
Most popular accounts of gaming’s history are situated within an 
 industrial model of creative production focussing on platforms, their 
content and the companies that produced them. Omitted from these re
tellings are the fan practices which persist outside of conventional in
dustry narratives. Accordingly, a console’s history is often assumed to 
have ended once the industry officially pulls support; however, in many 
cases, platformcentric fan cultures thrive well beyond the moment of 
commercial expatriation. Using the Sega Dreamcast as a case study, and 
drawing from both Fan and Platform Studies literature, we will examine 
the postcommodity history of Sega’s discontinued platform, specifically 
tracing the relationship between Dreamcast piracy and the console’s 
thriving homebrew1 production scene.

Our tale begins with an enterprising group of hackers and videogame 
pirates, collectively known as Utopia, engaged in the illegal copying and 
sharing of Dreamcast games. By conducting an illegal platform study, 
Utopia chronicled the platform’s technical intricacies, producing know
ledge that other groups would use – groups like Kallisto, who completely 
circumvented the Dreamcast’s digital locks and created a directly play
able .cdi file format. Initially shared secretly, the format spread through 
popular websites, exposing a broader community to the platform’s file 
structures, including the information needed to create new games.  Today, 
fans still produce and distribute Dreamcast titles using the .cdi file form, 
inscribing the platform with new cultural meaning and transforming an 
ostensibly failed commercial console into a successful creative machine.

The Beginning of the End

Understood as the first of what is regarded to be the sixth generation 
of home gaming consoles, the Sega Dreamcast launched in Japan in 
November 1998. After 10 months of anticipation, the console was re
leased in North America, selling a record breaking 225,000 units in a 
24hour period (Perry 2009, para. 66). Just one month later, the Dream
cast launched in Europe selling more than 400,000 units in under two 
months (BBC online, Dreamcast Beats PlayStation Record 1999). There 
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were no rivals on the retail game market during the first seven months of 
its release, so the platform was an initial commercial success.

with a 128bit processor and larger capacity disc storage, the Dream
cast was considered a leap forward from the previous console generation. 
Sony’s PlayStation One, in comparison, was using a 32bit processor, 
which ran considerably slower. Also included with the original hardware 
was a 56k modem – later replaced with a Broadband Adapter2 (BBA) – 
making the Dreamcast the first console capable of facilitating online 
gameplay. Central to the hardware’s unique properties was  Sega’s intro
duction of a proprietary format for optical disc media, created through a 
partnership with Yamaha. GDROM’s, also known as “giga discs” (CD 
Media world, 2000), boasted a 1GB storage capacity resulting in larger 
games with more detailed graphics than Sega’s contemporary mar
ket competitors. This new format could only be read using GDROM 
drives, creating a situation where Dreamcast games could not be copied 
on a home computer with a traditional CDROM burner. In addition 
to having impressive hardware, the platform was also accompanied by 
the launch of Sega Net, an Internet service provider allowing players to 
browse the web and play Dreamcast games online.

In spite of its initial reception, the console’s popularity faded quickly, 
partly because of poor brand recognition. Although the Genesis (known 
as the Mega Drive outside North America) had situated Sega as a major 
industry player, the Sega Saturn had left its fan base sceptical of suc
cessive hardware developments. According to Montfort and Consalvo 
(2012), the Saturn

was more expensive than other consoles in its generation and was not 
extensively supported by the company. Many gamers felt that Sega 
then tried to dump the Saturn with the early announcement of the 
Dreamcast and wondered if the same thing might happen again. (87)

Given Sega’s recent track record, many were anticipating the competi
tion’s inevitable response. Sony’s PlayStation 2 was released in March 
2000, and it incorporated an additional selling point: the system also 
had the ability to play commercial DVDs. Considering the cost of DVD 
players at the time, and the eventual explosion of the format, the console 
provided additional value by serving multiple entertainment needs. After 
the PlayStation 2’s release, Dreamcast sales dropped dramatically, and 
within a year the platform was officially discontinued, with Sega an
nouncing “plans to restructure its business by focusing on selling software 
to its previous rivals” (BBC online, Sega Scraps the Dreamcast 2001).

