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Abstract

Taking the concepts of goals and motivation in games adeparting point, | consider what
practitioners in the field of Experimental Gameplay can learn from fields as diverse as
Ludology, Psychology, Emotion Theory, Engineering and Interaction Design to further the

development of games.

| consider the motivationf both designers, in terms of their reason for creating games, and
players, both in the sense of what motivates them to play a game in the first place, and what
keeps them engaged with a game once they have entered the game space. | consider on what
levd players voluntarily submit to gameplay, and how their ability to ignore or disregard
elements of the game world impact upon designers decisions, and how negative emotions

have to be considered as well as positive, with the former perhaps being mostipower

| then turn to aspects of social emotions from emotion theory, considering how this approach
canbe appliechot justtoo multi-player games, but also to single player games, and suggest
that it is one of the more powerful emotional techniques availalbdlesigners to keep

players motivated to continue playing.

| proceed to consider elements from engineering and interaction design, considering how
these fields deal with the concept of emotions, and consider the interaction design theory of
seduction, sggesting how this can be used in large part as a checklist to compare games
against, offering a way to identify areas in which exemplar game designs can be improved.
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Experimental gameplay has been defined in various ways, but the working definitnoy for
purposes here is that ggmeplay still not proven to work hat is to say those designers are
to experiment with different elements of the gameplay in order to find a successful
implementation. Successful in this sense can also be defined varioysawéys, profitable,

popular, and so forth, but for the purposes of this paper this is largely irrelevant.

In order to achieve this, designers may look at differentiating certain aspects of gameplay
from the norm found in contemporary or historicallysessful games. This could involve
changing elements such as the rules, game mechanics, control mechanism, character design,
goals, motivation to play and so forth. It is the last two of these which this paper is to

concentrate on, and | considhem to besomewhat interlinked.

In the broadest possible sense, the goal of a game is, depending on the purpose of the game,
either the winning condition or the communication of a message the designer wishes to

transmit to his audience. This is a distinctionwHich d on 6t f e el i's made en
something | wish to consider further, but the goal of a game is often seen to simply be the

way that a player wins (progress to the end killing the enemies in Wolfenstein) or posts a

score to compare with other playetie$troying as many enemies as possible in Space

Invaders), with not enough thought given to games where the winning condition is secondary.

I n serious games, for example Global Conflic
be to communicate édifficulty and intricacies of the political situation to the player,

whether that is also the goal of the player very much depends on his mindset. Some players

are likely to enter the experience wanting to learn about the conflict, whilst others wiill ent

looking to get the maximum points by putting together the best possible newspaper headline

story. Regardless however, | do not think it appropriate to define goals so narrowly as to

consider all players are simply trying to reach the winning condition.

As | mentioned previouslyor me,the motivation of the player is heavily intertwined with

the goals. Players may have the motivation to learn, and this would tie in with the secondary
goal state discussed above, however in all cases it is importaptayets have the

motivation to continue with the game to the stage where the winning condition is able to be
reached, or the message is able to be learnt. Most players who have any experience of
computer games will recall examples where they have reacttadeof disinterest in the
scenario put to them, that they exit the game and shelve it, not having the motivation to play

to its conclusion.
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It is then my contention that the challenge of game designers in general to create a scenario
which motivates thelayer to play to a point where either a winning condition is realised

and/or a message is communicated to the plégethat in a direct manner through the

narrative of the game, or a more subtle thought process triggered via the game mechanics

This paer seeks to explore how designers are able to do that, and under the guise of
experimental gameplay, suggest ways that designers could separate themselves from the
norm, and experiment with these areas of a g
practical examples of games develojdgroups at the IT University of Copenhagand

considering lessons we can learn from mainstream and previously tried games on what

wor ks, what doesndt, and what variatsigpns can

forward.
Frame of reference

An important consideration for gameshich all other elements act in association wghhe

frame of reference; that is what the player brings to the game from their external experiences
and knowledge. For example a game that references a TV show (such as Deadliest Catch:
Alaskan Storm) will have different meaning to those who have watitteeTV show than to

those without that background experience.

This can also speak to motivation. With Deadliest Catch for example, the player may enter
the game space with the intention to recreate or emulate activities seen on the television
show, eva where this does contribute to the goal; a prima facie case of this being creating a
situation where you brush against an ice formation, setting a crew member overboard and
attempting to rescue him. This is a prime example of a player created goal, hibweies

on the reference to be established.

The example above is an example where both the game and the experience it relates to are
clearly defined and obvious. There are of course far more borderline cases, where a game
makes an ifpassing referende a cultural phenomenon, or a game takes on an unintended
context given developing social events. For example, many games that simulate war in the
Middle East took on a different, and unintended, context after 11 September, as did Flight
Simulator, eventally forcing Microsoft to release a patch removing the World Trade Centre

towers from the New York scenery.
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I n these cases of course the event wasnot pr
aware of the consequences of potential (likely) deslents, and how that may change the

context of their games. Considering this from the alternate perspective, designers can use

world events as a technique to give their game context, a prime example of this being

September 12th by Gonzalo Frasca; withtbetcontext of the terrorist attacks on New York,

and the world situation that created, the game would have been less effective, and far fewer

players would have been effected by the message the game is trying to communicate.

Defining goals

Before moving on to consider the ways in which we could design goals and gameplay on an
experimental basis, it is necessary to consider what already exists in the marketplace, after
all, reinventing games that are already commonplace is not very expaiir@amtemporary
games typically feature a number of standard gdélsh has been writtemcluding work

by Juul (2007) and Bjork & Holopainen (2004h the subject of how to consider goals, but

an extensive analysis of that literature isdred/the scpe of this paper.

