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Digital media and games are knocking on experience
economy’s door, and they are becoming more and
more connected to experience production and to the
field of experience industry. Gaming and storytelling
via different channels have through the ages been an
important part of our everyday life as well as a form of
entertainment. During the recent years, game design
and digital media productions have also become an
increasingly significant business sector with remark-
able growth rates. However, discussion on experience
economy has neglected to a great extent this new form
of experience production that is present on most busi-
ness sectors as well as a branch of its own.

This collection of articles — Articles on Experiences 4
Digital Media & Games — will contribute to widening
and deepening the discussion on experience economy
as well as for emphasizing the great potential of inte-
gration of digital media and games to other forms of
experiential consuming.

The 4™ Articles on Experiences introduces seven articles
under the topic of digital media and games. Especially
digital media in marketing, game-based applications
supporting experience production, cross media as a
resource in experience industry, tomorrow’s product
development and products, and different design ap-
proaches are highlighted.

Lapland Centre of Expertise for the Experience Indus-
try (LCEEI) with its Experience Institute project wishes
to take the discourse further by highlighting experienc-
es not only from the economical, market-oriented and
structural side but from cultural, social and emotional
side as well. In addition to the most often mentioned
tourism, cross-sectoral point of view is considered as
vital for keeping academic debate side by side with the
progress of experience business. This collection aims
to understand a certain field of experience industry,
namely digital media and content production through
the eyes of experiential elements, symbolism and expe-
rience production.
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Introduction

Mika Kylanen, the Editor

Lapland Centre of Expertise for the Experience Industry (LCEEI)
Rovaniemi, Finland

mika.kylanen@elamystuotanto.org

Why We Are Here:
Articles on Experiences 4 — Digital Media & Games

Digital media and games are becoming more and more con-
nected to experience production and to the field of experi-
ence industry. Gaming and storytelling via different channels
have through the ages been an important part of our every-
day life as well as a form of entertainment. Maybe games and
game-playing can be evaluated even as being-in-the-world
for us humans (see e.g. Langdon 2000). Meaningful experi-
ences have always existed, but now with elaborated theoriz-
ing and conceptualization of experientialism and further un-
derstanding of the logic of experience economy totally new
tools are available for analyzing gaming and digital media
production. These two global and multifaceted progressions
— the rise of digital production, especially game industry, to-
gether with discovery of experience economy — intertwine in
a fascinating way.

However, discussion on experience economy has ne-
glected to a great extent this new form of experience pro-
duction that is present on most business sectors as well as
a branch of its own. This collection of articles — Articles on
Experiences 4 Digital Media & Games — will contribute to
widening and deepening of the discussion on experience



economy as well as for emphasizing the great potential of
integration of digital media and games to experiential con-
suming.

Digital media, especially game industry, is recognized
as an essential business sector for connecting three forces of
contemporary economies: technology, economy and content.
In a way, game industry is an innovation catalyst in the soci-
ety. (Behrmann 2006.) When taking a wider perspective, also
other experience business sectors, for instance tourism holds
a similar position. It can be seen as the mirror of consum-
er behaviour as well as standard of living. Also experience
economy is crossing borders between economy and culture
(see e.g. Jensen 1999; Government 2003; Kylanen 2006).

Computer games intertwine solidly with creative in-
dustries as well. They accelerate consumer consumption
regarding home electronics. Games may also reflect on the
newest consumer technology and behaviour, values and
practices. Games form a bridge between consumers, espe-
cially early adopters, and technological and social innova-
tions. In addition, game industry is more significant in terms
of entertainment and culture industry than for instance film
and recorded music industries (see also Screen Digest 2003;
Creating Growth 2006). Because of the various interfaces be-
tween game and other industries, it boosts new companies
to the sector. Game industry grows also in the future for its
widening usage in education, marketing and politics. Mark-
ku Eskelinen (2005) sees games and game-playing not only
as pastime or amusement but as a firm part of our everyday
surroundings. Therefore it can be forecasted that gaming
will gain a special cultural, social, economic and aesthetic
value and status in our Western societies. (Eskelinen 2005,
18-19.) The crossroads position of game industry as well as
of the whole experience industry enables spill-overs between
sectors, which may lead to discovery of new interfaces. As
examples of these possible interface parties Eskelinen (2005,



86-98) mentions toy business, sports, arts and different forms
of storytelling.

As a whole, more cross-sectoral discussion on digital
media is needed in the context of enterprises, public sector
and academic research —both in terms of amount and quality.
Hopefully, this collection will contribute to fill in that need.

Digital Media & Games as Business

During the recent years, game design and digital media pro-
ductions have also become an increasingly significant busi-
ness sector with remarkable growth rates. In Nordic coun-
tries game industry is growing with high pace, and there is
still a huge potential. For instance in Sweden there are 100
game industry companies, and in Finland the amount is just
over thirty. Sweden holds the biggest market share in Nordic
game industry. In total, there are just over 200 companies
with about 1000 employees in the Nordic game industry. The
Nordic market is estimated to be the sixth or seventh biggest
in global game industry with total sales of 400 million euros.
However, the US market together with Japan, Great Britain,
France and Germany are steadily ahead with significant
market shares. On the contrary, for instance Benelux-coun-
tries are considered as the ninth biggest market in Europe.
(Robertson 2003, 46, 52; see also Gelter 2006b, in this collec-
tion.) In Finland, game industry employs over 600 people
and the turnover was estimated as 40 million euros in 2004
and 65 million euros in 2005 (Finnish Game Companies 06
2006, 11-12; cf. Robertson 2003).

Digital media and entertainment and leisure software
industry has transformed from enthusiastic hobbyism to
serious business. For instance in the UK entertainment and
leisure software market beat growth records with a total size
of 1, 35 billion £ in 2005 (see also Robertson 2003, 52). The



global market of computer and video games was about 25, 4
billion £ in 2004 which is 11 % more than the previous year.
(Creating Growth 2006, 23; see also Eskelinen 2005, 24). Ac-
cording to another study the size of the global market of in-
teractive leisure software is to some extent smaller, although
still significant: 14-15 billion euros (see Robertson 2003, 52;
Screen Digest 2003). This difference is probably due to differ-
ent categorizations of sub-industries included into the stud-
ies. However, both studies claim that the world market for
video games continues to grow at a faster rate than ever be-
fore (Screen Digest 2003; Creating Growth 2006). According
to Creative Growth (2006) it is enforcing its position as one
leading sub-industry of creative industries in the UK. This is
also the case in Finland where game industry is the fastest
growing sector of creative economy (Finnish Game Compa-
nies 06 2006, 8). During the past years the sector has grown
by over 100 %, as the comparing rates for cinema box office
and VHS/DVD rental were 30 % and 14 %. Music retail has
fallen by 4, 5 % over the same period of 1997-2003. The UK
is world’s third biggest market after the US and Japan. The
significance of Great Britain can be described with a fact that
the UK console software market is larger than both France
and Germany combined, despite the double population of
France and Germany compared to Great Britain.

Digital Media & Games in the Light of Experience
Production

Digital media & games can be analyzed as forms of experi-
ence production. A special model for understanding critical
elements of an ideal experience product as well as the prog-
ress of customer’s experience has been developed in Lapland
Centre of Expertise for the Experience Industry (Tarssanen



& Kylanen 2005; Kylanen 2006). The Experience Pyramid' is
illustrated and used as an analysing tool in the case of games
in couple of articles (see e.g. Vallius et al. 2006, in this collec-
tion).

Laura Vallius, Tony Manninen and Tomi Kujanpaa
(2006, in this collection) show the distinct nature of digital
media products in terms of experience co-creation. Some
of the six elements of an ideal experience product and the
forming of experience, as a whole, presented in the Pyramid
model are re-evaluated when observed in the digital media
context. Also Hans Gelter’s (2006a; 2006b) articles give new
perspectives to meaningful experiences.

Digital media based experience production can be un-
derstood in two ways. First, digital product, say a game, can
be considered as a primary experience product an sich. Here,
the game is producing experiences and is the specific experi-
ence product. When this is the case, the phases of experience
co-creation should be highlighted from motivational level,
to physical level, and again to intellectual level. If the game
product meets the requirements of different critical elements
—individuality, authenticity, story, multi-sensory perception,
contrast, and interaction — on different levels of customer ex-
perience, the player can undergo an emotional experience
(emotional level) that may lead to a personal change (mental
level) of a subject person (see Tarssanen & Kyldnen 2005).
This is when the digital media product is the one to be en-
forced with other dimensions or even platforms.

Secondly, digital products can act as secondary experi-
ence products. In this situation e.g. a game can form a solid

! The name of the model has been changed for illustrating its logic more
properly. Instead of the term triangle that refers usually to the relation-
ship between three corners or angles, the authors wish to highlight the
presence of six experiential elements on different levels of guest’s experi-
ence, and the progress of one’s experience. Therefore the term Experience
Pyramid can be seen as more appropriate one.



part of a holistic experience chain, but the primary product
may be something else, for instance a film, a cultural event
or a tourism destination or service. As part of a wider ex-
perience chain (see e.g. Boswijk et al. 2006) the game can be
seen as enforcement for the primary experience product. In
services marketing and relationship marketing perspectives
this refers to different levels of a product. Atleast a core prod-
uct, actual product, and augmented product can be identi-
fied (see e.g. Kotler 1994; Ravald & Gronroos 1996). The key
question is that what kind of benefits or value this whole epi-
sode represents to the customer (Ravald & Gronroos 1996).
Especially this second perspective — where digital product,
e.g. a mobisode, is part of the holistic episode — points out
the potential and wider benefiting from integrating technol-
ogy to tourism and culture industries. The perspective also
emphasizes the possibilities of widening the usage of tech-
nology from information to selling and again to creation of
virtual communities boosting the customer experience as
well as the revenues of producers.

For demonstrating the possibilities of digital media in
experience production it is important to establish the bound-
aries of experiences. Nathan Shedroff (2001, 4, 8), one of the
leading experts of digital experiences, sees that most experi-
ences have edges that divide them into separate phases of
start, middle, and end. The main parts of experience prod-
uct, and thus the main targets of experience design, can be
defined as attraction, engagement, and conclusion. So, digi-
tal media — when thought as a secondary product with an
enforcing premise — can be used especially in raising inter-
est and in building attractiveness, in seducing customers. It
is possible, Shedroff (2001, 4) reminds, for an experience to
have an extension for prolonging the experience. This refers
for instance to post marketing and storing or saving of expe-
riences (digital camera photos, DVD material, gaming, vir-
tual community, sharing experiences).



Forillustrating an experience chain where digital media
is used for enforcing the primary experience —as an extension
of experience (Shedroff 2001, 4; see also Partanen & Tiainen
2005) — I will use film production as an example. So, a film is
the primary product here. It is the question of continuing the
story in different platforms: a film — a game — items sold in a
store — a destination. A film is one platform as well as a game,
for instance a mobile game, and then the story presented in
the film and continued in the game can be given to items
such as clothes, bags, books etc. This may affect positively
to brand building. A customer who has seen the film and
played the game can purchase some special merchandise for
widening one’s perspective and imagination, and most of all,
for shifting from a sudden and short-time sensing to a more
comprehensive and holistic, even transformative experience,
from snapshots to a big picture. Especially this may be the
case if the story of the film, the game and the items is shifted
to a real-world destination and places that may have formed
the setting for the previous platforms and storytelling. For
instance a tourism destination can make use of the success-
ful appealing story of the film and take it to another level;
restaurants under the same brand, activity products based
on scenes and personalities of the film, to mention but a few.
Actually, the extension of experience is multi-dimensional;
tourism destination can work as an extension to the film and
to the game, but items and digital media productions extend
the destination experience as well. To be specific, it is hard to
define where the process starts and where it ends as well as
the status (primary — secondary) of different platforms. It is
also notable that the experience chain includes various inter-
ests between actors, producers. The customers and end-us-
ers may differ significantly from producer to another. How-
ever, this creation of a seamless experience chain may boost
the visibility, acceptance, profitableness and experientialism
of single products included into the whole, as well as the
total brand.



Games seem to follow completely the progression of
economic value, a perspective presented by B. Joseph Pine II
& James H. Gilmore (1999, 166). The games illustrate how
goods, services, experiences and transformations can and
should all be included into the process of experience produc-
tion. Let’s think, for instance, about an educational mobile
game targeted to children as a good or as a manufactured
offering. In the following phase the company provides sev-
eral services for the user for giving him/ her access to load-
ing of mobile games, sharing of playing experiences with
others, ranking and possible prize winning, and support
for playing. Through expert design of products and services
the company is able to stage game-based experiences that
engage the individuals even more. Eventually, if everything
goes as planned, the player undergoes an experience, a mul-
tisensoral, positive and comprehensive emotional experience
(see Tarssanen & Kyldnen 2006; Kyldnen 2006). Depending
on the story or the message as well as on the level of engage-
ment of the game the player can face a subjective change of
some kind or s/he can learn something new, — good beats
bad, precious values for everyone to absorb or love your fel-
low-men — or can gain a widened world view.

In the next and the final phase of progression of eco-
nomic value the offerings are about the customers’ trans-
formations. The customer is the product, where transfor-
mations are being marketed and sold for creating demand
towards the experiences, services and goods offered by a
firm. (Pine & Gilmore 1999.) Presumably, the role of games
will increase in this phase. Games can offer the player out-of-
world experiences that may lead to one’s subjective change
(see Tarssanen & Kylanen 2006).

Pine & Gilmore (1999; Gilmore & Pine II 2002; see also
Schmitt 1999) point out that Experience IS the marketing.
Experience economy is about experientializing goods and
services, and about creating demand to one’s goods and ser-
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vices. It is also about staging experiences so engaging that
potential customers are eager to pay attention and eventu-
ally buy exactly from you. So, it is not about the means or
ends but about both as well as about the outcome; not about
the safety of cars or banks but about the peace of mind the
customers feel as a consequence (see Schmitt 1999, 69-70).

This is where digital media comes in. By using digi-
tal media and different kinds of technologies companies can
create experiences for customers (see Schmitt 1999, 90-92),
or to be specific create the sefting for customers’ experiences
(see e.g. Tarssanen & Kyldnen 2005). Games evoke strong
imaginative responses (Langdon 2000), and this brings them
closer to tourism and other experience sub-industries as well
as to marketing. Bernd H. Schmitt (1999, 73-74) illustrates
web sites and electronic media as one specific component in
experiential marketing and in implementation of sense, feel,
think, act, or relate campaign.

As a whole, Schmitt’s (1999) holistic view on experi-
ences captures visual/ verbal identity and signage, product
presence, co-branding, spatial environments, web sites and
electronic media, people, and communications as vital tools
of experiential marketing. Although spatial environments
are recognized as one component of key experiential provid-
ers, the discussion is targeted only to physical spatiality. This
is a big loss. Virtual and/ or digital point of view is totally
ignored. It also shows, however, that experience economy
is changing and reforming rapidly due both to internal and
external causes. The field is growing constantly, and there-
fore also definitions become obsolete quickly. So, in a way,
it is understandable that Pine & Gilmore (1999) and Schmitt
(1999) have not taken this digital media growth into account?.

2 Although, it must be noted that there are some hints (see e.g. Pine &
Gilmore 1999, 31) on digital media as well as digital media oriented ex-
perience product examples in both books, but no deeper discussion on
the potential or the utilization process. Also B. Joseph Pine II has been
pointing out digital media and technological development throughout his
expert presentations given after publishing the book.



On the other hand it is surprising for them not to have paid
more attention to the possibilities of emerging digital tech-
nologies in experience production. This raises expectations
towards their further writings and way of thinking.

Using games in advertising was quite trendy in the turn
of the 21 century, but then faded away. Now after couple of
years, advegaming, newsgaming and edugaming are com-
ing back. Even politics is exploiting games in election work.
(Eskelinen 2005, 99-107; see also Thijssen et al. 2006, in this
collection.) The clue in integration of marketing and games
is mostly time, as Thomas Thijssen, Albert Boswijk and Ed
Peelen (2006, in this collection) emphasize by comparison
of TV and cross media (including games) campaigns. The
latter reaches the target group better, is more cost-effective
and most of all, engages the customer for nine times longer
period of time. The media consumption of youth is rapidly
changing from passively watching television to more inter-
active ways of communicating. Also Jarno Salonen’s & Pe-
tri Ruutikainen’s (2006, in this collection) article points out
the possibilities of game-based approach in web design for
engaging potential customers. And after all, it is not only
youths who are interested.

Digital media products seem to fit perfectly to prac-
tices of the experience economy. Whereas in service busi-
ness the customer pays for the intangible assets included
into the product, in the case of experiences they pay for the
time spent with the service provider or the product (see Pine
& Gilmore 1999, 2; Eskelinen 2005, 73-75). Eskelinen (2005,
73-80) categorizes the ecology of games with five elements
important to analysis of games: time, space and spatiality,
players, rules and resources. When talking about the busi-
ness models of games, at least three alternatives emerge; 1)
selling games, 2) selling gaming and 3) pay per play. Espe-
cially the second option —to sell gaming, to charge for shared
experiences and for building of communities and identities



— follows the logic of admission fees given by Pine & Gilm-
ore (1999, 61-68). Laura Vallius, Tony Manninen and Tomi
Kujanpaa (2006, in this collection) also emphasize the dif-
ferences between games and other experience products with
Experience Pyramid perspective in addition to Flow discus-
sion. They also point out the limitations of using a single per-
spective in analysing experientialism of games.

For illustrating the logic of experience production and
consuming I attach to the metaphor presented by Hans Gel-
ter (20064, in this collection) — experience producer and his/
her skill repertoire as a sound mixing board. This example
helps to clear the paradox of producing experiences; how to
produce someone else’s experiences. Each feature directed
with the mixing board represents the skills of the producer
or the stager, and the more experienced and skilful the per-
son, the more controls are available, as it is the case in film
and music industries. On the contrary, a less skilled expe-
rience producer has only a few qualities of the experience
design to take into account — and therefore a smaller mixing
board to use.

This mixing console example can be also used in analys-
ing the experience repetition. Why would a customer repeat
one’s experience? What is the relationship between aware-
ness of the customer and the strength and intensity of one’s
meaningful experience? Why to play the game once again?
What is the role of the producer in giving the customer tools
for better awareness of the product as well as its additional
qualities? I assume that a first-time player of a computer
game knows less about the game than an experienced one.
Therefore the less experienced player has a smaller mixing
board to use in terms of game qualities. However, this may
affect positively to the level of engagement, surprise and
attraction (see also Vallius et al. 2006, in this collection). In
contrast, player with higher skills to play and know about
the game “plays” with a larger mixing board. Obviously, this



gives another view on the role of the producer (as well as the
game designer); the games should offer the player tools for
educating oneself and for becoming more aware and thus
demanding towards the game.

Despite the learned authors and articles collected here,
the work is still widely to be done. In addition to discipline
based and specific debate in both media culture research,
ludology and experience economy discussion, also multi-
disciplinary, assembling discussion needs to be engaged and
further developed. Hopefully, this collection will bring dif-
ferent debates closer to one another for forming an enlight-
ening view on the relationship between digital media sector
and comprehensive experience industry. This collection also
aims at combining digital media and experience production
competencies in business practices. Already these articles
show the potential in integrating digital media based ap-
plications and expertise on both experiential product design
and experiential consuming.

For giving ideas to present and future research and for
turther understanding the digital media production, several
topics can be found. As Pine & Gilmore (1999, 15-16) state,
more attention should be paid to the understanding of user
experience in order to have concrete background for experi-
entialization of goods and services; for instance game-playing
experience should be further discussed. Especially the analy-
sis on practices, values and motives in playing represent an
important field of academic debate (see e.g. Kozel 1998). In
this collection (see Aula et al. 2006, in this collection) socio-
cultural contexts of consuming and of products are re-evalu-
ated. These would speed up the perspective of holistic expe-
riences. Also important is to widen the view in both research
and business from doing marketing and managerial practices
to understanding of markets (see e.g. Venkatesh & Pefialoza
2006). The field calls for an extrended view on marketplaces.
Discussing digital media production in the context of experi-



ence economy may help to attain a multidisciplinary forum
from sociology to technology and from business economics
to arts, and again from consumer research to game research.
Itis quite stunning that in the turn of the 21* century software
industry of billions of euros still lacks systematized academic
research (see Eskelinen 2005, 55-56). Nordic countries seem
to operate as forerunners in this process, with Digital Game
Research Association established in 2002.

Markus Friedl (2002) in his prominent book The Online
Game Interactivity Theory points out that extensive research
on past, current and future approaches is as crucial for mul-
tiplayer game development as it is for any other product
development. But obviously technological limitations as
well as possibilities have to be highlighted for bringing in
the always-so-enlightening basics of game and technological
applications design (see e.g Ylikeralda & Kuukkanen 2006, in
this collection).

Multi-Platform as Potential and Challenge

Digital media and Games operate in a triangle of Users (so-
cio-cultural context, usage cultures, motives, usability etc.),
Technologies (new technologies, interoperability, possibilities
and limitations of technologies, multi-platforms etc.) and
Business (business models, integration of competences and
industries, networking, distribution channels etc.). These
dimensions also illustrate the fragmented but wide field of
digital media production in terms of both research and de-
velopment work.

However, the field is in constant transformation. Ubiq-
uitous computing, ubiquitous communication, cross-plat-
forms, cross-media distribution, interoperability issues, the
possibilities and limitations of technologies in choosing the
appropriate media, user involvement in design (see e.g. livari



2004), game development in networks, intellectual property
rights in creative industries, and formation of usage cultures
as well as building of communities (see e.g. Toiskallio 2003)
within multiplayer environments bring considerable future
trends to the field.

Creative Lapland seminar held in Rovaniemi in 2006
introduced some of these themes in addition to e.g. user-cre-
ated content, copyrights in new distribution channels, and
digital distribution as a whole. Financing instruments and
targets need to be re-evaluated for meeting the needs of the
changing landscape of content business. In addition to the
focus of academic research old-fashioned structures have to
be re-shaped.

Seven Articles

There are fifteen authors from Europe, three from the Neth-
erlands, and one from Sweden, and eleven from Finland. The
collection is written completely in English. The book is aimed
at different audiences: researchers, teachers and students as
well as managers and developers. Digital Media & Games
collection brings digital media & games to the sources of
experience production by intertwining both media culture
and game research and experience economy discussion. It
also helps the reader in forming a solid, multifaceted view on
meaningful experiences as a whole.

The 4™ Articles on Experiences introduces seven arti-
cles under the topic of digital media and games. The articles
will offer viewpoints from using digital media in marketing
to game-based applications supporting experience produc-
tion and again from cross media as a resource in experience
industry to tomorrow’s product development and products
as well as to different design approaches.
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Articles on Experiences 4 continues on the path of the
previously published Articles on Experiences and Articles
on Experiences 2 and Articles on Experiences 3 — Christmas
Experiences. The book is meant to widen and deepen the
scientific thinking and discussion regarding experience pro-
duction, experience economy or industry and experiencing.
It also aims at giving developers and practitioners some new
ideas for their work.

All articles are collected on the basis of invitations and
contributions. They have been collected in spring 2006. The
authors represent different fields of science from arts to busi-
ness economics, from game research to information technol-
ogy and from management to design. All articles are copy-
righted (©). References are asked to make as following;:

Author 2006: The name of the article. In Kyladnen,
Mika (ed.): Articles on Experiences 4 — Digital Media &
Games. Lapland Centre of Expertise for the Experience In-
dustry. Rovaniemi, pp.

The collection starts with a mapping the field and
discourse of experience economy by a Swede Hans Gelter.
Gelter works for Luled University of Technology, especially
Pited School of Music that is specialized for instance in ex-
perience production oriented education in media, culture
and tourism. Gelter guides the reader to various academic
discussions on experience. Especially the categorization of
different kinds of experiences gives new insights to experi-
ence offerings.

Laura Vallius, Tony Manninen and Tomi Kujanpada ob-
serve widely the problematic of playing together in collab-
orative computer games. The researchers at the University
of Ouluy, Finland, use LCEEI's Experience Pyramid model for
analysing sharing experiences — a critical element of gaming.
The article discusses how group of players form shared ex-



periences in a virtual game and how different approaches in
game design affect the experience of playing together.

