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Chapter Introduction

How does enjoyment manifest in gaming encounters in particular? In laymanÕs terms, we 

play games because they are supposed to be ÕfunÕ. What does that mean? Is losing fun, 

really? Can we discuss games and their pleasures with more nuanced terms? What kind of 

moods do people seek when starting a game? 

In this chapter I will look at what establishes games as entertainment that breeds 

ÔludicÕ enjoyment with traits and means that are particular to games -- even though games  

might yield benefits and pleasures from similar antecedents as other entertainment 

products and events. The overall premise, in relation to the previous chapter , is that 

player experiences are a subset of entertainment experiences -- however , with the 

reservation that an entertainment experience is not necessarily always unambiguosly 

pleasant but rather , the enjoyment experienced might function at the level of metamoods 

as discussed in the previous chapter. Hence, underneath the agony of losing, being scared, 

or shouting in anger, the player might enjoy the gaming encounter . 

  

Reinterpreting enjoyment in gaming encounters

What has been discussed above as enjoyment has been conceptualised within the discourse 

of game design (especially computer and video game design) as forms of ÔfunÕ or various 

kinds of pleasures. Next, I will review these categorizations and consider them in relation 

to the academic theories introduced earlier .

Game designer Marc LeBlanc has defined eight forms of pleasure that games give 

birth to (Leblanc 2003, Hunicke et al 2004, see also Costikyan 2002). This is the aesthetic 

part of the ÔMDAÕ framework (Mechanics, Dynamics, Aesthetics). The different aesthetics 

are explained as follows: ÔAesthetics describes the desirable emotional responses evoked 

in the player , when she interacts with the game system.Õ (Hunicke et al 2004.) The eight 

different aesthetics are listed below:

 

! Sensation: Game as sense-pleasure 
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! Fantasy: Game as make-believe

! Narrative: Game as drama

! Challenge: Game as obstacle course

! Fellowship: Game as social framework

! Discovery: Game as uncharted territory

! Expression: Game as self-discovery

! Submission: Game as pastime

They are rather intuitive and self-explanatory , so I will not analyse them in detail, as my 

purpose is to present a synthesis of various categorizations. These includeinclude Pierre-

Alexandre GarneauÕs ÕFourteen forms of FunÕ and ÔFour Keys to More Emotion in Player 

ExperiencesÕ as introduced by Nicole Lazzaro. GarneauÕs (2001) categories are: Beauty, 

Immersion, Intellectual P roblem Solving, Competition, Social Interaction, Comedy , Thrill of  

Danger, Physical Activity , Love, Creation, Power, Discovery, Advancement and Completion, 

and Application of an Ability . (See also Rouse 2001, 2Ð8.) 

John L. Sherry (2004, 338), whose work on flow experiences was discussed earlier, 

distinguishes a set of video game uses & gratifications. I have summarized them with 

quotations below: 

! Competition: Ôto prove to other people who has the best skills and can react 

or think the fastestÕ

! Challenge: Ôto solve the puzzles to achieve goals such as getting to the next 

level or beating the gameÕ

! Social interaction: Ôto use video games to interact with friends and learn 

about the personalities of othersÕ

! Diversion: Ôthe use of games to avoid stress or responsibilities and to fill 

time, relax, escape from stress, and/or because there is nothing else to doÕ

! Fantasy: Ôto do things that they normally would not be able to do, such as 

drive race cars, play professional football, or flyÕ

! Arousal: Ôthe stimulation of emotions as a result of fast action and high 

quality graphicsÕ
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To make sense of these competing results, I have chosen to relate them to the four general  

categories of pleasure by DubŽ & Le Bel (2003) as introduced in the previous chapter . This 

division between intellectual, emotional, social, and physical pleasures is presented in the  

table below:

Four categories of pleasure (DubŽ & Le Bel 2003)

Reference Intellectual Emotional Social Physical

LeBlanc Challenge

Discovery

Fantasy

Narrative

Expression

Submission

Fellowship

Expression

Submission

Challenge

Sensation

Expression

Lazzaro Fiero

Mystery

Fear

Surprise

Fiero

Wonder

Awe

Excitement

Relief

Anger & Frustration

Boredom

Amusement

Naches

Schadenfreude

Fear

Disgust

Performance

Spectacle

Garneau Intellectual Problem 
Solving

Advancement and 
Completion

Discovery

Application of an Ability

Beauty

Immersion

Comedy

Thrill of Danger

Creation

Power

Competition

Social Interaction

Love

Physical Activity

Sherry Competition

Challenge

Diversion

Fantasy

Arousal

Social interaction Competition

Challenge
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As the above indicates, there are a number of models trying to capture and conceptualise 

the pleasurable aspects of player experiences. If we evaluate these models in light of each  

other, GarneauÕs typology is less useful than LeBlancÕs, as the former can be criticized with  

exactly the same logic as game genre definitions: how does ÕdiscoveryÕ differ from 

Õadvancement and completionÕ, for instance? What about ÕPhysical activityÕ vs. Application  

of an AbilityÕ? LeBlancÕs typology is more valid, but still I think it overlooks certain 

pleasures to be gained from games, when games are viewed in highly general fashion.