For my purposes, | am going to utilise the approach put forth by Bjork and Holopainen
(2004)i n APatterns in Game Designo. Primarily,
motivation f or t hpl8)yandsohbdided these intmwhat they lagebasie 0 (
goals and sugoals, with the basic argument that the primary goals are completed by

utilising subgoals, which themselves are comprised of subgoals and so forth. Eney off

several examples, including Pajieock-Scissorswhich they argue contains at least two

levels of goal§ the individual matches and the final objective of reaching two wins and

chess- in which capturing pieces are the subgoals, and cagttine king is the primary

goal.

Bjork and Holopainen (2004yoceed to further subdivide these into numerous sub

categories, namely predefined goals, optional goals, interferable goals, player defined goals,
ephemeragoals, continuous goals and unknown godalghout going into an extensive

analysis of these, foruo purposes the most useful are predefined goals, defined as those

which the designer creates, including those that may only be present if a player takes a certain
option (i.e. there may be a trBke hierarchy), however the player must follow the higngrc
towards completion. Optional goals are those which are designed, but which the player does
not have to reach; thus these do not advance the players progress towards the primary goal,
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but may act upon the difficulty of other goals. Interferable goaldefired as those with

which the game system or other players may interfere upon its progress. This is most familiar
with multiplayer games, where one player has the ability to make progress towards an end
goal more difficult for an opponent. Finally, p&ydefined goals are fairly self explanatory;

they are those which the player can create or customise, plausibly with no input from the

designer (beyond designing the structure that allows such interpretation).

Of these, the first three are strictly defthby the designer, whilst the latter needs to be kept

in mind, at least to some extent, whilst framing the game system. It is obviously implausible
to consider every use that a player may make of the game spsiietine affordances offered
certainly warants consideration during the design process; the affordances given to the
player in a sandbox game like Grand Theft Auto differs greatly from those in a strictly linear

experience like Monkey Island 3.

Another approach to the subgoals structure comes Juui{2007) who differentiates

between games with obligatory goals, and those with optional goals. The former he defines as
games that are impossible to play without striving for their goals, offering Scramble as an

example. For the latter, he offers @darheft Auto: San Andreas as an example, stating the

goal as Asaving Carl 6s f(pal®g) buytheggane doednetani ng u
force the playemto pursuing that goal. Lein@007) inin Emot i ons about the
Deni abl e/ Undenii amlglua & hfewr ttthersedi st ating that

somet hing which the player needs to pursue i

(p-9

Leino(2007)however al so notes that in a game with
game content, which the player cannot ignore
point of view, these mayappar as even more i mport(EBt than

He proceeds to offerttex ampl e t hat AOne who did not ackn
getting CJ out from a vehicle when it catche
to act in @A: SA. Burning vehicles in GTA: SA will eventually explode, causing immediate

death to everyone still inside them. The importance of keeping CJ alive in GTA: SAis a

meaning, which the player cannot (lbidgpmtbpr e wi t h
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Motivations: Entering the game

Before we can consider a desigentric approach to how to motivate the player, it is

necessary to give some thought to what motivations the player may have going into the game.
Whilst the motivation of play, in the clsisal sense, can be assumed to be present fayea la
number of players, it is quite plausible that other motivations will be present as well,

similarly to reasons for consumption of other media.

Amongstthese may be a desireilieit , or provide aontext for, a certain emotion as with
music (he classic example of listening to sad music to continue feelings of sadness as
opposed to happy music in an attempt to illicit positive emationtelevision.And, of

course, that emotion is not always gment.

Speaking about television, Tan (1996) writes
catharsis, defined as the experience and expression of feelings. Like Tannenbaum, he took it

for granted that the emotional arousal brought about istddlf pleasurable and can be

described as a combination of such emotions as fear, anger, and embarrassment. In addition,
however, the stimulus must (p24) erHet t® N opers
there is excessive distancing, for exdengvhen violence is exceptionakyylized,no

unpleasant emotions are evoked, and there can be no catharsis. The same is true when there is
too little distancing, because viewers are then so overwhelmed by emotions that they have no

opportunity to releas t h(lbiang. 24).

Works by Bryant andZillmann (1984) and Tellegevan Delft (1988) have shown that in

their fields, drama and fictiorespectively people will select a form of media that correlates

with their mood. In the study by Bryant and Zillmtoey noted that when subjects were in a

state of boredom (as a result of experimental manipuatioely opted for programs with a

high potential for arousal, and by contrast those who had been manipulated into a state of

stress opted for those with@ arousal content, defined by Tan (1996) as selecting those
Adrama progr ams t hap 25) Thiswas supported by timeawlork @ r ous al 0
TellegenVan Delttwh o concl uded, according to Tan, t he

maintaining or regainingffective balance is the mainformofdea ng beh @i our 0 ( |

Another example considered by Tan (1996) for the reason that people select a certain form of
media is an intention to learn. He argues that it is not necessary to consider whether people

actml 'y | ear n, but rather that the key is fAth
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program precisely becaup 7). These two techipgeest t o | ea
provide a different insight into the reasons players may select games tonplages no

reason why the results from these fields would not hold for games, indeed, the normal

argument offered for differential, that of the player agency increasing the emotional effects,

would only seem to strengthen the impact of these motivations.

T a n(®96)argument then, is that these motives act as secondary motivations to the primary
motivation which is, as Tan states with refe
definition concerned with the experience of the feature film as amatself. In this sense,

they may be considered aesthelibe experience of watching can be a reward in itself, apart
from the gratification of p8ly Incomadudionf or prese
would argue that whilst the primanyotivation, and indeed the common response when

asking a player why he is playing a game, ma
underneath that primary motivation to be entertained lies secondary motivations, which also

warrant substantial coiaeration when designing games.

