talk casually to each other. The content of this talk is characterized by comments or 
explanations about the game or its results. The socio-technical involvement of the participants 
is a feature of the gaming culture. The correspondence of the two reference systems (off and 
on the screen) – here we can talk about “actors” and “actants” – leads to a heterogeneous 
intermingling of the social and the technical space, which are interlinked through the human 
body and the Wii-remote.  

The performance of movements and the sensoric operation by the console scanning the 
room can be defined as “interface”, where both – the media and the players –  encounter each 
other. In this constellation Fred’s gestures with the controller can be recognized as 
intermediation: Synchronizing with the movements of the avatar, Fred starts his play both 
times by lifting the Wii-remote up his chin. It seems that the sporting model of “real” bowling 
represents an orientation for the corporal and graphic movements alike. However who is the 
model in this given situation: the avatar or the “human” body? Fred casts the ball in the 
bowling alley in a strict movement form, though it is probably not he but his avatar i.e. the 
image on the screen. The interconnection defines the direction of the ball and also the success 
of knocking down the pins. At least this is suggested by the synchronous execution of the 
throw.  

How far the console processes the recorded data is neither of importance nor open to the 
public, effectively does it co-produce the given images on the screen. The pictorial impact is 
visible in reference to Fred’s actions as an enormous regulating force. In Fred’s verbal and 
gestural expression (“Come on”, “waving his Wii-remote”) of dissatisfaction after his first 
cast this is revealed. Nevertheless the comments are not definite in their relation to an action. 
“Come on” could count for his own performance, the execution of his avatar or even for the 
unpredictability of the computation. In every case, we see how seriously the players perceive 
the situation. The variation of style Fred tries out in his second throw is interesting, since we 
can see that he tries to improve his first attempt by using a distinct set of micro-gestures in 
contrast to the first throw. His hand’s position and his general stance lead to the assumption 
that he wants to influence the ball’s direction after he rolled it into the bowling alley by 
correcting his rather poorly first try.  

Paraphrasing Jean Piaget, one can emphasize here that: “the subject feels to be his own 
what actually belongs to another or to the material world” i.e. there is  

 
“confusion between the self and the external world. Numerous cases are easily found in which the 
imitative sympathy is accompanied by a complementary attitude which consists in trying to affect the 
external world by some action on one’s own body” (Piaget, 1971, p. 162).  

 
The situations that we explore here are of course quite different from Piaget’s experiments, 
because the “object” does not have a material, but rather a virtual status: the materiality of the 
images consists of the console and its algorithmic computation. The circular self-causation 
and self-determination of the actants – that is, Wii controller and “human” player thought of 
as interrelated – therefore results in the point of contact between the hand and the controller 
i.e. in the virtual body, which in this sense, can be conceived of as a networked actor.  

 
Instead of an Epilogue: Body and Imagination in Hybrid Constellations 
 
The technography of new gaming cultures points to the connection of technically generated 
images and the “human” body. Most of the time the action is free from verbal elements and 
concentrates on the gestures. In this collaboration the interface is exactly the point of 
intersection of the body and the controller, but at the same time refers to a gap between the 
two. Werner Rammert proposes the term “socio-technical interactivity” to describe this 
phenomenon (2003, p. 16). The mentioned gap can be understood, if we think of George 
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Herbert Mead’s reciprocal approach to gestural communication. According to Mead, gestures 
have a social origin and therefore become significant only when they are received and reacted 
upon (Mead, 1973). In the above-explored scenes, the socio-technical interactivity between 
images and players enables the interpretation of the gestures in and out of the media during a 
reciprocal attribution of meaning. The helix of constant production of images out of the 
sensory scan of body movements leads to the transformation of gestures to images and vice 
versa, as the “human” part of the network constantly allocates significance to the virtual scene 
on the screen. The implicit knowledge in this situation cannot be attributed to either of the 
parts – “humans” or “media”, because they are not able to draw on knowledge if they are 
isolated from each other. To determine,  
 

what is meant by the multiple, mediated and distributed nature of agency: actions are composed of 
many elements, and performing those actions is a process distributed across several acts and actors. 
In this light, we can call the idea of an individual and autonomous actor an illusion when all agency 
is attributed to only one human actor. […] The performance of actions is not restricted to human 
bodies but also involves material mechanisms and symbolic media. Even if nearly all elementary 
acts are performed by advanced technologies as agents showing features of intelligent, situated and 
self-regulated action, the projects of autonomous technical action can be defined as illusions as well 
when they disregard the multi-mediated character of technical action and neglect the imaginative, 
interactive and intentional part of human agency (Rammert, 2012, p. 90).  

 
The pedagogical question poses itself what kind of effects such hybrid constellations 

have on “humans”. Imagination play a key role for “human” action to take place in relation to 
the world. The “human” body is the entity that performatively generates inner images by 
incorporating the outer images by means of mimetic acquirement (Huppauf & Wulf, 2009b; 
Gebauer & Wulf, 1998). Through its actions the “human” body develops typical attributes and 
ways of interpreting the world; moreover it develops ways of interpreting these 
interpretations, which constitute culture and are constituted by culture at the same time. 
Central here is the link between imagination and image production: the German translation of 
imagination with the term “Einbildungskraft” (cf. Mattenklott, 2009) contains the word “Bild” 
i.e. “image”:  
 

This anthropological view is to be found in Kant’s definition of the faculty of imagination 
(Einbildungskraft) as the capacity to “re-present” (vorstellen) an object in the intuition 
(Anschauung) without its being present. According to this view, which still remains relevant 
today, the faculty of imagination is tied to what has been perceived by the senses (Huppauf & 
Wulf, 2009a, p. 21, italics by authors). 
 

In regard to the previous examples, imagination is nowadays to be understood in the context 
of complex social-technical interactions:  
 

The imagination invested and exchanged within a social network creates the basis for a symbolic 
order of things […]. Thus, the imaginative interaction does not only involve human actors, but 
things as well, since they condition the visibility of what appears, as, for example, the 
cinematographic dispositive or the vacuum pump in experimental science. Whether we see a film 
or a vacuum depends not only on us, but on things radiating imagination, on intersubjective 
coordination and on bodily investment by the subject (Schwarte, 2009, p. 66). 
 

The mimetic reference to media images within newer sensuous video gaming cultures 
indicates a form of mirror imaging due to the reciprocity of the media  the bodily gestures. 
Thereby the “human” actor-actant has the possibility to recognize as well as misrecognize 
his/her own skills, since s/he is “playing” with his/her images. The playfully acquired media 
competence as recognition – attributed by oneself or others – of the ability to use the 
technology in question, can be best described as a process of body formation (Bildung), which 
is experienced through the constant self-referentiality of the circulation of meaning between 
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the image and the body. This, in turn, produces new orientations and opens imaginary spaces 
for personal as well as for shared interpretations to emerge, and thus offers new sources for 
learning and “human” development. Indeed, by irritating and expanding the interpretation of 
one’s world- and self- views, the newer sensuous video games create spaces, where one 
encounters oneself in a quite distinctive way.   
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