Following this logic, the Dreamcast is commonly understood as 
a quirky industrial failure lamented by fans for being far ahead of its 
time. Such descriptions coincide with an industrial narrative of perpet
ual technological innovation, a perspective that research conducted in 
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the name of Platform Studies unwittingly reinforces. Digital platforms, 
as a result, are often cast as stable, monolithic objects, situated within 
a narrative of industrial evolution. Conversely, participatory audience 
practices disrupt and recode the perceived monolithic state of a gaming 
platform, specifically highlighting the fluid, rather than fixed nature of 
a console’s cultural definition. To expand on this point, by combining 
Platform Studies methods with an active audience approach, specifically 
drawn from the interdisciplinary field of Fan Studies, we can better trace 
and understand digital platforms in relation to fan activity.

Methodology

In recent Game Studies scholarship, Platform Studies has emerged as 
a means of examining the material and cultural factors informing the 
creative production of digital works. In an approach that can best be 
described as a ‘bottomup’ practice, the methodology seeks to investi
gate how the technical considerations of a specific platform inform the 
creation of digital content. Platform Studies demands close attention not 
only to technical considerations, but also to the means of production, 
interaction and consumption that inform the cultural conditions of a 
given digital device.

Before becoming a label for the book series, published by the MIT 
Press, Platform Studies emerged in response to a larger call for stan
dardised Game Studies methodologies, beginning with lars Konzack’s 
“Computer Game Criticism: A Method for Computer Game Analysis”. 
In the paper, Konzack outlines a holistic approach for analysing video 
and computer games, defining “hardware, program code, functionality, 
gameplay, meaning, referentiality, and socioculture” as particular areas 
of interest (Konzack 2002: 1). Published in the December 2006 issue of 
Game Studies, Nick Montfort’s “Combat in Context” builds upon this 
work, refashioning Konzack’s sevenlayer approach into a “fivelevel” 
methodology. Montfort’s most significant contribution, in this regard, is 
the inclusion of the platform layer which describes the unique combina
tion of hardware, software, and firmware3 lying at the centre of a given 
digital device.

Building upon the platform layer, Montfort outlines four tiers com
prising a fivelevel analytical framework, including code, form/ function, 
interface, and reception/operation. The code layer is used to examine the 
underlying script running on a digital platform, whereas form and func
tion offer a means of discussing the graphical elements and tasks that the 
software is meant to accomplish. The interface layer discusses how a user 
interacts with a particular piece of software, and the  reception/ operation 
layer is used to investigate the cultural considerations surrounding 
software, as users generate their own meanings and pleasures during 
interaction.
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Platform Studies works to not simply study games and their recep
tion; it claims to operate as a holistic and unified approach to videogame 
criticism, not only through the study of a game, but also the cultural, 
social and technological conditions surrounding its creation. Scholar
ship often provides a rich indepth analysis of the inner workings of a 
specific device, providing a sociotechnical framework for understanding 
the content produced for a particular platform. Using this methodol
ogy, Platform Studies technically situates the industrial development of 
computational and videogame technologies, but rarely addresses how 
platforms become culturally situated beyond their commercial lifespan.

In Racing the Beam: The Atari Video Computer System (2009), Nick 
Montfort and Ian Bogost offer a series of case studies, each in relation 
to a single game developed for the video computer system. Discussion 
focusses on the hardware limitations that programmers had to wrestle 
with, specifically when programming games displayed on home tele
visions. Jimmy Maher’s The Future Was Here: The Commodore Amiga 
(2012) describes how the Amiga’s “tightly coupled network of special
ised custom chips” (257) brought multimedia computing into the home. 
Intriguingly, Maher’s analysis of the Amiga DemoScene4 discusses a 
fanoriented subculture, although the discussion still predominantly 
privileges industrial production, specifically commenting on the fact that 
many demosceners “moved on” to work in the videogame industry.