Maintaining interest: Fundamentals

There are some fundamental aspects without which the experience of gameplay and thus
emotional engagement is not possible. It is only possible to engage a player with the game if
they arewilling to voluntarily engage with it. Whilst this may seem obvious, it is a critical

point once you consider that this relationship is not binary, but exists upon a scale.

When a player enters a game space, his level of belief or willingness to endapettvithe

rules and fiction can vary a great deal. In everyday life, our ability to experience emotions,
such as fear, relies upon our realisation that an object can do us harm. If walking through the
streets of North London late at night you were to leappon a group of youths, you likely
would try to avoid approaching them because you are aware that, in the context of reported
events in the media, there is an ongoing spree of violence. Similarly, in a zoo, you will avoid
entering a cage containindian because you know, through your knowledge of such animals

and previous events involving them, that it is capable of doing you physical harm.

By contrast, in a game there is no such threat, at least to your physical self.i3laus
combination of thepayer s6 wi l lingness to identify witdl
design that allows the player to identify with #neatar which creatdbe perception of fear.
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We cannot consider the designer solely responsible here, but of course it is omgrtheir
over which they have a direct influence. Nonetheless, it is an important fact to be aware of,

and in fact applies to almost every conceivable emotion within a game.

This of course speaks towards motivation for play; regardless of the quality efsilga,ca
player who enters a game space intending to construct an analysis of the narrative tree is less
likely to be engaged with their avatar, and thus able to experience emotions as if they were

the avatar, than a player who enters withanopen mihdoor a o6 pl ayf ul 6 exper

Leino (2007)argues that even if one is to make an assumption that players are emotionally
engaged with the game experience, fda volunta
decide the extent to which she acceptatteea ni ngs s et f(po4).tThatiHhe t he g
argues that a player can engage with a game to a level where they are emotionally engaged,

but decide that certain elements are illogical, irrelevant or for some other reason the player

does not wish tengage with them. He offers as a solution a division of gayegpéments

into what he calls undeniable meanings and deniable meawitigghe former being

necessary to engaging with the game, whilst the latter can be discarded should the player so
choo®. This is of course a similar argument as was made by2Qif)in his schema of

obligatory and optional goals, except relating tgame elements rather than the overall

experience.

Leino (2007)also comments that humans are, ultimately, unpredict&iternal events, or

social context, may mean that the player engages with the system or ultimate goal in a way
that does not target success as defined by the designer. Many examples of this can be found,
from playing a game with superiors in a profesal@nvironment (golf is the classic

example, but it is not farfetched to see it applied to computer games), to playing with
somebody you are in a relationship with, and so forth.

Also, different elements of the gameplay will likely be of different impurésfor different

players. In a game of Civilization for example, eliminating an opponent played by a friend (or
enemy) may well garner more satisfaction than reaching one of the winning conditions.
Again, from a design perspective, these can be consitlatedtimately | would argue we

have to design for the ideal play&ttempting to tailor the design to such different scenarios
would be likely, | would argue, to lead to failure.
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Maintaining interest: emotions during gameplay

In the proceeding sectioh$iave discussed techniquasd vocabulary thare primarily

relevant for the beginning of the game experience, that is the players motivation in entering
the game, the designers motivation in creating the gameharichme of reference within

which these actions takes place. In essence, this deals with the primary goals of games. If we
want to consider the sugpals, and the motivations to remain playing, we must consider the
emotions that take place during gamepleyere are many competimgethodologies here

andl wish to consider two of them, those proposed by Fr(#@ié6)and Jarvinerf2007) as

well as offer some general comments on emotions and their relative strengths.

What is important when designing emotions into games is beingaapiedict the responses

that one could expect players to haveny givensituation. This, of course, will vary widely
depending on the player in question, but certain assumptions can be made. This is what is
known in emotbn theory as action tendencgiesessence the likely response of an actor when
exposed to a certain situation. It is, | would argue, purely these action tendencies that can be
considered as part of the design process, that is we have to design games for the majority and
accept that céain elements of the player base will interact with them in unintended ways.

During gameplay, numerous emotions can be elicited in responsewlthevents, objects

or agentsAs Jarvinen(2007)asserts in Al ntrodmktl)mg Applied
traditional emotion theory, it is generally accepted that emotions come in three distinct

phases. The first phase is to recognise that something is significant, allowing the actor (in this
case the player) to consider their response and produce a waywotdehe situationThe

second stage is a cognitive process of preparing the body for future actions, whilst the third is
the relation of these emotions by bodily and expressive effects, including facial msramtio

similar types of response

It is important to note that designers do not necessarily want to induce positive emotions. As
Ravaja, Saari, Laarni, Kallinen, Salminen, Holopainen and Jari2@®%)ar gue i n A The
psychophysiology of Video gamingo thight Afronmn
predict that game events eliciting positive emotional responses are particularly effective in
sustaining game playing, given that positive emotional responses serve as affective rewards

for goaldirected behaviours (e.g. game playing). On the othwdt,hiais well known that

people may enjoy seeing horror films that elicit fear, for example. Thus, also negatively
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valenced emotional responses may bededir& i n s ome Idpinfacd,tti onso (
would argue that negative emotions are an imperataveof game design, and probably have

the most potential to be powerful.

I n AUnder standing Emot i o@&@aqffer Dar studiesywhichK el t ner
theystée 0 o f €oactusivdandaperhaps unsettling answer: our negative evaluations

appear to be more potent than our posi tive ev:
172). They continue to offer that this would fit soundly with evolutionary theory, that of

survival of the fittest, in that our awareness of danger is far moreactti our survival than

pleasure caused by positive emotions. This is also supported by much work in gasuaimg

as thosdy Smith & Abt (1984)and Kusyszyn (1984hat suggests that losing a fixed sum of

money has a much stronger emotional impaat thimning the same sum. Thus, | would

argue, utilising negative emotions is likely to create a more compelling and engrossing

experience than if you were to utilise positive emotions, and that for the purposes of

experimental gameplay we would do well t@kre how negative emotions can be triggered

on the way to what is probably, in the majority of cases, a positive goal state.