The third article written by Jarno Salonen and Petri
Ruutikainen from the Technical Research Centre of Finland
(VTT) illustrates using game-based design elements in elec-
tronic services. They show how “e for ebusiness and elec-
tronic” can be transferred to “e for experience”. They present
the game-based design approach as a method of generating
positive user experience in the context of complex services in
the electronic environment, namely elnsurance.

Thomas Thijssen, Albert Boswijk and Ed Peelen from
the Netherlands, representing the Amsterdam-based Euro-
pean Centre for the Experience Economy, have written a joint
article to the collection on cross media communication offer-
ing meaningful experiences through experience co-creation.
They explore the relationship between meaningful experi-
ences and cross media through a new lens. Especially mana-
gerial perspective is highlighted with a proposition of adopt-
ing a new mindset to fully understand experience economy.

The fifth article, Hans Gelter’s second in the collection,
captures experience production in digital media and games.
Gelter exploits Pine’s & Gilmore’s theory of the four experi-
ence realms in the light of customer participation: entertain-
ment, educational, aesthetic, and escapist. Also interesting
definitions and perspectives on digital media are offered.
Gelter connects nicely experience economy, education, digi-
tal media, and business perspectives for creating a holistic
view on digital media based experience production.

Pertti Aula, Piia Rytilahti, Minna Uotila and Kati
Vehmas discuss strategic design and end-user knowledge in
experience production. They lean on to two specialized proj-
ects implemented in Faculty of Art and Design (Department
of Industrial Design, and Department of Textile and Clothing
Design) at the University of Lapland, Rovaniemi, Finland:
a) Future Finders and b) Luxury. They illustrate product de-
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velopment on different levels from strategic to tactical and
again operative level. Product development and design is
taken deeper with a high-quality method, FF Tool, which
considers socio-cultural context of products and consuming.
The article presents the significance of end-user knowledge
when designing new products as well as a tailored model
for managing and using new knowledge in product devel-
opment.

The closing article is about 3D stereographic graphic
design, and it is written by Markus Ylikerdld and Hannu
Kuukkanen. The researchers of the Technical Research Cen-
tre of Finland (VTT) focus on specific computer technologies,
stereographic and anaglyphic design. They offer the reader
enlightening view on basic issues in graphic computer de-
sign by observing the relationship between phenomena such
as light and biological limitations of for instance a human
eye. As a conclusion they refer to VI'T-based technology con-
cept that enables the transformation of 2D applications to 3D
form.

Lapland Centre of Expertise for the Experience Indus-
try (LCEEI) with its Experience Institute project wishes to
widen and deepen the discourse by highlighting experiences
not only from the economical, market-oriented and structural
side but from cultural, social, and emotional side as well. In
addition to the most often mentioned tourism, cross-sectoral
point of view is considered as vital for keeping academic de-
bate side by side with the progress of experience business.
This collection also aims to understand a certain field of ex-
perience industry, namely digital media and content produc-
tion through the eyes of experiential elements, symbolism
and experience production.

The Articles on Experiences offers an accumulative
international forum for versatile, high quality scientific-aca-
demic debate on experiences, experience economy and ex-
perience production as well as research. The editor recom-



mends the book to several audiences. Researchers, teachers
and students as well as entrepreneurs and developers will
find interesting viewpoints for their own work on the field
of digital media.

The Future of AoE

The AoE series have gained a special status in the field of ex-
perience industry discussion. LCEEI aims at publishing still
two more collections of articles: AoE5 and AoE6. The next, Ar-
ticles on Experiences — Arts & Experience, will be published
at the end of the year 2006. An invitation for contribution can
be found from the last pages of this collection. The closing
issue, Articles on Experiences 6, will focus on experience co-
creation and modelling of experiences production perspec-
tives. Especially the Experience Pyramid is highlighted.

The discussion on digital media will be continued
soon. Department of Media at the Faculty of Art & Design of
the University of Lapland and Mediapolis Innomedia proj-
ect will publish a multidisciplinary book on player experi-
ences in early 2007. The book will be a compilation of peer-
reviewed articles. Respecting the Department of Media’s
tradition of combining research with design, the book aims
to piece together contemplations from researchers, design-
ers, and those in-between, within or outside the academia.
The working title or a catchphrase of the book is “Extending
Experiences”. Extending is understood in two ways. Firstly,
the extending refers to creating games that allow new kinds
of experiences or are more emotional, maybe by innovative-
ness in e.g. gameplay, graphics, sound or the interface. Sec-
ondly, the extending takes place concept-wise. In the wake
of new forms of games and playing new types of players
get introduced to digital games. Thus, the concept of play-
er experience has to assimilate very different takes on how,
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where, when and why games are played and experienced.
The collection will concentrate on games, players and method-
ological challenges for research and design. Further information
will be available at: http://www.ulapland.fi/contentparser.
asp?deptid=21565.

The door for debate on digital media & games is still
wide open for upcoming debate. The 4™ Articles on Experi-
ences wants to leave a positive imprint to the discussion on
digital media experiences. Enjoy your reading!
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Background

The Swedish concept of experience industry, “upplevelsein-
dustri”, was introduced in 1999 to define the contemporary
experience society (Kelly 1998; Jensen 1999; Pine & Gilmore
1999; Caves 2000; Davenport & Beck 2002; Florida 2002; 2005)
also called dream society, cultural industry, creative industry
or entertainment industry. In Sweden the conceptualization
of experience industry has been defined as including creative
areas such as architecture, design, film/photo, literature, art,
media, fashion, music, gastronomy, market communication,
performance art, tourism, and experience based learning
(KK-stiftelsen 1999; 2001; 2002; 2003; Wahlstrom 2002) but
also sport events and health business (AMS 2001). Under-
standing this wide area of different creative businesses, their
special management and product development, the new ex-
perience based marketing, the emergence of a new creative
class and the generally increased experience consumption



within the experience economy has resulted in a new aca-
demic discipline with education and research about and for
this new cultural era called experience economy.

Experience producer _

-

Experience product _

Experience production

D=0 O=000

Experience Industry

Figure 1. The five areas of academic interest in Experience Production.

This new academic area named as “experience production”
(www.upplevelseproduktion.com) at Lulea University of
Technology can be divided into five sub areas of academic
interest (Figure 1), the experience industry (economics, so-
cio-culture, cultural geography, development and trends
etc.), the experience producer (competence areas, entrepre-
neurship, creativity management etc.), the experience pro-
duction (production process, staging experiences, product
development, process management, quality management
etc.), the experience product (marketing, pricing, selling,
bench-marking, quality assessment etc.) and the consumers
experience of the product (material and immaterial aspects
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of the experience phenomenology, qualities and categories of
experiences etc.). These five areas have to be understood in
a human socio-cultural context as social and cultural trends
strongly influence the every-day life of consumers and their
desire to enrich their lives with experiences. Within each of
these five areas of interest theories and models have to be
developed for contributing to our understanding of the ex-
perience industry and experience production.

The Experience Industry

Our human culture has evolved through transformations
from a hunting/gathering society through the agricultural
and industrial society to present post-modern society. This
cultural evolution involves increase in complexity manifest-
ed in the many different labels of our contemporary society
such as the information-, communication-, knowledge- tech-
nology-, dream- , post-modern-, post-industrial- and expe-
rience society. The evolutionary pace of this cultural trans-
formation has increased with time and yesterdays “new
economy” from the information era has become today’s “ex-
perience economy” (Pine & Gilmore 1999). Here the major
economic offerings are not commodities (as in the agrarian
economy), goods (as the in industrial economy) or services
(as in the service economy) but experiences, personal memo-
rable sensations staged by a company such as in edutain-
ment, eatertainment, shoppertainment etc. But already a
new “transformational economy” is evolving. The focus is
turning to changing and “fixing” individuals for new ap-
pearance or lifestyles is the new offering (Pine & Gilmore
1999). The emergence of the post-modern society with its
never ending search for consuming experiences including
experience loaded goods and quick fixes has fundamental
implications to our contemporary relation to consumption



and the production of offerings for the experience economy.

The emergence of the experience economy can be seen
as a consequence of the people in the developed countries
have reached the top of Maslows hierarchy of needs to the
level of self-actualization (Maslow 1968; 1971) characterized
by the post-modern individualized lifestyle. Kairos Future
(2004) has developed the term “Generation C” (Content)
for the present generation where the values are individual-
ism, freedom for own choices, experiences are valued more
than materialism, time not money is limiting, and the strong
need to be accessible through the new communication media
(Fernstrom 2005). Another denotation of our contemporary
generation is “Generation I” for individuality, informed, in-
formal and international which constitute a better informed
and more demanding and less loyal category of customers.
Richard Florida (2002; 2005) has characterized a new work
force as “the creative class” having new demand on work
and leisure time and new values and goals in life. Daven-
port and Beck (2002) has suggested the term “The Attention
Economy” to describe this individualization and the need
for people to be seen and confirmed, especially in traditional
media and in the new communications media such as inter-
net communities, blogs, personal home pages etc. It is im-
portant to be seen in the right pace, with the right people at
the right time, to do the right things and have experienced
the right experiences, as a consequence of contemporary he-
donic trend. “Been there, done it, seen it” consumption is
the new trend with strong implications to the experience in-
dustry. Youth today sees everything in short time perspec-
tive — with “I want it now” culture. Trend analysis thus has
become a key factor for being an actor within the experience
economy. Recent mega-trends of the experience society have
been identified as time deficiency, health issues, trust and
emotions changing the contemporary market in all business
(Fernstrom 2005).
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Within experience production we prefer to address the
consumer of experience products as a guest rather than as
customer, consumer, client or spectator, to differentiate the
experience industry from traditional service industry (Pine
and Gilmore 1999). This concept was introduced by Walt
Disney in his theme park to honour the individualised quali-
ties of the experiences (Pine & Gilmore 1999; Thomas 1994).
A guest is invited to an experience on a personal basis, while
a customer or spectator is one among many in a mass-pro-
duced offering, and the guest concept is strongly promoted
through the Swedish agency of “The Good Hostmanship”,
“Det Goda Viirdskapet” (Gunnarsson & Blohm 2002).

The Experience of the Consumer / Guest

A fundamental requisition to be an actor in the experience
industry is to have a basic understanding of the concept of
“experience” as it is the basis for the offering on the market.
Too many both academics and professionals in the experi-
ence industry use fuzzy imprecise expressions that can be
characterized as trendy buzz words and corporate bullshit
(Beckwith 2006; Frankfurt 2005). Empty buzz words such
as extraordinary experience, memorable experience, total
experience, long-lasting experience, powerful experience,
extreme experience, strong emotional experience, special
experience, authentic experience etc. are used to describe of-
ferings but such superlative vocabulary is both confusing
and has the risk of the concept losing its power. Even Pine &
Gilmore (1999, 12) define experiences vaguely as “memorable,
rich in sensations created within the customer who have been en-
gaged on emotional, physical, intellectual or even spiritual level”.
Lapland Centre of Expertise for the Experience Industry de-
fines experience as “a multisensoral, memorable, positive
and comprehensive emotional experience that can lead to



personal change of a subject person” (Tarssanen & Kylanen
2005; Kylanen 2006). What does it mean to have an extraor-
dinary or memorable experience? When does an experience
become extraordinary? Can the same experience be extraor-
dinary twice? We need clearly some better clarifications.

Alexical analysis shows that the Latin word experientia
meaning “knowledge gained by repeated trials” related to
experiri “to try, test” has obtained a dual conceptualization in
the English language while many other languages have two
different words. The first is the noun experience as erfahrung
[Swedish erfarenhet, Finnish kokemus] — the skills, practices,
understandings, familiarity, know-how, etc. assimilated
knowledge and wisdom that make up a human being and
that can be communicated. The second conceptualization of
experience, erlebung or erlebnis [Swedish upplevelse, Finnish
eldmys] is both a noun as an incident, encounter, event, hap-
pening etc. — what occurs in the human mind - and at the
same time a verb as a feeling or emotion what we come into
contact with, face, go or live through, suffer, undergo, be sub-
ject to, come across etc. — qualities that are difficult to reach.
Interestingly these two sides of our experience of the world,
as interconnected and interrelated they are, seem to signify
the two ways our brain relates to the world through the right
brain hemisphere of phenomenological comprehension (er-
lebung, erlebnis) and left hemisphere of analytical apprehen-
sion (erfahrung) (Edwards 1979; Kolb 1984; Damasio 1994).
Thus at the same time we can both experience (erleben) a
computer game through its stimulus of our senses as well as
comprehend into feelings and modes and through our pre-
vious and at the moment acquired skills obtain experiences
(erfahren) that guide us in future encounters (experiences)
with the game. The former we have difficult to communicate
while the later, is based on our time-content analytical ap-
prehension we can tell or write down, especially if reflected
on such as in experiential learning (Kolb 1984).
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There are some theoretically defined experience con-
cepts such as Maslow’s peak experience (Maslow 1962; 1964)
and flow experience and autotelic experience of Csikszentmi-
halyi (1990), as well as some common sense categories such
as wow-experiences, panic experiences etc. that may function
as an embryo to a nomenclature of different experiences.

To understand qualities of experiences, from phenom-
enology we can learn that experience can be described as
Life world composed of lived space, lived time, lived body
and lived human relations (van Mannen 1990). From the sci-
ence of hermeneutical phenomenology we can learn that ex-
periences that matter anything to us must have significance
and meaning: “Lived experience is the breath of meaning” (van
Mannen 1990, 36). Only the person living the experience can
define its meaning and significance. Any producer, be it me-
dia producer, music/ film producer or experience producer
can only stage the setting and conditions for the experience.
In the same manner a teacher can only stage the learning
environment and learning conditions, but never create the
learning of the student.

Significance
4 Peak

Experience
Flow —

Experience /

Every-day
onscious Z Experience

/ Unconscious -—
sleep

Time

Figure 2. Experiences plotted as their significance against time as a con-
tinuum with occasional pitches of high significance and period of low un-
conscious experiences, as in sleep.



Experiences cannot be seen as isolated “events” as
expressed in most business literature, but rather as Dewey
(1938; 1958) suggested as an interconnected sequence of
experiences (Figure 2). This is supported by cognitive and
neurobiology (Damasio 1994; Nerretranders 1996, Hawkins
2004) showing that we are constantly experiencing from the
moment our developing brain is starting to take in sensa-
tions from our senses until the brain stops functioning. We
can actually talk about a conscious and an unconscious ex-
periencing where the conscious experiences are those that
are made “knowable” by out conscious attention (Kaplan
& Kaplan 1989; Kaplan 1995) and thus can be reflected on.
James (1890) proposed that there are two types of attention,
a direct or voluntary attention and an involuntary attention.
The directed attention, working as a flashlight attracted by
that who is most relevant at the moment, is our capacity to
focus or concentrate and requires effort to inhibit the urge to
respond to distractions around us and to focus on the task at
hand. The involuntary attention is spontaneous and called
fascination. It evokes by an interesting surrounding and
does not demand any concentration. In evolutionary terms
this can be interpreted as a “stand-by scanning” of the envi-
ronment like a broad-spectra radar, while the directed atten-
tion is more of an “alert” attention like a flashlight searching
for potential danger in our environment (Gelter 2003). Both
are essential for our experience of the external world, our
internal physical world of our body and our internal mental
world of thoughts, dreams etc.

These internal and external sensations make up a con-
tinuous stream of experiences, “the film of our life”, where
some parts have higher pitch and intensity and are therefore
remembered, and other are regular everyday experiences
forgotten as soon they have passed to history (Figure 2).
Our experiences are filtered both through our earlier experi-
ences remembered in the memory of body and soul as well

35



36

as through our emotions that function as a value-detector
of relevance in this stream of experiences (Damasio 1994),
where most experiences (such as you unconsciously expe-
riencing your trousers or dress) are insignificant and imme-
diately forgotten. Only meaningful and for your life signifi-
cant experiences are made conscious and if really significant,
memorized. To clearly define an offering as an experience
product it is therefore important to clarify the start and stop
to distinguish it from other experiences and trivial every-day
experiences, denoted as contrasting (Pine & Gilmore 1999).
Most commercial experiences have a clear start and stop in
the form of a ritual or routine (entering the movie saloon,
putting on the computer etc.), and designing such start and
stop phases is an important part of experience production.
Another way of clarifying different type of experiences
is to analyze their origin and strength in terms of physiologi-
cal, emotional or mental (brain wave) response (Figure 3).
Many experiences have either an internal — mental — or an
external origin or a combination of both. Again some may

Strength

Panic experiences

Conscious

Unconscious

-

Internal External

Figure 3. A preliminary taxonomy of experiences plotted as their strength
against their internal or external origin.



be unconscious, and of some we are consciously aware of.
Through identifying and defining different dimensions of
experiences such as strength (measured in physiological
response, stress, emotional components etc.), perceived sig-
nificance, learning, physical activity, social activity, duration
and complexity we may find a taxonomy and nomencla-
ture to label different experience in a manner to avoid buzz
words. This is a delicate task for future research even though
many may object stating the impossibility of analyzing per-
sonalized experiences and that one and the same experience
production may elicit different experiences among different
guests. Here lies a truly future research challenge.

The Experience Producer

In the light of the personalized nature of experiences, many
have problems with the concept of an experience producer,
perceiving it as a paradox to produce someone else’s experi-
ences. However, this is not as strange as it first sounds if we
compare to music and film producers who are staging the
settings for our own, subjective music and film experiences.
In the same way a staged game experience, homepage expe-
riences or dinner experiences can be produced by an “expe-
rience producer”. An experience producer can be as a meta-
phor conceptualized as working with mixing consol (Figure
4) where each regulator and knob is one parameter of the
experience such as light, sound quality, emotions, intensity,
sociality, expectations, duration, marketing aids, story pitch,
anticipation etc. making it possible to design every little
detail in the staging and design of the experience qualities,
both material and immaterial. As with the music producer
a skilful experience producer has a large mixer board with
many parameters to regulate, while a less experienced and
less skilled experience producer has only a few qualities of
the experience design to work with (Figure 4).
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Thus a professional experience producer needs several
advanced skills such as practical design skills of the “stage”
of the experiences, such as lightning, sound, colour design,
decoration, equipment, technological aids etc. constituting
the material aspects of the experience production. In addi-
tion to this, the experience producer, as experiences are per-
sonalized internal phenomenon among the guests, need to
have good guest knowledge regarding their previous expe-
riences, expectations, moods and feelings, visualisations of
the coming experience based on advertising and other pre-
information about the offering constituting the immaterial
aspects of the experience production. For understanding the
psychological, cognitive, neurobiological as well as socio-
logical dimensions of the experience phenomenon it is nec-
essary to harmonize material and immaterial aspects of the
experience setting. To concretize these different dimensions
the experience producer needs a toolbox of procedures and
methods such as story telling, dramaturgies, theatre settings,
rituals, symbols to mention but a few. Finally the experience
producer needs a concrete work sheet as well as practical
production skills such as action planning, budget and finan-
cial planning, scheduling, staff management, project man-
agement and leadership, not discussed here.

o oD
o o alalolc
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Figure 4. The mixing console as a metaphor for the experience producer
where the more experienced and skilful producer has more dimensions of
the experience to requlate.



The Process of Experience Production

There have been several proposals of methodology and pro-
cedures of experience production coming especially from
tourism (Cohen 1979; Maher 2005) and consumer behaviour
(Arnould et al. 2002; Arussy 2002; Fitzsimmons & Fitzsim-
mons 2000; Fernstrom 2005) mostly recognizing the impor-
tance of the senses and emotions in experience production,
but rarely specifying how. Also the interaction of the guest
with the “experience” has been suggested as essential in ex-
perience production (Arussy 2002).

The theory of experience production was boosted by
Pine & Gilmore’s theory of the experience realms (Pine & Gilm-
ore 1999) and staging experiences as a homology to theatre
staging. According to Pine and Gilmore staging experiences
is not about entertaining guests, but rather about engaging
them. Thus a primary dimension in experience production is
that of guest engagement in the experience. The second di-
mension in Pine and Gilmore’s experience realms describes
the connecting or environmental dimension of the experience
that unites the guest with the event or performance of the
experience either through absorption or immersion. When
combining these two dimensions, Pine and Gilmore define
four “realms” of experiences; entertainment, educational, es-
capist and aesthetic that can commingle in different combi-
nations to form unique personal encounters with the events
in the experience. They also proposed five steps for staging
the experience; to theme the experience, to harmonize im-
pressions, to eliminate negative clues, to mix in memorabilia
and to engage the five senses. By recognizing that each cus-
tomer is unique, Pine and Gilmore (1999) develop the cus-
tomization of mass production to the experience production
by staging customer surprise through applying the theatre
as amodel. They suggest the incorporation of the concepts of
drama (strategy), script (processes), theatre (work place) and
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performance (offering) where employees are the performers
and actors and customers the audience in business illustrates
the practices of experience production. Much of the view is
adapted from Walt Disney’s concept of “total guest experi-
ence” (Fernstrom 2005) as a way of “total quality manage-
ment” for experience production where thematization of the
experience is central. Mossberg (2004) adapted the model of
“servuction system” (Eiglier & Langeard 1987; Murray 1995)
based on the interaction between the physical environment,
personnel and guests. This is an analogue to Pine and Gilm-
ore’s (1999) theatrical setting with a “back stage” of admin-
istration, maintenance, logistics etc., the “front stage” of the
scene and performance. Mossberg (2004) has renamed this
as “experience room” based on Bitner’s (1992) “servicescape”
including the physical settings as the “scene”, personnel as
the “actors” and customers as “audience”. The front stage is
the visual part of the experience production and the back-
stage the invisible one. Experience production according to
this model is the management of front and backstage accord-
ing to a theme, the dramaturgy of the experience. Here the
activities during the experience are not explicitly addressed,
but rather mentioned as “interactions” or performance of the
actors. Thus the design and management of the actions and
type of engagement and their influence on the experience
have to be deeply explored to fully understand the experi-
ences of the guests and the process of experience produc-
tion.

In a similar way Lindquist (2002) has adapted Burke’s
“pentad of grammar of motives” as a grammar for experi-
ence production. Burke (1969) proposed that to discuss ex-
periences, we need to have some words that names the act
(names what took place in thought or deed), another ones to
name the scene (the background of the act, the situation in
which it occurred), we must indicate what person or what
kind of person, the agent, performed the act, what means or



instruments he used, the agency, and the purpose of the act.
By answering the question what was done (act), when and
where was it done (scene), who did it (agent), how he did it
(agency) and why (purpose) we can analyse any experience
production or personal experience but also have this “expe-
rience grammar” or “Burke’s pentad” as guidelines in the
experience production. These basic questions of what, who,
when, where, how and why, the “six sisters of knowledge”
are fundamental in all analysis and a basic platform for all
type of productions. We can thus so far see that most theories
of experience production are based on the analogy of theatre
production, including some theme, dramaturgy, scene, ac-
tors and performance.

Tarssanen and Kylanen (2005) have developed a model
of product-related experience production for the experience
tourism, which they call the experience pyramid, representing
a “perfect experience product”. It is an explicit tool for find-
ing critical points or deficiencies in the product, a framework
for “experientialization” of products. The model is based on
two perspectives, one dimension of the client’s own experi-
ence and one dimension of specific elements of the product.
Influential factors on the client’s experience are individuality,
authenticity, story, multi-sensory perception, contrast and in-
teraction to offer guests something memorable and unique.
Attaching these critical elements into a product it is the case
of experientialization. They emphasise it is important that
the six themes or elements are presented at all stages of the
product — from marketing to going-it-through and post-mar-
keting as well, and that the experience producer has to take
into account both the conscious and unconscious levels of
the customer. The second dimension consists of levels of the
experience proposed to be the motivational, physical, intel-
lectual, emotional and mental levels which have to be under-
stood in the experience production.



4

There are many aspects of experience production that
have to be further investigated and better analyzed. One is
the temporal dimension. Although an experience is usually
temporally well defined with a clear start and stop signal,
such as listening to music, watching a movie or going on a
vacation trip, we have to consider a commercial experience
product from the first encounter of the guest with the idea,
desire and advertisement of the experience product. Such
pre-experience management as well as post-experience man-
agement adapted from service management (Lovelock et al.
1999) is central for the total experience of the offering.