More recently, Steven E. Jones and George K. Thiruvathukal (2012) 
offer a case study on the success of Nintendo’s Wii, a console partly 
responsible for the rise of casual gaming (Codename Revolution: The 
 Nintendo Wii Platform). Their analysis focusses on Nintendo’s  powerful 
brand, particularly in relation to the console’s popular wiimote, but 
they also discuss how fans learned to load independently developed 
(homebrew) software by exploiting the console through the “Twilight 
hack”. Subsequent entries in the series have expanded the scope of Plat
form Studies to include technologies that have presumably passed into 
‘obsolescence’. Anastasia Salter and John Murray’s Flash: Building the 
Interactive Web provides a critical precursor to our discussion, with the 
authors describing how the multimedia platform continues to persist 
despite reports of its death, while Nathan Alice’s I Am Error (2015) in
corporates discussions of fan practices that persist beyond the Nintendo 
Entertainment System’s shelf life, including Speed Running5 and home
brew game development.

By incorporating brief discussions of fan practice, Platform Studies al
ludes to active audience activity; however, these analyses often privilege 
commodity forms. In contrast, the Dreamcast’s postcommodity life be
gan after it disappeared from stores, and fans became the primary actors 
inscribing new meanings to the platform. An analysis of the Dreamcast, 
as a result, cannot be limited to a discussion of officially sanctioned 
works, due to enthusiasts who continue to produce and distribute new 
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Dreamcast games. Fortunately, Fan Studies provides a framework for 
conceptualising such practices, and how they challenge a commercial 
understanding of platform success and failure.

In “The Popular Economy” (2008), John Fiske examines the variances 
between media producers and their audiences by differentiating between 
cultural and financial economies (565). while both work simultane
ously, “meanings do not circulate in the cultural economy in the same 
way that wealth does in the financial” (567). “The Cultural Economy of 
Fandom” expands on this point, investigating multiple ways in which 
fans gain cultural capital, including the sharing of knowledge, the ap
propriation of practices used to create new works, and the archiving of 
previously discarded material. Fans create cultural capital through the 
aforementioned activities, which ascribe new meanings to commodities. 
But in spite of this coconstitutive relationship, the mainstream media 
often marginalizes fan practices by criticizing aberrant consumer behav
ior and reinforcing corporate attempts to control intellectual property 
(Jenkins 2006a: 40).

Keeping with fan stereotypes, Platform Studies tends to privilege in
dustrial histories that implicitly favour commodityassociative mean
ings, an approach that neatly corresponds with the perceived evolution 
of videogame design. In Best Before: Videogames, Supersession and 
Obsolescence (2013) James Newman describes how the rapid introduc
tion of new gaming commodities works by manufacturing obsolescence, 
which implies that older games are obsolete and culturally devoid of 
worth (3). Platform Studies can avoid this pitfall by incorporating Fan 
Studies, which highlights how a console’s cultural significance changes 
due to the careful stewardship of fans.

In “Star Trek Rerun, Reread, Rewritten: Fan writing as Textual Poach
ing”, Henry Jenkins describes how fan meaning making practices involve 
carefully negotiated acts of appropriation, where a work is rewritten “to 
make it a better producer of meanings” (472). while such practices have 
flourished for decades, under the radar of most media production institu
tions, “the web has pushed that hidden layer of cultural activity into the 
foreground” (Jenkins 2006b: 137). Enabled by information networks, 
fan communities grew into larger participatory frameworks dedicated to 
distributing their own objects of cultural production. Through websites, 
forums, and wikis, Dreamcast enthusiasts are following this pattern and 
conducting an ongoing study of Sega’s discontinued platform, a process 
which began after the console was successfully cracked.

A Brief History of Dreamcast Piracy

In the case of the Dreamcast’s lifespan, the technical affordances com
monly associated with the platform’s commercial failure take on dif
ferent meanings in a postcommodity context. The inclusion of a drive 
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that could not play commercial DVDs certainly contributed to the plat
form’s commercial failure; however, the exploitation of that very drive 
also created a thriving creative machine. what follows is an account of 
Dreamcast piracy, and where possible, the history of these practices. 
Our discussion primarily focusses on the BBA and the GDROM drive: 
two devices used to pirate Dreamcast software and play pirated games.