Writing in AReality, aBResgMeas eart (A0Fyoflernea and E mo
threepronged approach to emotion, whiah ¢ategorises as worlditefactand game. For

him, game is concerned with the rylaswh e n  y o uMap (Malway, RB@), one of the

rules of the game is that when the fRéan eats the last dot, the board is completed. The

characters all freeze in plaaad the board blinks, which signals to the player that the next

board is about to appear and play will begin again. The player's game emotions are generated

in the context of these rules. If the player understands these rules, when-MarPeats the

last dot on a board, she might feel a sense of accomplishment. She has completed her goal. If

she was having trouble with the board and the deadly ghosts were close to killidig,ac

when she completes the board she may feel tremendously rediqves).

Tome,Fr o me 6 sconce2nOmMihGryles here is more closely akin to goals. He appears to

be arguing that the only emotion found in games is found in the end goal. This |

fundamentally disagree with, but particularly in his case as the other two catdgorie

utilises, those of the world and artefacts seem at least as relevant to games as the goal which

he considers. For Frome then, artefact emotionf@enot i ons of6),éhatshuati on
critical evaluation of the merits of the artefact or théametogy within which it is realised.

This does not apply to the minutiae of games in this same way of the techniques | will
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consider shortly, but does speak to a genuine emotion experienced by players, essentially that

of both the first, and final, impress.

When a player loads any given game for the first time, they essentially make a judgment on
what they see. In this case they are likely looking at the quality of the box art, menu, the
introductory cutscene if one exists, and the fivgtw of the gaphics. Especially in a
demonstration version, but also in full games, if these early stages are met with disapproval
(which is, of course, an emotion) the player is unlikely to make the investment in either
purchasing or becoming emotionally involved witle game, and if they do so, it may well

be at a lower level than had these initial aspects made a positive first impression. Players will
also likely have either a positive or negative emotion at the end of the gameplay experience,
however this is leselevant for my purposes here, and essentially comes down to the same

considerations.

The final category utilised byréme (2006) is that of world emotignghich he describes as

fa set of nor ms anworlgpprinciples.i Quf eenstionatespomsesy ht ¢ al
crucially rely on our understanding of these principl&snsider a fantasy film, such as a

vampire movie. One of the typical world principles of these films is that vampires burst into
flame when forced into sunlight. A viewer who wants the piaento die, and who

understands this principle, will be relieved when the vampire is suddenly thrust into sunlight.

If the viewer did not know that world principle, then he would be very surprised when the
vampire suddenly bursts mflames for n@pparent reasan {)pFrome is athis stage

speaking of films, but of course this example and area of exploration is equally relevant to

games.

F r o m(20663example speaks to what | have previously described as the frame of
referenceAs withtheexmmp | e we di scussed previously of
through the Television show that we learn that crab fishing boats are unable to break through
even very low levels of ice (because of their weight & the weight of the items they carry),

that itis possible to lose pots through other ships passing over and severing them and so
forth. Without this context, which can also be applied to the plethora of World War related
games, and many other genres, the world of the games that reference suchwontdxist

be logical to players, and many of their cues would be missed, making the overall experience

lessengaging.
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It also however can speak to the triggering of another primary emotion, curiosity. Take, for
exampl e, the game factha thedworld]and objdcts withigiadoes, t h e
not react in accordance with the acceptedns of physics is a cause of curiosity that

encourages players to interact with what is otherwise a fairly simplistic game. Curiosity is an
emotion that cannot henderrated, and has great use within games, both in terms of the play
spirit, but also as a technique that could be utilised to furthegsals, such as education or

communication of a moral statement.
Applying emotional frameworks

I n AGames nWiitddromen200 takesfive types of emotionproposed by

Ortony, Collins & Clorein terms of Ludology, these being prospbased emotions,

fortunesof-others emotions, attribution emotions, attraction emotiamg weltbeing

emotions . 214). Rospect based emotions are those related to the resolution of the current
event, and thus make the event worthwhile. T
satisfaction,fears onf i r med, r el i ef , s hldek2ld).Farmepr i se [ ¢
current event here must be considered in both the short antelongontexts. Whilst the

game as a whole must be worthwhile, and thus contain elements of these emotions, especially
suspense, each intermediary event the player is presented withteno the conclusion

must also be meaningful in order to keep them engaged with the game.

Fortuneof-others emotions are those which relate to another, including bothwgthod
actions (feeling happy for somebody) anelll (resentment, gloating etc...These can
relate to both multiplayer games, and interactions with Al agents in single player games.
Attribution emotions also relate to other agents, and refer to emotions saygbrasiation

and reproach. This is also valid for both single and rpldiyer game experiencesith the
game system considered as an agent.

These methods attempt to summarise the interactions between players, and between players
and artificial agents, and is an area | will explore in greater dgfitran emotion theory

appoach. It is always problematic to attempt to explore social emotions from the perspective
of a single entity, as each player will react in different ways. From a design perspective, it is
only possible to try and facilitate these emotions, rather thdedsign for them. By requiring

the formation of groups, or forcing players to rely on others to progress it is however possible

to increase the likelihood of them occurring.
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Attraction emotions relate to the degrees of approach and familiarity towardscsplgieicts,

defined byJdarvinen2007)as fAgame props, settings, viswual s
experience as an a ¢s219) Enally,avellvding énotjonsane thoss 0 o n 0
which relateo desirable or undesirable everitss sugyested that these reldtethe game

experience to a whole, whilst the prospect based emotions discussed pyeeiatsito a

specific situationThis to me seems problematic, in that elements such as suspense are

required to exist in temporary momerds,well as the game as a whole, where as settings,

visuals, soundtrack etc often change throughout the game, and an emotional response may

only be specific to a particular situation.