The benefit of LazzaroÕs model over, for instance, LeBlancÕs categories is that, first, 

it has empirical validation, and second, it manages to articulate especially the context-

related antecedents of enjoyment when playing games in a more nuanced and complete 

fashion. Its weakness is perhaps, in academic sense, quite ambiguous descriptions of 

emotions. Still, the benefits for game design practice is obvious, and the study does 

validate some general observations of what makes games attractive. For example, Lazzaro  

describes the attractiveness of condensed goal hierachies by stating that Ô[g]ames offer an  

effiency and order in playing that they may lack in lifeÕ  (ibid.). Thus LazzaroÕs model 

warrants closer inspection.

Design-driven keys to game enjoyment

Lazzaro defines four aspects of games that players supposedly respond differently to: 

There are four aspects of games that people respond to and each creates a different component of 

the player experience. R eactions to these aspects combine to produce different emotions such as 

Amusement in Mario Kart and Fear in Halo. All other Keys to player emotions use these product 

attributes to change how a player feels. (Lazzaro 2004.)

The four aspects, with typical antecedents, are listed below (ibid.):

! Visceral: Automatic reactions to appearance, sound and other perceptions

! Behavioral: Reactions from interacting with the product

! Cognitive: Reactions from ideas, memories, and association with the product

! Social: Interaction with other players feeds back to all layers creating more 

fun
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LazzaroÕs empirical study of players leads to a design-driven theory of four Ôkeys to more 

emotion in player experiencesÕ. I have summarised the main aspects of the keys below: 

! The Internal Experience Key: This key focuses on how aspects external to 

game, i.e. the gaming encounter , evoke emotions in players. Lazzaro uses a 

number of descriptions for the key , ranging from emotions evoked by 

cognitive expriences such as ideas, memories, learning to emotion from 

social experiences, such as trash talking, competition, and cooperation. 

! Hard fun: The Challenge and Strategy Key. This key is used to evoke 

Ôemotions from meaningful challenges, strategies, and puzzlesÕ and the 

struggle towards goals and monitoring them. This key also relates to 

LeBlancÕs notions of pleasure from masochism, i.e. Ôenjoyment of negative 

emotions: enjoying things that inspire objectionable, disgusting, or shocking 

emotionsÕ.

! Easy fun: The Immersion Key. This key centers on Ôsheer enjoyment of 

experiencing the gameÕ, i.e. privileging engagement into the gaming 

encounter rather than keeping constant check on victory conditions and goal 

progress, as Ôgame emotions of easy fun are less about the goal and more 

about the pleasure of experiencing, operating, and thinking about its 

significanceÕ. With the emphasis on immersion, this key relates also to the 

gratifications from transportation and presence, and overlaps with the social 

experience key (see below) with Ôengagement in interaction between people,  

such as talking, jostling, dancing, and eating with othersÕ.

! Other players: The Social Experience Key. As the title suggests, Ôplayers using 

this key see games as mechanism for social interactionÕ which inspires 

competition, performances, and teamwork. Lazzaro claims that Ôplaying 

games in social contexts intensifies player emotions and adds contentÕ. 

According to LazzaroÕs study, players in same room demonstrate more 

emotional displays, more energetic responses, and more types of interaction.  

Thus, emotions from performance and spectacle wll occur , as well as 

Ôemotions from modifications, group meta games, rituals, house rules, and 

secretsÕ.
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Overall, the purpose of reviewing these slightly varying categorisations is not to arrive at a  

synthesis with definitive categories. I believe it is not even possible. Rather , the 

similarities among the theories -- which there are many -- illustrate that there are 

invariant sets of different forms of enjoyment and pleasure to be gained from gaming 

encounters, and these sets can be organised into clusters, e.g., according to DubŽ & Le 

BelÕs pleasure categories (as in the table above). 

If we reflect on forms of enjoyment that are supposedly specific to gaming 

encounters in the context of entertainment experiences in general. In V orderer et alÕs 

theory of entertainment experiences, general manifestations of enjoyment, and the 

nature of their sources include (V orderer et al 2004, 394--5): 

! serenity, exhilaration - through comedy

! suspense, i.e. thrill, fear , and relief - through drama

! sensory delight or pleasure of the senses - through aesthetically appealing 

media offerings

! sense of achievement, control, and self-efficacy - through (computer) games

Even though all of these can be found to manifest in gaming encounters, it is the last 

category that seems the most particular to games. Thus we will discuss pleasure 

antecedents such as challenge, competition, effectance, transportation, cognitive 

mastery, in more detail in what follows.

