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eracting with those users who were no longer limited to a simple phe-
enological interaction with the virtual worlds the games created.
groups’ interactions and ability to coauthor the game they shared
extended to the digital foundations of Grand Theft Auto’s virtual

Grand Theft Auto: San Andreas (GTA:SA) 100k the lessons learned
m the two earlier games in the Grand Theft Auto series as givens. In
game, the designers counted on the capacities users had exhibited
and learned from the earlier games. Users' skills allowed them to
cover content that would never be experienced playing the game “by
book.” A few clever hackers found a sexually explicit minigame, pop-
y dubbed “Hot Coffee,” hidden in GTA:SA, a minigame whose dis-
y required the use of highly subversive technical explorations into
game's software code.
It is the goal of this study to trace how Rockstar's Grand Theft Auto
s’ designers and users have negotiated their way to a more nuanced
g, and to offer some explanation why designers have chosen to
*ntially give up so much of their creative control to their users. In
found virtual and real by willfully extending to its user the p 1 10 do so, a number of concepts from the fields of game design and
position of coauthor. Starting as early as the original two-dimer theory will be explored in the hopes of creating an informed,
Grand Theft Auto, the series invited gamers to play in an open idisciplinary approach for reading the Grand Theft Auto series.
world where they were free 1o ignore the game designers’ set narr
and, perhaps, simply use the game to go for a virtual Sunday d
Grand Theft Auto IIT's (GTA3) move to three-dimensional
Rockstar Games’ web of connections between its open-ended ga
with the “real world” institutions of the Internet, film, print, srand Theft Auto’s mediation of the dialog between users and its
other video games grew, consistently making reference to these is most striking in its careful usage of what Gérard Genette
media, often quite explicitly. This game borrowed heavily from “metalepses.” Metalepses takes place when there is a “transition
and “"hood” genres to create what amount to interactive ma bne narrative level to another” (234). Using Todorov's example of
ray 91). Users explored every nook of GTA3, including portic and One Nights, Genette demonstrates an extreme case of nar-
game that its designers clearly did not expect to be found. Is, where, in one story, “Scheherazade tells that ... Jaafer tells
The designers of Grand Theft Auto anticipated users who the tailor tells that ... the barber tells that ... his brother (and
appreciative not only with these references outside of the ga six brothers) tells that...” (214n4), easily indicating five degrees
but who would also be sawy enough to rip and replace eac ion. When the frame of one level of narration is broached by
zeroes and ones. Designers provided interfaces for these users 'om another, if the barber’s actions were affecting Jaafer, for
personal touches, from the design of the jacket that breech causes the collapse of the “shifting but sacred fron-
hero’s back to the choice of what songs would be played on two worlds, the world in which one tells, [and] the world
radio. Users were even allowed to insert vehicles and bui tells” metalepses occurs.
own creation into the game. As they added the hooks ve examples. He quotes the forced
created content, Grand Theft Auto’s designers pro n and g first-

13. Inviting Subversion:

Metalepses and Tmesis in Rockstar
Games’ Grand Theft Auto Series

WM. RUFFIN BAILEY

The Grand Theft Auto (GTA) series has grown in its ability )

ptic Training




212 Part Two : A Grand Theft Auto Way of Life 13. Inviting Subversion (Bailey) m
saddle behind her escort, let us let them go..." as if the reader’s wishe own mp3 collection, which, on the version of GTA SA

could change the course of the action already written (234). Genet lows, can be added 1o a particular hkhl‘lﬂl“”mmh:
later cites Balzac, whose narrator remarks, “While the venerable chure romments. Of course, the music playing in the user's own, “real” car
man climbs the ramps of Angouléme, it is not useless to explain.. buld be coming from one of the fifteen soundtrack CDs that contain
though there is obviously no literal lull to be filled while the characi tracks from the in-game music found in the : I

the series, further blurring the “sacred frontier” between virtual nar-

is climbing; the book is already printed, sitting in the reader’s han
tive and real life. Andwhuﬂmﬂ.hmdthemm

(235).