As the Sega Dreamcast was disappearing from the retail market, 
hackers were busy devising alternative means of copying and distribut
ing its software. Although the GDROM drive was capable of reading 
traditional CDROM media, conventional home computers could not 
read GDROM discs, so hackers had to develop an innovative method 
of transferring the data. luckily, the Internet BBA had an Ethernet con
nection that allowed for networking with a PC, a process that darcagn 
(2007), founding of the website Dumpcast, helped expedite by providing 
step by step instructions for new users seeking to transfer GDROM 
data. Key to this process was a software package called httpdack: an 
application that can read any disc in the platform’s drive, provided that 
the Dreamcast is connected to a PC via a router on a home network. 
Such a feat is accomplished by directly accessing the console’s IP address 
using a conventional Internet browser, which facilitates the reading and 
downloading of GDROM files.

Because of the larger capacity of GDROM discs, Dreamcast dumps 
were unable to fit onto a conventional blank CD, so audio and video 
files first needed to be “compressed, cut out and/or downsampled” 
(Racketboy 2005). Racketboy’s account of this process highlights the 
expertise needed to pirate a particular game, which includes intimate 
knowledge of the file structure stored on the Dreamcast disc.  Cracking 
a game not only involves the finding of files that could potentially be 
removed, but also the ability to manipulate the software’s overall func
tionality. For most users, according to Racketboy, the task is well be
yond the level of technical skill required, and as such they are “better 
off leaving this process to the few groups that have experience with 
the subject” (Ibid.). As a result, expert hackers, dumpers and rippers 
initially produced the bulk of bootlegged games, eventually secretly 
redistributing the entire Dreamcast library. Such groups also created 
the formats needed to play compressed titles, without the specific aid 
of hardware modifications.

This practice of ripping, removing and/or downsampling files marks 
the primary point of entry for remix practices on the Dreamcast. with 
different hacker groups creating multiple releases of the same game, 
these would often differ greatly, depending on the media omitted. while 
some would preserve cut scenes in favour of narrative continuity, often 
eschewing in game music and sound effects, other groups would adopt 
the opposite technique: removing the cut scenes and preserving media 
related to the gameplay experience. Ripping becomes a nascent form of 
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remix practice, in this regard, borne out of the specific technical limita
tions of pirating Dreamcast games and pragmatic approaches to work
ing within the console’s particular constraints.

Utopia and Kalisto

In the summer of 2001, the hacking collective Utopia announced the 
initial cracking of the Dreamcast’s copy protection (Smith 2000) and 
the creation of Dreamcast Boot CD V1.1, which gave users the abil
ity to download and play compressed Dreamcast games. Through their 
released NFO6 file, the group also became the catalyst for an “active 
ripping community” (Xiaopang 2008) by encouraging others to build 
upon their knowledge. Dreamcast piracy was subsequently embraced by 
a particular subset of fans who possessed the knowledge necessary to 
get games to work. Players initially needed a copy of Utopia’s boot disc, 
which had to be inserted before a pirated game disc could be played. 
Further developments would have to be made before the community 
could grow beyond a small number of dedicated experts.

Shortly after the release of Dreamcast Boot CD V1.1, the hacker 
collective known as Kalisto successfully integrated the selfbooting 
protocols onto a hacked game disc. Their first complete cracked title, 
Evolution: The World of the Sacred Device, followed only a month af
ter Utopia’s release. In the body of their NFO file, Kalisto begins by 
thanking the Utopia team for work that “was truly impressive!” (Kalisto 
2001). Such recognition is worth noting because in ripping scenes there 
is a general sense of community, where new collectives skilfully build 
upon the work of previous hacking groups, constituting what Coleman 
and Dyerwitheford (2007) highlight as a “digital commons” (934) of 
freely shared information, rather than a site of blackmarket activities. 
with successive releases, expert consortia disseminated a wide range of 
pirated games using decentralised file sharing protocols. Nonexperts 
could then connect to these networks and download the playable .cdi 
files, before burning them with a special utility called DiscJuggler.