Challenge and competition

John L. SherryÕs studies on flow experiences are interesting to us especially in light of his 

ludological exercise, where he proceeds from the flow theory to a particular form of 

entertainment that gives birth to enjoyment: video games. He posits the source of 

enjoyment in video games to the goals they present: ÔClearly, the appeal of video games 

results predominantly from the challenge of solving the puzzle presented in the 

game.Õ (Sherry 2004, 338.) To back his theory, Sherry also cites GrodalÕs (2000) views, 

according to which fascination of video games can be attributed to the ability of players to  
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control the game in terms of outcomes, the speed at which the game progresses, and 

mastery of the game or mastery over other players. 

According to this line of thought, video games are tools for emotional control, i.e. 

desired arousal levels can be maintained through playing (Sherry 2004, 338-9). These views 

are in line with V orderer et al (2004, 400), who argue that, in the context of interactive 

entertainment such as games, Ôthe wish to be challenged [É] to compete with others [É] 

or even with oneÕs own previous achievements (i.e., score) is probably the single most 

important motive for interactively entertaining oneself Õ. 

Effectance

Within competition, and struggling with the challenges it presents (as defined by goals in 

the ruleset and emobodied into game elements), there exits a source of enjoyment in 

itself. Enjoyment might also result from an act of perceiving that oneÕ s actions have effect  

on the surroundings, and this might even be trivially simple, e.g. drawing in sand with a 

wooden stick, or bouncing a ball, or being able to move a character in a video game. 

Effectance is a concept from social theories of cognition that can be used to explain this 

phenomenon.

It has attracted few applications for the study of games, and the concept has its 

problems (see Bandura 200x, xxx--xxx). However, in his study of the enjoyment of digital 

games, Christopher Klimmt borrows the concept and discusses it as the experience of 

having attained impact on the surrounding environment. As suitably descriptive as the 

concept might be, the argumentation suffers from the fact that Klimmt does not directly 

mention goals, i.e. how playing games is a goal-directed activity , and thus any kind of 

effectance there emerges, it is both motivated by goals and evaluated in terms of goals, 

as we have gathered in chapters 5 & 6. Moreover, the monitoring process related to goals 

is essentially a process where the individual monitors whether there is effectance or not, 

particularly in relation to goals.

Klimmt does refer to events such as resolutions, and the experiences of suspense and 

relief associated with them, but still, the unequivocal concept of a goal does not enter the  

argument. (Klimmt 2003, 250Ð1.) Even though Klimmt makes many relevant observations 

about the motivating factors present in digital games, the problem in my interpretation is 

that without considering them in light of goals in games they might just as well be 
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expanded to describe pleasurable activities in the use of any kind of interactive media 

products (chat rooms and channels, software toys, etc.). Thus the arguments would not be 

particular to games, even though Klimmt studies them as such. In other words, his 

discussion of effectance can be seen as one focusing on digital media entertainment in 

general -- something that the other theorists discussed also touch upon.

In any case, Klimmt distinguishes the experience of effectance, cyclic feelings of 

suspense and relief, and the fascination of a temporary escape to alternative reality as key  

dimensions which explain the enjoyment of digital games. These do not contradict those 

that have already been observed here. 

Klimmt also proposes a three-level structure of the playing process, where general 

playing activity is divided into episodes with input/output loops. W ithin the episodes there  

exists 1) possibilities to act, 2) necessity to act, and 3) action enacted and 4) its result, 

which circuits back to another episode. (Klimmt 2003, 251Ð2.) Even though I accept the 

basic principles of the model, it is too abstract for the purposes of detailed study of 

games, and thus I will propose an alternate model and method later .

Presence

We have touched upon the concept of presence earlier , but let us now briefly analyse how 

it has been conceptualised: Lee Kim Min (2004) has reviewed previous conceptualisations 

of presence. Based on them, Min arrives at a tentative definition according to which 

presence is defined as psychological state in which the virtuality of experience is 

unnoticed (ibid., 32). 

However, Min goes on to explicate that there are two ways of an experience 

becoming virtual (ibid. 34--5), and he proceeds to redefine presence. The definition  (ibid.  

37) goes: a psychological state in which virtual (para-authentic or artificial) objects are 

experienced as actual objects in either sensory or nonsensory ways. Min constructs a 

typology of human experience for the study of presence. It is based on a three-fold 

distinction: R eal experience/V irtual experience/Hallucination (ibid., 38).