For mehowever the primary emabn that needs to be consideisguspese. At least for the

most part, regardless of the quality of the remainder of the emotional experience, if there is

no suspense; that is, the player can predict with certainty the result of their actions, there is no
motivation to continue playingAt the same time, a game that is purely luck based, whilst
having the ultimate level of suspense, would lack in the degree of agency that an actor can
exert over itl would thus argue thathilst thereare many emotions that a game could

survive without elicitng, however having at least some factor of suspense is fundanental.

this sense, suspense acts as a background emotion, significantly contributing to a players

experience but not generally being the focus of the dbort experience.

Maintaining intere st: Social emotions

Of course, it is not just single player games that we consider when discussing how to design
emotions into games. The social aspect of the game, both in terms of the designed rules for
social interaction within the game space, and the creation of a plagrenent in which
playerswantto engage with each other outsile game warrants consideration, and in fact |
would argue that the social element of emotions can also tell us a great deal about single

player games.

Writing in AUnderstandi ng E2606)assent thattherdDat | ey,
are three primary forms of social motivation; attachment, affiliation and assertion. These

seem particularly relevant to me when considering games and how we adthgoagents.
Attachment, in the classic emotion theory se
i mmat ur ep. 428),fard nheycstaté that this often is accompanied by affiliation. They
argue that this is offectienérr andtoedati@wat
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the more general case fiit draws individuals
related. [...] In humans it is the core of kindness, of friendship, and also etelongexual

bonding thawe call romant ¢ | o v e 228).(Thelfinatlemotipn.is asion, basically

described as power

These appear at first glance to be very powerful emotions, and so it would seem to be
desirable to incorporate them in games. Of course, this is nothing new and exartides

can already be found, and | shall consider that shortly. However, | do think they are perhaps
underutilised, both in the sense of using them to garner emotional attachment to other agents,
but also in the contrary example, of challenging thesatiemal aspectby forcing players to

make decisions which could put them counter to these supposedly ingrained emotional
responses. This is perhaps an interesting point of departure for considering future game

designs.

Looking specifically at these thrégpes then, beginning with attachment, this seems very
akin to the way massively multiplayer games such as World of Warcraft treat the pet. Of
course, it is not identical, however it is an agent over which you have complete control
(within the rules of thgame), and basically only acts with your express permission and to
carry out your stated intent. It is not hard to see how this emotion might be heightened, for
exampl e by i mpl e rhennhe peh mearing that yoa ahly gatn thé benefit
of its company and support whilst you are protecting it.

A second example of this could be found in the Football Manager series. In this game, as the
name implies, you take control of a football team, and are responsible for all aspects of it.
From both persar experience, and discussion with other players on community forums, one
of the most powerful aspects of this type of game is nurturing a young prospect through their
career, from putting them in your youth team at 15 and then seeing them develop lds a wor

class player leading your team to success.

To me, this kind of experience is very much exemplar of this concept of attachment, the
player is often prioritised above over players over whom you have less attachment when
deciding team selections and tiai priorities, and in doing so you areeffect setting a
subgoal which is sufmptimal to the primary goal of the game (success for your CIuig.

example also provides an illustration that, even within the same game, different players will

! Permanent Death, the loss of your character with no means of resurrection.
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find different objects for their emotions. For some, a single player will be the object of their
emotions, as expressed previously, whilst others will focus on success for the club as a whole.
In a general sense, the object of emotion will vary during play, fromdavidual character

or avatar, to the world in which action is taking place or a particular event taking place which

elicits an emotional response.

Whilst this may be impractical in the World of Warcraft implementation discussed above,
creating this kinaf emotional bond to an agent would seem a very good way to make
challenges more difficult in many genres of game (FPS, Action and RPG to name just three).
Whilst you would have powegamers who would breeze past a decision to abandon a pet, or
release aqung player from their contract with no second thought, as discussed previously
you cannot design playgroof games, and for the majority this would seem to me to be a

powerful emotion to play with.

Affiliation seems to me to be relevant to the formatdgroups in games, and can be (and
often is) achieved through the need to join with players to achieve a common goal. This is
particularly relevant when players are performing different roles within a grouping, and the
success (at least to a certain egtef one is necessary to allow the others to complete their
goals. This is often found of course in massively multiplayer games, but can also be found in
many first person shooters, either with other players or Al agents, where players are reliant
on teanmates to provide cover, throw back grenades or spread out to clear a large area of

mines.

This technique is strongly utilisdry games such as Call of Duty: World at War whisks

the affiliation formed amongst a group in order to create social and emldtiods with the

other soldiers in your grouping. Thus, when the narrative of the game subsequently includes
the death of one of your teamates, a player who has been speaking to you throughout the
game the death has a far greater emotional impacifthavas a nameless soldier who

happened to occasionally kill an enemy and block you from fire.

There are ways to strengthen and utilise this type of emotion also; if for example in a first
person shooter you were partnered with the same agent throtigh@atme, and were in

various periods of downtime engaged in discussions about his family, with him showing you
photos of his family, and creating other such emotional b&wssequentlyguring the late
stages of the gambe is killed and yelled a dygnmessage to his wife as you stand over his

body, the player could then be presented with a choice to either kill the kamikaze or take him
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hostage, with access to some information depending on your choice, | would suggest that it
would be interesting to sehow many players would be willing to take the longer route to
extract revenge. This is experimental game design in another context of course, but such
experiments could be a good departing point for game design, in that assessing the power of

such emotinos.