After the release of Boot CD V1.1, Sega insisted that it would “vigo
rously pursue and prosecute any website that distributes Dreamcast 
games illegally” (Smith 2000). However, Dreamcast pirates were not 
using websites as the primary means of sharing files, preferring to cir
culate games through decentralised means, such as Internet Relay Chat 
and peertopeer filesharing networks. Once Sega ceased supporting the 
console, legal action became less of a threat, so hackers began sharing 
files openly. websites such as Dreamcast Junkyard, Planet Dreamcast, 
and DCemu (short for Dreamcast Emulation) became popular hubs for 
sharing games and information, and larger emulation websites, such as 
the IsoZone, also came on board and created databases of pirated .cdi 
files.To date, many websites continue to operate, providing easy access 
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to a wide assortment of games, including new creations produced by 
dedicated Dreamcast fans.

like many fans before them, Dreamcast enthusiasts began modifying 
and creating games to satisfy unfulfilled desires and pleasures. Instead 
of coding new projects from scratch, some decided to remix existing 
titles by changing backgrounds, characters and music. Amongst notable 
contributors, Dutch homebrew collective Senile Team produced a sequel 
to Streets of Rage (Sega 1991), and also released a customised game 
engine7 allowing others to build upon their work. For these reasons, 
Dreamcast homebrew development is unique, but not entirely new, as it 
exists within a longer legacy of fan activities built upon the practice of 
textual poaching (Jenkins 1988).

Remix Practices and the Beats of Rage Game Engine

Released in 1991, Sega’s Streets of Rage is a popular twodimensional 
sidescrolling “beatemup”, similar to Capcom’s Final Fight (1989). 
Origi nally titled Bare Knuckles in its Japanese version, Streets of Rage 
combines the aesthetics of anime and manga with 16bit, two dimensional 
(2D) animation techniques, a common style found in many 2D fight
ing games. In the 1990s, developers such as Data East, Midway, SNK, 
Capcom and Konami released a plethora of similar titles, specifically 
in terms of aesthetics and core game mechanics. Typically, a game in 
this genre has players controlling a character, moving horizontally from 
left to right, fighting a myriad of generic enemy characters. Each level 
sees an escalation of difficulty via increasing numbers of adversaries, 
before ending with a uniquely challenging enemy, commonly referred to 
as “the boss”.

Because of the franchise’s popularity, fans were eagerly anticipating a 
Streets of Rage Dreamcast version; however, Sega became more focussed 
on producing threedimensional games. Once support for the console was 
discontinued, hopes for a sequel were fading, prompting Dutch homebrew 
development collective Senile Team to create Beats of Rage (2002). In an 
interview with Sega Addicts, Roel and Jeroen van Mastbergen discuss the 
origins of the mod and its growth into a customizable game engine:

Nobody is making a good 2D beat ‘em up anymore, and we can’t 
wait until the end of time for ‘Streets of Rage 4′, so why don’t we 
make a beat ‘em up?” So we did! we called the game Beats of Rage, 
as a tribute to Streets of Rage, and we borrowed character sprites 
from the King of Fighters series.

(westgarth 2012)

The Van Mastbergens’ comment echoes a recurring theme in fan culture, 
where an active audience assumes stewardship of an abandoned franchise 
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and produces new content in the absence of official releases. while the 
original motivation for creating Beats of Rage was the absence of a com
mercial sequel, its use grew well beyond its original intent, particularly 
when fans began reusing the engine to create their own fighting games. 
The Beats of Rage engine began growing in popularity near the end of 
2003, according to Jeroen van Mastbergen, when Neil Corlett released 
a ported version for the Dreamcast. In the hands of Dreamcast fans, 
Beats of Rage creations became a regular occurrence, seeing more than 
100 games released in the past 10 years. The engine gave fans an oppor
tunity to create the fighting games they had always wanted to play, 
specifically by replicating the underlying file structure and mechanics of 
its predecessor. like DJs remixing tracks, fans remixed Streets of Rage 
into a plethora of unique creations. Those lacking coding experience, 
could simply learn to swap files, adding new characters, music, and 
backgrounds.

Following a relatively simple control schema, Beats of Rage ava
tars are generally limited to four possible actions: jumping, attacking, 
grappling, and performing a special attack. Each is cued by pressing a 
specific button, except for grapples, which occur automatically when a 
player is near an enemy. while contemporary fighting games are more 
complicated, the mechanics provided Senile Team with a simple frame
work for building the Beats of Rage engine. Fans simply take the basic 
file structure and insert new audiovisual assets, as the control scheme is 
already in place. Among notable mods, seeing more than 10,000 down
loads (ISOzone), are games borrowing from popular commercial works, 
including Beats of Rage: Kill Bill Vol.1, Beats of Rage: Crisis Evil 1 & 2, 
and X-Men: Beats of Rage.