Now we can roughly say that digital games support the sense of presence induced by 

virtual experiences, and games taking place in other circumstances relate to real 

experiences. Still, the latter also afford a sense of presence, through pretending and the 

Possible World Box, if nothing else. Therefore categories of presence relevant for applied 
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ludology could be based on the cognitive/psychomotor abilities that support sense of 

presence. This kind of model would  helpt to conceptualise the presence that non-virtual 

games afford.

Ludic tr ansportation

Considering the cognitive phenomena outlined earlier , e.g., pretense and presence, there 

should be no doubt that, in gaming encounters, there exists manifestations of enjoyment 

through transportation. 

Green & al discuss the benefits of transportation that individuals interpret as 

enjoyment. Let us interpret these for the contexts of games. First, Green & al observe 

enjoyment through escaping the self: ÔEntering a narrative world may be a release from 

the stress of personal concerns, problems, and contexts that elicit social anxiety .Õ (Green 

et al 2004, 317.) They elaborate this aspect with the notion that the mentioned release 

functions in diverting attention from self and its concerns, so that a longing for ideal self 

does not overwhelm an individualÕs thoughts, i.e. Ôenjoyment may simply be the reduction 

of a negative state of self-focusÕ (ibid., 320). 

There is no need to doubt that enjoyment through escaping the self manifests in 

gaming encounters. However, with games, self-focused attention can be seen to remain, 

especially through failure, misfortune or the like. K illing time, in search of other attention  

than self-focus, might function as a situational motivator to begin a game, but failure in 

the game itself may lead to rumination (see chapter 6 on rumination in relation to goals). 

Thus, self-focus might actually increase, i.e. the mental activity that playing was supposed  

to decrease results in opposite development - and this might lead to a ÔreplayÕ, i.e. 

another try , where the player will once again divert self-focus and rumination. 

The second benefit of transportation, according to Green & al (ibid. 317--8), is 

enjoyment through transformation: This transformation is such that it creates openness in 

the individual for new information. W ith games, this would entail openness to learning 

rules, i.e. openness to cross the boundary of the magic circle in the first place and 

participate in the gaming encounter . 

Transformation also concerns the character-of-self, or generally the readiness to 

assume a fictional role in the game: ÔTransportation can open the doors to exploring and 

experimenting with other possible selves.Õ(ibid. 318). Green & al elaborate: 
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A media viewer doesnÕt have to take the risk of changing jobs, spouses, or locales to experience such 

alternative life choices through the lives of the characters who inhabit the worlds to which he or she 

is transported. Self-expansion is typically associated with positive affect, and in the media context, 

this positive affect may translate to enjoyment. (Ibid.)

Experiencing alternative life choices through their embodiments into game elements, 

taking choices in player role -- these both account for typical phenomena and behaviour 

within gaming encounters, but there is also the aspect of enjoyment through learning, 

which Green & al discuss as a specific instance of transformation: Ôtransformation of the 

individualÕs knowledge base that can help create resources for the futureÕ  (ibid.).

It is important to understand that the fundamental, pretense-inducing transformation  

takes place through transportation to goal hierachies, i.e. through ludic transportation 

abstract and ephemereal life-goals are temporally substituted with game-goals of more 

concrete nature. If game-goals become life-goals, the player is either professional,  or S/

he is suffering from pathological behaviour (addiction), or losing sense of reality , i.e. 

failing to perceive the transportation process. 

Finally, there is enjoyment through connection with characters: ÔTransportation into 

a narrative world may be a prerequisite for identification with fictional charactersÕ  (ibid 

318). Here we return, once again, to psycho-ludological principles: Transportation into a 

game system would posit a prerequisite for identification with game goals, which are 

possibly assigned to a character-of-self (or selves). According to Green & al, identifying 

with a character Ômeans seeing the characterÕs perspective as oneÕs own, to share his or 

her existenceÕ (ibid. 319). Other than characters, in game systems, we also need to 

acknowledge necessary identification with game elements (as goals embodied into them), 

especially those that are attributed to self (e.g., in oneÕ s possession). There is also the 

necessary willingness to accept the rules of the system and thus its behaviour , and the 

possible consequences it yields (rewards, punishments, and other valorizations of player 

actions). 

Green & al go on to conclude that Ô[e]njoyment also arises from satisfaction of a 

basic need for connections between self and other Õ (ibid. 320) - and it is game elements, 

and their attributes defining possession and control, that fulfill this function between self 

and other (other players and/or game system).

To conclude with the discussion of ludic transportation, let us ponder how Green & al 

consider the relation of a transportation experience to emotions:
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[T]he enjoyment of a transportation experience [É] does not necessarily lie in the valence of the 

emotions evoked by a narrative, but in the process of temporarily leaving oneÕ s reality behind and 

emerging from the experience somehow different from the person one was before entering the milieu  

of the narrative. (Green et al 2004, 315.)