Espen Aarseth uses Genette's description of metalepses to desc series “really” steals a car from a driver listening games'
what happens in the Interactive Fiction work Deadline. Here, a pla pundtracks? JR—————
finds a book that claims to contain what amounts to a finished transci In all, Grand Theft Auto’s metaleptic play conjures the “uncasiness

of the adventure the user is concurrently experiencing, a transcript t
continue to cocreate as they type the action “read book.” If a user ¢
choose to read the book, the game forces the user’s avatar to kill th
selves, apparently out of the depression caused by learning the n:
tive's Mobius-like outcome—namely that the avatar learns that it
commit suicide!

The Grand Theft Auto series is not, then, unique among d
games in that it is comfortable with metalepses. The concept has
a central force in video games since Adventure—both in Crowthe: theirencoungemc ' subversion
Woods' seminal work of Interactive Fiction and in Warren Robinett's s of the Gamlh
by the same name for the Atari 2600. In Crowther and Woods' 4
ture, the player can happen onto the game’s characters “sleepin
uninitalized variables” (Montfort 90), a description that belies the
ital makeup. Robinett’s contains a hidden message for gamers, ¢
nol for'their avatars, now famous as the first Easter egg in a video
In the first, the user’s separation from the digital nature of the
characters is stripped, eliminating the narrative distance be
game's code, effectively the game's narrator, and its user's world.
second, Robinett’s digital narrator ignores the conventions
medieval fantasy being told and directly addresses the user, not
what transpires in Ginette's quote from Diderot.

so \?e!] put(s] his finger on: ‘Such inversions suggest that if the
icters in a story can be readers or spectators, then we, their read-
8 Or spectators, can be fictitious'™ (Genette 236).

anctioned User Authorship

Tating system. Here, players so disposed may
he game by inserting textures and models that
pons, even new clothing and building facades. That Rockstar has
huungmendunotonlypoﬁﬂe,huanlliﬂyd-pbaﬁr.
their willingness and desire for gamers to coauthor more than
tly the plot of what is already one of the most open, free-flowing
® experiences available to date, including its digital content.

iere are a number of ways for an anonymous third party to change
fonventionally static content of a video game, and one system of
ication is to categorize them based on the level of expertise

What makes Rockstar Games’ Grand Theft Auto fund: °d for each content type's creation. At the simplest level, there are
different is the level of comfort and play metalepses is afford Skins afford players the most straightforward route l'or. personal-
are what would seem to be dummy websites for virtual busir their game experience beyond textual contributions, like avatar

tised on the in-game radio, like PetsOvernight.com. This
problematized for users that discover that these sites can
online, in “real cyberspace,” the game’s narrative space co screen, the e engine d

that of the users. Similarly, there is also a acl ru A three-dimensic q.g:.mm&m:mm:c:
Grand Theft Auto III that, ; : y wire frames or skeletons,
address for game e 1 tio ; vl B

or GTA:
N &

and chat text. The term “skin” comes from games with three-
al representational systems. Though the game is displayed on
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Quake 1 engine. Rather than simply creating a skin and placing it on an
xisting panel truck, burly marine, or car dealership building, both the
A:5A modelers and Gordon first created new wire-frame skeletons,
mations for each of the actions the games’ engines supported for

models, and customized skins designed to fit on the models made
cach new object or character. To insert the newly created models,
: lkim.oncmustknowmelocaﬁonwhemthepmeen;ineexpecu

dimensional with specialized glasses. A skin, nothing more than a s
ple two-dimensional raster image, is draped over the model or ske
to create, for example, the player's marine in id software’s Quake I,
game primarily responsible for introducing gamers to the conceg
malleable, interchangeable skins. Altering an object’s skin can be ace
plished using any image editing software that understands the imag;
mat used by the game engine. In Quake I's case this is .pcx and G
Theft Auto utilizes .1ga, both of which can be translated into a sta find it and place the new files in that location.

bitmap using a number of freeware utilities before being edited in Maps—in essence the geographical limits of the worlds created by
thing as simple as Microsoft Paint, a utility bundled with the Wi T are created in a method similar to any other object. In 3D games,
operating system. ds are modeled with wire-frames made up of vectors covered with

Two-dimensional game engines, like those of the original [ textures, much like skins. The re-textured used car dealership in
Super Mario Brothers, do not use wire-frame models but flat spri Theft Auto: San Andreas is one example of how world maps closely
skin logic holds, however. Editing the image that is “placed” on ¢ 1 models.' Though the world maps generally do not have the same
sprite changes the object’s appearance. Examples of hacks nularity as high-resolution avatar models, mainly in the interest of
dimensional games that include sprite-skinning range from tk r authoring times and lower hardware requirements for render-
hacks listed at I-Mockery.com’s “Hacked ROM Reviews" page similar skills are required for their creation.