Of course, affiliation also applies to a large degree in the game cultures that are formed

around many games. By virtue of playing the same game, and experiencing the same (or

similar) emotions and activities during the play of the game, playersraned into new

social groupings that wouldndét otherwise exi
that woul dndét otherwise exist. This is not o
matter what the design of the game, it is the shareerexyge which creates the game

community, but regardless | think it stands well as a rarganple of the emotion.

The final social motivation is assertion, described by sociologists as power. For me, this is the
primary emotion that games such as Sim Qitye Sims and Black & White rely upon.

Whilst other emotions are certainly present, without assertion, these games would simply not
be engaging. For humans, the ability to exert power is a fundamental desire, and the
implementation of this in games is, fmany, the only way to express it. For those implied in
junior roles with no sign of progress, for those at school taking orders from teachers and
parents, this provides a way to exert power over agents that have no choice but to carry out

your orders.

Online games of course provide another way to assert power over other agents. Much work
has been done on the people who run guilds in World of Warcraft or corporations in Eve
Online, and whilst running such organisations undoubtedly requires a lot of waolld

argue that the sense of power, or assertion, is in no small part the primary desire and reward

for taking on such a role.

Of the thredypes previously discussedwould argue that this is the one best implemented

in games. There are many examplest tould be referenced, from Football Manager to
Civilization, Democracy to Call of Duty, in almost all games there is some sense of exerting
power over other agents. Whilst | would struggle to think of truly new design ideas that
utilise power as the priary emotion (reworking the same power mechanics in a different

environment excluded), there are certainly examples where it could be included as a
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secondary emotion, and in many games adding a sense of direct power over agents is used as

a cheap way of pwviding additional power.

To take a classic example, that of Lemmirfgesmost levelsio gameplaypurpose was

served byhaving to kill trapped lemmings manually, they could have died automatically once
you completed the level; however having the abtbtyorce them to kill themselves provided

a cheap mechanic that added to the experience. | would argue this is the reason to keep this
emotion in mind; that it could be used as a relatively cheap implementation to quickly add a

new emotion / sense of aggrno many game designs.

One final proviso that warrants mentioning at this stage, especially when utilising strong
negative emotions, is the ethical consideration. Whilst a comprehensive study of the ethical
situation is beyond the scope of this paperolild be remiss not to mention that designers

need to consider the emotional impact their work is having upon their player base, and be
cautious in triggering negative emotions that may lead players to act in unpredictable ways or

have impact on their comginension of events beyond the scope of the game world.

Whilst | have outlined many different aspects of the emotional experience above, it is
important to remember that they cannot really be analysed in such a divisive manor in

practice. As Leinq2007)agues i n AEmMotions about the Deni e
arenotonm f f reactions to stimuli. I nstead, they
unfold over time and devel op | ipkeThatissonowbal |

say, thandividual stimuli that may appear at any stage of gameplay have to be considered as

part of the wholggameplay experience, in relation to the goal and other stimuli.

An Alternate approach

In general, | think that those of us engaged in the study ofgyameld do well to consider
work from other fields. Of course, to a large extent the work on emotions in games already
does this, relying on much work frosoeciology and psychology forsifoundations.

However, before | offer my thoughts from a design pecsve, utilising some examples

from the Experimental Gameplay course run at the IT University of Copenhagetumn

2009, | think it worthwhile to consider work froatherfields that involves both design and

emotionsthoseof engineeringand design interaction
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I n AUnderstanding the seduct (199)preppsethati enc e 0,
there are several key aspects that products (and thus games) need to incorporate in order to
maintain a pThgeroéal ttit®md, 0meduar gue that o
objects to movies and games figo beyond mer e
(p. 46). They consider seduction to be a process, of which the first step is enticement.

Considering it purely from the pgyective of games, enticement refers to attracting the

potential user to the product, which could be achieved through advertising at first, but

eventually extends to the initial experience with the product, the first impression.

Khaslavsky & Shedroffl9®)ar gue t hen that the key to enti
audiencebs attent i omp46). nboemaway, the firshdpiriondasor o mi s e
separate itself from the competition, and then make a promise to hold that attention. With no

sole tehnique working on every customer, | would argue that the promise quite likely has to

be different for every customer. This in some way of course relates to the features of a game,
for some the promise in AFootbaltdawwklnager 0 i
class manager over the course of a career, whilst for others it is that you can take over a world
class team, manage your favourite players and enjoy immediate success. In this case, whilst

the end emotion is likely the same, or similar, thenseto achieve it will vary depending on

the user in question.

The second step in this process of seduction is Kiaslavsky & Shedroff (1999jefer to

as Arel ationshipo. I n television terms, the
emotionalengge ment , making good on past promi ses,
(p.46). They argue that this doesndét apply for
Aités difficult to think of a softwbwae produ
superseded by a new version, or so elegant and wonderful you could barely wait to use it

a g a ilb,®. 47).

Whilst the latter | suspect would be refuted by many game players, at least in titershort
the former is almost certainly true so &rit applies to the longer tinrseale. That however
does not mean | feel the approach is without merit for games. It seems to me that this
approach, of fulfilling a promise and making a new one is in fact the very essence of good
game design. It is, to manother way of approaching the goals andgudds dichotomy
discussed previously. By approaching eachguodl as a promise, the player is responsible

for fulfilling it, thus increasing their emotional engagement in the game in this context, and
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re-enfarcing the seduction for them. If the game however does not reward the player
appropriately for their success, this may we

of the promises.