In light of games, the most interesting aspect is the exploration of different behaviours 

and characters, e.g., that Ôstories enable recipients to identify with and mingle with risk 

takersÕ (ibid. 316). Following this logic, games embody explorations in risk taking - where 

the consequences regarding the contexts of game systems are always apparent 

beforehand, or optional (cf. Juul 200x).

Yet because transportation to narrative rather than game worlds lacks certain forms 

of concrete agency, such as physical activity ,  measuring the absorption induced by the 

narrative world and subsequent transportation presents a challenge to the theory (ibid. 

315). The fact that players make choices, and pursue to leave their marks in the behaviour  

of the game system, means that transportation in games is different - and thus is its 

measurability as well.

Green & al also consider Ônew mediaÕ and enjoyment through the particular kind of 

interactivity its forms enable (ibid., 322). They refer to the concept of presence - the 

disappearence of awareness of the medium and thus approach of direct experience - which  

is conceptually similar to transportation. V orderer et al (2004, 396) refer to the same 

phenomenon by defining presence as a user prequisite: Ô[W]ithout the user Õs capability and  

willingness to be present somewhere else, the occurrence of enjoyment or entertainment,  

or both, is highly unlikely , if not impossibleÕ.

In the context of the theories of game elements and player experience, this leads us 

back to the issue of agency and its importance in characterising player experiences. Based 

on the theories discussed above, it seems that it is transportation through agency in games  

that matters, but in order for the agency to become enjoyable, it has to produce 

enjoyment: the transportation has to be such that it takes place with the sense of 

concrete agency, i.e. effectance where the players are able to experience enjoyment from  

seeing causal effects of their actions influence the behaviour of the game system and 

other players.

Thus we arrive at a ludological definition of transportation, based on the premise of 

transportation theory which posited transportation as an experience of cognitive, 

emotional, and imagery involvement in a narrative: Game-related transportation is an 
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experience of cognitive, emotional, physical, and imagery involvement in the behaviour of 

a game system and the world it creates.

Pleasures of the Mind, and Body

Michael Kubovy (1999) has dealt with the concept of pleasure in a way that is very helpful 

for ludological purposes. We need to understand the nuances and variations of pleasures 

that different gaming encounters as entertainment products and events afford, and the 

four-fold categorizations of DubŽ & Le Bel (2002), or Jordan (2000), do not quite suffice, I 

argue. KubovyÕs theory provides a number of distinctions that will be useful in the next 

two chapters when we study emotion categories, their eliciting conditions, and methods 

for analysing them in instances of gaming encounters. In the context of this chapter , 

KubovyÕs thoughts help us in drawing together the different categorizations of pleasures 

and moods. 

Kubovy posits a theory of the pleasures of the mind as collections of emotions 

distributed over time, i.e. sequences of emotions. Conversely , pleasures of the body 

provide sequences of hedonic states rather than sequences of emotions, argues Kubovy 

(ibid., 2--3). According to him, pleasures of the mind differ from the experience of 

individual emotions in a number of ways, e.g: whereas emotions have communicative 

signals (cf. Oatley & JenkinsÕ theory), such as a facial expression, pleasures of the mind do  

not. Other differences especially relevant in light of gaming encounter are the following: 

Whereas emotions are quick and brief, and they can develop rapidly , pleasures of the mind  

are not quick and brief, and they are Ôrelatively extended in timeÕ. Whereas emotions are 

experienced unvoluntarily , pleasures of the mind are Ôvoluntarily sought outÕ, e.g., in the 

form of stimulus arrangements embodied into entertainment such as games. (Ibid., 5.)

 I will summarise KubovyÕs distinctions between pleasures of the mind and pleasures 

of the body into the following two subchapters:

Pleasures of the Body

Kubovy divides these into two kinds: 
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! Tonic pleasures, i.e. invogirating pleasures that are extended in time: aromas  

and sexual pleasure, for example, provide such positive hedonic states.

! Relief pleasures, i.e. relatively brief pleasures following bodily tension or 

discomfort: sneeze, orgasm, defecation, for example.