Figure 5.1  Beats of Rage (2006) screenshot. Roel and Jeroen van Mastbergen.
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JaMbo87’s Beats of Rage: Kill Bill, Vol. 1 (2007), draws upon the 
“House of the Blue leaves” sequence from Quentin Tarantino’s popular 
film. Playing as the Bride, players walk past background art mimicking 
the environment from the scene complete with adversaries taken from 
the film, including the Crazy 88, GoGo Yabari and Oren Ishii. Having 
never seen a Kill Bill videogame, JaMbo87 created an exquisite homage 
to Tarantino’s work, going as far as integrating the music and sound 
effects directly from the soundtrack. Additionally, the game continues in 
the aesthetic spirit of Streets of Rage, rendering the scene and characters 
in 16bit animeinspired style. Taken as a whole, Beats of Rage: Kill Bill, 
Vol. 1 (2007), is an impressive aesthetic feat, appearing as polished as 
any commercial title released in the genre.

NeverGoingBack’s Crisis Evil 1 & 2 reimagines the popular  survival 
horror hit Resident Evil (1996) as a sidescrolling fighter.  Originally re
leased for Sony’s PlayStation One, and an early entry in the  survivalhorror 
genre, Resident Evil has players navigating through mazelike three 
dimensional environments fighting zombies, solving puzzles, collecting 
special items and managing limited resources. Crisis Evil 1 & 2 reimag
ines the Resident Evil franchise, placing it within the arcade action 
genre, eschewing survivalhorror mechanics and replacing the slow pace 
and dark foreboding atmosphere with intense, nonstop battles. Despite 
these radical changes, the game remains true to Resident Evil’s story 
events, paying homage to the original franchise; however, fans encoun
ter the familiar narrative in a different manner. like a classic detective 
novel, Resident Evil limits the player’s perspective to the character being 
controlled, so one can uncover clues and solve the mystery gradually. 
Embedded within Crisis Evil 1 & 2 is the assumption that players al
ready know how the story unfolds within the franchise, so it is presented 
explicitly at the outset of the game.

Figure 5.2 Crisis Evil 2 (2008) screenshot. Game by Nevergoingback.
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Crisis Evil 1 & 2 follows the audiovisual aesthetics of the original 
Streets of Rage game, rendering its environment in a 16bit anime/
manga style. Conversely, Resident Evil is rendered three dimension
ally using a blockier polygon aesthetic, due in part to the PlayStation 
One’s hardware. Additionally, the franchise’s moody instrumental music 
is skillfully remixed, adding drum beats and an accelerated tempo to 
match the increased speed of play. like other fan created projects, Crisis 
Evil 1 & 2 pays homage to the franchise that inspired it. However, it also 
patiently reworks Resident Evil’s narrative and iconography, creating 
a new hybrid form which bears little aesthetic and tonal resemblance 
when compared with the original.

Beats of Rage: Kill Bill, Vol. 1 (2007), and Crisis Evil 1 & 2 pay 
homage to other media, reimagining the franchises that inspired them 
using a 16bit aesthetic. VicViper and Kungpow’s X-Men: Beats of 
Rage differs slightly, through remixing the elements of several com
mercially released arcade games, with other familiar characters from 
the comic books. In 1992, Konami released X-Men, a 2D sidescrolling 
fighter based on the popular Marvel Comic series. In the same year, 
rival game publisher Capcom released X-Men: Children of the Atom, 
a 2D arenastyle8 fighting game, similar in tone and gameplay to the 
Street Fighter franchise. Konami’s X-Men existed only in arcades until 
the company released a home console remake in 2010. Five years after its 
arcade debut,  Capcom’s X-Men: Children of the Atom was also ported 
to various home gaming platforms.