Also the internal temporality dimension of an experi-
ence such as the sequence of impression — assimilation — ex-
pression — imprint has to be considered in experience pro-
duction. How can the staged experience be internalized as
an impression through our senses? There is a buzz mantra of
“including all senses” in a “total experience” —but rarely ad-
dressed how? Blasting all senses at the same time will only
result in over stimulation and confusion. Sometimes using
only one sense may give a larger experience than “diluting”
it with multiple sensations. The use of senses in experiencing
has to be carefully designed and scripted in the “dramaturgy
of the senses” by timing and pitching different senses, letting
them co-work, substitute, compliment or interfere in a “sym-
phony of our senses”. In a similar way the assimilation, the
internalisation of the staged settings, the drama, the theme,
the acts and the actors have to be carefully designed and
managed for preventing “overdoing” or overproducing ex-
periences. An important part of consuming experiences is to
express them, by telling one’s own stories, taking memorable
pictures, writing diary or reports and so on. Thus debriefing
reflecting on the experience and other post-experience ex-
pressions of what has been experienced can be important as-
pects of the total experience management. Communicating
the previous and/ or recent experiences the boasting value



of the experience, its status in the hedonistic society through
its image, and capacity to build esteem in the “attention soci-
ety” is an important aspect of the experience. Thus creating
trust and value through the business image is as important
as the actual physical staging, as it involves a kind of men-
tal staging of the experience. Finally, it is recommendable to
produce an imprint in our guests so they will remember and
promote the experience product. Physical memorabilia such
as souvenirs are as important as pure memories as they sup-
port and re-emerge fading memories of the experience.

Another area for further exploration is how to make
a designed and staged experience with a clear theme and
story comprehensible. To “make sense” the experience must
elicit a “sense of coherence” (Antonovsky 1987) based on
trust that stimuli from our external and internal world are
structured, predictable and comprehensible. There are three
components in the sense of coherence, comprehensibility
(the stimuli are experiences as structured, un-chaotic and
explanatory), manageability (to have resources to meet the
challenges under control and a feeling of managing risks)
and meaningfulness (to be motivated, the emotional mean-
ingfulness of the happenings to invest energy and engage-
ment). This “making sense” is the central parameter in the
significance of an experience and must be carefully designed
and managed.

An additional area to investigate is the habituation
to experiences. Superficial experiences such as a bad movie
or an ill-staged tourist experience, a sloppy exhibition or a
bad dinner will prevent us from re-buying the product. Also
experiences without deep and complex levels of meaning
and ability to learn something new at each encounter will
not trigger returning to the experience. One way to concep-
tualise this is to make a metaphor of a good experience as
an onion where in each new encounter you may find a new
level inside the previous consumed experience (Figure 5). A
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“deep” and engaging movie you are keen to see over and
over again. Repetition does not necessarily mean fading of
the experience as long as you discover new aspects within
the experience. This is the greatest challenge of experience
production —to get the guests come back over and over again.
Here guest knowledge is essential. Although hedonic seek-
ing of novelty, uniqueness and adventure are the character-
istics of the experience culture (Gabriel & Lang 1995) offer-
ing superficial experiences that need a constant flow of new
guests may be a less profitable business than well designed
experience production, where you have faithfully returning
guests who are your best ambassadors and promoters.

To summarize, if adapting TQM - total quality man-
agement, and TGE - Total Guest Experience, I would like to
introduce TEM - total experience management for empha-
sizing the complex and comprehensive nature of experience
production. TEM includes:

* TQM - quality management in every detail — harmo-
nizing to total experience with no disturbing negative
quality impressions

¢ Sensation management — the design and dramaturgy
of the guests’ sense perceptions, to avoid over or under
stimulation of the senses, to create harmonized and the-
matized sensations

Figure 5. The onion metaphor for the experience production with deep and
multi-layer experiences.



¢ Activity management — design and dramaturgy of the
involvement of the guests with pitches of high and low
activity, of absorption and immersion in the experience
¢ Interaction management — the design and dramaturgy
of the interaction of the guests with the different mate-
rial and immaterial dimensions of the experience

¢ Learning management — the design and dramaturgy
of the learning aspects of the experience — what skills
are learned, what new knowledge and wisdom are ob-
tained, what new values are created, what to memorize
from the experience

¢ Entertainment management - design and dramaturgy
of the joy and fun of the experience

* Guest hostmanship management — the care, respect
and valuing of the guest from the first moment of con-
tact (through advertisement, word-of-mouth etc.)

¢ Risk management — what physical and mental risks
may emerge during and after the experience?

¢ Temporal management — the design and dramaturgy
of the pre- and post experience in addition to the experi-
ence pitch

¢ Ethical management — what is ethically right to pro-
duce as experiences and at what environmental, re-
source, human costs? When a staged experience be-
comes unethical? How employees should and should
not act towards guests and others?

¢ Stage management — what is backstage — frontstage,
and who is doing what?

¢ Information/ guide management — what information
is the guest obtaining before, during and after the ex-
perience, and through what/ from whom? How is the
guest guided through the experience?

¢ Theme management — design and dramaturgy of
theme, story telling, interpretations, values, learning
goals etc.
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¢ Creativity management — how can we develop, re-
shape, customize, evolve, border cross and evolve new
experiences?

There are of course many more aspects of TEM to be explored
and included in the concept. This is only a first attempt to
establish holistic approach to experience production. If we
develop the TEM concept further within the experience in-
dustry as well as the understanding of the different compo-
nents of experience production as shown in Figure 1 we will
be able to be more explicit and precise in our communication
of the experience production process, the experience prod-
ucts and the experiences consumed by the guests. This will
contribute to not only the academic analysis of experience
production, but also the experience producers within the
experience industry and at the end, the consumer of experi-
ence offerings.
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Abstract

As a form of entertainment, computer game has great po-
tential in offering strong and meaningful experiences. Shar-
ing the experience of playing in multiplayer environments
has brought another level of experiencing within the reach
of computer games. One of the main goals of this article is to
gain understanding of the process through which an experi-
ence is formed in computer games. The theoretical frame-
work of experiencing computer games together is compared
to experiences of test users of three experimental game envi-
ronments. These environments were designed especially to
support teamplay in different ways and in different formats.
The aim of this article is to discuss how group of players
form shared experiences in a virtual game world and how
different approaches in game design affect the experience of
playing together.



Introduction

Computer games have traditionally been designed for one
or two simultanenous players. Although digital gaming has
been social activity since the advent of game arcades, the ac-
tual gameplay has been mainly tailored for individual con-
troller — the player — in mind. Other participants in this play
activity were more or less spectators, albeit sometimes in
relatively active role. The early days of networking with bul-
letin board systems and Internet added another dimension
into the concept of multiplayer gaming. Now it was possible
to play against, or with, other people despite the geographi-
cal distances. Multiplayer gaming has evolved from small-
group play into mass-activity. The play experience, however,
seems to be forgotten in terms of game design. Hundreds of
fellow players do not add to the experience if they do not
have active role in heightening the personal experience.

In addition to the social issues, one of the reasons for
the success of multiplayer games is the indeterminism of
human behaviour. In multiplayer games, for example, the
memorisation of a correct winning strategy is not necessar-
ily enough. Human opponents mean that no two games are
played the same way. Each experience is unique, and the
outcome is based on the skill and creativity of the players
(Weisman 1998). Sharing one’s play experience clearly adds
something to the overall feeling. But how are these shared
experiences actually formed?

One of the main interests of this study is to understand
how adding elements of teamplay into computer games af-
fect the experiences of the players. For this purpose, it is im-
portant to understand how experiences are formed in gener-
al. The nature of experiences has been studied in many areas.
Cognitive sciences look at experiencing as a cognitive process
and research the neural and chemical actions and reactions
within the brain to explain how experiences are formed (Ey-

53



54

senck & Keane 2005). Different schools of psychology and
philosophy are interested in explaining the nature of expe-
riencing from the point of view of what is experienced and
why. One area of research is in understanding and explain-
ing how a person experiences the world and him/ herself in
it (Davis 2003, 46; Saarinen 1986).

In general, experiencing is seen as an elusive and in-
dividual process that cannot be fully understood or reached
through any scientific methods. The nature of a person’s
experience can not be truthfully interpreted or shared with
anyone but the person him/ herself (Kannisto 1986; Saarinen
1986). Reaching the fundamental truth of the players’ ex-
periences is, however, not the goal of this article. A process
of analysing and comparing the shared experiences of the
players through a selected theoretical framework is used in
revealing some elements that have effect in the experiences.
These elements form a basis for understanding how social
interaction and teamplay affect the experiences of the play-
ers. In order to gain more insight into the shared experience,
three experimental teamplay oriented computer games are
analysed as experience products.

Experience Pyramid and Flow as Frameworks for
Analysis

The players experience games as part of the world. The un-
derstanding of how the players experience the world in gen-
eral can, therefore, be used as basis for analysing the gaming
experiences. Since phenomenology studies the lived experi-
ence of human beings (Davis 2003, 46), it offers one tool for
understanding experiencing in a wide perspective. In phe-
nomenology, an experience is described as a temporal pro-
cess. An experience forms in the intersection of our expecta-



tions (what will happen next) and our construction (what
has happened before) (Davis 2003, 46). In this light, all the
participating players have some idea of what they are about
to experience. The previous experiences of playing computer
games become important in defining the basis for the follow-
ing experiences.

The temporal approach to experiencing the world
gives us a tool for framing the lived experience. Another tool
is needed to gain an understanding of how the game can
provide elements that enable the construction of the player
experience. A theoretical framework for this purpose is of-
fered by Tarssanen and Kyldnen (2005, 137) in the form of
the experience pyramid (see Figure 1). Due to the ambigu-
ous nature of the English term ‘experience’, the experience
pyramid is developed to separate strong and meaningful
experiences from the ‘mere-experiences’ of everyday be-
ing (Kylanen 2006, 112). The experience pyramid includes
six elements for evaluating the experience product, in this
case computer games. These elements form a solid basis for
the experiencing phenomenon. The elements are namely: in-

@ Mental level
Experience Emotional level

Intellectual level

Individuality Authenticity Story Multi-sensory perception Contrast Interaction

Figure 1. Experience Pyramid (Tarssanen & Kylinen 2005, 137).
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dividuality, authenticity, story, multi-sensory perception, contrast
and interaction. In addition to offering means to evaluate the
product, the model presents a tool for evaluating the experi-
ence received through the product. The actual experience of
the player forms through five levels of cognitive processes
that start from an interest to take part in the experience and
end in a life-changing experience. In other words, the player
progresses through levels of motivational, physical, intellectu-
al, emotional and mental experiencing and through processes
of interest, sensing, learning, experiencing and change, he or she
gains a meaningful experience (Tarssanen & Kylanen 2005,
137-144).

The theoretical framework presented above can be
used in assessing the elements that enable different levels
of experiencing and how the experiences are formed in gen-
eral through temporal being-in-the-world. In this article the
experience received through achieving the emotional level of
the experience pyramid is seen as a strong and meaning-
ful experience. Though the experience is defined as strong
and meaningful, it is not assumed to be either positive or
negative. The pyramid does not, thus, offer effective means
to evaluate the nature of the experience. Understanding the
nature of the experience is the elemental information needed
in the further use of the results of this study. To be able to
define whether the shared experiences of the players were
positive or negative, another tool needs to be adopted. The
concepts of optimal experience and flow experience can be
used for defining the nature of the experience (Csikszentmi-
halyi 2002, 39-40). A person can achieve optimal experience
through the feeling of complete control of what he is doing.
And through this series of optimal experiences, feeling of
everything going right, a flow experience is achieved. (Csik-
szentmihdlyi 2002, 39.) Elements and obstacles that support
the players in or prevent them from reaching of flow expe-
rience can be used in evaluating the nature of the players’
experiences.



Games as Experience Products

Computer game is a product that contains multiple char-
acteristics for creating experiences. A combination of the
elements that form the basis for experiencing in the expe-
rience pyramid can be found in most computer games in
some form. Authenticity relates to the credibility of the prod-
uct and is strengthened by the story (Tarssanen & Kyldanen
2005, 140-141). The concept of contrast refers to difference
between the offered experience and familiar everyday being
(Tarssanen & Kyldnen 2005, 143). The game environments
are in general designed to present a reality that exists only in
these games to create a contrast between the real world and
the imaginary game worlds. Multi-sensory perception of expe-
riencing has its limitations in computer based environments.
The ideal experiencing through as many senses as possible
(Tarssanen & Kylanen 2005, 143) is basically limited to ex-
periencing through senses of hearing and seeing. Computer
games as virtual environments also offer a rather extraordi-
nary form of being-in-the-world. Through the other being,
the game character, the player is allowed to experience wide
amount of exceptional and even unreal things inside the
game environment.

Due to the nature of computer games in general, the
concept of individuality is the most difficult element to define.
All games can be seen as individual and unique in their style
of presenting a non-existing world and exciting gameplay.
However, the games are likely to be played several times by
the same player and this can be seen as a factor that reduces
the individuality of the experience. On the other hand, the
experience of playing is different every time the player en-
gages into playing. The individuality and uniqueness of the
playing experience is further strengthened by the aspect of
playing together with others (Weisman 1998).
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One very important element for this article is interac-
tion. In the pyramid model the concept represents the relation
between the customer, the guide and the other participants
as well as with the product. Personal participation in the
experience through interacting with the product and other
participants has a very important role in the forming of the
whole experience. (Tarssanen & Kylanen 2005, 144.) Games
present a group of experience products that has strong em-
phasis on this element. All experiencing within game worlds
is based on some form of interaction. On one hand, the play-
er interacts with the game environment through a physical
interface. On the other hand, the player interacts with the
mechanics of the game through the virtual interface. The in-
teraction between the game’s developer and the player can
be successful through the players’ understanding of what is
expected of him/ her in terms of gameplay. In addition to me-
chanical interaction with the game environment, the player
can interact with other players. This form of interaction is in
a key position in this article. It can be safely hypothesised
that the successful design of player interaction and commu-
nication can lead to interesting shared experiences.

Levels of Player Experience

However well the games are designed and whatever design
guidelines are used, the player is the key element in the ex-
periencing process. From the perspective of the game devel-
oper, the user (player) experience can be seen as a result of
the total package — visual element, audio element and the
interactive element — of the game that is presented to him/
her (Rollins & Adams 2003, 148). But how does the player
experience this package?

The vertical experience levels of the experience pyra-
mid offer one dimension for analysing the player’s experi-



ence. The five levels of experiencing are motivational, physi-
cal, intellectual, emotional and mental. Through fulfilment of
all these levels, the experience can be seen as a meaning-
ful, even a life-changing one. The overall experience forms
through a cognitive process that starts with an impulse via
interest to partake in the event. The process of experiencing
proceeds through actual undergoing and conscious process-
ing of an emotionally rich material. This leads to forming of
the meaningful experience. (Tarssanen & Kylanen 2005, 137,
145.) These levels of experiencing offer a way to consider the
depth of the experience perceived by the player.

The process of experiencing requires initial interest on
behalf of the player towards the game. Therefore, the game
should be appealing enough (for this particular individual)
to rouse his or her interest. The player is then willing to take
part in the experience and the motivational level of experienc-
ing is reached. The physical level of experiencing is offered to
the player through the audiovisual content and haptic/ kin-
aesthetic feedback of the game. The visual and aural elements
offer the player a view to the unique and individual game
world. The basis for understanding what the world entails
comes through interpreting the audiovisual material. The
haptic/ kinaesthetic elements of the game offer a way to in-
teract with the virtual world. In reaching the intellectual level
of the experience, the player learns to interact with the game
and make sense of the gameplay. A meaningful experience
of the game is formed when the player reaches the emotional
level. Game environments can be very effective in evoking
emotions through engaging audiovisual material and intense
gameplay. When emotions are present in the gaming event,
they trigger specific forms of experiences. Through emotions
the player can be seen as having a personal response to the
gaming event. Through emotions, the experiences become
meaningful for the player. In order to reach a life changing
experience the player must experience the game on a mental
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level as well. Reaching the mental level can lead to a change
within the players view of the world, repertoire of skills and
attitudes or even behaviour. (See Tarssanen & Kylanen 2005,
145-147.) How well games are prepared to do that is, howev-
er, questionable. The importance of reaching the mental level
and changing the view of the world of the players might not
be the goal of most games. The games do, in any case, have
the potential to offer a variety of entertaining and extraordi-
nary experiences for the players.

The Role of Previous Experiences in Forming the Player
Experience

There are several relevant factors that the player brings into
the playing situation with him/ her. The process of experi-
encing should, therefore, be looked from the point of view
of experiencing the world in general. As noted earlier, the
world is experienced through temporal being-in-the-world
(Davis 2003, 46). The same idea can be applied to experienc-
ing computer games. Every player has a construction built
from previous experiences with computer games. This con-
struction is mixed with the expectations of what the new
playing event will be like. The expectations can be formed
through any information the player has obtained of the new
game, for example, through advertisements, stories from
friends, etc. One critical element in the forming of the new
experience is how the new game meets and exceeds the ex-
pectations of the player. Naturally, all players do not have the
same amount of previous experience with computer games.
This can lead to the players achieving very different kind of
experiences. For example, the experienced player can enjoy
the fine adjustments of driving qualities of a car game while
the inexperienced player enjoys the scenery and mood of the
game. The differences in expectations and levels of skill can,



however, add problems when these players share a playing
experience.

The previous experiences can also work against the
player in some cases. Generally, the contemporary computer
games do not offer very much variance in the elements for
experiencing, since they are limited in forms of teamplay
and social interaction. Games tend to follow certain safe and
tried-and-true design paths. Therefore, the constructions of
an experienced player are very heavily limited as well. As a
result, the expectations towards the new experience can be
strongly guided by the similarities of previous experiences.
This can pose a problem when dealing with highly experi-
mental new game. The inexperienced player can be more
open to the whole experience of the game because he has less
constructions and expectations towards it. Also the inexpe-
rienced player can achieve emotional responses more easily.
For example, very impressive audiovisual material of cur-
rent computer games possibly effect more strongly on some-
one who has not seen many similar environments. On the
other hand, if the new game lacks some grace of interaction
or gameplay that another game possesses, the experienced
player will be more disappointed than the inexperienced
one.

Shared Experience

One of the main goals of this article is to study how a group
of players share an experience in a game world. The success
of multiplayer games seems to indicate that players want to
share their experiences with others. Explanations to this suc-
cess can be found from the social nature of humans in gen-
eral. It has been argued that almost every activity is more
enjoyable with other person around, and less so when one
does it alone (Csikszentmihalyi 2002, 164). Throughout his-
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tory games have been enjoyed in groups of players. These
players choose to share the exceptional situation of the game
together (Huizinga 1955, 12). Computer games are no excep-
tion. According to Friedl (2002) the players enjoy the feeling
of togetherness they get in “we versus the developer” or ‘we
versus those who assume to be in control” setups provided
by either the game designers or the opposing human teams.
This kind of teaming up in order to overcome shared ob-
stacles can draw players together even if they normally do
not have that much to do with each other. The team can be
short-lived and highly contextual for specific purpose only.
However, once the players have shared the experience of a
glorious victory or a shameful defeat, they already know
each other. This enhances the potential for future shared ex-
periences.

As noted earlier, experiencing in general is difficult
to grasp and define. When a social context is added in the
game, the process of experiencing shifts towards even more
complicated area. While experience is an individual reac-
tion, it can also be constructed through social interaction.
The players of a multiplayer game create the playing experi-
ence together, they “co-experience” the situation. (Battarbee
2003, 730.) Social norms affect the way people behave (Elster
1999) and, thus, social situations have great influence in the
shared experience. The co-experience forms through bring-
ing the parts of the experience in shared attention of all the
participants. The individual experience of a participant is in-
fluenced by presence of others and the co-experience is the
shared interpretation of the individual experiences. (Forlizzi
& Battarbee 2004, 263.) Sharing the experiences and con-
structing a shared experience adds a feeling of “real” and
more meaningful level to experiencing the game.



Co-Experiencing the Levels of Experience

All players come to play games with their individual con-
structions and expectations. In the context of multiplayer
games, this increases the challenges of researching and de-
signing experience mechanisms, since even the members of
a same team can be on different levels of experiencing with
different consequences. The experience of playing in a group
forms as a combination of the group dynamics, the success
of communication and the success of attaining the goal set
within the gameplay. In the light of the experience pyramid,
the co-experiencing process of a group of players can change
the process of experiencing. The impact of one player to an-
other can have a great value in this process. For example,
a person can efficiently motivate another person to try out
the game. A player can guide another player through physi-
cal level to intellectual. Learning happens fast because there is
someone explaining what went wrong and why. Also sharing
different tactics and strategies of how to do well within the
game can be shared between players and make the reaching
of emotional level faster and easier. Successful communication
and working dynamics of the group can also lead to emo-
tional experiencing without actually rationalising the goals
of the game. The players can enjoy the environment and ev-
erything it has to offer without achieving, or even learning
how to achieve any of the game’s goals.

While learning how to play the game with help of oth-
ers, there is an added value in the playing itself through the
shared experience. The experience pyramid introduces in-
teraction with others as one area needed in the product as
a building block for an experience. When something is ex-
perienced together as a part of a collective, there is a feeling
of general acceptance and appreciation towards the action.
Also the feeling of sharing the experience as part of a spe-
cial group can be strong. (Tarssanen & Kyldnen 2005, 144.)
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The emotional involvement plays an important part in the
process experiencing. The emotional responses are strength-
ened by social interaction (Jacobs et. al. 1997, 104). However,
the role of participation in the shared experience is the key
element in the strength of emotional feedback (Jacobs et. al.
1997, 123). In multiplayer computer games several players
take part in the event and participate in the action on an emo-
tional level as well as on a mechanical level. The social situ-
ations, however, can create social pressure as well. Through
the social involvement the actual performance of each player
within the goals of the game becomes more meaningful. The
opinions and expectations of other players play a big part in
the overall experience (Csikszentmihdlyi 2002, 167-168). As
the pressure of doing well by the gaming community (the
team) is higher, the reward of doing well is likewise greater.
This can be seen, for example, through the increased inter-
player interaction that is both meaningful and focusing on
the task at hand (Manninen 2003, 303).

Cooperating or Not?

Players have an important role in supporting each other and
creating positive situations in the game. Playing together can,
however, exist in many forms that affect the shared experi-
ence in various ways. The players can be expected to work
as a team to reach a common goal through cooperation and
collaboration. Playing as a team makes the importance of
successful communication and willingness to play towards
a common goal very elemental for the experience. Playing
together on a computer can also have other forms. For ex-
ample, the players can have separate goals but are asked to
find ways to cooperate to reach their individual goals. In this
case the sense of a team effort does not necessarily exist at
all, but the success of cooperation and collaboration between



the players can still be crucial in the success of reaching any
goals. While playing together can have many positive im-
pacts on the shared experience, there is also another side to
experiencing together. Collaborative games always present
a risk of the basic problems within human interaction. The
players of the team might not agree on what is the best way
to succeed within the game. The conflicts can happen be-
tween members of one team or between teams. According a
wider definition of cooperation, all games are cooperative in
a way that all the players have agreed to follow the games’
rules and participate in the gameplay (Salen & Zimmerman
2004, 265). Environments that depend strongly on forms of
teamplay, are also very vulnerable to the lack of it. If the feel-
ing of team effort is not achieved and a player or players feel
isolated from the team, a successful and positive experience
is not likely to form (Rauterberg 2002, 317). The commitment
to achieving the common goal and participation in the group
effort are dependent on the players” willingness to partici-
pate the intended action. If a player or players choose not to
participate and decide to play interruptively, the experience
of all participants can be ruined.

Experimental Games as Experience Products

The theoretical framework presented earlier is used in evalu-
ating player experiences of three experimental games: eScape,
AirBuccaneers and Castle of Oulu 1651. These games were de-
signed by LudoCraft to especially support playing together.
The emphasis of the forms of teamplay is approached from
very different perspectives in all these three games. There-
fore, the overall analysis gives us clues on how the different
forms of playing together shape the experiences of the play-
ers. The games were tested on several groups of players. The
test situations and arrangements differed greatly between
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the games. Also the target groups of the games were differ-
ent. Although the different experiment designs and test set-
ups make it difficult to draw unified conclusions, the com-
parative analysis of these cases offers more holistic insight
into the complicated phenomenon of experience forming.
The variations between the testing are noted in the compari-
son of the results.

eScape — Collaborative Problem Solving Game

eScape (see Figure 2) is a social action-adventure game for
four simultaneous players. The game concept involves an
escape story where a group of players must solve a set of
problems in order to flee from an ancient prison colony. The
team, thus, competes against the game system. Due to the
limited duration of the experiment, the content of the game
enables approximately 60 minutes of goal-oriented activities.
Players interact and experience their surroundings using
avatars to move and act in an atmospherically captivating
virtual world. Role play and player-to-player communica-
tion are supported through non-verbal communication and
a voice-over IP speech system which allows free spoken dia-
logue between players. The main aim of designing the eScape
was to construct a game environment that would promote,
and even enforce, collaboration between team members and
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Figure 2. eScape — Closely shared experiences in strongly directed form.



help teams learn to collaborate. The game includes puzzles,
or pre-defined problem scenarios, that can be solved only
through the effort and commitment of every participant.