Kubovy also notes that seeing and hearing, so-called distance senses, provide pleasures of 

the body. Furthermore, they function in communication of pleasure as Ôimportant vehicles 

foro the communication of pleasureÕ, and thus they convey and trigger emotions.  An 

interesting observation by K ubovy is that Ôthe sensory vehicle of a pleasure of the mind 

does not necessarily tie the pleasure to that senseÕ (ibid., 3). For example, jokes are not 

commonly experienced as auditory pleasure, i.e. pleasure of the body based on a distance 

sense, but as a pleasure of the mind. This has consequences for game rhetoric (chapter 

13), and especially for its function as providing techniques for embodying eliciting 

conditions for emotions into game elements and game states: For instance, the materiality  

of Chess pieces, and the tactile pleasure to be gained from them, is not necessarily what 

characterizes the player experience of Chess -- in the sense that pleasures of the mind, 

which often involve many senses (ibid, 4), do. Then again, the smooth surface and specific  

size and shape of chips used (as component elements) in Casinos do afford tactile 

pleasures from flipping, piling, and rubbing them. 

Pleasures of the mind

Kubovy sees the so-called basic emotions (anger, fear, sadness, etc., see chapter X) as 

constituents of pleasures of the mind. This leads to a conjecture, according to which ÔThe 

pleasures of the mind are collections of emotions distributed over timeÕ  (ibid., 4). This 

goes in line with the generally accepted phasic nature of emotions (see chapter 5), and 

how emotions are valenced reactions towards agents, events, or objects, as Ortony , Clore 

& Collins (1990) suggest. After establishing the phasic nature of emotions, i.e. their 

temporal structure, K ubovy states:

Thus, some episodes in human life provide sequences of emotions that are pleasures of the mind, 

some that are neutral, and some that may be called displeasures of the mind. (Ibid.)
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Fittingly for our purposes, he cites a description of a football match, and how the 

audience experiences its twists and turns -- i.e. game system behaviour in our terms -- 

emotionally , and how a good game is relived in conversations after the event. 

Kubovy sees that attractive and pleasant stimuli function as constituents of a context 

for generating pleasures of the mind, yet they also Ôprovide pleasures of the distant 

sensesÕ, i.e. pleasures related to seeing and hearing. Following similar logic, moods and 

levels of arousal function as facilitators of sequences of emotions. (Ibid., 6.) Through 

adapting BerlyneÕs theories on arousal (see chapter 5), Kubovy moves on to discuss how 

emotions are generated in pleasures of the mind. He is interested in the phenomenon of 

how, e.g., a piece of music is able to repeatedly elicit emotions from its listeners, and 

how does the pleasure change through repeated listening (ibid, 10--12). The aspect of 

repetition is quite relevant in light of gaming encounters as well. K ubovy offers a solution 

through theories on enjoying music, and here it suffices to present his conclusion: 

individualsÕ tendency to Ôascribe agency, sentience and emotionalityÕ to a piece of music 

increases as the music becomes more familiar, Ôthus reinforcing our ability to construe the 

music as providing objects of emotionsÕ (ibid. 12). This is due to so-called tacit 

expectancies of the piece, which are in essence similar to our schemas of listening music, 

and the script concerning the particular piece of music, i.e. socio-psychological thought 

processes as introduced in chapter 6. Kubovy also assigns particular importance to the 

narrative interpretation of the music, i.e. its story schema. If we translate this into terms 

of ludology, playersÕ tendency to experience emotions by playing a game repeatedly is due  

to them getting familiar with its eliciting conditions, which trigger emotions, and with 

increased knowledge about game system behaviour. 

Objects of Emotions present in Pleasures of the Mind: Curiosity , Virtuosity , Nurture, 

Sociality , and Suffering

Kubovy argues that pleasures of the mind are differentiated from each other by , first, 

what he calls Ôemotional rhythmÕ, which refers to the temporal structure with which 

arousal is increased or decreased. Second factor that differentiates the pleasures is what 

Kubovy calls Ôobjects of emotionÕ. (Ibid. 13.) They essentially correspond, on a general 

level, towards what emotions as valenced reactions are focused at, i.e. what Ortony et al 

(1990) divide into consequences of events, actions of agents, and aspects of objects. 
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Kubovy (1999, 13--15) distinguishes five particular Ôcategories of objects of emotions 

that are present ot a varying degrees in most pleasures of the mindÕ  (ibid.). They are also 

relevant in the context of games:

! Curiosity: pleasures from learning something previously unknown; the 

unknown as the object of emotions

! Virtuosity: pleasures from doing somewhing well; own performance and 

ability as the object of emotions

! Nurture: pleasures from taking care of living things, e.g. child-rearing, 

gardening, nursing, or teaching

! Sociality: pleasures from belonging to a social group

! Suffering: negative pleasures of the mind from ÔmundaneÕ psychological pains 

such as shame and guilt, or from ÔexistentialÕ pains such as fears of death or 

related concerns

Let us look at these categories individually in the context of games: In games, curiosity as 

a pleasure for the players equals how the unknown is embodied into game elements, 

information in particular . It is generally accepted that humans are insatiably curious 

(ibid.), and that our curiosity can extend to the contents of our own or other Õs minds. Thus 

we return to the fundamental distinction to self and other in gaming encounters, and how 

it is configured to the behaviour and the elements of game systems. Curiosity towards 

game elements-of-others or game elements-of-system would seem to account for gamesÕ 

special ability to embody stimulus that elicits curiosity . Kubovy does mention Ôjoy of 

verificationÕ and Ôfeeling of surpriseÕ characteristic to puzzle-solving and mysteries, 

respectively (ibid.).