Released in 2007, VicViper and Kungpow’s X-Men: Beats of Rage 
remixes both titles into a new side scrolling 2D fighter. As a fan creation, 
the mod incorporates five of the original six characters from Konami’s 
X-Men game (Colossus, Storm, wolverine, Nightcrawler and Cyclops) 
and adds several characters that were only playable in X-Men: Children 
of the Atom (Psylocke, Iceman, Jean Grey, Rogue and Gambit). In place 
of generic enemies, common in most Beats of Rage mods, the creators 
incorporated minor characters from the original comic book franchise, 
thus capturing the fan spirit of improving upon the creations that in
spired the work. Players navigating through each level will encounter fa
miliar adversaries, assuming they were fans of the XMen comics. Such 
adjustments add a layer of richness to the overall playing experience, 
with franchise icons spawning in the place of generic enemies. X-Men: 
Beats of Rage is, subsequently, distinguished by an elevated level of craft 
not seen in the majority of fan creations.

The production of a Beats of Rage game can involve clever artistic 
and significant technical knowledge, including audio editing, manipu
lation of the Beats of Rage engine, and the ability to create new 16bit 
graphics. Despite these barriers, fans have developed multiple ways of 
simplifying the process, so users with limited technical experience can 
create new games. On the wiki for the OpenBOR engine, a manual has 
been assembled to guide fans through the creation of their first project. 
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when designing the engine, Senile Team also created a userfriendly file 
structure that is surprisingly easy to navigate. Fans simply place their 
own files in the appropriate folders (Background, Characters, levels, 
Music, Scenes, Sounds and Sprites) and rename them accordingly. As a 
result, no coding is needed to create a new Dreamcast game.

Integral to the aforementioned process is the technical knowledge 
needed to generate new audiovisual assets. All characters sprites within 
a Beats of Rage mod uses the animated GIF format, requiring fans to 
create walking, jumping and fighting images for the engine to animate. 
Some users do not possess these skills, yet many have discovered a tech
nical workaround by importing visual assets shared from other modding 
communities. A popular PC fan made a 2D fighting game engine, known 
as MUGEN, which also uses the animated GIF format, so Dreamcast 
fans often use MUGEN animations when working with Beats of Rage. 
By visiting popular MUGEN sites, such as mugen.thechronicles.org, 
new users can access a range of art assets, including characters from 
popular television, gaming and comic book franchises.

Another popular means of remixing visual assets is the importing 
of background art from other fighting games. Several levels in X-Men: 
Beats of Rage incorporate images derived from Konami’s Teenage 
 Mutant Ninja Turtles: Turtles in Time (1992). Although it is unclear 
how VicViper and Kungpow incorporated the backgrounds, it could 
have been accomplished in many ways. Homebrew production, in this 
regard, illustrates the ingenuity possessed by Dreamcast fans, particu
larly those who lack the technical skills needed to program a game and 
the artistic ability required to produce new graphics. As in other media 
remix cultures, Beats of Rage fans incorporate a wide range of audio
visual assets from a variety of discovered sources.

The greatest technical challenge involved in the creation of a Beats of 
Rage game lies in programming the movement of additional characters 
and enemies. Fortunately, the engine has simplified the task by creating 
an editable default text document that is easy to modify. Using the Beats 
of Rage wiki, fans can quickly learn to create the underlying mechan
ics controlling character movement, in addition to adjusting collision 
detection, spawning cycles, and avatar health. Once programming is 
completed through the addition and alteration of default settings, Senile 
Team’s automated toolset can also create a .cdi file that fits onto a con
ventional CDROM. No other steps are needed after downloading and 
burning; the game will immediately play on any Dreamcast.

Conclusion (Beyond Beats of Rage)

In an industrial economy, the Dreamcast is nothing more than a failed 
commodity, but in a cultural economy it is a thriving creative success, 
showcasing how fans inscribe new meanings to the postcommodity 
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lives of gaming platforms. As the catalyst for hundreds of fanproduced 
games, the Beats of Rage engine has become popular in its own right, 
operating as a site for collective fan production and consumption. Such 
a vibrant culture directly results from the legacy of Dreamcast pirates, 
who built the tools, formats and distribution networks which continue 
to facilitate new generations of fan production. Activities that began as 
a means of copying and distributing illegally pirated games shared the 
technical specificities of Sega’s discontinued platform and spawned a 
creative community of dedicated practitioners, who continue to expand 
upon the existing technology manufactured for the console.