The target group of this game were non-computer game
players. Groups of four strangers were invited to engage in
experiencing the eScape adventure together. The idea was to
find out how players who are not used to playing computer
games find ways to collaborate and play as a team to reach a
common goal. These players were not expected to have spe-
cific expectations of what the game should be like and they
would be open to non-conventional gameplay solutions. On
the other hand, the time needed to reach the level of learning
where everyone feels comfortable with their own skills to act
within the game is longer. Importance of the communica-
tional skills and supportive attitude within the group played
a significant part in achieving positive experiences.

AirBuccaneers — A‘Team Competition’ Interaction

AirBuccaneers (see Figure 3) is an innovative team-oriented
multiplayer game involving intense and strategic battles with
hot air balloons, cannons and various other pseudo ancient
gadgets. The game is a compelling combination of graceful
air ballet, fierce pirate-like action and 3-dimensional tactical
manoeuvring. The main theme of the game is pseudo-histor-
ical world of airbuccaneers who dwell in the imaginary land-

Figure 3. AirBuccaneers — Voluntary sharing of experiences with various
groups.
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scapes of Northern Finland. Thematic player models, weap-
ons, graphics and sounds complete the unique atmosphere.
The game focuses on strategic and tactical vehicle fighting
emphasising on teamplay in various levels of interpersonal
engagement. The multiplayer oriented design encourages
and rewards co-operation and collaboration.

AirBuccaneers was developed as a part of four phased
game design competition and was tested on very open condi-
tions. The game was available to anyone interested through
the Internet. The test group of AirBuccaneers ended up con-
sisting mostly of experienced gamers who were interested
in experimenting with modifications made for the competi-
tion. The players were offered a possibility to participate in
the development process of the game through forums. They
shared their experiences and ideas through those forums.
The time period for testing and developing the game lasted
for more than 18 months. After the game gained some rep-
utation, players with less commitment to gaming industry
participated in the tests, and the material collected from the
forums show many positive and negative effects the wider
community of testers brought to the shared experience. This
way of testing the game opened interesting views to how
a game that strongly supports teamplay is experienced by
players with very different skill levels who are situated all
around the world.

Castle of Oulu 1651 — Larp-like Computer Role-Playing
Game

Castle of Oulu 1651 (see Figure 4) is a non-violent role-play-
ing game set in a virtual environment that resembles an au-
thentic historical setting. A group of up to thirty players can
play the game simultaneously, while everyone aims at reach-



Figure 4. Castle of Oulu 1651 — Individual but intertwined experiences.

ing his or her specific goal. The game was created to combine
social structures, freedom of narrative creation of the story-
line and immediate interaction of role-playing games, the
re-playability of board games, and atmospheric attraction of
adventure games. The environment was set up to be a logi-
cally coherent playground for the players to use as they were
attempting to achieve the goals through playing the roles
of their individual game characters. Each player has a role
through a game character with a position in the society, a pri-
mary and a secondary goal and special piece of information
of the game world or of another role distributed to another
player. To encourage social communication, the objectives
were built in a way that the players need, for example, to per-
suade another player to do something, give information or
share their opinion about something or someone. The goals
were designed to enable cooperation with some players and
conflict with others.

This game was commissioned by the city of Oulu and
the target player group was children from ages of 11 to 16
years. The children were asked to participate in the experi-
ment in a role of game testers. They were instructed to take
part in the design process by playing the game and then eval-
uating the playing experience. The children played the game
in groups of thirty and in most cases they had several friends
from their own school class within the same group. Roughly
half of the players were classmates and the other half strang-
ers. Also mixed age groups were playing together. The group
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of testers consisted of players with different levels of experi-
ence. Some had a lot of experience playing computer games
and some had never played computer games. Castle of Oulu
1651 presented very experimental form of social interaction
as means to achieve the goals of the game. Experienced play-
ers had more fixed views and expectations of what a com-
puter game should entail. The less experienced players (and
younger in general) were more open to experimental gam-
ing.

Elements of Experience in eScape, AirBuccaneers and
Castle of Oulu 1651

The experience pyramid presents elements the product
should have to offer a meaningful experience. These elements
can be found within the experimental games presented in
this article. The games were carefully designed to be authen-
tic and present unique but coherent virtual environments.
The stories of the games were written to support the chosen
theme through histories of the worlds and also thematically
plausible action within the games. The multi-sensory per-
ception of experiencing is offered to the player through the
audiovisual content and haptic/ kinaesthetic feedback. The
environments were designed to present a reality that exists
only in these games to create contrast between the real world
and the imaginary game worlds. In the case of individuality,
all of the three games presented here are individual as prod-
ucts, as games. They all experiment on ways of playing to-
gether in exceptional ways and present virtual environments
that can be looked as very unique in the field of computer
games.

In this study, the central elements for experiencing
are the forms of interaction within the games. The three ex-



perimental games are designed to offer interaction on many
levels — both through physical and virtual interfaces. In ad-
dition, one of the most important and unique aspects of
these experimental games is the implementation of social
interaction in the gameplay. All of these three games have
very strong emphasis on social interaction as part of receiv-
ing better or any results within the goals of the games. In
the following sections the general presence of experiencing
is viewed through the framework presented by the experi-
ence pyramid. The aim is to illustrate how the experiences
form through the levels of experience triangle. Further issues
and evaluation of the findings is provided in the Discussion
section.

Motivating Test Group Players

Since these games were experimented and tested through
very different methods, the level of motivation for the players
to try out the game was presented in very different ways. In
general, these games offered strong and impressive audiovi-
sual environments that lured the players to take interest in
the experimental adventures. All the players, however, had
their personal motivations to take part in the playing expe-
rience. Some were interested in taking part of the develop-
ment and evaluation process of the games, others wanted to
experience something new within computer gaming scene.
Some players were persuaded to play by their friends. On
the whole, all of the games received notable interest from
the part of potential test players. It can be noted, that motiva-
tional level for testing new computer games is generally high
within the target groups of these games.
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Being in the Virtual World

The physical level of experiencing presented in the pyramid
model plays an important part in the experiencing process
of computer games. In spite of the limited amount of senses
that are used in experiencing computer environments, the
player exists in the virtual world. The world of eScape was
experienced one part at a time. The players found locked
gates and buildings and kept searching ways to enter inac-
cessible areas. By solving puzzles, the players were able to
open gates and enter new areas. The sense of limited access
to interesting places worked well in keeping the players in-
terested in the environment and all the elements within it.
In addition, participation through speech strengthened the
physical experiencing of the game. The players of AirBuc-
caneers experienced the virtual world mostly from the hot air
balloons flying high above the ground. This view to the en-
vironment evoked exceptionally strong emotional responses
from the players. The feeling of slowly gliding above beauti-
ful but mystical and dangerous forests combined with the
fear of falling off from the balloon to a certain death was very
powerful in terms of experiencing the virtual world. The
feeling of being present in it was very much experienced.
The Castle of Oulu 1651 offered the players a view to
historical place that does not exist anymore. The authentic-
ity of buildings, objects and roles of the characters made the
feeling of travelling back in time stronger. The feeling being
in the world was strengthened by vocal communication. The
size of the environment was purposefully limited to a rela-
tively small area. Many players found the virtual world to
be very interesting but too small - at least when compared
to contemporary commercial games with they open-ended
worlds. In addition to limiting the virtual area, the environ-
ment was cleared of all unnecessary objects in order to guide
the gameplay to the desired direction of playing a role and



communicating between the players. For this reason parts
of the virtual world were given to the players in form of
information. In a way part of the world existed only in the
players’ mind. This was an effective way to force the players
to communicate with each other. The players were offered
a part or a role of a co-writer and they were asked to create
parts of the story as the game progressed. Due to the conven-
tional solutions of computer game environments, this aspect
of imaginary world that was shared and built by the players
was very difficult to understand. Most of the players, how-
ever, were able to use the information given to them to attain
goals of gameplay.

Understanding the Goals and Learning to Interact with
the World

Interacting with the virtual world is one of the key elements
to successfully advance in the storyline of the game. The pro-
cess of understanding how to interact with the world is criti-
cal on intellectual level of experiencing. In addition to learning
the mechanics of interaction, the players need to understand
what their goals in the game are. The feeling of achieving the
goals of the game is also an important source of flow experi-
ence for many players.

The target group for eScape was players who are not
familiar with computer games. The players were given one
common goal in the game: to find a way to escape from the
prison colony. The players did not have difficulties in un-
derstanding the goal of play. They progressed through sub
goals while working their way towards the main goal. Due
to the test players’ lack of game experience, the interacting
with the world was made as simple as possible. The players
did not experience notable difficulties in interacting with the
world and the objects in it.
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The main goal of AirBuccaneers was similarly very sim-
ple. A team of players had to fight against another team and
drop more of their balloons to win the game. Since AirBucca-
neers was designed for more experienced players, the inter-
action with the game world was designed to offer challenges
and require some mechanical skills. The understanding and
accepting the complicated process of using the balloon and
dividing the process between a team of players proved to be
the key to successful action within the game. The players did
not at first agree with the complicated process of working
with the balloon. However, the purpose of the complicated
mechanisms and several simultaneous actions needed to be
performed at once was to encourage teamplay. The players
noticed quite quickly the advantages of working together
and applauded the positive effects it had on the playing ex-
perience.

Ideologically Castle of Oulu 1651 was the most experi-
mental of the three games in the use of interaction to achieve
the goals of gameplay. Due to the very mixed target group
of the game, the mechanical interaction with the game world
and between players was made as easy as possible. How-
ever, some actions that needed to be included in the game
proved to be quite complicated and the inexperienced play-
ers struggled to use them properly. The idea of how to reach
the goals of the game was, however, the most difficult part
of the game. Many players had difficulties in understand-
ing how to reach those goals, at least in the beginning of the
game. The key to progressing within the mission was to talk
to other players and persuade them to do something. This,
very non-computer-game-like approach to action within a
game required a lot of imaginary elements from the player’s
part. Accepting this way of interaction was, however, not
easy for all players. Especially the more experienced players,
who had a quite fixed way of seeing what computer games
should be like, found this approach to be contradictory with



their expectations. Most of the players, however, found this
form of interaction and playing interesting and fun. Since
the gameplay was strongly built around social communica-
tion, the lack of mechanical skills did not prevent the players
from enjoying the experience.

In the light of the experiences described by many play-
ers of all three games, the emotional level of experiencing could
be reached without learning to interact with the world very
well. The aspect of multiple players sharing the experience
is notable. For example, some players of Castle of Oulu 1651
found it very difficult to move their character around the
castle area using mouse and keyboard simultaneously. They
could, however, talk to everyone close enough and trade ob-
jects and attain some of their goals. Most importantly, they
did not care about not being able to move around well, they
achieved positive experiences through social communication
with the other players. Similar effects were noted in experi-
ences of the players of both eScape and AirBuccaneers even
though social interaction had a different role in them. Reach-
ing an emotional level to the experience could be a result of,
for example, witnessing and surviving a fierce air battle from
a balloon of more experienced team mates in AirBuccaneers
or managing to solve a puzzle in collaboration with the other
players in eScape. Many of these players received a positive
and meaningful experience without actually successfully in-
teracting with the virtual world by themselves.

Learning to Play Together

Reaching the emotional level of experiencing, however, was
to a large degree dependent on the success of the commu-
nication between the players. Consequently, learning how
to interact with the game and the virtual elements in it did
not guarantee a forming of meaningful or positive experi-
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ence. One of the most important things to learn in all three of
the analysed games was how to communicate with the other
players. This presents another part of progressing through
the intellectual level of experiencing towards achieving mean-
ingful experiences.

The gameplay of eScape forced the players to work as
a team. All puzzles required participation of more than one
player and in many cases of the whole group. All groups of
players accepted this form of play easily. The large part of
interaction between players was conducted through verbal
communication. Although the players were strangers, they
did form a communicational relationship rather quickly and
worked efficiently towards the common goals. The difficul-
ties in communication formed from recognizing who is talk-
ing to whom and finding a common language to talk about
the task at hand. Through the verbal form of communicat-
ing with each other, the players were able to experience the
moods and emotions of each other. The real-time verbal re-
actions of other players, the tone of voice, sound of excite-
ment or disappointment, added depth to the emotional in-
volvement.

In AirBuccaneers cooperation between players was not
forced, but playing as a team was strongly encouraged by
design solutions. Since multiple tasks were required at the
same time, playing as a team presented notable advantages.
The tests of this game were not as organised as the tests of
the other two games. The players participated in the game
from all around the world and for whatever length they pre-
ferred. However, the players were keen on finding ways to
collaborate and cooperate within their team. The communi-
cation between players was mostly conducted through short
written messages. Still, the forms of teamplay proved to be
very efficient and functional. The collaboration within the
balloon seemed to work amazingly well in some cases. Of
course, players who participated in the tests a lot, learned



to play well together. The players shared different strate-
gies and ideas of teamplay through the discussion forums
as well. In this game, the greatest differences between the
levels of skill could be observed. Since cooperation was not
forced, in many cases the advanced players preferred to con-
trol their balloon alone — without the possible disturbance
of less-skilled team mate. The team effort in AirBuccaneers,
however, seemed to be felt in the most intensive way. One
of the reasons for this is the nature of the game; the team
within the balloon either prevails or dies together. Through
the intense fighting scenes, a team effort is really felt by
the players. The aftermath discussions on the forums and
through the messengers intensified the feeling of team effort
even further. On the down-side, due to the free access to play
the game, several games were disturbed by players who did
not want to play by the game’s rules. Their only goal was to
cause as much trouble as possible and they quite efficiently
ruined the positive experiences of other players. Although
several technical solutions were created to prevent this kind
of disturbance, it never ceased to exist totally.

Castle of Oulu 1651 was more subtle and ambiguous in
its requirement of playing together. The players had sepa-
rate — and oftentimes conflicting — goals, but they needed
the help of other players to reach them. As noted earlier, the
players of this game struggled with the form of progress-
ing towards the goals. The social aspects were, however,
strongly supported by the verbal form of communication.
The limited virtual environment forced the players to stay
near each other and encouraged them to communicate, since
the environment offered very little else to do. The free com-
munication between players turned out to be one of the best
qualities of the game according to the players. Most of the
players found ways to achieve their socially attainable goals
through cooperation. The most of the players of Castle of Oulu
1651 had friends participating in the experience and the so-
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cial connections from real world overrode the ones built in
the game. Some players abandoned the goals of the game all
together and instead enjoyed the company of their friends
and explored the world together.

Shared Experiences

The elements for sharing experiences and forming of co-ex-
periences were emphasised in the design of all these three
tested games. The effect of the sharing of playing experi-
ences can be seen as one result of reaching the emotional level
of experiencing. The way the experiences were shared by
the players was designed to be different in each game. The
players of eScape shared the tasks of the game in the most
profound way. They were dependent on each other to fin-
ish any of the tasks. In this way the co-experience was very
much a common creation and the players were most likely
to agree on the general nature of the experience. Due to the
selective process of accepting the players and the small size
of the group playing against the computer, the players did
not pose any problems in terms of cooperation. No conflicts
between the members of the team did emerge. In this way
the emotional responses to the playing situations were most-
ly positive. Also the game environment did not present im-
minent thread to the players. The players were allowed to
explore the game world peacefully, without time limits, and
solve the puzzles as they chose to. This feature, combined
to the rather surface-level communication of four strangers,
might have lead to the absence of very strong emotional re-
sponses.

AirBuccaneers was tested on much more complicated
situations. The large amount of test players and long time
frame for testing lead to very different shared experiences.
Even though cooperation and collaboration were not forced,



most players chose to play as a coherent team. The game
provided a basis for elaborate strategic playing and many
players chose to deepen the shared experience by doing so.
The intensity of working as a team within a balloon made
the experience strong in many ways. Successful fight surely
evoked feelings of joy and pleasure and a lost fight resulted
in feelings of bitter defeat and disappointment. These feel-
ings were shared by the crew of that balloon. The shared ex-
perience of the whole team was not as well definable. The
successful performance in terms of winning the game did
not require good individual performances of all the play-
ers in the team. This caused an interesting dualism in the
teamplay. The experiences of some members of the team
could be quite negative, even though the team as a whole
won the match. The form of teamplay in AirBuccaneers did
not guarantee similar experiences to the players who shared
the playing experience. In most cases the whole team did
not even share the experience through communicating with
each other. The team of players was broken into subteams
who actually co-experienced the game.

The form of teamplay in Castle of Oulu 1651 supported
co-experiencing but not through collaboration. Even though
the players did not form a coherent team, the emotional stages
of all the players were very much present through the verbal
communication. In a way the group spirit was a factor that
had great effect on the general experiences of players. The
general positive or negative factors described by the play-
ers seemed fairly analogous to each group. Some test groups
agreed on a great experience of play almost unanimously. At
the other end of the spectrum one group had a player whose
mission throughout the play was to disturb and violate other
players. The whole group agreed on that player being the
cause of negative experiences in the game.
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Discussion

The aforementioned analysis indicates that the motivational,
physical, intellectual and emotional levels of experience were
all achieved through various means and effects. The multi-
player nature of the experimental games, however, makes it
challenging to delineate individual elements that construct
particular experiences. While there was no concrete evidence
supporting the achievement of mental levels, there were nu-
merous examples of strong emotional experiences.

The motivational level of experience, while seemingly
straightforward in the context of fun and games, left some
open questions to be further studied. Since the tests were
conducted in more or less abnormal situations, it was not
possible to analyse all the intricate details related to, for ex-
ample, in-game motivation. The test sessions themselves in-
cluded strong motivational pull, so the journey of the play-
ers through the games cannot be unambiguously labelled on
a motivational basis.

In terms of physical level it should be noted that many
of the findings support sense perception that actually trans-
fers the feeling of co-presence with fellow players. The be-
ing-in-the-world, in this case, should be conceptually refined
to cover both the virtual environment and the corresponding
players. Spoken dialogue seemed to have an enormous effect
on raising the players to physical level of experience.

Interacting with the game world on intellectual level is
needed in achieving the games’ goals. The learning of how to
communicate with the other players was elemental to learn-
ing how to play these games. However, simple understand-
ing of how to interact with each other to reach a common
goal, again, did not guarantee good experiences. The play-
ers had to be willing to play together and put an effort to
contributing to a team spirit for the experience to become
positive.



The disturbing nature of some players evoked strong
emotional responses. These responses certainly delivered
the players to emotional level of experiencing, the nature of
the experience, however, was less than positive.

In general, the presence of others seemed to bring in-
tensity and depth to the emotional responses of playing. The
emotional outbursts evoked by the other players were both
negative and positive by nature. The experiences of play-
ers, however, gained meaning through the interaction and
shared experiences.

One important question, in terms of the analysis de-
scribed in this article, is about how the perceived experiences
actually fit in with the experience pyramid. While the frame-
work offers a useful way to structure the various components
involved in the experience processes, there seems to be some
major limitations. First of all, the experience pyramid has
been constructed especially for the context of tourism and
travel products. Therefore, the experiences it covers are pre-
dominantly those of highly positive in nature. The ultimate
goal — or the highest peak in the model — relates to the highly
positive and even life-changing emotional experience (eldmys
in Finnish). The terminological problem of translating eldmys
into English adds some confusion in using the term experi-
ence as the result of reaching the emotional level of experi-
encing. The use of a term meaningful experience in replacing
elimys reduces the emphasis of only positive experiencing.
The more neutral approach to the experience pyramid suits
the analysis of game environments. Although games can be
designed for creating strong and positive experiences, they
are not necessarily like the “thrill rides’ found in amusement
parks. The undercurrents of these experimental games seem
to be more subtle and much more dependent on the actions
of fellow players.

The second possible limitation of the model is the hier-
archical structure of experience elements. The notion of ‘pro-
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gressing through the levels towards the ultimate experience’
seems to be not fully supported by our findings. According
to the process of experiencing presented in the pyramid,
the levels of motivation and intellectual experiencing lead to
emotional level, where a meaningful experience is formed. In
other words, the first two levels should be reached before
emotional responses and, thus, meaningful experiences can
form. In some game sessions the players indicated strong
emotional experiences even before learning the game. For
example, the audiovisual elements can evoke emotional
responses and experiences before the player interacts with
the world on intellectual level. In addition, if the player lacks
the mechanical skills required to successfully perform with
the gameplay, he can still receive meaningful experiences
through interaction with other players or the world itself.

Despite the aforementioned conflicts, it nevertheless
seems to be possible to analyse the game sessions by using
a rather simplistic “level up” experience formation process.
The successful application of the model, however, requires
that the game session — and the gameplay itself — is structur-
ally and functionally divided into logical components. The
multiplayer aspect of these games makes it immensely chal-
lenging to delineate the actual experience processes. It is, on
the other hand, possible to analyse the experience according
to more specific and limited contexts.

Defining the nature of the experiences through terms
of optimal experience and flow is also problematic when dis-
cussing multiplayer games. Each player can receive the feel-
ing of control and achievement through different aspects of
play. On the other hand, the nature of computer games is to
create new and more difficult interaction as the player gains
more experience. The feeling of flow can, thus, be exchanged
to a feeling of inadequateness within an instant. The achiev-
ing of the flow feeling again requires learning something
new. In this way the game can introduce an endless circle of



changing nature to the experience through shifting between
flow and chaos.

Conclusions

Computer game environments are products that are more
than capable of offering shared experiences for multiple
players. The experiences provided by computer games are
somewhat limited through the generalisation based on con-
temporary commercial games. The experiences of the play-
ers can, thus, be somewhat guided by the expectations built
on constructions of the previous playing experiences.

The experimental games are very efficient in widening
the perspective of what sort of experiences computer games
can offer. For example, emphasising the elements of team-
play and social interaction between the players as basis for
interaction can shift the experience towards intense co-expe-
riences. Through new ways of playing together the players
can share emotionally strong and meaningful experiences in
game environments. However, shared experiences are also
easily spoiled — one player can ruin the experience for all
others as indicated, for example, by team-killing in AirBuc-
caneers, or “interacting by annoyance” in Castle of Oulu 1651.

Intimate social situations and peer pressure heightens
the stakes at play — also in terms of experiences. When being
constantly observed, and possibly judged, the consequences
of actions become important. Furthermore, shared experi-
ences are highly demanding in terms of participation. Al-
though it is possible to feel strongly while observing others,
the most powerful experiences require concentrated partici-
pation.

The elusive and individual process of experiencing
continues to be difficult to grasp. Whether the studied expe-
rience is formed by one player or a group of players, the pro-
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cess and interpretations of the event are never explicit. How-
ever, through uncovering some mysteries behind shared
playing experiences, the elements of playing together can be
taken into account in the design of future games.
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Abstract

Electronic services have nowadays become a very important
channel for companies throughout the world. Internet has
broken the boundaries of time and place, making it possible
for customers to perform most of their transactions online
without ever having physical contact with the company or
its personnel. The electronic environment enables the cus-
tomer to collect information about a company and its prod-
ucts before making a buying decision and it also makes the
interaction between the company and its customers possible.
However, when transferring complex services, such as in-
surance, to the electronic environment, also additional mea-
sures are required to persuade customers to use the service
and support them in their self-service process.

In this article, we present the game-based design ap-
proach as a method of generating positive service experi-
ence to the users of complex and matter-of-fact services in



the electronic environment. As a case-example we present
the eInsurance service for selecting and evaluating personal
insurance cover that utilizes the game-based design charac-
teristics in a successful way. Based on a questionnaire sur-
vey made to random users of the service, we found out that
game-based approach not only provides entertainment to
the ordinary user, but also supports the transaction process
in a way that might alter the future of transaction services.