Pleasures of virtuosity, then again, take us back to the discussion of pretense in 

chapter 7. Basically KubovyÕs notion of virtuosity is akin to willingness to pretend, and do 

it well, in order to derive pleasure from own performance and ability , especially through 

play. The pleasure of the chase, as framed by the safety of the magic circle of pretense, 

was referred to by Nichols & Stich (2001) in chapter 7, and K ubovy uses a similar example 

as an instance of pleasure of the mind  Bernie DeKovenÕs (2002) thoughts on a Ôwell-played 
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gameÕ is essentially what virtuosity is about, and therefore it is a fundamental player 

prerequisite to enjoy a gaming encounter . 

When it comes to nurture, there are specific game genres that afford nurturing, 

especially among digital games: obviously virtual pets (T amagotchi toys, Nintendogs  etc.) 

and the social relationships and well-being of characters in The Sims, yet also player roles 

such as football managers and urban planners (the SimCity series) can be seen to afford 

the pleasures of nurturing. It would seem to be closely related to collecting, which is what  

motivates players of collectable card games, e.g.  Magic the Gathering  or PokŽmon.

Sociality is obviously a fundamental pleasure to be gained from participating in a 

gaming encounter, or from spectating one. K ubovyÕs final cetgory, suffering finds its 

mundane realizations in the paradoxical nature of player motivations, i.e. the willingness 

to play even in the face of potentially suffering loss.

Kubovy also refers to theories of humor elicitation (W yer & Collins 1992, see chapter 

11), and presents the conclusion, based also on the discussion on curiosity, that Ôwe get 

pleasure from the violation of expectations followed by a return to a stable stateÕ  (Kubovy 

1999, 12). This argument would seem to hold with gaming encounters as well -- goals and 

challenges are introduced for the players, possibly unexpectedly , and uncertainty about 

their resolution creates both hopes, fears, and suspense. Thus, the question that follows 

is: Into which game elements, or into which kinds of configurations of game states, are 

such sequences generally embodied? This we can begin to answer by distinguishing which 

emotion types which game elements privilege. It is a task that I will focus on in chapters 

10 & 11. Before that, I will consider the repercussions of the theories introduced above for  

the categorizations that were discussed in the first part of the chapter .

Forms of Fun rev isited

Following and adapting Kubovy, I propose that the Ôforms of funÕ, or pleasures, equal 

moods that emerge from sequences of emotions experienced during the gaming encounter ,  

and their residues after the game is over . Thus they can be associated with motivations to 

play; to take part in a gaming encounter in order to gain a desirable mood. Even then we 

do not yet have a very specific understanding from which types of emotions do which 

moods emerge from, i.e. which emotions function as constitutents of pleasures and 
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moods. To achieve this, we must first get familiar with typologies of emotions, which we 

will do in the next chapter . In part V and its case studies we will return to emotions as 

constituents of pleasures and moods. 

Even though we would keep with associating most pleasures and moods to be gained 

form games with positive enjoyment, i.e. fun, the notion of metamoods  explains why 

intuitively negative moods (such as 'sadism') are included in the model. The notion of 

metamoods (see Mayer & Gaschke 1988, Vorderer et al 2004, 394) was discussed in the 

previous chapter. It conceptualises the behavioural phenomenon where an individual 

experiences unpleasant emotions on an Ôobject levelÕ but actually positive enjoyment on a  

meta-emotional level. V orderer et al write:

These meta-emotions occur as individuals reflect upon their feelings and evaluations and respond 

affectively to their initial responses. [É] They do so, however, because such a metaresponse may be 

useful in achieving other goals, appropriate for a particular situation (e.g., sadness at a funeral), or 

simply functional as they are serving a specific purpose [É] (ibid.)

It would seem that the specific purpose in gaming encounters is the magic circle and the 

pretense it affords. The most significant metamoods in gaming encounters would be moods  

of anxiety and self-doubt that emerge when the challenges of the game are difficult to 

such a degree that the game imposes a struggle that, on the object level, would not seem 

enjoyable. Moreover, it is important to note that seldom does a game afford a single mood 

only, but rather , games suggest a combination of moods and metamoods, and the outcome 

and proceedings in the gaming encounter come to define whether a (meta)mood becomes 

dominant for some or all of the players. This is in line with a concept I have chosen to call 

a mood proposal, i.e. that most games afford a combination of moods, and this accounts 

for a particular Ômood proposalÕ of a particular gaming encounter . Mood proposal 

associates the mood with player motivations, i.e. as the phrase ÔI am in the mood for ÉÕ  

and mood management theory (see chapter 5) suggests, moods are managed to preferable 

directions, and gaming encounters present particular stimulus arrangements that 

potentially afford mood reversals and transitions for their players.