Arcangel’s complicated total conversion of Super Mario B The Grand Theft Auto series exposes each of these avenues for
fifteen-minute movie, created by using Super Mario Brothers' grag eXP on, from skins 1o models to maps. Though the d
sounds, the result of which can be viewed only through a Ninter lndknoulcdgenccdedtocmlcultWhh
tainment System console or an emulator. t Auto worlds are difficult to come by, the games'

To create or change a skin, then, a hacker need only loc fan art and objects produced for their past works
to edit in a game’s content, open it in image editing software, ing to discourage such additions in their last two re
edits, and then replace the original image. This sort of hack i e users to participate in the creation of their experience, and the
as the attempts to create female skins designed for the very doorways for customization discussed here are natural
cally male model, or skeleton, of the marine in Quake I, sk open-ended approach the original Grand Theft Auto games exhib-
ille). The simple process is, however, also very powerful, and in their nonlinear, open-ended plots.
skinners have taken to inserting customized objects into 5 !
San Andreas, from Tupac Shakur shirts (LaoBoy) to Federal
Krispy Kreme trucks (JD ‘GunMod’), even a new look for
ship (SimonS).

The three-dimensional skeleton of an in-game ob
model. Modeling requires more expertise and speciall
quite expensive, software, and is not a task for the ¢
models have been created for Grand Theft Auto: San
vehicles as varied as the Batmobile from the ¢

and Coffee

importantly for understanding “Hot Coffee” is the considera-
Easter eggs, which occur when a designer hides a message or
her metaleptic object addressed specifically to the player that can
ed from within the game's interface, if only through some-
dent play. As a recent example, Microsoft used an Easter egg
(DieselGT) to an easily recognizable Toyota FJ40 ( a marketing campaign for their Origami project, a new plat-
new weapons, like a Thompson machine gun ( e table tablet personal computers. Part of the strategy was (o
follow example of how io create and skin & new st by ormation, giving only teasers on the pro-
Jonn Gordon's “3D Modeling and Ani animation that stated




216 Part Two : A Grand Theft Auto Way of Life 13. Inviting Subversion

later when a second page was added. This page had a similarly cryp nitial click, is mediated through a browser, but the
animation that displayed several landscapes. Within the HTML code ‘our Own Adventure is a natural one. Both are

the web page, something most web surfers would never access, ntions in mind that attempt to control

telling Easter egg that stated, “Origami Project: the Mobile PC run Furthermore, even when a codex is

Windows XP" (“hi there”). About a week later, Microsoft and O conventional, linear fashion, an author is ne
project partners introduced the beneficiary of the strange, Easter heir reader reads closely and where t
driven marketing campaign at a conference that centers on di hich is a phenomenon Barthes e
of computing hardware. pping.” Barthes says that this wmh “on the one
Easter eggs are not exclusive to digital works, though in print nd respecting and on the other hastening the episodes of the ritual
are much more difficult to create and mediate with the control prov ike a priest gulping down his Mass) ... the author cannot predict tmesis:
by digital media. Regardless, UFO 54-40, the twelfth book from the cannot choose to write what will not be read” (11), giving a well-deserved,
ular 1980s children’s series Choose Your Own Adventure, cont: : ual connotation to linear text.
remarkable print example that serves well as a heuristic entry poi Aarseth broadens the context of his consideration of tmesis to rein-
considering the structure of Easter eggs. Though the books o ‘orporate the word’s meaning as a method for cutting apart and splic-
Choose Your Own Adventure series were distributed as tradit g together words or concepts. In a multidirectional hypertext, as that
printed texts, bound into codices as any conformist book, the m nd on most Internet web sites, the author can, as is argued here,
by which they are intended to be read involves processes much rce their reader to complete reading one section of text before click-
used to approach hypertexts found on the Internet. This method e g a link to proceed to the next. With any codex short of the most exper-
sizes traversing nonlinear but finite linkages between textual un ntal, the content of every page of the system is immediately accessible

A Choose Your Own Adventure work initially operates like any the book rests in its readers’ hands. A hypertext system allows more
book, with its narrative starting on its first page. The clearest indic ngent control precisely because such a system can hide the lo

that the story will not read as other texts is in its quick implicatic f the vast majority of its textual units. Viewing the initial
reader as a character in the book. Inside UFO 54-40, for instance, sde only reveals the location .omwmﬁm
with, “It’s your first trip on the Concorde..."” (Packard 1). The
metaleptic participation is not an option; the metalepsis occurs
text’s second word, though the author obviously has no control ¢
reads the book. The series’ texts are broken up into units throw
use of demarcations that separate narration from instruction,
the bottom of some of the stories’ pages. The second page of
54-40, for example, says, at the bottom of the page below a
“Turn to page 6."