Introduction

The World Wide Web is a remarkable channel for distribut-
ing information and handling customer service operations.
It provides companies with the possibility to give informa-
tion about themselves and their products to the new and ex-
isting customers, but it also makes it possible to interact with
them using additional functions such as selling products in
an electronic marketplace and collecting feedback from the
users. After adding communication via email even Internet
telephoning to the package, the electronic channel becomes a
versatile channel for all kind of interaction between the com-
pany and the customer, but with transcendent features, for
example the freedom of time and place. As the customer no
longer has to wait for someone to answer the phone or wait
in a queue to get service in the office, the service experience
becomes pleasurable which may result into a permanent,
profitable customership between the company and the cus-
tomer.

However, Web services are no longer a novelty. Ac-
cording to a survey by Netcraft there are currently over 80
million Web sites (hostnames) in the Internet with an esti-
mated increase of 17 million hostnames this year (Netcraft
2006). Even though the majority of hostnames are non-com-
mercial, companies are facing a hard competition as they try
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to develop their services more attractive than the existing
competitor ones. And as services become more complex and
informative, the time spent searching for necessary informa-
tion or performing the transaction process increases. This
may result into negative service experience. Since complex-
ity is without a doubt the future trend in electronic service
business, the environment needs novel methods of present-
ing the information content in an attracting and entertaining
way that supports self-learning and self-service.

In the article, we approach the previously explained
dilemma by introducing a game-based design approach to
electronic services and comparing it with the traditional de-
sign methods that are used in graphical interfaces. The sec-
ondary objective is to establish a connection between game-
based design and the efficiency of it and other measurable
Human Computer Interaction (HCI) design methods in elec-
tronic services. As a case-example, we introduce a service
for selecting and evaluating insurance cover that utilizes the
game-based design approach for making the service enjoy-
able and understandable. The service was published in 2005
and the results of a questionnaire study targeted to random
users after the publication represent that the game-based ap-
proach might lead to an enjoyable and appealing experience
in an environment usually characterized as complex and
matter-of-fact.

Theory

Electronic Services

Electronic services have nowadays become a very important
channel for companies throughout the world. Internet has
broken the boundaries of time and place, making it possible
for customers to perform most of their transactions online
without ever having physical contact with the company or



its personnel. The electronic environment makes it possible
for customers to collect information about a company and
its products before making a buying decision and it also en-
ables the communication between different customers. This
requires much effort from the informational content of com-
pany’s Web pages and from their connectedness to the actual
transaction processes.

As to complex and only occasionally used services
such as insurance, the service process might require also a
third dimension in addition to the previously mentioned
transaction and information process dimensions. In this case
the third dimension is used for inviting customers and wel-
coming them to the service. A definition of this dimension is
“hospitality”, a term first introduced by Christopher Love-
lock in his taxonomy of supplementary service dimensions
(Lovelock 1994). Piccoli et al. (2004) refer to Lovelock by
defining hospitality in people-processing services such as a
restaurant. They also define how hospitality can be achieved
online, for example 1) greeting customers, 2) providing tai-
lored suggestions, and 3) providing general suggestions,
ideas, extra services or selections.

Another, even wider definition of the previously men-
tioned third dimension is “experience” that consists of the
functionalities that help the user for example to understand
and manage the service process as a whole. Fitzsimmons and
Fitzsimmons (2000) define that “services are in the process of
witnessing a transformation from the traditional concept of a
service transaction to one of an experience”. In addition, Stu-
art (2006) states that offering memorable experience results
into loyalty and repeat purchases that lead into enhanced
profitability. Therefore “experience” can be seen as a process
that supports customer service operations besides the infor-
mation and transaction processes.

In conclusion, Web service processes can be character-
ised into three dimensions; 1) information, 2) transaction,



92

and 3) experience. The challenge exists in combining mul-
tiple dimensions within one service, thus making it possible
for the company to quickly transfer the customer from the
information process to the buying or other transaction pro-
cess while maintaining the customer’s interest using the ele-
ments from the experience process. In the future, as the use
of the electronic channels still increase, services are bound to
contain elements from all these dimensions and especially
in the case of complex services such as insurance, it might
provide the necessary tools for approaching the customers
in a suitable and profitable way.

Game-based Approach in Service Development

Although the history of digital games is not long, games
have been a part of human kind from the very beginning.
When glancing, for example, a dice or early board games, we
realize that people have left evidence indicating that game
playing and competing is a part of their heritage. Also the
learning process based on playing has always been a big part
of the child’s growing process. (Russel et al. 2002.)

In this case, we are trying to explore and benefit from
the factors that make an electronic service appealing and
usable. We do not want to lose previous users of electronic
services only by making a Graphical User Interface (GUI)
game-like. Instead, we are trying to figure out the balance
between usability and attractiveness in GUI, which is prob-
ably the most challenging task when creating a game-like
graphical user interface. When developing a game we must
begin by generating enough content. In addition, graphics,
sounds and the user interface logic take a lot of time before
we can move from the design to the implementation phase.
In technologically oriented areas it is always a struggle to
reason the programmers that creating audiovisual content
really takes its time. An electronic service is really not only
a technical structure. It is a hybrid of art and technology ele-



ments like the games themselves but at the same time the
normal rules of HCI still matter in games as in the general
user interfaces. GUI elements have to be represented in a
clear and logical way but they still have to maintain the nail-
biting atmosphere - the nature of the game. (Raty 1999.)

Games are a suitable frame to test imaginative things
in user interfaces that cannot be implemented directly to
general user interfaces such as Windows. Games also offer
the experience of success but also the failure. These matters
are the most significant game-based elements concerning the
basic game playing aspects. Performing badly in a game is
not prohibited, because of the nature of playing. A player
can test what he can do in game or game-like service by tak-
ing the challenge and expanding the limits of the technical
structure of the game. If the game design is good, the user
will have the feeling of freedom, which in the western world
is considered to be one of the characteristics of good game-
based design. For example in Japan things might be a bit dif-
ferent concerning the different cultural issues, but this mat-
ter is not dealt in this article.

HCI in Game-based Services

The basic question is, how do we use these previously mentioned
facts in designing electronic services? This is where the normal
HClI-rules step in. We have to choose the audiovisual style and do
the basic mapping according to the audience. The graphical, or even
better, the audiovisual interface is what the user sees and interacts
with while using the service. Graphical user interfaces have a his-
tory as long as the games, dating back to Ivan Sutherland’s Sketch-
pad system from 1962, Douglas Engelbart’s mouse from 1964, and
many research systems from the 1970s. For example, graphical
interfaces were not widespread commercially until 1980s. The in-
teraction style used in graphical interfaces is direct manipulation,
which is based on visual representation of the dialogue objects that
are of interest to the user. This kind of approach
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allows the user to control the dialogue by moving objects around
on the screen and manipulating them with the mouse or other con-
troller. (See Nielsen 1993.)

When comparing object-oriented interfaces to ancient
function-oriented interfaces, the difference between them is
easy to see. In elnsurance case where object-oriented tradi-
tional interface meets game-based elements the difference
between interfaces is hazier. In this case, dragging objects
playfully on the screen offers the user a sense of control over
the interface, and the natural way to navigate in the inter-
face is made more compelling and enjoyable by using game-
based design and graphic design.

When designing a service or a product, the natural
method to begin a design process is applying user centred
design instead of traditional technology driven design ap-
proach. It is no longer possible only to write the require-
ments list and then begin developing the service. We have
to start from the very beginning of the design process and
every one of the crucial steps in design process. Even then,
the game-based approach leaves more freedom to artist or
designer. It is for the designing artist to decide what crucial
user centred design method elements s/he benefits from in
the design process. In addition, user centred design method
differs from the technology driven approach by the involve-
ment of customers. It concerns the involvement to customers
much more than the traditional technology driven method.
When using the traditional technology driven approach it is
possible to collect customer requirements at the start of the
project, but gather little or no input from the users during
the design and development process itself. (Vredenburg et
al. 2002.)

The Development of Services as a Whole
A great design is a consequence of the designers’ understand-
ing of the needs of the users as well as the technology side



of the field. This is why designers have to be aware to whom
the service is targeted to. When the appropriate preparations
have been made in the beginning of the development pro-
cess, the design is then built on real basis and the possibility
to create an understandable user interface increases. (Hackos
et al. 1998.)

In the design process, we might benefit from some us-
ability methods like Karen Holzblatt’s Contextual Design. For
example, the Holzblatt’s usability method is suitable for un-
derstanding some of the usability issues in games like menu
structures, but these methods are not usable in most of the
matters concerning, for example playability and the feel of
the games. There are delicate factors that make some games
more enjoyable than the other in same genre that are almost
impossible to measure. User Centred Design or Contextual
Design is an approach for defining hardware and software
systems that collect multiple user centred techniques into
the design process. Data gathering has a very big role in
Contextual Design method, and the collected data from the
real world leads the design process. (Beyer et al. 1998.)

One of the most important issues developing electron-
ic services is usability testing. The tests on focus groups are
crucial in design process and they will signify, whether the
service is usable. Usability testing helps to identify the chal-
lenges users have with the service and reveal difficult areas
in the interfaces and confusing language. Usability testing is
done as part of larger research series and they involve great
amount of preparation and analysis. There should be a work-
ing product or a semifunctional prototype available for the
designer to take the best advantage of this technique. When
applicable, also a paper prototype may do well in usability
testing. (Kuniavsky et al. 2003.)

The HCI main principles and guidelines still do not
substitute for usability testing, but instead just supplement
it. There is no guarantee that the design is good even though
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the guidelines are followed, but when the HCI approach is
included in the design process and HCI principles and guide-
lines are followed, it is more likely that fewer serious usabil-
ity problems are found in the usability testing phase and
later in the service. (Dumas et al. 1993.) The balance between
usability and aesthetics is also a big issue in user interface
design. If the designer builds an interface only with the aes-
thetic issues in mind, the final result can often be confusing
to the end-user. In this case the product is probably difficult
to use and understand, but instead beautiful and artistic.

Methodology

In this article we are trying to clarify how the game-based
user interface can be utilized in novel service development
and how it differs from the graphical user interfaces in gen-
eral. Drawing the line between game-based user interfaces
and generic graphical user interfaces is not an easy task.
There are many similarities in design elements and even in
the design processes that have the same kind of basic struc-
tures.

As a case-example, we present the results of the “eln-
surance — Electronic insurance business and risk manage-
ment” -project that was funded during 2003-2004 by National
Technology Agency, a Finnish funding agency for technol-
ogy and innovation. The research project was performed
by the University of Tampere and VIT Technical Research
Centre of Finland (later referred to as VIT). The industrial
business partners were two largest insurance companies (If
and Pohjola) that were the primary beneficiaries of the ser-
vice concept, and two software companies (Profit Software
and Emillion) that participated in the technology develop-
ment and productization of the elnsurance service concept
for mapping the customers’ needs for insurance cover.



The development of the service concept began in 2004
by interviewing project participants and analysis of the data
from surveys made earlier to different insurance customer
groups. On the basis of this information, VIT and Univer-
sity of Tampere formed the initial framework for the service
concept and developed it further together with the industrial
business partners. The framework consisted of three phas-
es;

1. information collection (user requirements),

2. suggestion of insurance cover based on the previ-
ously formed user “profile”, and

3. forwarding the user to obtain further information or
directly to the buying process

The service was planned to provide common information on
risks and other safety related issues to the user during the
service process. Due to the complex and difficult nature of
insurance, the project participants decided to utilize game-
based design approach in the design of the user interface.
In the technological field, Shockwave technology was cho-
sen to provide an aesthetical and artistic foundation for the
content, since standard HTML was not able to provide suf-
ficient methods for the necessary interaction and graphical
elements of the service. The other alternative, Flash technol-
ogy was restricted in its support for external graphics and
therefore not selected.

The elnsurance service was introduced to the public
in the beginning of 2005. In order to increase the custom-
ers’ interest, and awareness of the existence of the developed
service concept in general, the project participants organised
a press conference. The press conference was followed by
articles in newspapers, and interviews in TV and radio. In
addition, the customers’ insights about the service concept
were quantitatively examined through a questionnaire study
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which at the end of the service was linked together with
the developed service concept. The aim was to get as many
testers as possible to respond to the study with no specific
focus group, but instead every potential customer that was
interested in the developed service concept that was avail-
able on the Internet. Altogether 213 respondents completed
the questionnaire during February and March 2005 and the
results were used for measuring service concept functional-
ities and for developing the service concept even further.

Results

The elnsurance Service

The elnsurance service is a browser-based Shockwave ap-
plication that can be downloaded from the project Web site
in http://www.vakuuttaminenhelpoksi.fi [“making insuring
easy” or “easy insurance”]. Internet connection is required
for downloading the Shockwave application to the user’s
computer, but also for certain features of the service such as
sending information to the insurance company for receiving
an offer, obtaining additional information from the insur-
ance company’s Web site or buying insurance products from
the on-line marketplace provided by the company.

Selection Phase
The first phase of the service collects information on the user.
The phase is divided into three parts in which the user pro-
vides the service with information related to the following
areas;
1. type of accommodation (apartment, row house or
detached house)
2. family members (male, female, children and pets)
3. other assets (car, bicycle, other vehicles, summer cot-
tage, forest and valuables)



The graphical user interface of the service displays the previ-
ously mentioned items as elements in a virtual living envi-
ronment. First, the user is asked to select the type of accom-
modation by clicking on one of the three accommodation
types shown in the window. Second, the user is required to
drag and drop family members to the selected house (Figure
1) according to the user’s preferences. The number of family
members selected is listed in a table in the top right hand
corner of the window for verification purposes and, if neces-
sary, for removing items from the list. After making the nec-
essary selections, the user is required to press a button in the
bottom right hand corner to move to the next stage.

Third, the user is required to drag and drop different
assets to a garage. Different assets such as vehicles, summer
cottages or valuables are shown as graphical elements and
listed in a table in the top right hand corner after their selec-
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Figure 1. A view of the elnsurance service - selecting family members.
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tion. After making the necessary selections, the user is re-
quired to press a button in the bottom right hand corner to
move to the summary and suggestion phase.

Summary and Suggestion Phase

After making the selections, the user is transferred into the
summary and suggestion phase. The window is divided into
two columns in which the left column consists of the elements
that the user has chosen and the right column contains sug-
gestions on insurance products that are mandatory and/or
voluntary for that certain element (Figure 2). In addition to
the actual insurance product, the column also provides de-
tailed information on the product features such as additional
services. The user is also able to open the summary in a sepa-
rate browser window for saving or printing the information.
Later in the service, the user has also an option to send the
information to an email address specified. After reading the
selections and possibly saving the summary, the user is re-
quired to press a button to move on to the final phase of the
service process.

Further Actions Phase

The final phase of the service presents the user with different
options on further actions (Figure 3). The window contains
three buttons with the following options;

1. transfer to the insurance company’s Web site to re-
ceive further information on the products

2. transfer to the insurance company’s Web site for
buying insurance products

3. send the information to the insurance company via
email to receive an offer or to contact an officer



.
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Figure 2. A summary of the selections (user profile) and suggestions on
suitable insurance products and their features.

In addition to the previous choices, the user can move back
in the service process by pressing the back -button located
in the bottom left hand corner. The user can also end using
the service by pressing the finish -button in the bottom right
hand corner or closing the browser from the top right corner
of the window.

The service also provides useful information related to
the different risk factors in the user’s life. The risk informa-
tion is shown in a balloon that is shown whenever the user
places the mouse cursor on top of any element in the selec-
tion phase. The balloon content consists of either statistical
information for instance on traffic or other accidents or basic
information on insurance products concerning that element.
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Figure 3. The further actions phase.

Measuring the users’ experiences

The users’ opinions on the developed service concept were
measured using a questionnaire study with a scale of five
different dimensions;

1. The functionality of the service (5 variables); mean-
ing the possibility to move elements across the screen
thus providing better understanding of the issues re-
lated to insurance.

2. The attractiveness of the service (3 variables); defin-
ing how interesting the service concept is and whether
it motivates the users to take care of issues related to
insurance.



3. The utility of the service (5 variables); defining the
usefulness of the suggestions and risk information
shown in balloons

4. The layout of the service (6 variables); defining the
aesthetical factors (graphics, colours, buttons, overall
layout) of the service concept

5. The social acceptance of the service (1 variable); de-
fining the interest of using the service later or recom-
mending it to a friend

A Likert-type format consisting of seven alternatives was
used to measure the dimensions with the values ranging
from 1 (fully agree) to 7 (fully disagree). The results of the
questionnaire study indicated the following;

1. Over 60 % of the respondents perceived the func-
tionality of the service concept as positive (selected
values from 1 to 3).

2.50 % of the respondents perceived the attractiveness
of the service concept as positive.

3. Almost 60 % of the respondents reported the utility
dimension of the service concept as positive.

4. Almost 60 % of the respondents reported the layout
of the service concept as positive.

5. Over 60 % of the respondents reported the social ac-
ceptance dimension as positive.

Discussion

The developed elnsurance service concept revealed that
game-based approach in the electronic environment is able
to support the user’s understanding of complex insurance
matters and simplify the service process thus resulting in
positive service experience.



According to the questionnaire survey, every two out
of three respondents perceived the functionality of the eln-
surance service concept as positive. In addition, almost two
out of three respondents perceived the utility and the layout
dimensions of the service concept as positive. Based on these
results, we can verify the felicity of the service concept and
especially that of the game-based approach, due to the fact
that the layout dimension of the service was described as
positive by almost 60% of the respondents.

When determining the efficiency of game-based design
approach, we find out that it is not possible to benefit directly
from certain design methods used in creating graphical user
interfaces. The game-based service development resembles
the Agile-method of creating digital products. Specification
and documentation are secondary issues in the development
process and, for instance the documentation should fit on a
cover of a match box. This is certainly not possible in the sit-
uation of many complex cases but it is a good thing to keep
in mind when managing the design process.

The most important matter that separates game-based
design from the general user interface design is that the
game-based service or product is thematically focused and
very integral part of the user interface. Unlike for example
Windows or Series-60 operating systems have to fit wider
audiences than game-based products, the game-based ser-
vices could be targeted to a narrow focus group. Of course
this issue is not that simple to categorize, but it seems that
playful, audio visual approach in user interface design has
more impact in user interface design process nowadays. All-
in-all, there are many game like services in the Internet and
the amount is increasing rapidly. The game-based approach
in service development aims to give the user enjoyment
without being too challenging. The result of this is that the
user is entertained and immersed in the content of the game-
based Ul frame.



It is often considered to be a risk or at least a challenge
of using the game-based design approach in serious busi-
ness fields such as banking or insurance. They both are tradi-
tional business areas and making a digital service by using a
game-based design method is a daring challenge. Is the ser-
vice trustful and understandable? Does it work as intended
and is it efficient to use? Efficiency is clearly not the issue in
games, but it certainly is in general user interfaces. When us-
ing the game-based approach in services like the eInsurance
case, the question is what benefits does it bring to the user?
There are no clear answers but we are trying to point out
some meaningful factors that can be exploited in the future
service development.

In the past, technology has always determined the au-
diovisual effects that can be implemented in graphical user
interfaces, but nowadays technology has become invisible in
that sense. Fast internet and processing power of the mod-
ern computers make sure that only imagination works as the
limit of graphical user interfaces. We can implement very
complex graphical tricks in user interfaces and the response
time of the desired tasks is not the problem. We are learning
suitable methods and areas to benefit from game-based ap-
proach in user interface design. Clearly there are fields where
implementing the game-based elements in the user interface
is a very challenging task, for example the interfaces used
in industry applications. Primarily these applications are ef-
ficient and secondarily aesthetic and user friendly.

As a final point, we have to remember that a usable
interface needs a good interaction concept. It delivers consis-
tency and balance between the task requirements and user
expectations. An aesthetic visual design adds emotional side
to the interface that makes the interface unique. When add-
ing game-based elements to the user interface, it does not
change the fact that the interaction model of the user inter-
face is the most crucial factor.



Conclusions

Complex services, such as insurance, often require addition-
al elements for persuading customers to the electronic envi-
ronment. In addition, customers might perceive insurance
issues as complex and confusing which often result into a
negative service experience. In this case the game-based ap-
proach might provide the service offering with the necessary
elements for persuading customers to use it and resulting
into a positive service experience.

The majority of the questionnaire survey respondents
had positive attitude towards the elnsurance service con-
cept. Therefore we can assume that the game-based design
approach as a basis of electronic service development has
potential in the future of insurance business as well as other
business areas.

Measuring the efficiency of the game-based design ap-
proach compared to generic design was found to be a com-
plex issue. Due to the narrower target group of game-based
solutions, this requires further research before it can be con-
ducted in insurance and/or other fields of business.

Research Implications

The development of the elnsurance service concept for se-
lecting and evaluating insurance cover is being continued in
a follow-up project during 2005-2007. The future service in-
fluences the insurance customership life cycle by providing
support to the buying decision phase. The support consists
of personalized risk information collected from the insur-
ance company database of rejected claim notifications as well
as common information on what the customer should take
into account when buying insurance products and updat-
ing the personal insurance cover. The project group consists



of multiple research and industrial business partners with
a common objective to develop a comprehensive electronic
insurance service environment that is combined with the in-
surance customer service life cycle.
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media communication in a human context and in various ex-
perience spaces.

For organisations it is far more complex to reach in-
dividuals today than fifty years ago. The media landscape
has altered significantly over this period of time. New me-
dia such as telephone, facsimile, television and radio have
augmented the traditional media such as personal contact,
books, magazines and newspapers. At the end of the 20th
century the Internet yet extended the range of possibilities
for information, communication and collaboration through
the IP-protocol. SMS, MMS, E-mail communication, chatting,
web logs, e-commerce and on-line gaming changed the way
we communicate with each other. New enabling technology
together with a transformation from a supplier dominated
media environment (tell and sell) to a more demand driven
mode of communication impact every facet of our life. The
new phenomenon of cross media, described as an enabling
multi-media platform for interaction, consisting of both traditional
and new media presents a problem for management as indi-
viduals can seek meaningful experiences using any type of
medium, at any time and in any place, any where. So the
question is how management can support individuals and
groups in their efforts of creating meaningful experiences in
a cross media environment?

In section two we will first describe the new experi-
ence landscape from the perspective of the individual and
compare it to the current supply driven focus of organiza-
tions on customer transactions. It provides a full description
of relevant experience contexts and experience spaces. Then,
in the third section three cases are discussed and interpreted
from a cross media perspective linking the efforts of indi-
viduals in creating meaning with the organization providing
meaningful support. In section four the findings of the cases
are analysed, and in section five the implications for organi-
sations are formulated.



The New Experience Landscape

In a management book The New Perspective on the Experience
Economy: Meaningful Experiences (Boswijk et al. 2005) the au-
thors conclude that a new perspective on the economy re-
quires a new set of spectacles and a new mindset. In other
words, we need a more holistic view on society from a hu-
man perspective in interaction through media with various
contexts of their lives. An economic perspective is valuable,
but appears to be limiting our view. There is a growing need
to include a personal, a social, a cultural and an ecological
perspective. A holistic worldview can be described as an in-
clusive view of people in various experience contexts and
various experience spaces that determine the quality of life
as described below.

Various Experience Contexts

We propose that it is possible to study the personal context,
i.e. the human body, and the senses in contact through me-
dia with the surrounding world (Kahneman et al. 2003) in a
better way if we adhere to the more holistic worldview, as
mentioned before. The surrounding world is made up of the
physical and the virtual spaces in personal, social, cultural,
economic and ecological contexts. The individual shapes
one’s life in interaction with the outside world whereby the
senses are used as media channels to interpret the outside
world and to act upon it to create meaning. This process of
purposeful acting upon the inner and outer impulses by do-
ing and undergoing (Dewey 1938) can be identified as mean-
ingful experiences that aim to render value. In fact by doing
so, individuals build their identity and shape their future,
moment-by-moment and day-by-day.