The final section of this approach is that of fulfilment, desdribpeKhaslavsky & Shedroff

(1999)as #AFul fil the final promises, (pa4.d end t h
This very much speaks to the final end state of the game, and | feel is a suitable warning for
designers. Whilst at this stage designersatmneed to try and entice, or seduce, the player to

interact with the experience any more, and so perhaps from that perspective glaenend

could be considered less important, | would nonetheless argue that they have an obligation to

their players to fliil this part of the experience.
Khaslavsky & Shedroff1999)offer that

f..when the experience is ending, the seduction should not leave the audience with a
bad or worthless feeling, or it will tend to caution them against allowing themselves to
be seluced in the futureunless, of course, that was the promise all along. Ending a
seduction successfully is like parting from a romantic relationship on good terms. It
should always be viewed as a positive, worthwhile experdeifdie creator of the

prodwct wants a chance at seducing the same customers again or being held in high
regard for having created the experience in the first place. Leaving the customer with
a good feeling is important for developers and manufacturers for whom customer

retentonandbr and strengt h(p[48)] are i mportanto

This | agree with on a wholesale approach. Whilst as designers of experimental, or
independent games, profit or the potential of future profit likely is not a significant concern,
the artistic merit is likely aotable concern, but above all else, | would argue that ethically,
and in terms of providing the player with a notable experience, providing an end that brings

both conclusion and some emotion, be they positive or negative, as resolution is imperative.

Finally, Khaslavsky & Shedroff (1999dffer a list of seductive qualities which they suggest
act as a checklist to discovering whether a product being designed or used produces a

seductive experience. This checklist included{-48):

e Entices you by diventig your attention
e Surprises you with something novel

e Goes beyond obvious needs and expectations
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e Creates an instinctive emotional response

e Espouses values or connects to personal goals

¢ Makes inherent promises to fulfil these goals

¢ Leads you to discover sothéng deeper than what you expected or

¢ Fulfils small promises related to your values and aspirations

What strikes me from this list, when you try to apply it to games, is how the vast majority of
them must exist not only @a, but on a cyclical basis. Wailthe first two relate primarily to
your first experience with the game, the remainder seem to relate to every minor objective, if

not almost every interaction, in the game.

I n AEmMoti onal Design: Why we L o20e4)offecr Hat e)
some | essons from engineering, arguing that
limited space in a way that does not compromise thewaio di mensi ons ).of desi
In essence, he is arguing that when constructing objects (in s@sackpanese lunchbox), it

is important to not only pay attention to its utility, but also to its beauty, fun (in the sense here

of aesthetic quality) and pleasure. For games, the lesson for experimental, or indeed
independent, design is that whilst wyijJithe rules and mechanics argortant;if you want

to create a pleasurable experience it is not possible to eliminate beauty. Simultaneously, it
makes clear that mainstream game designers should not ignore the utility at the expense of
beauty, somethmparticularly relevant when you consider the importance placed upon

graphics in franchises such as EA Sports FIFA and Madden.

Norman(2004)also offers a countaspinion to that | have expressed previously on the use of
negative emotions. He arguesthatmh wor k has focussed on the
though fun, joy, and pleasure are the desired attributes of life. [...] Positive emotions trigger
many benefits: They facilitate coping with s
ability to le a r pn 103).(For me, this is an argument for keeping the overall goal positive,

and producing a positive end result (although even that is debateable, in film for example it is

not necessary, as can be seen in the contrast between Walt Disney preduddithriller

movies, both can exist in the same space), rather than for only utilising positive emotions

during the game. As has been expressed previously, solely pesitotens are not

necessary, nor, | would argue, the best implementation of a game.
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Game design challenges

My intention in the final part of this paper is to utilise the techniques discussed above in
relation to the game design challenges that
Gameplayo course at t he adtumn2QD8.iUsingramplesgf of Cop
the games produced, which for the most part | had no direct involvement with, | will both

offer a brief description of the game, as well as dtene thoughts on how the experience

could be intensifiedThere were in total four challenges theliated directly to game design,

and | plan to consider thrgames from twaf the challengebere.
Co-operative play

For this challenge, the core design was to createagpemtive multiplayer game, with a

common goal and individual winnéfhe desigc oncept | d6m going to con
game named AZombiesod on which | was involved
production. The game allows multiple players to connect to a central server using a flash

application integrated on a website.

aul are alone. You will die. Invite some frie

[._.. Copy Game Link to Clipboard

Guest - Guesto28

-
A‘/

isig

g
a)ﬁ.s ~
A5

? 4

Figure 1. Zombies. Nonoba, 2008

Co-operative play presents a number of ways to motivate the @ayscussed previously
but also presents a number of difficulties. Primary amongst these is making the player care
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aboutthesuecss of t heir f el | owhispvasachidverhy praliantes . Il n A
on your fellow participants to overcome certlmels. There comes a stage early on where

the number of zombies you are facing becomes so insurmountable that it is impossible t

proceed without teammates, thus protecting your teammates from death becomes a

fundamental mechanic.

At a later stage however, in order to fulfil the single winner requirement, you are required to
turn on your teammates, and the last man standing @rieigs. This comes at a late stage of
the game that is reached by relatively few players, and because of the nature of the game,
being forced to start again each time you failure acts both to increase the difficulty, but also
the turnover rate, with a laegoroportion of players never reaching the stage where they see

that element of the game.

It becomes apparent, from the observations presented earligheifeatire two flaws in this
concept that require improvement. Firstly, there needs to be sometecheyond a

requirement of safety to cause a level of engagement with your fellow players. The
predominant social emotion here should be affiliation, that is you should feel part of a group,
a community, and care about the other players, so that wbemds to the later stage where
you have to turn on them to be victorious, there is a stronger emotional impact upon the
player. However | would argue that the way it is currently implemented, the social emotion is
more attachment, a feeling of protection & selfish reason of your own safety. This could
perhaps be achieved by requiring players to communicate, or providing a way to donate

health to another player in order to strengthen that sense of community.