Some of these textual units end with instructions that
branches or choices. The reader is to select a single direction fie
finite list before turning to the page indicated for the ¢
choice, much like a hypertext. As Aarseth remarks,
systems that mirror this selection process do not nece - Unfortunately there is no branch in the story that ever instructs the
control than a codex written with the expectation of der 1o turn to page 101 of UFO 54-40, and page 100 is a dead end;

A hypertext path with only one (unidirectional) link ' reader is not supposed to continue from page 100 to the next page
chunks is much more authoritarian and limit Ultima : . UFO 54-501akes advantage of the lack of autho-
novel, in which the reader is free to read the ent lipping as the interface for the

47). In a hypertext, the locz

page contains. The total number of pages remains unknown.

Though such control is impossible in a multidirectional codex like
ard’s, he takes advantage of this openness to embed a clever Easter
8. Throughout the book, one of the side plots is a quest to locate a
ce called Ultima, the “planet of paradise,” which the book's preface
equivocally claims can be found, but that “no one can get there by
ng choices or following instructions!” (Packard “Special Warn-
111") While flipping from one trail in the book to another, some read-
may notice a two-page picture in the intermediate pages (102-3), the
such spread in the book. The page before the picture, page 101,
y indicates that the picture straddling the next two pages is of
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rience of GTA:SA. Perhaps manipulating the bits in the “BARBER” sec-
tion could unlock new hairstyles or the “VENDING_MACHINE" section
could be changed to give CJ candy bars for free. Finding the hidden
“Hot Coffee” section was less startling coincidence or the uncovering of
a lost masterpiece than a simple matter of time. Had Wildenborg not
performed his exercise in curiosity, eventually some technically savvy
user would have unlocked the hidden feature in the Windows version of
GTA:SA, and their finding would have then led others to unearth the
existence of the minigame on millions of copies playing in home con-
soles across the world.
This method of reading the main.scm file is quite like reading a lin-
location of the switch that needed to be thrown to allow the P, .conmtionaltm.“eﬁlemayhmoﬂgin&llyheenlﬂnnedwt
engine® to access the “Hot Coffee” code. - hrough, with particular attention being given once the reader come
Just as a text editor allows one to view the text in, for instance nto contact with the “GF_" prefixed section, in which case Barthes’ ver-
XML or HTML file, a hex editor allows someone to view the zeroes on of tmesis is a useful tool for understanding Wildenborg's process.
ones in any binary file, though the numbers are displayed in hex: Wildenborg used the hex editor to search for particular ASCII text,
mal shorthand.® Using a hex editor to view the “main.scm” file Wi ke “SEX,” Aarseth's tmesis-as-cutting is more appropriate.
borg mentions, a key support file that seems to keep track of What has changed in the move from printed text to New Media is
preferences and other information in GTA:SA, allows a user to view ot the method by which users are reading, but the manner by which
cisely the same information the game’s software processes. Though y apply their willingness to disobey convention and read what authors
of the information is an esoteric mess of seemingly random nuw intended them to access. It is impossible to create a piece of soft-
software designers often use the American Standard Code for Infe without authoring code for the computer to read and execute. Now
tion Interchange (ASCII) format to store text in such files. Tha pse files are being accessed by humans as well, users who are gulping
many ways it is easier for a computer to read numbers rather than 1 files that designers, years ago, would have safely considered “what
these ASCII text “signposts” are useful mnemonics for the program I not be read.”
making the code slightly less machine readable but much more hy
friendly. Grand Theft Auto: San Andreas’ main.scm file is full ¢
human-friendly signposts, and includes entries like, “TATTOO,”
BER,” “DEBT,” and “VENDING_MACHINE.” In one section of t
there are a number of signposts that have the prefix “GF_" follo
“MEETING,” “DATE,” and “SEX,” each followed by a number ¢
mostly with values of zero in the main.scm file installed by the
default. Changing one of the bits after the “GF_SEX,” or “girlf
section may unlock the minigame. Now, when C] reaches his
houses, the bit that decides if the camera should follow
switched on, and the sexually explicit content that was !