Player prerequisites in Gaming Encounters

To conclude this chapter , let us return to the user prequisites of an entertainment 

experience, and translate them into prerequisites for gaming encounters. The following 
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table presents a synthesis and interpretation of theories discussed in earlier chapters for 

the purposes of applied ludology:

General enter tainment prerequisites 

(Vorderer  et al 2004)

Prerequisites for  gaming encounters

Willingness & ability to suspend disbelief Willingness to accept the ruleset, 
especially goals, punishments and 

rewards, and its embodiments into game 
elements, and the subsequent behaviour of 

the game system.

Affinity and empathy with characters Affinity and empathy with goals-of-self, 
and components-of-self. Character-of-self 

as a proxy to attain goals-of-self.

Capacity & desire to relate to characters 
and personae, i.e. parasocial relationships 

to characters, hosts, etc. and interactions 
with them that create enjoyment

Capacity and desire to relate to goals; 
goals become unified with self; also 

relates to direct/mediated interaction with 
other players, i.e. social (rather than 

parasocial) relationships.

Presence, i.e. sense of being there: ‘being 
transported to the site of action, actually 

being there along with those who 
participate in the action’ (Vorderer et al 

2004, 396). 

Exercising choice & perceiving effectance 
through performing sets of cognitive and 

psychomotor abilities (vs. viewing/
emphatizing fate of characters, cf. game-

agent; character-of-self.) Desire to be 
transported according to transportation 

theory.

Interest in a specific topic, problem, or 
knowledge domain

Interest in the theme element with its 
metaphorical nature in relation to the 

game system, and the particular rhetoric 
employed in constructing the metaphor for 

the system.

Virtuosity, i.e. desire to play well 
(Kubovy 1999, 13--14, DeKoven 2002).

Besides interpreting the general entertainment prerequisites for ludological purposes, the 

comparison has produced an entertainment prerequisite that is specific to gaming 
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encounters, virtuosity -- success in a cognitive or psychomotor ability that requires skill in 

relation to goal(s) (cf. K ubovy 1999, 14).

Towards predicting and analysing player behav iour

In formulating their theory on media entertainment experiences, V orderer and his 

colleagues make a highly relevant statement in light of the theory of player experiences, 

and especially its consequences for practical analysis & design tasks:

None of these manifestations are determined solely by the media product. They all occur as 

deliberate individual response to a specific offering. They are, however, to some extent predictable, 

as they are common and often habituated responses to various media products. (V orderer et al 2004, 

394--5.) 

It is exactly this kind of premise -- and necessary reservation for individual variations -- 

that I have adopted for explaining, understanding, and predicting player behaviour through  

hypothesis & findings with the help of general psychological principles. These hypothesis 

and principles will not hardwire players to behave in an exact, falselessly predictable 

manner in a given situation. However , I argue that they lend a degree of predictability and  

systematicity to analysing such situations in gaming encounters, and/or designing such 

situations through specific configurations and embodiments of game elements through the 

ruleset. They also provide means to analyse specific situations during gaming encounters in  

the first place.   

The baseline for these kind of hypothesis has to be derived from two sources. First, 

one has to take advantage of general psychological principles on human behaviour . Second, 

one has to consider even more specifically the corresponding principles of engaging with 

entertainment products and events. 

General notions that have to do with motivation, such as player prerequisites, can be 

complemented with the perspective of cognitive and psychomotor abilities in relation to 

the tasks that game systems impose embodied into goals and game mechanics. In terms of 

emotion theory , I propose that the most important psychological principles are those which  

can be understood as eliciting conditions for emotions. They take part in determining a 

baseline for emotional intensity of an experience. As players are agents within the game 

system and the gaming encounter framing it, the eliciting conditions are closer to those of 

everyday life than those of readers and viewers of entertainment such as literature or 
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film. R eaders and viewers differ from players in the sense that they are always, to some 

extent, divorced from by the fiction and the reading or viewing position it suggests. Thus it 

can be argued that the habituated behaviour regarding game states and goals can be 

predicted with more accuracy than with media products in general. In a way , games afford  

a heightened form of psychological entertainment; a form of entertainment where human 

psyche is engaged in a way that is potentially -- dependent on the type of game -- more 

complex than with any other form within the realm of entertainment. 
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