The second flaw is harder to address, because of the nature of the game, and in fact may

purely come down to balancing. The fact that relatively few players get to experience the
endgame means that the emotional statement the game is trying to forcepeopkder

(turning on your tearmates) is not experienced, and so remains unknown, to the majority of
players.Because of the environment in which the game is hosted, that of a multiplayer portal,

the players who do experience the endgame post recatiedf their accounts in the

comments section, alerting other players to this experience. However, | would argue that the
experience of reading other peopleds actions
game, is substantially different from tladtexperiencing the ergame first hand. Thus, |

would arguehtat is certainly a flaw in the design, but in such a multiplayer game there is no
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obvious way to allow players to save, reload or-jaiprogress whilst maintaining the group

dynamics.

In an dtempt to see how this game fit the suggestion of requirements for a seductive
experience discussed previously, | applied the checklist to this game by attempting to see
how it met each of the factoM/ith the gaméeing at the prototype stage, | fealseful to

apply the checklist with sonaegree of benefit of the doubt. The most notable findings of

this were thatve can see that it meets the criteria of surprising with something novel, but

only to those who reach the later stages, and thus therdenasvay to increase the number

of players who do so. It does succeed in creating an instinctive emotional response, there is a
genuine sense of fear in trying to protect your own avatar (if not as clear with others), meets
the criteria on goalsand give you the ability to meet this goals, if you persevere with the

game long enough to do so.

Persuasive games on a serious topic

The second challenge | wish to consider was to design and implement a persuasive game on a
06serious6 t o mitides hahdadsoet 8y the tecton. Earthis challenge, | have two
exemplar games that | wish to consider. The first of these is by the same production group as

previously; this time with no involvement from myself.

The game is based on grabbing news adialnd related photos from the internet. For the
purposes of the class the game was limited to certain topics, however the screenshot | have
utilised here is from the full version of the game as published online, and as such had a wider
variety of topics aailable to it. It effectively acted as an interpretation of hangman, with
pictorial cues giving you an indication of what words were necessary to complete the
headline. For the purposes of my discussion here, | am going to ignore a technical flaw with
thegame, in that the pictures were not always related directly to the news article, as they

were based on a Google images search.
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Glowing Atlanta
Sunrise Georgia
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Animals

Pacific

Figure 2. Phrase it. Nonoba, 2008
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Next Headline >

Getting headlines ... 0 (89) 5

headlines: 3

Brazil flooding kills at least 20

BBC News News Front Page World Editior

tiger

crime

Figure 3. Phrase it. Nonoba, 2008

The game itself is fun faa short period of time, and | gave some consideration to what

emotion it was that the game provokeadd thus made the game enjoyabiehe end, |

concluded that there was only one emotion really present, and that was curiosity. This game,

as with othes in the same challenge, rely to some extent on a wider context, though in this

case the context

wasnot

very

speci fi c,

help you, and random trivia such as, with the first image above, Georgia is knatsn for

Bulldogs, hence that image on a Google image search is most likely related to Georgia.

This is a game that can be fun for a period, yet probably only meets two of the criteria

included on the checklist. | would argue that this game would, if placaedv@bsite you

mer el

were visiting, succeed in diverting your attention, and will lead you to discover something

deeper than what you expected, in that you will get a large variety of news stories presented

to you that you would otherwise not be aware of.

It is for precisely this reason that | opted to include it in this analysis. It serves as evidence

that we should be free to only explore one emotion, and that one emotion can be enough to

create a compelling experience. To what extent this functions as agapenito debate,
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however it could easily be made into one by adding a timer and a high score table for
example. Thus, | would contend that the checklist is not a firm solution to analysing the
potential of a game, but maintain that it does provide gueglon the kind of things we
should be looking to implement.

My second example from this challenge is slightly more in the tradition of games, and lends
itself better to this kind of analysis.
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Figure 4. Finnish School Shooter, 2008

The game is not founan YouTube butYouTubeis provided and requiredas a contextual

frame designed to enhance the emotional impact on the player. The game of course takes as

its point of reference the Finnish school shootings in September 2008, where 10 students

were killed at a college. The purpose of the game is to kill as many students as possible. This

is a game where there is no designed emotional attachment to the students, yet it Bucceeds
triggering people to think about the issues involved, both the schoolrshdself, and the
consequences thereof, and the presence of Yo

censorship over videos that show bullying and other negative activities.
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Figure 5. Finnish School Shooter, 2008

Whil st t hi s gpaiyietendea f cantmunitatecagarticular message about the
school shootings, | would suggest that it could be easily adapted to do so. Again, for me, the
key would be creating an emotional link to the characters you are killing, and this would
probablyrequire a higher budget, and an ability to make the characters representative of
children you are introduced to during an introductory video. Here of course the key is not

affiliation, but rather attachment.

A second solution | might offer, and one thas not been covered within the scope of this
paper, would be to remove the agency from the player, or indeed to switch roles, and have a
player helping his classmates avoid the shooter. In this case, the primary social emotion

would become affiliation,rad the game may become more powerful.

The alternative that warrants consideration here is that the game may be attempting to make a
statement about nihilism. In this case, my suggestions above would be quodigstive,

with the intention being that ttgame is devoid of any of the emotional aspects discussed,
indeed the intention may be to create contempt. Whether or not this is the case is something
that can, of course, not be determined without directly asking the designers; however the

possibility ofsuch a design warrants mention.