processor. When the “Hot Coffee” switch is off, GTA:SA plays as if
sexual minigame never existed. When the switch is on, the minig;
acts in every way as if it were an integral part of the game's software. *
Coffee” could not be unlocked playing GTA:SA conventionally. The o
way to access the minigame is to modify GTA:SA’ files with an appl
tion external to the game. %

Surprisingly, the process by which Wildenborg found the “single
that needed to be changed to unleash “Hot Coffee” may not have &
quite as close to finding the proverbial needle in a haystack as he m
it sound. With the advantage of hindsight from his discovery and desc
tion above, it is relatively simple to hazard a guess to the approxi

Motivations

The question is whether Rockstar, much in the same way Packard
d some readers to find the Ultima pages that fell outside of any
tk through UFO 54-50, anticipated users to find “Hot Coffee.” In no
| part because of the abundance of ASCII flags in the main.scm file,
bined with the liberty with which users have been allowed to coau-
their experience in past Grand Theft Auto releases, it is a reason-
safe assumption to believe some designer, perhaps covertly, was
clsewhere in the software is displayed. ent “Hot Coffee” would be found. If the inclusion of “Hot Coffee”
Without a decent amount of trial and error, it | itentional on any level, by one or more programmers, it shows a

for sure if the “GF_SEX" section represents the site | histic: part of game designers.
unlocked “Hot Coffee,” but this is the | hy would any designer allow users
where such a bit mi orld? Why would




discussed, follow the |
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also a comparatively complicated process for most computer users,
Nonetheless, without moving works like Grand Theft Auto away from dig-
ital media, opening the software up to user modifications to create a
space for true and equal coauthorship will continue to require having
the same skills as the designers that who initially wrote the works. Author-
ing digital media necessarily creates a bias for users that are familiar with
binary files. Scripting is an excellent, practical means of minimizing that
bias

the disdain of politicians and the economic penalties that accompany
an Adults-Only rating and parents’ lawsuits?

Jerome McDonough's eighteen-month study of designers of three-
dimensional vinual worlds and in-game, virtual anthropological obser-
vations of participants in one of those worlds, pseudonymed “CyberVille,”
offer some intriguing answers. McDonough is perhaps most interested
in understanding how design decisions inscribe designers’ conceptions
of potential users into the medium of computer software. Anticipating
the type of dialog—and learning—that has unambiguously occurred with
users and designers of Grand Theft Auto, he remarks that, “the inscrip-
tion of the user can be a point of negotiation between designers and th
real users of the system, and may evolve over time” (867). He conclude

Contrary to McDonough's claims, developers who extend invitations
for coauthorship at the level of those found in Grand Theft Auto or
CyberVille's scripting are doing their best to appeal to nontraditional
programmers, starting with the fact that these scripters would be pro-
however, that designers’ inscription, in spite of the continued negot ramming for “play,” not profession. In one sense, the Grand Theft Auto
tions, is one that will “form a singular vision of their users—an ide designers have learned McDonough’s lesson, providing more nonpro-
type,” (862) and is a process where, “The designers’ own conceptions . rammatic avenues for game coauthorship, like the ability to play a user’s
[result] in virtual environments designed by a white, middle-class np3 tracks on the in-game radio. “Hot Coffee” offers an extreme pro-
ture and for a white, middle-class culture” (867). rammatic test case, where users are able to choose to unlock a

It is in this context of oppression through inscription that McD gnificant alteration to their experience of the work that brings their
nough unfortunately reads the motivations of the designers of CyberVil henomenological, in-game experience more in line with the game's
as they discuss adding scripting functionality to the software engine Ainematic relatives, and they do this unlocking literally by flipping the
their virtual world. Scripting allows users to contribute very small sni mplest of binary switches.
pets of code that use the virtual reality engine as a host; users contrib .
code without having to invent a world from scratch and without h ;
to become familiar with outrageously large codebases to do so. Add onclusion
scripting interfaces is very much like what Rockstar’s designers did
allow usergenerated models and skins. As a rule, scripting is mear
minimize the investment in the programming skills in general and kne
edge of particular bodies of code in particular necessary to ¢
change. Scripting interfaces allow users a safe place to play with
medium of virtual reality worlds, but at the same time creates the