The human capital perspective

From our explorative research experiments, questioning par-
ticipants in courses and workshops in the last four years, we
have learned that the most memorable personal experiences
are defined by turning points and events in the family circle
and with close friends. Birth of children, marriage, death,
divorce, contact with parents, close friends and the event
of personal achievement are often mentioned. So it appears
personal experiences that we value or fear and that deter-
mine the quality of our life apparently have a social element
included. We establish our identity through interactive expe-
riences with significant others (Berger and Luckmann 1966).
We seem to value both the process of doing and undergoing,
and the purpose, quality of our personal and social life (Dew-
ey, 1938). If we are socially excluded (no significant others
to interact with) we value the quality of our life negatively.
Quality of life from a personal perspective appears to be de-
termined by human and social capital of the extended fam-
ily. Human capital includes good health and human talents
as well as the support of the extended family unit through
the use of personal communication (dialogue) and often the
use of new media for frequent interpersonal communication
(e.g. telephone, SMS, MMS, chat and e-mail).

The social and cultural capital perspective

When asked what people consider the most memorable social
and cultural experiences that determine the quality of their
life, experiences in the extended family are also mentioned.
Clearly, there is an overlap between personal and social ex-
periences. On top of that the respondents describe another
category of experiences as well, namely experiences dealing
with travel, culture, sports, arts, and threatening experiences
as abuse, riots and war situations. So experiences can affect
the quality of life in a positive or painful and confronting
manner. With social experiences the element of collective do-



ing and undergoing is the main focus. Quality of life also ap-
pears to be determined by social and cultural capital. Social
capital is the social fabric that bonds people together in joint
experiences to render value. It is about social engagement
with a common purpose. The type of social experiences that
we value highly deal with social encounters such as music
and entertainment, sports, art, nature, leisure and travel in-
cluding visits to museums and exhibitions. Often cultural
experiences, as cultural capital, colour our lives. But also
educational experiences are mentioned as life transforming.
Educational experiences are viewed as valuable because the
social constructive process of learning renders value during
the process as well as opens doors for a better future. Bond-
ing people together in joint experiences is enabled through
a full range of cross media providing access to people and
meaningful social and cultural experiences.

The social capital perspective in business and work

For many people the workspace or organizational environ-
ment provide both positive and negative memorable experi-
ences. Career opportunities and meaningful social relation-
ships in the workspace can improve the quality of our life.
The loss of work, bankruptcies of the business or a major
collective achievement are also considered to have a high im-
pact on the quality of life. The organizational environment
provides meaningful social contacts, often ignored in writ-
ings on the Experience Economy (Pine and Gilmore 1999),
where the focus is limited to companies staging experiences
for customers and where employees are defined as actors on
a stage. The information and communication infrastructure
in the work situation enables people to share knowledge and
experiences and create value together. Again a full range of
cross media is available today to work at anytime and any-
where with anyone.



The economic capital perspective

When we enter the world of economic experiences (expe-
riences we pay for) again respondents mention education,
travel, arts and culture but also other memorable experiences
as buying a house, a boat, a first car or having an exhilarating
ride in an amusement park or taking an exciting journey to a
foreign culture. From the personal perspective these experi-
ences do also determine the quality of life. They bring the
world to us and provide us with goods, services and experi-
ences that add value to the quality of our life. They provide
us with comfort, with convenience, with safety and with
pleasure. When something happens to our children or other
dear ones, however, the meaning of economic experiences is
all of a sudden very limited. Paid for experiences are viewed
as means rather than ends to the quality of life.

We are who we are based on who we are with, our cul-
tural heritage and our aspiration to shape our future through
our achievements. Our identity is refreshed each time we en-
counter experiences that enhance the quality of our life, and
meeting people in certain spaces and contexts plays a major
role in this process. It can be defined as a process of co-creat-
ing value, innovating and shaping the future.

Combining Various Experience Contexts with Physical and
Virtual Experience Spaces We Visit Daily

If we combine the various contexts (personal, social, cultur-
al, economical and ecological) with the various experience
spaces that we visit almost every day, we come to the fol-
lowing holistic interpretation of an experience society. Un-
derstanding the dynamics of the complex interrelationships
may enable us to learn and shape the future and the quality
of our life in such way that we may be able to support mean-
ingful experiences.
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Figure 1. Experience Contexts, Virtual Context and Experience Spaces.

A holistic model on the Experience Society, with experience con-
texts and physical and virtual experience spaces

In this section we describe the relevance of the various expe-
riences contexts ranging from a physical, virtual, personal,
social, cultural and economic context and to a lesser degree
the ecological context. The ecological context we define as na-
ture, animals and wildlife, water supply, natural resources,
agriculture, woods, lakes, forests, parks and rivers etc. Now
we will turn to the physical and virtual experience spaces
where we shape our daily lives.

Physical and virtual experience spaces

The relevant physical and virtual experience spaces we visit
almost daily, in order of importance that follow from our ex-
plorative research are:



1) Home experience space

Our personal home where we firstly connect and share
experiences with our (extended) family and secondly
where our identity takes shape through meaningful
experiences. We act in the role of family member. The
physical space is the home where we meet in person.
The virtual space is the connectedness to the extended
family through new media as telephone, SMS, MMS,
e-mail, chat and more recently our personal blogs.

2) School/ work experience space

Our teachers, fellow students, or colleagues and man-
agers where we study or work, allow us to establish
our identity through interaction and value production.
We gain value through the application of our compe-
tencies in voluntary and paid for work. We act in the
role of (knowledge) worker through a full range of
cross media.

3) Company/ organization/ government experience
space

When we shape our future and strive for quality of
life we need goods, services and paid for experiences
that we use as tools to satisfy our needs. Examples are
shops, restaurants, hotels, banks and insurance com-
panies, car companies, real estate agencies and other
commercial providers where we are customers. But
also organizations which support us at a fee where we
can be members such as Green Peace, World Wild Life
Fund, museums, concert halls, sport venues etc. Also
government agencies where we are citizens who re-
ceive services such as pass ports, social security, waste
disposal, building permits, police protection etc. We
can visit these spaces in person and seek meaningful
experiences and more and more we can access web-



sites for on-line delivery of products, services and ex-
periences.

4) Public experience space

The fourth experience space can be described as the
natural world in which we travel from home to school,
to work, to company, to organization and to govern-
ment. It includes our cultural heritage in the form of
landscapes, cities, villages, and rural areas with our
cemeteries, churches, roads, rivers, woods and other
infrastructure. We act in the role of visitor, traveller,
sports person etc. We stay in contact with our extended
family and or colleagues through on-line communica-
tion.

The above holistic view of the Experience Society comprises
both experience contexts and physical experience spaces.
This model is complemented with virtual experience spac-
es, where we connect to other worlds and leave our body
behind. The virtual context enables us to link ourselves to
relevant contexts and cross boundaries of physical spaces
through the use of interactive media. The issues of virtual
spaces, virtual communities and virtual mobility are new to
us and to management. We can be anywhere at any time and
still being connected. This can be considered an opportuni-
ty for individuals for shaping their lives. For organization
management it presents a problem when the individual for
instance spends less time with traditional media as televi-
sion and radio and spends more time with interactive media
such as telephone and web based communication. We pro-
pose that the traditional model of broadcasting (tell and sell)
is replaced with more interactive communication (invite and
engage).

We as humans, in different roles, live and shape our
identity. But in fact we are one and the same person in differ-
ent experience spaces and contexts. We apply our talents to-



gether with other human beings to create value to ourselves
and to others. Perhaps it is time to regard and respect the
individual as human being instead of consumer, member or
citizen. Individuals prefer to be recognized as human beings
and not as anonymous targets of companies, organizations
and governments to serve their own needs. Companies, or-
ganizations and governments are not the centre of the world.
On the other hand, if they place the individual human being
within his/ her personal network in the centre and choose
a supportive role to enhance the quality of life of the indi-
vidual, companies, organizations and government certainly
cannot be missed in the Experience Society.

Transformation from “Tell and Sell’ to ‘Invite and Engage’
The difficulty in understanding the transformation from ‘tell
and sell’” to “invite and engage’ on the one hand is an issue
of language and on the other hand an issue of developing
a new mindset. Even the notion of demand chain manage-
ment creates confusion. Demand chain management pre-
supposes that the organisation is steering the customer de-
mand. It suggests that the organisation steers the interaction
through media based on an articulated consumer need. For
example IBM uses the term Business On Demand to describe
that they can help organizations to build ICT infrastructures
in such a way that a specific demand can be translated to a
predefined offer in an on-line transaction in real time. In this
article however we consider the notion of demand driven
in a broader perspective. An individual is definitely more
than a consumer. Demand driven experiences are described
as the purposeful process of individuals in creating meaning
by doing and undergoing. Individuals shape and steer this
process themselves through interaction with others through
a full range of cross media. This perspective requires a new
mindset and a new mental model to express that our current
mindset is limited.
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Figure 2. Traditional Mindset “Tell and Sell’.

The traditional mindset of “tell and sell’ can be explained as
follows:

- Companies see individuals as consumers to be tar-
geted to buy

- Organisations see individuals as paying members to
be targeted to join

- Government sees individuals as citizens to pay taxes
and obey rules

This mindset is limited in the way of fully ignoring the per-
sonal, social, cultural and ecological context and thereby los-
ing a great deal of the contexts in which individuals shape
their life and create meaning.

The new mindset of ‘invite and engage’ enables us to
see the individual in his/ her personal context and social/
cultural context where meaningful encounters through cross
(or multi) media take place. The position of companies (1-
N), organisations (1-N) and government is not at the centre
of the new mindset but peripheral. At a certain moment in
time at a certain space they are in a position to be of use for
the individual and the individual’s network. The share in the
quality of life is often limited when comparing the impact
of personal and social experiences with the extended fam-
ily network. It explains how companies, organisations and
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Figure 3. New Mindset ‘Invite and Engage’.

government play a modest role in the process of meaning
making. A modest role requires a modest approach to invite
and engage the individual.

Because of the fact that companies, organisations and
government see themselves in the centre of attention they
increase the gap between the organisation and the individ-
ual. Our proposition is therefore that organizations play a
modest role in the individual’s process of meaning making
and should act accordingly and aim to close the gap. Organi-
sations should respectfully be interested in the individual
in his/ her personal/ social and cultural context and invite
and possibly engage the individual in meaningful encoun-
ters. These encounters can be routine encounters through
cross media such as shopping, daily travel, communication
and entertainment. But in some cases these encounters can



be non-routine and present experiences that matter such as
a wedding, a party, a cultural event, a journey, a course, a
game or exciting projects of work. Itis the individual shaping
one’s life in a meaningful way within social network seeking
value through meaningful encounters both for free and paid
for. Based on the above, the principles for adopting the new
mindset for organisations can be summarized as follows:

- Purpose and people: Organisations should adopt a
new mindset of ‘invite and engage’ with respect for the
individual in his/her personal network

- The context: Organisations should take into account
all relevant human contexts: physical and virtual, per-
sonal, social, cultural, economical and ecological

- The spaces: Organisations should take into account
all relevant experience spaces: (1) home space, (2)
school/work space, (3) company, organisation, govern-
ment space and (4) public space.

- The process: Organisations can build on human capi-
tal, social capital, economic capital and ecological capi-
tal to co-create value with individuals and groups. It is
a process of meaningful dialogue, generative learning,
co-creation of value and reflection.

- Cross media access and communication: provide
easy cross media access for meaningful encounters.

In the following section we will demonstrate these principles
in three cross media cases. A course for professional, a jour-
ney with information managers and a commercial advertis-
ing campaign.

Meaningful Experiences and Cross Media Cases

In this section we discuss three cross media cases to demon-
strate the new mindset of ‘invite and engage’ where the in-
dividual and the group is at the centre of attention, through



access to cross media enabling meaningful experiences that
matter.

We will use the five principles as described in section 2.3 and
apply them to the following cases:

- The Experience Economy Executive Course in Value
Creation in Italy, April 2006

- The Information Management Fellows Journey to
Ukraine in May, 2006

- The Sportlife Deep Case comparing a traditional TV
campaign and a cross media campaign in 2005

Because of the personal involvement of the authors through
action research all relevant information to describe and ex-
plain the cases is available, enabling a rich description and
through an interpretative study it will be possible to dem-
onstrate the role of cross media in enabling meaningful en-
counters that matter. The cases vary in the use and the struc-
ture of cross media.



Case 1: The Experience Economy Executive Course in Value Creation.

Purpose and people

Hints and cues

The European Centre for the Experience
Economy as part of the PrimaVera Research
Group at the University of Amsterdam offers
a one-week executive course to professionals
since 2002. The purpose of the annual execu-
tive course is to provide a generative learn-
ing environment for learning-by-sharing for
senior executives in changing their mental
model about customer and organisation value
and learn to innovate their organisation.

The people involved (invited to engage) are
senior lectures from universities and innova-
tive practitioners from various cultural back-
grounds and nationalities and a group of 12
executives and 3 students from university.

-Invite and engage

-Generative learning environment
-Learning-by-sharing

-Changing mental models about value
creation

-Learning to innovate

The context

Hints and cues

The personal context and social context of
all participants, the cultural context of differ-
ent nationalities and the locations in Umbria,
Italy, as well as the economic context (pay for
your education) and the ecological context
(nature, surroundings).

-Personal context
-Social context
-Cultural context
-Ecological context

The spaces

Hints and cues

Participants travel by plane leaving home
on Sunday and travelling back the following
Friday. During the week they stay in contact
with the home front and in some cases with
work. Participants stay in first class accommo-
dations such as an Abbey, a hotel and meet-
ing facilities and enjoy the beautiful nature of
Umbria.

-Home space
-School/work
-Company, organisation, government
-Public space

The process

Hints and cues

As participants are informed of the course
and invited they prepare for the trip to Italy
and prepare their own business case before-
hand to ensure personal and professional rel-
evance. Upon arrival there is a good mix of
socializing, cultural events, dining, relaxing
and learning-by-sharing. The program allows
for full engagement and is interactive. Learn-
ers switch roles between student, researcher,
teacher and practitioner during the course to
exchange knowledge and experience in an
informal setting. Short lectures are input for
small group discussions and for reflection on
their own business case.

-Learning-by-Sharing

-Switching roles between student, teach-
er, researcher and practitioner

-To provide input, listen, discuss, share,
reflect and apply to own business case




Case 1: The Experience Economy Executive Course in Value Creation

(continued).

Cross media access and communication

Hints and cues

A full range of cross media is used to enable
interactive communication:

Before the course:

-Invitation and program in PDF through e-
mail to potential participants and section on
the website

-Follow up telephone and e-mail contact
-Agreement and electronic payment

During the course:

-Personal and social contact

-Course reader

-Software for knowledge sharing

-Power Point Presentation, beamer, video and
sound and digital photography

-Group discussions

-Telephone, SMS and e-mail to home front
and work

-Paper and pen

-Laptop and flip over

-Sharing meals

-Group excursions by bus to enjoy culture and
nature

After the course:

-E-mail follow up

-Sharing documents

-Personal evaluation and feedback
-Invitation to stay or become a professional
member of the network

-Personal contact

-Group contact

-Group meals and excursions
-Course reader

-E-mail

-Documents

-Telephone

-SMS

-Website

-Software of various types
-Video and sound

-Digital photography
-Lap top

-Paper and pen

-Flip over




Case 2: The Information Management Fellows Journey.

Purpose and people

Hints and cues

Information management Fellows is a pro-
gram of 6 encounters per year offered by the
University of Amsterdam to graduates from
the Executive Master of Information Manage-
ment Course.

The purpose of the first journey to Ukraine
is to provide a generative learning environ-
ment for learning-by-sharing for information
managers in comparing a developing coun-
try with the Netherlands from all aspects of
human life and to widen the perspective on
differences in culture, wealth, access to educa-
tion and health, business, government, use of
new technology etc.

The people involved (invited to engage) are
9 information managers from large Dutch
semi-government organisations, a moderator
and various Ukraine host organisations and
an interpreter.

-Invite and engage

-Generative learning environment
-Learning-by-sharing

-Changing mental models about value
creation

-Learning to think out off the box

The context

Hints and cues

Taking into account all relevant contexts:

The personal context and social context of
all participants, the cultural context of dif-
ferent nationalities and the locations in Kiev,
Ukraine, and Dnipropetrovsk as well as the
economic context (pay for your education)
and the ecological context (nature).

-Personal context
-Social context
-Cultural context
-Ecological context

The spaces

Hints and cues

Participants travel by plane from home on a
Sunday and travel back the following Sun-
day. During the week they stay in contact
with the home front and in some cases with
work. Participants stay in accommodations
such as hotels and use a mini bus to visit vari-
ous companies, government organisations,
schools, a hospital and a theatre as well as
visiting Ukrainian people for dinner in their
home. The journey from Kiev to Dnipropetro-
vsk and back is conducted by sleeping train
placing the group back some 50 years in time
and travelling through public space.

-Home space
-School/work
-Company, organisation, government
-Public space




Case 2: The Information Management Fellows Journey (continued).

The process

Hints and cues

As participants are informed about the jour-
ney and invited they prepare for the trip to
Ukraine. Upon arrival there is a good mix
of visits to companies, organisations, social-
izing, cultural events, dining, relaxing and
learning-by-sharing. The program allows for
full engagement and is fully interactive. Par-
ticipants engage in dialogues with Ukrainian
people in their work and home environment
and exchange knowledge and experiences
through Learning-by-Sharing.

-Learning-by-Sharing

-Engage in open dialogue

-Provide input, listen, discuss, share, re-
flect and apply to own situation

Cross media access and communication

Hints and cues

A full range of cross media is used to enable
interactive communication:

Before the journey:

-Invitation through personal contact and
group contact and a program in a word docu-
ment through e-mail to Fellows and section
on the website

-Follow up telephone and e-mail contact
-Agreement and electronic payment

During the journey:

-Personal and social contact

-Interpreter

-Journey program

-PowerPoint presentation, beamer, video and
sound and digital photography

-Group discussions

-Informal discussions

-Telephone, SMS and e-mail to home front
and work

-Paper and pen

-Laptop

-Sharing meals

-Presents for hosts

-Group excursions to make visits to organisa-
tions by bus and by taxi to meet people and
enjoy culture and nature

After the journey:

-E-mail follow up

-Sharing documents

-Sharing digital pictures

-Personal evaluation and feedback

-Invitation to stay as a member in the network
and share the experience with other Fellows,
at home and at work

-Personal contact
-Group contact
-Group meals
-Programme

-E-mail

-Documents
-Telephone

-SMS

-Website

-Opera in theatre
-Digital photography
-Lap top

-Paper and pen
-Company visits and excursions




Case 3: The Sportlife Deep Case.

Purpose and people

Hints and cues

Leaf is an international commercial company
manufacturing and selling products such as
chewing gum. In the first half of 2005 a new
product Sportlife Deep was introduced. The
main target group is the young between the
ages of 13-19. The product introduction was
supported with in store promotion and tele-
vision commercials. In the second half of the
year the product was promoted through a
cross media campaign of in store promotion,
radio, web-vertising and a interactive game;
Sportlife Arctic Game. The purpose was to
learn whether the cross media campaign pro-
duced a higher reach and a lower cost per
1000, a higher share of heart as compared to
the traditional television campaign through
qualitative and quantitative research by the
European Centre of the Experience Economy,
the University of Amsterdam and Nyenrode
Business University

-Tell and sell

-Invite and engage

-Learning-by-sharing

-Quantitative research

-Reach - as in share of mind

-Active engagement — as in share of heart
-Cost per 1000

-Understanding the added value of cross
media

The context

Hints and cues

The context takes into account the personal
context of the target group 13-19 watching
television, listening to the radio and using the
Internet for information, communication and
gaming. In the interactive Arctic Game gam-
ers could play 3 rounds in a competitive set-
ting with other gamers and were able to win
prizes. The arctic games are designed to play
ice-games in an arctic setting. The Sportlife
brand name is placed in the game.

-Personal context

-Social context

-Cultural context (youth and media con-
sumption)

-Ecological context

The spaces

Hints and cues

The media television, web and game are
available in the home space. The radio can be
heard at any space.

-Home space
-School/work
-Company retail outlet
-Virtual space




Case 3: The Sportlife Deep Case (continued).

The process

Hints and cues

There are two types of processes. The first one
is a passive process of watching the television
commercial aimed at reach (share of mind,
brand recognition and purchase intent). The
second is an interactive process of using cross
media (radio and web) to find and play the
game and learn about Sportlife Deep, like it
and possibly buy it.

-Passive watching television

-Active playing the game

-To find, register, play, enjoy and control
the game, respond to questionnaire and
find out what the score is and possibly
win a prize. To form both a share of mind
as well as a share of heart raising the in-
tent to buy the product

Cross media access and communication

Hints and cues

The two campaigns served to introduce the
product and further support the product
adoption in the target group 13-19. The me-
dia consumption of youth is rapidly changing
from passively watching television to more
interactive ways of communicating such as
SMS, MSN chat and off-line and on-line gam-
ing. The research showed that the cross me-
dia campaign both reached the target group
better, the cost per 1000 is lower and the time
engaged compared to television (20-30 sec-
onds) and the game (200 seconds) is 9 times
higher. In addition the quantitative research
confirmed that the higher the experience in-
dex (appreciation of the experience by doing
and undergoing) the higher the brand aware-
ness and purchase intent

-Television

-Radio

-Web-vertising

-Arctic game

-On line questionnaire

The hints and cues indicate a pattern of supporting meaning-
ful experiences and cross media communication, as will be
analysed in the following section.



Cross case findings and analysis

Our objectives of the three cases in the previous sections are
to demonstrate the five principles for organisations of mean-
ingful experiences that matter and the use of cross media. We
will now compare the findings and formulate implication for
organisations by reflecting on each of the five principles (1)
Purpose and people (2) The context (3) The spaces (4) The
Processes (5) Cross media access and communication, and
discuss whether a pattern for meaningful experiences and
the use of cross media can be derived.

Purpose and people: Adopt a new mindset of ‘invite and
engage’ with respect to the individual in his/her personal
network

The purpose and the people in each case are different. The
first case The Executive Course in Umbria aimed at inviting
and engaging executives and academics in learning-by-shar-
ing about the experience economy, develop a new mindset
and innovate their own business. The second case is focused
on information managers on a life-long learning journey in
Ukraine, learning-by-sharing from a different culture and
from each other to enhance personal and professional devel-
opment. The third case is a highly commercial case aimed at
better understanding the commercial value of cross media
campaigns in terms of reach (share of mind), share of heart,
cost per 1000 and purchase intent to support the product
launch of Sportlife Deep.

The principle of ‘invite and engage’ with respect to the
individual in his/her network can be confirmed as an emerg-
ing pattern from these three cases. In particular the Sportlife
Case confirmed statistically that the ‘tell and sell” approach
of the television commercial produced a less meaningful ex-
perience than the cross media campaign in terms of reach
and share of heart with a lower cost per 1000. The proposi-
tion of this principle appears to be valid based on the data.



The context: Take into account all relevant human contexts:
physical and virtual, personal, social, cultural, economical
and ecological

All cases took into account all relevant human con-
texts. The first two cases on learning provide very rich en-
vironments engaging all senses. It must be said that the last
case of Sportlife provided in comparison a less rich environ-
ment engaging the sense of hearing and seeing only. Also the
time spent at each of the contexts is different. The Executive
Course in Umbria lasted 6 days including airline travel, the
Fellows trip to Ukraine lasted 8 days including airline travel
and the Sportlife Game lasted 200 seconds as compared to
the television commercial of 20-30 seconds. It can be stated
that comparing highly time intensive experiences to little
time intensive ones may not be so useful. It is demonstrat-
ed, however, that meaningful experiences can be supported
when all relevant human contexts are taken into account.

The spaces: Take into account all relevant experience spaces:
(1) home space, (2) school/work space, (3) company, organi-
sation, government space and (4) public space.

The first two cases invited professionals to leave their
regular space as home, work, organisation and travel to an-
other country with a group of people sharing a common
purpose. The impact on the experience of a ‘foreign space’
is considered high in particular for the purpose of learning-
by-sharing in a social group. The Sportlife case however took
into account the youth in their home space and their need for
play. The impact of playing in the home space coincides with
the change of time spent watching less television and spend-
ing more time with interactive media, in particular gaming.
If Sportlife would not take this into account the chance of
reaching the target group will diminish in time.



The process: Organisations can build on human capital, so-
cial capital, economic capital and ecological capital to co-cre-
ate value. It is a process of meaningful dialogue, generative
learning, value creation and reflection.