As the distance between the Dreamcast’s commercial life and 
postcommodity status continues to grow, its unique peripherals are in
creasingly difficult to locate. The platform’s BBA is the only traditional 
means of transferring game data from the console, and it has become 
increasingly scarce in collector’s markets, prompting enterprising fan / 
hackers to create their own homemade versions (Racketboy.com, 2010). 
Others are developing alternative ways to load Dreamcast games with
out using CDROMs.

Recent developments include the Dreamcast SD (Secure Digital) hard 
drive, which is a modified SD card reader that plugs directly into the BBA 
and allows fan created games to be stored and loaded. This new piece of 
hardware has changed how fans disseminate and experience Dreamcast 
games, as they are no longer bound by the storage limitations of CD
ROM media. Now fans can play “purerips” of discontinued Dreamcast 
games, rather than the modified versions that were previously available. 
Appropriately, contemporary Dreamcast pirates are now revisiting their 
practices and archiving games in their entirety, giving other fans access 
to the console’s full catalogue.

In addition to the aforementioned hardware modifications, the Dream
cast continues to be a site of technological experimentation. Emergent 
projects, including USB and external hard drive modifications (Cauterize 
2014), have also been created, which not only deepen our technocultural 
understanding of the console, but also alter it significantly. Given these 
examples, one can usefully compare the methods of Platform Studies to 
other methods of knowledge production used similarly by fans. As Hills 
(2002) notes, there is an academic tendency to distinguish good ratio
nal scholarship from the abhorrently cultish activities of fans, creating 
a situ ation where the contributions of fanscholars are rarely acknow
ledged (3–4). Are Dreamcast fans not scholars in a Platform Studies 
sense, investigating how a console supports and constrains creativity? 
we insist that they are, and that current approaches to game history can 
give greater respect and attention to the activities of fans, who continue 
to infuse abandoned technologies with new cultural meanings.

Instead of being consumer objects situated solely on a timeline of in
dustrial development, platforms spawn thriving postconsumer cultures, 
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which extend and transform a console’s historical significance well be
yond its commercial lifespan. In this case study, we have examined a 
mere portion of these activities by focussing on a platformcentric mode 
of collective knowledge production – one which clearly disrupts the con
ventional logics embedded within historical discussions of digital plat
forms. The Dreamcast is not a singular example; our theoretical lens can 
also be applied to other cases, such as the thriving creative communi
ties surrounding Sony’s PlayStation Portable or the Nintendo  Gameboy. 
Gaming culture is filled with thriving postconsumer communities 
that can transform a platform’s historic significance and build bridges 
bet ween epistemologies by uniting scholarly and vernacular modes of 
knowledge production.

Notes

 1 Homebrew is a term referring to software created outside of a commercial 
production context that is usually designed to run on proprietary hardware 
while eschewing copyright protections.

 2 The Broad Band Adapter was made available as an added peripheral that 
increased the speed of the Dreamcast’s Internet connection.

 3 Firmware is a physical electronic component with builtin software instruc
tions telling electronic devices how to operate.

 4 Members of the DemoScene were among the most advanced of Amiga users, 
relying on their technical expertise to push the systems graphic and audio 
capabilities. Born out of previous subcultures centred on the Commodore 64, 
the DemoScene’s “roots lie in the ‘cracking’ and illegal trading of commercial 
software” (Maher 2012: 181) for the purposes of creating “Demo” videos.

 5 Speed Running is a process where fans compete to finish a game as quickly 
as possible.

 6 NFO is short for info, as in the accompanied files containing information 
about pirated games.

 7 The PlayStation Portable’s postcommodity culture revolves around sites 
like PSP-Hacks (http://www.dashhacks.com/psp.htm). In addition, the 
 Nintendo Gameboy has a vibrant chipmusic and homebrew development 
scenes (Padzierny 2013).

 8 An arenastyle fighter differs from its side scrolling counterpart by pitting 
two fighters against each other in a match scored by rounds.
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