The Grand Theft Auto series shows digital scholars that program-

may now count on users to perform the sort of convention-break-
investigations that introduce tmesis to the medium of not only video
mes, but any binary file. It would seem likely that at least one of the
ne’s designers knowingly counted on players to perform this sort of
bility of their accomplishing real work and powerful transformatic ntion-breaking, tmesis-introducing investigations that they learned
the system. By choosing scripting as the method for users to contr le coauthoring their experience over the course of the series’ earlier
to the gaming world and because of the cultural cha stics es. If so, “Hot Coffee” belies a new ingenuity on the part of program-

stereotypically accompany those with programming skills, McDe s, who are now playing with established conventions like Easter and

posits that, by offering scripting, “these designers may be ui ilized eggs to mask their software’s intentions. “Hot Coffee’s” hidden,
roversial content manages to implicate the gamer every bit as much

contributing towards the reproduction of white, % rge
in the virtual environments they are creating” (866). designer through forcing them to coauthor access to the
ot 's material. More importantly, Grand Theft Auto has devel-

Parallels with Grand Theft Auto games, inc
: texts in ways unlike any other composition,

easily made. Here 100, a user has to be exceptios i
first find the online forums where the “Hot Co ith digital media in ways other design-
LY

.
e
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Notes

1. With that said, I have not had first-hand experience of a user-developed map
the Grand Theft Auto series, and those that can be found online have not reac
the level. RealGTAS <hutp://www.realgta.net> appears to be the most :
realcan.lheSumeol’ulg , and a new otheflddmmllll
onlheWindouvcrﬂonol’(‘MM H’.tl‘lcﬁrllol'thelhree-dim :
Grand Theft Auto games.

2. Both Choose Your Own Adventure and common hypertexts include non
clements, of course. For the sake of simplicity, | am ignoring those in these

explanations. Delivery_
. A more thorough explanation of the concept of software fossils is develo LaoBoy, “Tupac Shirt.” 1 Aug 2005. com. 12 Aug 2005. <htp:/ /www.glagam-
(Bailey). ln'm/pnﬁledh php?acﬁon ﬂle&icl-l -
tmmmmmhmmhmumeplamlymudwm McDonough, 'Duiper&hu.(:nnwucﬁnnd"lbchndoﬂnllyw

Identity wi ical, Multiuser Virtual Environments.” Journal of the American
S-dd,[ar Science. 50.10 (1999): 855-869.
Il Soraya. * MA?}WWT?MJ&TM"G& A A
urrny. ulo.” PAJ:
nal of Performance and Art. 27.2 (2005): 91-98. . PR Al
mkmmmmwmw.lm -
a Leann, Woman's Forum. PlanelQuake. 2005
<hu|;:g:wfphneqn&.:~ /qﬁim/atlnpco.lu-b“ -
Quake ta Monica:
iesel, Seth, mmmwwmummo‘ﬂ'
m&-mmtl]ulyw late ed.:Al .

quol’“’lldenbor'awhiu.mnolon'ctbucmbytbemalwbmrfet.
the hidden comment in the code of Microsoft's Origami
Wildenborg's message can only be read by viewing the source code of his site’s f
page, mirroring the method of his discovery of the “*Hot Coffec”™ minigame insic
the Grand Theft Auto: San Andreas code.
5. A detailed exploration of the concepts of binary code and game engines can
found in (Bailey). Briefly, a game engine is the portion of the game that enforce
game rules, from gravity to communication to h . It stands in contrast to, thd
it works in concert with, game content, which includes models or in-game mus
discussed earlier.
6. Hexadecimal notation is the use of numbers in base 16 (A.B,C,D.EF are
for 10,11,12,18,14,15), where each digit represents a number from zero 1o sixteen,
takes up one-cighth of the of zeroes and ones. The hexadecimal number

uld HI0HIITI0 in base 2, ifi savi 3
g g e b A R L o L g e i R
access as well. Wildenborg, Patrick. “PatrickW GTA-Modding | Home."” 12 2005. PatrickW GTA
Modding. July 2005. <hup://patrickw.gtagames.nl/
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