In each of the cases the process of co-creation is con-
firmed through inviting and engaging. The exception is the
Sportlife television commercial where the process is typi-
cally “telling and selling’. Even though there is a high degree
of variation in the structure of the dialogue in each of the
cases it can be said that cross media provided an opportu-
nity for meaningful encounter. The structure of the dialogue
in the Executive Course is more or less fixed in a curriculum
with various ways of interacting at certain times, mainly in
a meeting room, during meals and one excursion. The dia-
logue in Ukraine journey was far less structured; because all
visits to companies, organisations, government and fami-
lies where open conversations. The dialogue in the Sportlife
game is a human/machine dialogue scripted in an interac-
tive game with pre-determined games to play in competi-
tion with others. Yet the gamer decides and has control over
actions taken, thereby the level of engagement and the time
spent are increasing as compared to passively watching the
television commercial.

Cross media access and communication: provide easy cross
media access for meaningful encounters

Each of the cases indicates how rich cross media access
and communication can be, and that when the individual is
in control of these media together with others, meaningful
encounters can be supported. The list of media is long and
the art will be not to force individuals to restrict themselves
over a longer period of time to a limited set of media. In con-
trast, the purpose is to provide freedom in choice and varia-
tion of media to support a constructive dialogue, support
learning and more over, experiences that matter, through
cross media access.



Implications for organisations

The concepts of the Experience Landscape widening our
view from a supply driven ‘tell and sell’” relation with cus-
tomers to a deeper understanding of human experiences in
all relevant experience contexts and experiences spaces are
new to most managers. It requires a new mindset to place
the individual in the centre in his/ her natural habitat and a
mindset of ‘invite and engage’.

As long as managers put the company, the organisa-

tion or the government in the centre of attention managers
will limit their view and understanding of meaningful ex-
periences and cross media communication. We argue that
a new perspective is needed to see and understand reality.
That is after all the purpose of science: to understand reality.
The purpose of experiences that matter is to understand how
people shape their lives together with others in meaningful
encounters, and position the organisation to provide support
and co-create value. If we better understand this purpose,
the various contexts and spaces, the people involved, the
processes as well as the access to cross media we learn better
to ‘invite and engage’ and to create value together. Through
participating in learning-by-sharing and a constructive and
meaningful dialogue managers are able to build meaningful
relationships and support meaningful encounters.
Limiting our focus to economic capital restricts our ability
to identify and capture opportunities in building on human
capital, social capital, cultural capital and ecological capital.
Creative combination of these forms of capital enables indi-
viduals and groups to shape the quality of life and for or-
ganisations to co-create value.

Reflecting on the content of the article we must admit
that there is not yet a sound body of knowledge on the topic
of meaningful experiences and cross media communication.
Our research and findings to date, can only be qualified as
qualitative fieldwork and a lot of continuing research to test



and validate emerging theory on human experiences and
cross media communication is needed. Particularly the com-
plex interrelationships and effects of various multi-media
types are yet ill understood. The European Centre for the
Experience Economy aims at grounding popular manage-
ment notions of experiences in theory together with a range
of international partners from the academic world, the world
of innovative business and government.
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In Sweden the conceptualization the creative industries
(Caves 2000) as experience industry (Wahlstrom 2002) was
introduced in 1999 (KK-stiftelsen 1999; 2001; 2002; 2003) to
stimulate its growth, border-crossing between the differ-
ent areas and its integration with traditional industry. It in-
cluded traditional creative areas such as music, film, photo,
animation-art, television & radio, performing arts, industrial
design, authorship & publishing, fashion, journalism, archi-
tecture and advertising while the “new experience industry”
was defined as new performing arts, arts in new media, Com-
puter/TV-gaming, edutainment, education, experience tour-
ism, gastronomy, nature experiences, handicraft and events
(KK-stiftelsen 1999). These have later been lumped into 13
formal areas of the experience industry as architecture, design,
film/photo, literature, art, market communication, media,
fashion, music, gastronomy, performance art, tourism, and



experience based learning (KK-stiftelsen 2002). Digital me-
dia is included in the area of “media” and digital games are
included in the area “experience based learning”.

The expectations of the experience industry have since
been high to substitute diminishing traditional industry as
we leave the industrial epoch, and several of the 13 areas of
the Swedish experience industry are flourishing while others
are struggling for growth. In total the experience industry in
Sweden increased from 1995 to 2001 with 6,4 %, consisting
of 6,5 % (284 000) of the working force producing a worth of
109 billion SEK (4,5 % of BNP) in 2001 (KK-stiftelsen 2003).
In 2001 media, including digital media constituted 17% of
the Swedish experience industry being the next largest area
after tourism (25,2 %) and having an annual growth rate of
1 % while experienced based learning is ranking on the 8th
position constituting 4 % of the experience industry but with
a growth rate of 13 % annually, the second largest growth
rate after performing arts (25 %). The digital game area is the
youngest and most promising in the new experience industry
and constituting of only about 85 companies with 500-600
employees in Sweden. The market for digital games increas-
es with 10 % annually in USA and Sweden (Robertson 2003).
Thus the potential for growth and development of digital
media and games seems to be obvious.

Digital Media and Gaming in the Experience Industry

There has been a wide range of labels for the new techno-
logical gaming such as video games, computer games, TV-
games, consol games, electronic games, etc. as the technical
platform for playing has changed, and I will therefore use
the term digital games, as the gaming soon can be transferred
between different digital platforms such as computers, play-
consoles, mobile phones, digital watches, digital media plat-



forms in cars, houses and public places. KK-stiftelsen has
used the word experience based learning, for digital games as
the area of virtual gaming is fusing with reality role gaming
exemplified by the latest game developments such as “Blast
Theory” fusing computer gaming, theatre, arts and perfor-
mance based on the game “Majestic”. In Blast Theory (Blast-
theory) the player uses internet, mobile phones, gps-systems
and public areas to fuse fiction and reality in a hide-and-seek
game. Digital games and simulations are also introduced in
science centres, museums, tourist attractions for fusing real
world with virtual representations of other times and places
and thereby creating a new basis for experiential learning.

A working definition of digital games has been pro-
posed as “interactive activities where the player has a role within
an artificial world that is requlated by rules that form the challeng-
es the player has to overcome” . But also this definition will soon
be old-fashioned as the real-virtual world fusion is develop-
ing. Today over forty types of digital games have been iden-
tified such as sports, artificial life, text adventures, simula-
tions, racing, combat, adventure, card games, quiz, strategy,
puzzle, role-play etc. (Robertson 2003.) but this diversity will
probably increase when more and more businesses see the
potential of digital games, such as education, research, infor-
mation, advertising, traditional media etc. By digital media
I here refer to all traditional analogue media that has been
transferred into digital form including photo, film, TV, radio,
web, DVD/CD, mobile phone, gps-positioning etc.

The shift of contemporary post-modern society from
the information technology society to the experience soci-
ety (Pine & Gilmore 1999), attention society (Davenport &
Beck 2002), transformation society (Pine & Gilmore 1999) or
dream society (Jensen 1999) have profound effects on our
daily lives, consumption behaviour and economical systems
as well as the production within the new digital media and
games. At the same time, if producers of digital media and



games can overcome conservatism, these new technologi-
cally based experiences have the potential to revolutionize
our experience realms.

The concept of digital media and games already today
covers a broad field of contemporary communication and
entertainment. In the future it will include most of our com-
munication systems and interaction with the machine world
such as transportation vehicles (cars, elevators, trains etc.),
industry and production robots, household machines (re-
frigerator, media centres, monitoring and security systems)
and personal management technology (gps, clocks, cameras,
handheld media, mobile phone and mobile internet etc.),
the future potential of border-crossing, development of plat-
form-free applications and system integrations is unlimited.
Digital games with their capacity to artificially simulate real
or virtual worlds will with increased computer capacity be-
come an increasingly important learning and simulation tool
in educations systems for most occupations besides being a
major entertainment component. The concept of experiential
learning, mostly based on Kolb’s (1984) experiential learning
cycle has become to embrace this whole new field of interac-
tive learning aided by digital technology.

The digital media evolution has today become one
of the fastest evolving technologies of our civilizations,
and making prediction for the future more than 5-10 years
seems as fruitful as making weather prognoses more then
10-20 days ahead. This technological “revolution” has in my
opinion, however, been restricted by strong conservatism, in
the same way as our transport revolution of cars and trains
still are based on and restricted by basic concepts from the
horse driven cab of the pre-industrial area. Our traditional
media such as written text and photos and films have only
been transferred from the cellulose area to the digital media
without any transformations or evolution despite the tre-
mendous potential for interactivity and new ways of pro-



duction within the media. In the same way traditional hide-
and-seek play, war-and-fight games, race games etc. from the
analogous play grounds and analogous games such as card
games, puzzle games etc. have been converted to digitalized
forms without any basic evolution. Of course, the power of
the market and customers’ conservative demands to buy
“the known” strongly regulates development and evolution
of new concepts, but I suspect that conservatism within the
new media and game industry has in addition contributed to
this restricted development.

My suggestion here is that new concepts and under-
standings within the area of experience production could
challenge this conservatism of the digital media and game
industry. Recognizing the learning aspects within digital
media and games as conceptualized by experience based learn-
ing is a first positive step in broadening the development
potential of the technology. Theories about learning through
experiences have been around since the emergence of formal
education (Aristoteles, Commenius etc.) and have been de-
veloped into a formal pedagogic theory of experiential learn-
ing (Boud et al. 1993; Colin & Wilson 2006; Kolb 1984; Mulli-
gan & Griffin 1992), but need further development based on
new understanding within experience production.

Experience Production within Digital Media and Games

Within the area of experience production the development
of theories was boosted by Pine & Gilmore’s theory of the Ex-
perience Realms (Pine & Gilmore 1999) and several attempts
to find theoretical frameworks for experience productions
have been proposed (Gelter in this collection). These have
the potential to form a theoretical platform for a creative and
border crossing evolution of the digital media and game in-
dustry. In this paper I will restrict the concept of experience



production to the proposed experience realms of Pine and
Gilmore (1999) as an example of concept development for
the digital media and games.

The theory of the experience realms was developed by
Pine and Gilmore (1999) as a theoretical foundation for the
experience industry (Figure 1). According to Pine and Gilm-
ore staging experiences is not about entertaining consumers,
but rather about engaging them. Thus a primary dimension
in experience production is that of consumer engagement
in the experience which will be the first dimension in our
analysis of digital media and games (Figure 2).

The Experience Realms
Absorption

Entertainment | Educational

Active
Participation

Passive
Participation

Escapist

v

Immersion

Figure 1. The Experience Realms of Pine & Gilmore (1999, 30).
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Engagement

At one end of the engagement spectrum lays passive partici-
pation where consumers do not directly affect or influence
the events in the experience, but rather are pure observers
or spectators or listeners of the production. This is the realm
of the traditional entertainment such as watching TV, listen-
ing to radio, watching DVD-film etc. At the other end of the
spectrum lies active participation where the consumers per-
sonally affect the performance or events of the experience
and active create their own experience. Within digital media
this can represent producing and consuming your own me-
dia production, being a “procumer” such as producing your
own Bloggs or Flickr on the Internet or producing your own
movie to be consumed by yourself in by a company offered
setting, or playing a laser game.

In between these, lays an area of interactivity where
the experience producer has set the stage and possible
events, but the consumer by interactive actions can choose
the sequence of the events. Here we find most digital games
and the future of interactive media (interactive TV, interac-
tive marketing etc.). In figure 2 you find some digital media
and games along the engagement dimension. The position

Radio Photo Simulation games

Television DVD Action & sport games

Video Flight simulators

CD-music V:tab :‘;.ges Interactive Marketing  Virtual community games

Marketing Race games Fantasy games Internet communities
Arcade games Mobile Phones bloggs

4 — h
Passive Interactive Active

Participation Participation Participation

Figure 2. Some digital media and games plotted along the customer’s par-
ticipation dimension.



along the axis is not based on any absolute ranking criteria,
but rather on relative subjective criteria.

From figure 2 we can see that most digital media such
as television, CD-music, DVD-movies, etc. still are on the
same passive participation end of the consumers engagement
dimension as their preceding analogue media. Digital media
is today still passively consumed although some interactiv-
ity through mobile phones and SMS are associated to some
TV-programs such as voting for and eliminating of actors in
TV-drama etc. Even newscast and newspaper on the internet
are still not more than traditional analogue techniques trans-
ferred to the digital media platform. Despite the evolution
from analogous to digital platforms and the potentiality of
digital media for interactivity they still are in the same ex-
perience realm as their preceding analogous ancestors. Thus
the potential for introducing true interactive experience into
media production has a high potential to revolutionize the
new digital media.

In DVD-movies the guest can to some extent interact
with the DVD production by choosing excluded scenes, in-
terviews, background information, but such information is
still passively consumed. Digital photo has been reshaped
by the introduction of digital photo editing and filtering by
photo-software such as Photoshop and others, letting the
photographer interact in an active post-snapshot creation of
the photography. Webpage’s of the internet are still mostly
passively consumed, although new webpage programming
through Flash and other techniques allows for higher inter-
activity. Here the bandwidth connections to the internet and
the development costs for high interactive webpages limit
the development of the guest’s active participation of the
internet experience production. As the bandwidth transfer
technology develops the interactivity on homepages will in-
crease. Also digital marketing, either through television/ra-
dio or internet is still within the passive consumption realm



with the potential to develop into a future field of interactive
marketing. Here experience production can open completely
new ways of interactive or even consumer active marketing
strategies through the digital media, where direct consumer
opinions instead of scripted actor statements will be a new
marketing field, already used by many internet sales sites
such as amazon.com. If these presently text-based consumer
feedback interactions were developed into picture based,
story telling based or even game based customer feedback
marketing, marketing would develop into marketainment.
Digital games have developed furthermost in inte-
grating player’s activity in creating the playing-experience.
From its origin of simple arcade games which basically were
pure and simple entertainment games, game technology has
opened for a high degree of interactivity and engagement of
the player in the game performance. Even though the player
can choose from an increasing number of scenarios, stories
and arenas, these are still produced by the game producers,
thus limiting the player to an interactive player of predefined
settings and staging. Some digital games allow the player to
build their own game arena such as building your own car
race track or roller cast arena and then go for a ride. This will
be the next step in game experience production — to create
your own game worlds with your own rules, participants,
stories, scenarios and even own natural laws for the behav-
iour of the events in the experience. Thus the next mode in
the evolution of digital games would be that the players cre-
ate their own universe of experiences with their own rules
and the game producers only providing the tools for this.
One major step in the evolution of digital games was
online-gaming, creating world-wide gaming communities,
thus enabling the player to choose his or her co-player from
around the world. This evolution was again initiated by text
based interactions such as MUD (Multi Used Dudgeon) as
technology initially only allowed text based interaction. The



thousands of MUD-communities have now through games
such as Doom, Quark and others developed to graphic based
internet play communities. Such LAN-gaming has become a
compliment or in worst scenario substitute for social inter-
actions among youth. This development of game communi-
ties has paralleled the development of internet communities
such as Lunastorm and others and new forms such as Blogg
and Flickr communities are evolving fast. In such game and
social virtual community settings the person can create and
switch between different personal characters or rolls. Creat-
ing and switching between multiple identities is characteris-
tic for the transformation society (Pine & Gilmore 1999). In
graphic based communities such alternative identities take
the shape of avatars of celebrities, monsters or completely
new creatures. These virtual communities allow the person
to create their own social experiences and virtual life styles.
With the use of webcams and microphones these virtual com-
munities can interact, play games or just communicate in real
person or with artificial avatars in different constellations of
pre-created or through player’s interaction created common
virtual universes. In such complex virtual communities the
simple entertainment realm has evolved and blended with
both escapistic and educational realms of experiences. This
development of digital game communities is evolving so fast
way, and academic research and even commercial applica-
tions hardly has grasped its complexity and utility.

Within gaming and entertainment now the trend is
technology fusion, where game consoles such as Sony Xbox
become more and more entertainment centres with the in-
tegration of mp3-music, DVD-movies, webcam for internet
communities etc. The same trend occurs within traditional
computers and home entertainment equipment as well as
palm computers and mobile phones. These new “media-
multitasking” capabilities of the new entertainment centres
enables a high interactivity with the media in the form of



easy switching between different media forms but as long as
the different media components not evolve per se, it is still
a kind of semi-interactivity. True interactivity and participa-
tory experience production need an evolution within each
media form such as higher interactivity in movie produc-
tion, music production etc., something that traditional me-
dia producers resist to develop, as their artistic control over
their productions will vanish. Technology for interactive
film and movie production already exists as well as morph-
ing functions for pictures, movies and now even music. Such
highly interactive or even guest driven media productions
will open completely new business areas within the tradi-
tional media industry.

Involvement

A second dimension in Pine and Gilmore’s Experience realm
(figure 1) describes the connecting or environmental dimen-
sion that unites the consumer with the event or performance
of the experience. At the one end of this spectrum lies ab-
sorption of the experience, a person’s attention to bring the
experience into the mind. When watching TV the produced
experience (the program) “goes in” and the consumer is ab-
sorbing the experience, like a “sponge” is absorbing water.
On the other end of this dimension lays immersion, the abil-
ity to become physically or virtually part of the experience.
The consumer “goes into” the experience as when playing
a virtual reality game and becomes immersed in the expe-
rience. When combining these two dimensions Pine and
Gilmore define four “realms” of experiences; entertainment,
educational, escapist and aesthetic realms that can comingle
to form unique personal encounters with the events in the
experience.



The Experience Realms
Absorption

d wainment
Active
y'} Participation
Adventuretainment

mediatainment

Passive
Participation

Contermplatainme

Immersion

Figure 3. Some present and future applications of digital media and games
based on the experience realms of Pine and Gilmore (1999).

Entertainment Realm

The entertainment experience realm where the consumer
passively absorbs the experience through their senses, gener-
ally visually and auditory is easiest associated with the digi-
tal media and games. Most of traditional media production
such as TV, DVD, CD, mp3, homepages etc. is for passive
media consumption, mostly for entertainment. Most simple
arcade games can be included in the entertainment realm
although they demand some simple actions of the player.
To distinguish such media entertainment from other media
forms we could use the term mediatainment for passive ab-
sorption of entertaining media experiences.



Educational Realm

Active media consumption for learning, news updates etc.
would need active attention and active absorption of the in-
formation and thus be in the educational experience realm.
When combined with joy and fun, and becoming a part of
entertainment business such learning is called edutainment
(Kotler 1978; Pine and Gilmore 1999). Here the consumer is
actively participating in and absorbing the events unfolded
before him or her in the experience. Active learning can be
according to some education systems in both formal edu-
cations with pedagogic theories and more informal learn-
ing systems as in many experience based learning systems
within the experience industry, such as digital games, sci-
ence centres, theme parks, visitor centres etc. To learn from
the experience, to improve knowledge and skills, the edu-
cational experience must actively engage both the mind for
intellectual education and the body for physical training.
In digital game, although bodily mostly immobile, there is
still a high physical activity controlling the actions within
the game. Kotler (1978) introduced the metaphor of the
classroom as “theatre” and encouraged “educational pack-
ages” to be more like Hollywood film productions in pro-
viding “multimedia experiences” where students are both
instructed and entertained, which he called edutainment.
Within media production both film and television have long
been used as educational aid. After the emergence of digital
media instructional DVD programs, computer aided learn-
ing programs and educational websites became important
compliments to traditional learning aids such as text books.
Experiential learning through digital games has attracted
recent attention, but most games are still designed for pure
entertainment although learning is always associated with
experiences (Robertson 2003).



Escapist Realm

The third experience realm of Pine and Gilmore is escapist
experiences that involve the complete immersion and active
involvement in the experience, often resulting in the flow
experience of Csikszentmihdlyi (1990) where the experience
of time disintegrates. In contrast to passive entertainment
experiences such as watching others act, in escapist experi-
ences the consumer becomes the actor affecting the actual
performance in the experience. The consumer becomes the
producer, a “procumer”. Often adventure is the key script
of the escapist experience including the transfer to new en-
vironments, virtual or real, and the confrontation with the
unknown and unexpected. If combined with having fun
and play I would denote such experiences as adventuretain-
ment.

Within digital media and games the escapist experi-
ence realm will be found in virtual reality action games, chat
rooms and internet communities and motion-based simula-
tion attractions such as “Tour of the Universe” in Toronto, a
flight through outer space simulation where the guest has
to check-in into a future space air-port before entering the
space shuffle in the flight to the moon. Several such motion
simulation rides based on popular science fiction movies
have been developed such as “Back to the Future: The Ride”,
“Terminator 2: Battle across Time” “Robocop”, “Days of
Thunder” and others that are based on “Now you have seen
the movie, go experience the ride!” (Pine & Gilmore 1999).
Today no major film movie can be released without an as-
sociated digital games shifting digital media consumption
from only passively watching the movie to afterward also
“participating” in the movie story through the digital game.
Here entertainment is fused with escapism.



Escapist experiences not only take the guest from his
or her ordinary life but also to some specific place or activ-
ity or more recently transform the guest into someone or
something completely different. A frequent escapistic expe-
rience in digital gaming such as computer-based games is
to let the player transform into a superstar or celebrity, may
it be in sports, combat or social interaction games. Even vir-
tual celebrities are created to be played such as Lara Croft in
Tomb Raider. Thus cyberspace has become the most acces-
sible escapist experience which today involves most young
people around the world and has become a second home or
a respite from the demands of the real life for many. Several
Science Fiction movies have addressed the future of virtual
escapist experiences ranging from taking virtual vacations
to experiencing other person’s life experience to actually live
the virtual world as in the Matrix movies. As computer pow-
er increases, the possibilities to create realistic new virtual
worlds for escapist experiences will boost, and the conse-
quences of people withdrawing from real life escaping into
virtual worlds have not yet been fully understood.

Aesthetic Realm

The fourth experience realm of Pine and Gilmore is the aes-
thetic where the consumers immerses themselves in an event
or environment of the experience but they have little or no
effect on it, leaving the environment of the experience un-
touched. Such experiences include visiting nature scenery, art
gallery or museum or designed architectural environments
where the main goal is not to learn as in educational realm, or
to do as in escapist experience, or to sense as in the entertain-
ment realm, but just to be there, being passively immersed in
the experience. Such aesthetic experiences have often a touch
of spiritual or existential experience (Gelter 2000), trigging



reflection and existential questions, stopping the mind, hav-
ing a kind of restorative effect (Gelter 2000; 2006b), which I
have called contemplatainment. Such aesthetic experiences
have until today few applications within digital media and
games. Although some movie and TV productions as well
as some music productions can have contemplative effects
through aesthetics and restorative function, they are not true
contemplatainment in this sense as there is no immersion in
an environment, but rather absorption of the media. Virtual
reality has however the potential to create true immersions
into the experience, and the field of producing virtual con-
templatainment through virtual aesthetic environments that
have restorative, spiritual and existential effects have still
not been fully explored. Bio-feedback is an increasing appli-
cation and merging bio-feedback with the media or game
production to truly create an immersion in the experience
can open totally new applications. As an example could be
the immersion into a virtual world where there is nothing to
do but just to be passively immerged and amazed in its great
design initiating contemplatation and deep reflections.

Another application of the aesthetic realm of experi-
ences would be the improvement of the real world aesthet-
ics by blending it with virtual world aesthetics improving or
transforming places for experiences. By such virtual trans-
formation or reality, in extreme cases a “blue-screen” room
can take you to any place or time or even create new worlds
of experiences. Digital picture frames are already on the mar-
ket and digital wallpapers are soon a reality. Bio-feedback
systems together with morphing techniques can respond to
your mood and stress levels to optimise your physical set-
tings at office or at home for different purposes such as cre-
ativity, de-stressing, optimal virtual meetings etc.



Integrated Experience Realms

An interesting development for the digital media and game
business would be the integration and blurring of boundar-
ies between the four experiences realms of Pine and Gilm-
ore. Most experiences today engage primarily through one
of these realms, border-crossing can open up new areas for
digital media production. To cope with the demands of the
experience society, especially with young people born within
the digital communication society, media productions have
to design rich, compelling, challenging and engaging experi-
ences that include and explore all aspects of the experience
realm.

An example on integrating mediatainment with adven-
turetainment could be a “procumer-movie-house” where
each room of the house exposes one side of the story of the
“movie” and by moving around between rooms different
angels of the drama are revealed. The exploration of the dif-
ferent rooms would form the adventure. By letting the spec-
tator interactively influence the drama the “procumer-movie
house” would never have the same story or drama — every
“production” would be new based on who the procumers
are and what do they decide. By blending in virtual reality
the experience can obtain additional depth, and by including
bio-feedback additional interactivity can reached.

In a similar way a true digital interactive studio could
be based on interactivity through the procumers move-
ments, modes and feelings and brain activity scanned by
bio-feedback influencing the music, the lightning, the co-
louring, the picturing, the film projections and other media
features which are morphed according to pre-chosen themes
— the interactive show theme. Again the experience would be
unique at each performance, and such “morph-house” could
be a kind of digital concert hall where the spectators, the
procumers, themselves create the digital symphony experi-



ence. The aesthetics and artistry would not be in the media
experience production per se, but in the staging and them-
ing of the performance. This would be a completely new art
form and experience production.

Conclusion

With the risk of “Amusing Ourselves to Death” (Postman
1985) in our experience society or entering a century of Ma-
trix-fused real life — virtual life worlds the prospects of the
future of interactive digital media and gaming are both fas-
cinating and scaring. The downside with game and media
addiction and the health problems from physical inactivity
have to be incorporated in the future development of digital
media and games. Therefore the physical real life games fu-
sion with virtual reality games such as in “Blast Theory” is
promising (Blasttheory). In the game “Uncle Roy All Around
You” (2003) the players had palm and laptops and were di-
rected around a city by phone calls, SMS, mails and other
clues in the hunt for Uncle Roy. Similar concepts have been
produced within TV-productions where actors in real-time
guided by clues seek e.g. treasures. In the future, with in-
teractive TV in combination with other media (SMS, phone,
etc.) even TV-audience can have the possibility to take part
in such hide-and-seek productions and in real time. With
the five brothers of experience production, Courage, Creativ-
ity, Crossover, Competence and Commitment new fantastic ap-
plications such as the morph-house, procumer-movie-house,
Blast Theory games or other procumer applications can be
created within the developing digital experience industry.
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Product development is often perceived as a one-dimension-
al activity, which aims at developing the technical properties
of products. Projects carried out by the Faculty of Art and
Design at the University of Lapland emphasise the perspec-
tive of the end user, which constitutes the starting point for
the cultural and social characteristics of products. In pres-
ent-day society, cultural and social significances become em-
phasised as product qualities, such as in extended product
ranges. (Cagan& Vogel 2002, 60.) Aesthetic characteristics,
content services, interfaces and technology are used to cus-
tomise products equipped with similar technical properties
in order to suit varying social groups (du Gay et al. 1997, 62).
On a large scale, this is what has occurred in the develop-
ment of mobile phones, and a similar approach is prevalent
in the automobile and clothing industries. This article pres-
ents the significance of end-user knowledge when design-
ing new products as well as a method that can be utilised
to manage and make good use of knowledge. An end-user



oriented approach is one of the cornerstones of this study
(Aula et al. 2005, 9-14). End-user orientation is seen as an
expanding phenomenon that does not focus solely on an in-
dividual; rather, it focuses on the cultural and social contexts
surrounding the individual (Aula, 256, 2002).

Two projects form the background to this article:
Emergence of Luxury, funded by the Academy of Finland
Research Programme for Industrial Design, and Future Find-
ers, funded by the DESIGN 2005 Industrial Design Technol-
ogy Programme of the National Technology Agency, Finn-
ish Funding Agency for Technology and Innovation. The
objective of the Emergence of Luxury research project is to
conceptualise the nature of high-end design products from
the perspectives of historical and future-oriented research.
The project analyses the significance of design competence
and tacit knowledge invested in products as reflected in the
experience of different users and communities. The first ob-
jective of the Future Finders project was to determine the
value structures interlinked with future trend-setting design
products and technologically high profiled products as well
as the usage paths of products and services. The second ob-
jective was to focus on developing method competence from
the perspective of clothing and product design.

Strategy

A corporate strategy is used with the aim of managing long-
term plans in corporate activities. The decisions related to
new products and product groups are key tasks on the stra-
tegic level. Technology strategies are some of the strategies
to have become more prevalent and better known in recent
years. They aim at shaping a clearly visible path from the
present to the future and to the technological choices affect-
ing the company. Design strategy in companies is a much



lesser known thing. Design strategy can be seen as a specific
way for each company to do things, the practical effects of
which are realised in marketing and production strategies.
(Gross 2000, 185; Jarvinen & Koskinen 2001, 33-34.) The idea
of end-user orientation brings a new perspective to both
strategic and design strategic thinking. End-user orientation,
which is built on an understanding of socio-cultural contexts,
enables forecasting the cultural and social characteristics of
products alongside technological properties. The socio-cul-
tural context is formed as the result of the daily functions
and activities of consumers and end users. Changes in daily
activity can be seen as cultural and social changes. As it be-
comes possible to model the changes in these states, it will be
possible to transfer them to be utilized in product develop-
ment activities. Thus, the forecast of cultural change can be
assigned a strategic position in designing new products and
product groups. (Hasu et al. 2004, 39-40.) Industrial design
— as a strategic corporate activity — explicitly includes the
forecasting cultural change (Press & Cooper 2003, 12).

The Emergence of Luxury and Future Finders projects
aim at studying cultural significances in various leisure cul-
tures of use (snowmobiling, golf, hunting and sailing) and
through this, to create competence that furthers the utili-
sation of design as strategic competence. The research and
development being conducted as part of the Emergence of
Luxury project provides the basis for understanding the
choices and decisions made by end users as well as those
values that the varying communities underline in relation to
new products that are on the horizon. The Future Finders
project concentrated on strategic-level decision-making and
thus, on its development through methodology and on its
development through the use of methodology. With respect
to strategic product development, the focus was in finding
and verifying new product potential (Diagram 1). Activities
focused on researching cultures of use and on forecasting



changes in them from the perspective of corporate product
development strategy.

PRODUCT DEVE- | END-USER
LOPMENT LEVEL | RESEARCH TARGET

Strategic level Culture of use Product potential

Tactical level ¢ Product in culture Product concept

Operative level Product

Diagram 1. Product development levels and design activities.

FF Tool Method

The objective of the project to develop method-based com-
petence was based on the Socio-Cultural Context (SCC)
model developed during the Mode project (www.ulapland.
fi/mode). New example cases and data have been used in an
endeavour to expand competence and perspectives, espe-
cially from the perspective of strategic design. The new tool
has been named as FF Tool.

The FF Tool is an instrument that enables the systematic
observation of the socio-cultural context and the forecast of
changes in the future. Context factors and their variables are
key elements of the tool (Diagram 2). From the perspective
of the factors, the product development process determines
the best descriptive variables for each case. Variables can be
described in written text, words or pictures. The variables
presented in Diagram 2 were created based on studies. Seven
different research cases have been taken into consideration
when determining the variables, each of which has included




Context -
factors Variables

Societal context *Society, legislation, consumer trends, technology trends

Activity culture

Type, type history, type change, dimensions, participation duration,
nature, purpose, events, other activities

Operating Indoors-outdoors, weather, point in time, season, area, movement,
environment time, ownership relations, location, environmental change

SocaFednteRt Alone-together, group discipline, hierarchy, rules,
identification, groups, historic change

End-user

Purchaser-user-owner, individuality, personal space, life situation,
motivation, input, way of life, standard of living, historic change

) Product status, technology, values, purpose, prevalence, materials
P 4 e : i b fau !
roduct/Service lI properties, affiliated products, services, usability, historic change

Diagram 2. FF Tool context factors and variables.

2-5 focus group interviews. For instance, the variables soci-
ety, legislation, consumer trends and technology can be used
when explaining societal context or they may be used to as-
sist determining it. In turn, the variables type, type history,
type change, duration, nature, purpose and other activities
help determining the activity culture factor. When the model
is applied, the use of the variables presented should be seen
as an opportunity. It is unnecessary to find each variable from
one’s own data but based on the data, one’s analysis may dis-
cover new variables not included in the list. Nevertheless, at
its best, the list serves to assist with identifying the factors
and to refresh one’s memory when using the method.



FF Tool Process

The research projects have applied the method in two ways.
The first approach is a relatively heavy way of working
based on research knowledge and more in-depth analysis.
The other approach to using the method is to utilise the
context factors and variables as a quick “check list” in prod-
uct development and design work. The first approach calls
for more extensive research data and their analyses. In this
case, it is good to turn to varying data analysis programs.
This approach is good to use when the objective is to cre-
ate new strategy opportunities for a company. In the lighter
approach, the method is used as a checklist to ensure such
things as the utilisability of different perspectives that sup-
port end-user orientation.

The FF Tool process is divided into two main parts:
modelling the present and the future (Diagram 3). Context
factors and variables are used as the basis to create a scenar-
io that describes the current context of end users. Research
data on users’ daily lives are used as the foundation for cre-
ating the present scenario. At the same time, an image of a
company’s products and their interlinked strategies must be
created. After the present scenario has been created, a future
scenario for the desired point in time is defined for the same
perspectives. The future scenario serves as the basis for such

Present = 5 | = Future

(context) 8 (contexti)
g [ Future
5 g situation
..E )= (scenario)
3.2
-

Present = é%" = Future

(strategy) = (strategy)

Diagram 3. FF Tool process.



things as scenario working or directly for designing prod-
ucts or an entire product group.

In practice, the FF Tool can be a table with space re-
served for each factor and variable. The table is filled in from
left to right. Terms, sentences or pictures may be used to fill
in the table. The perspective of each factor proceeds via the
variables and along its own row across the diagram to define
the present, and again from there to visualise the future sce-
nario. Therefore, the completed table shows the future sce-
nario as determined from the perspective of each factor. This
information can still be further adapted to a more general
form.

Research Data and Analysis Used in the FF Tool

The FF Tool has been designed to be relatively flexible in
terms of research data. The method uses qualitative data
during the research and development phases. In terms of
developing the method, the utilisation of quantitative data
has not yet been applied. No obstacles to using qualitative
data have been found. The data gathered in developing the
method has been collected through focus group interviews,
and they have been processed in the manner required by
academic/ scientific research. Data suitable for being applied
to the method at this stage are interview, observation and vi-
sual data and various written documents (e.g. company an-
nual reports). Besides interviews and research, a designer’s
or company’s tacit knowledge, a corporate strategy or even
pictures can be used as data. The FF Tool modifies the data
into an easily understandable format. Thus, the tool also as-
sists with improving the transparency of design. It is easy for
the product development group to communicate throughout
the entire design process and also to return to stages of de-
sign later on. The completed tables should be saved as they



themselves function as data in future processes. When well
archived, the tables combine to form a considerable amount
of data interlinked with the relevant context, corporate strat-
egy and forecast of the future.

In the method, analysis is performed utilising written
text and pictorial information. There are two stages of analy-
sis: the present and the future. The analysis of the present is
performed using the factors of a context in worded or par-
tially pictorial form (Picture 1 and Picture 2). The objective in
analysing the present is to devise a clear and comprehensive
presentation of the type of everyday situation.

The illustration/analysis of the future is carried out
based on the illustration of the present. The variables in the
FF Tool’s context offer a central framework in transferring
from the present to the future. At that time, it should also be

SNOWMOBILING What other things possibly
PRESENT chonge present function?
ACTION:

OTHER ACTIONS RELATED
3 TO SNOWMOBILING
.

i W ——]

Py

waork

snowmoblle exhibition

safaris, joint rides, travelling

joyride

§ TIME OF THE TRIP
trek with snowmobiles,
day trips, round before souna

Picture 1. Result of analysis of the present, snowmobiling/operating en-
vironment.
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TS Urban human wants to go outdoors

borne in mind that the transfer takes place from conducting
research to engaging in planning/ design. The objective of
visualising the future can be an illustration of a new product
concept or a new product family, an illustration of a new/
developed leisure activity/ way of life or it may be a combi-
nation of these. The visualisation of the future can be made
in a form suitable for the maker, either written or pictorial.
An example of a scenario that combines both these means of
presentation is given in Picture 1.

sometimes. Despite human has grown
“8 away from nature and his woodcraft has
been mpaired. Usually he compensates this
by using various technical equipments. High
tech hunting squipments are impartant for
nowadays hunter. Consequently hunting
B ¢ has become more achievement centered
o Anyone can't hunt anymore. In these days.
@l hunting group is usually a group of buds.
Classical hunting club actiity gives place 1o
those groups of buds. Also forest has
become urbanized During the hunting
S6a50N IS rarely snow and autumn drags
on. Special equipments for the cold and
rainy circumstances are neaded

Picture 2. Example of visualising the future, hunting scenario.

Conclusion

In developing and applying the method, there is always the
danger of believing that it will solve problems on behalf of
the maker. The objective of methodology is to help bring
matters and perspectives to the fore as well as to generate
transparent processing. The starting point for developing
this method has been to take end-user orientation into con-
sideration. The adoption of the FF Tool method alone does
not mean the arrival of end-user orientation in a company.



End-user orientation is still the aesthetic choice of the com-
pany or actor and the FF Tool provides just one possibility to
carry out this selection.
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[ntroduction

3D stereographic denotes three dimensional (3D) images
that are constructed with two dimensional (2D) images from
slightly different view points. In general, 3D stereographic
is produced with computers. Thus the third dimension is
often denoted as depth in addition to the two previous di-
mensions denoted as width and height. Indeed the depth
vision of human is based on our natural ability to see the
world with both eyes, thus resulting two slightly different
views, which the brain combine and we sense all the three
dimensions. In Figure 1, an example of this phenomenon is
illustrated. Finally, 3D graphics is often understood to mean
images similar to photos we are familiar with. But for real,
3D stereographic is an image similar to what you actually
see with your own eyes, although, the third dimension is an
illusion created by our brain. So actually, you see the objects
floating in the air but you cannot actually touch them.



Figure 1. A wooden piggybank from two slightly different view points.

Several years ago film makers invested a lot of money
to produce stereographic movies by several viewing tech-
nologies (Lipton 2001). These movies were watched, for ex-
ample, with spectacles of different colour lenses. Thus, the
film making and viewing with analogue technology was ex-
pensive and could not bring back the money invested. But
the progress of film industry towards the aid of computer
technology has made utilising of stereographic with mov-
ies once again appealing. This progress is in general trivial
with movies containing only computer graphics but can also
be utilised with shooted movies with live actors. Today we
can buy the Shrek 3D (Copyright: DreamWorks Pictures and
Pacific Data Images) video produced by the anaglyphic tech-
nology. The producers of Shrek have added some scenes to
support the stereo effect especially.

Stereographic Technologies

Stereographic is more than hundred years old technology.
The demand for utilising stereographic is to let both of the
eyes to see the images intended for one eye only. Because if
one eye sees the images intended for both of the eyes, the
illusion is disturbed and sensing of the third dimension can



be lost resulting flat images only. The difference between the
different view ports of the images is denoted as parallax. It
determines if the objects are sensed to be front of the dis-
play that is, floating in the air, of back of the display. If the
parallax is exaggerated, the illusion can also be lost. How-
ever, there are several ways to achieve this goal to enable
stereographic. One of the earliest solutions was utilisation of
optical constructions where the images were seen through
peek holes. For example, some people are familiar with the
Viewmaster that was utilised to watch stereographic image
pairs on discs. Nowadays, it is common to use computers for
producing stereographic for product modelling and virtual
reality applications such as Lumeportti at VIT Technical Re-
search Centre of Finland.

The light is an electromagnetic wave that has polariza-
tion, and according to ray model, reflection and refraction
as aspects of propagation. In addition, the optical properties
of the material have impact on light dispersion. (Young &
Freedman 1996.) The light visible for human, that is, the vis-
ible spectrum containing all of the colours, can be illustrated
with a prism. Indeed, black is lacking of light and white light
is achieved when all of the different colours (lights), are add-
ed. This is denoted as additive colour theory that is utilized,
for example, with televisions and computer monitors. In con-
trast subtracting colour theory is utilized, for example, with
the print technology. Also some other colour theories exist
such as Goethe’s used by artists. For now on, we concentrate
on the additive colour theory because it is in practice utilised
with the computer display technology and human eye.

The human eye is capable to sense red, green and blue
light often denoted as RGB (Red Green Blue). These are
also the basic colours that can produce all the other colours
when they are mixed or added with different proportions.
Each pair of the basic colours forms a complementary colour
for the third basis colour. These complementary colours are



cyan (green plus blue), magenta (red + blue) and yellow (red
plus green) also denoted as CMY (Cyan, Magenta, Yellow).
According to the additive colour theory, any of the colours
of RGB with its complementary colour produces white light,
that is, all of the colours. When utilising the RGB/CMYK co-
lour theory an HLS colour space is normally used to view the
qualities of the colours: Hue = the actual spectral color-value,
Lightness = means the amount of white in the colour (all co-
lour components) and Saturation = the amount of black (lack
of light) in the colour. Other similar type of colour spaces are:
CIE, Munsell and GATF (Kuukkanen 1978).

Anaglyphic technology utilises one basic and the cor-
responding complementary colours for producing stereo-
graphic. Thus two images from different viewpoints are
combined to an overlaid image where one image of the ste-
reographic image pair does not contain one basic colour and
the other does not contain its complementary colour. When
the resulting image is viewed with spectacles so that the
other lens of the spectacles is the corresponding basic colour
and the other is a complementary colour, a stereographic im-
age is seen. A common choice is red for the left lens and cyan
for the right lens. In Figure 2, the piggybank shown earlier
has been constructed with anaglyph technology. In addition
the spectacles for viewing it are shown.

Figure 2. Anaglyph image of piggybank and spectacles for viewing it.



The other technologies for producing 3D stereographic
utilised the other properties of light. For example, with po-
larisation technology, a polarizing filter can be used to pass
light waves with a specific direction of polarization. Thus
two projectors with different kind of polarisation filters are
casting the images from the different view points on the
same canvas, thus, producing an overlaid image. That image
is then viewed with spectacles with correspondingly polar-
ised lenses to see the stereographic image.

Both anaglyphic and polarization stereoscopic tech-
nologies are denoted as passive stereo technologies. An ex-
ample of active stereo technology is shutter glasses. There
the two images from different viewpoints are constantly
switched and the corresponding lens of the shutter glasses is
opened and the other is closed. If this is done rapidly enough
and synchronously one eye does neither notice the shutter
lens nor see the image intended for the other eye. The term
frame denotes one image and frame rates how man images
are shown in a certain time, normally in a second (frames
per second, fps). If frame rate is high enough, the human eye
does not notice single frames but sees continual movements.
For example, the current television standard agreed in Fin-
land states that frame rate is 25 fps. With frame rate too low,
the movements can be jerky such as in some old silent films.

Another technology denoted as autostereoscopic 3D
displays takes the stereographic experience even further be-
cause one does not even have to wear any special spectacles
(Dodgson 2005). This is based on the sequence of half barrels
or grid in front of the screen that refracts so that each of the
eyes sees different pixels of the screen. A pixel is the smallest
area on the screen that can contain one colour. For example,
nowadays a usual screen resolution of a 19 inch computer
monitor is 1280 pixels width and 1024 pixels height thus ca.
1.3 million pixels (1.3 Mega pixels).



Remarks on Stereographic

All of the stereographic technologies have pros and cons. In
theory shades are not lost but in practice some attenuation
can be seen. It should also be noted that stereographic is not
the only possible way to achieve depth cues. Other visual
depth cues can be utilised to provide the relative distance
of objects in the view such as a photograph. Some example
of the monoscopic depth cues are 1) interposition, an object
is closer if it blots out other object, 2) size, similar object is
larger if it is closer than it is further, and 3) perspective, the
parallel lines converge at a single vanishing point. In addi-
tion there are depth cues based on motion and physiology.
(Sherman & Craig 2003.)

There are situations when the stereographic can not
be applied. First, some of the people are not able to see ste-
reographic images. The sight can be impaired or lost for the
other of both of the eyes. However, when the distance to the
object is great enough, the stereographic effect is lost any-
way. For people with colour blindness, the anaglyph tech-
nology can be improper. In addition, the anaglyph and shut-
ter glass technologies can cause indisposition based on the
disturbance on the images. With polarization and autoste-
reoscopic 3D displays technologies this should be avoided at
least if the parallax is not exaggerated.

From the economic point of view, the anaglyph tech-
nology is by far the most inexpensive. All you need to see
the depth illusion is a pair of red/cyan spectacles worth of
not more than ~30 cents. No expensive investments will be
needed because any single display device, such as televi-
sion, computer monitor, projectors, head mounted display,
hand-based display such as mobile phone or handheld etc.
can be utilised. Instead, for the polarization technology two
projectors and a canvas are demanded that increase costs al-
though the spectacles are quite cheap. For the shutter glass



technology it is demanded that the display device can switch
images with high enough frame rates also the spectacles are
expensive than with anaglyph or polarisation technology.
Finally, for the autostereoscopic 3D display exactly that dis-
play is needed, and it still is a developing technology. For
large audiences the canvas is perhaps a suitable choice. But,
for more than one user with the same display the view port
is applicable for a certain user only. This does not make a dif-
ference in general but as a solution different users could use
their own displays that are networked together for a com-
mon experience.

Research on Anaglyphic Technology

During the StereoGames project VIT Technical Research
Centre of Finland is developing a stereo viewing plug-in to
3D game applications denoted as StereoGames technology.
The idea of the StereoGames is to easily achieve the most
compatible stereo viewing software for the games. In web
applications the stereo viewing focuses only to the window
where the 3D game is running and leaves the rest of the
screen untouched. This means full readability of the rest of
the page, or even the text inside the 3D screen. This will be
useful in several type of games where game status will be
visible during the game or when viewing the game result.
The prototyping has produced interesting and encouraging
result. The plug-in is in test use at the moment and can view
a couple of different type of 3D games in stereo mode with-
out any touch of the original game code.

Even though Finland has been in speeches and news
paper articles the land of advanced technology, the first li-
cense has been sold to Mobile Solutions Ltd. in Italy with the
VTT Technical Research Centre of Finland table tennis mo-
bile-phone game. Finnish enterprises are very slow or late



adapters of new technology and by no means want to pay
anything about the research and development today.

Conclusion

The analogue TV set is not the best possible screen. Thus,
stereographic technology is on its best on digital screens
where the colour palette is deep and the picture stays sharp.
As well the most reasonable is to produce the stereo illusion
on demand and not as any separate product which will raise
production expenses. With StereoGames technology this
leads stereographic technology directly to the general pur-
pose computers such as PC, Macintosh etc. and other digital
games in game consoles, mobile phones, possibly in near fu-
ture as well to digital televisions and high density television
(HDTV).

When thinking forward, this technology is easy to
adopt in different type of game and other applications on
the field of entertainment or even in business. VIT Technical
Research Centre of Finland has described the vision about
the future of this technology as well. We call this by the name
“Mono3DStereo” technology concept. This term wraps sev-
eral types of applications where 2D picture taken by one
camera can be converted up to stereo illusion by software de-
signed for this special task. Services can be produced as web
services or as local service in your own mobile phone, home
PC or by any other terminal equipment with some process-
ing power where this software has been installed. Finally, 3D
cartoons need just double rendering and pre-filtering to pro-
duce the anaglyphic stereo illusion. For the normal viewing
and stereo viewing there has to be rendered one extra ver-
sion, which will take some extra rendering time, anything
more.
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The 5th Articles on Experiences collection invites you!

We are pleased to invite you to contribute and submit your scientific-writ-
ten, academic paper or article.

The aim of the collection is to deepen and widen the discussion on experi-
ence economy or experience industry. The AoE5 will focus on Arts & Expe-
rience. Especially the following themes are considered:

- The Fusion of Culture and Business

- Different Forms of Arts Co-creating Experiences (e.g. visual arts, performing
arts, film, music, cultural events etc.)

- Intellectual Property Rights in Cultural Production

- Authenticity and Representation

All articles are asked to discuss meaningful experiences or experience co-
creation/ production.

Would you like to take part?

We wish to be informed about your participation no later than September
8 2006.

Deadline for the submission of abstracts (1-2 A4 sheet) is September 22"
2006.

Deadline for the submission of the final articles is October 31 2006. The
preferable length of the article is 5-15 A4 sheet (should not exceed 60 000
characters). Articles must be written in English and sent by e-mail. Further
instructions concerning the articles will be delivered later. The writers will
not be rewarded by money. Please, see our website, www.elamystuotanto.
org for further information.
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