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This thesis posits that gaming experiences can provide
new and different opportunities for meaning making,
interactive learning, and deeper emotional engagement.
Using game theory principles, the behavior of current
traditional art museum audiences can be shifted from
passive observers to actively engaged participants.
Using research and three case studies this thesis asserts
that using games as an access point can engage broader
and more diverse audiences with historical art. The
process of the development, design, and evaluation

of a prototype game title, Retold: A Collaborative
Storytelling Game, is outlined with initial findings, and
recommendations for future research. Over half of all
Americans play video games, so does the meeting point
between the art museum and its visitors lie with gaming
experiences centered around art?
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Introduction

Gaming experiences can provide new and different
opportunities for meaning making, interactive learning,
and deeper emotional engagement. This thesis posits
that these interactive experiences could build new
access and deeper meaning for current audiences to
traditional art museums, and shift their behavior from
passive observers to active participants. This study
defines and identifies data from a literature and visitor
research reports to inform the prototype, and analysis of
case studies. While also exploring, and analyzing game
theory and development methods to understand how
they can be applied to the design of gaming experiences
in art museums.

Art museums are uniquely positioned to share the
treasures and wonders of world histories and stories
with the public. Art has extraordinary cultural value, and
therefore should be physically and mentally accessible
to a diverse audience. Viewing art can have restorative
effects, and can alter perceptions of our shared reality.
(Bond, Packer 2010) It can transport the viewer to
another moment in time and it can elicit emotions in a
viewer they might not have otherwise felt. (Kaplan 1993)
Art has the power to improve our health and wellbeing
and now more than ever we need places of sanctuary,
and more ways to relieve the stresses of everyday life.
(Phillips 2015)

Yet the ability to engage with art and derive meaning
from it isn't always a skill that museum visitors



intrinsically possess. The Dallas Museum of Art identified
a type of art museum visitor they called the Tentative
Observer, that while interested in art, is uncomfortable
engaging with art and doesn’t feel emotionally affected
by art. (Randi 2008) Sometimes looking at art and
understanding it can be an intimidating activity. It is
possible that some visitors just simply aren’t interested in
art. Yet for the visitors that could be interested, perhaps
there are other ways that might help them engage with
art. Are there ways to provide access to engage with
artwork without necessarily telling visitors what or why
they should think a certain way?

While traditional forms of interpretation for historical
art, such as text panels and audio tours have immense
scholarly value, the majority are passive forms of
interpretation, which may not necessarily be accessible
for every kind of learning style or helpful for finding
personal meaning. Art museums are the perfect place
for those who learn visually, or by reading, because they
are naturally intrigued by the objects and information
around them. Kinesthetic learners understand the world
around them by doing, touching, and playing. (Fleming
1992) We all know that visitors can’t touch the art, so
are there possibilities for increased interactivity in art
museums? Are there ways that engaging with art could
be less stressful for those who might not gain access
through academic or passive learning?
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“Games are the most ancient and time-honored vehicle for
education.” - Chris Crawford, 1982

Games have always played an important role in the
human development and are inherently interactive.
(Crawford 1982) People play games to escape in fantasy,
as an expression of self, or to socialize with friends

and loved ones. As a player makes choices, learns new
information, and acts, the game or an opposing player
reacts consequently. This loop can take many forms and
be filled with endless content, and the good ones can
prove to be continually entertaining and enriching.

Is it possible to help facilitate new experiences with

art to promote visitor engagement? Are there ways

to inspire visitors to feel safe enough to control their
own experiences with art, so that they might be
motivated to learn more, create art, or visit again? By
integrating educational and gaming theories with visitor
engagement practices, this study explores and analyzes
methods of planning and designing gaming experiences
in art museums for greater access to art through
behavior modification.
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Game

“A game is a rule-based formal system with a variable and quantifiable
outcome, where different outcomes are assigned different values, the player
exerts effort in order to influence the outcome, the player feels attached

to the outcome, and the consequences of the activity are optional and
negotiable.” (Juul 2003)

Meaning Making

Learning activities in which people are “actively engaged in making sense of
the situation - the frame, objects, relationships — drawing on their history of
similar situations and on available cultural resources. It also emphasizes the
fact that learning involves identities and emotions.” (Seel 2012)

Interactive Learning

The kind of learning that develops as a person plays a video game, or is
immersed in a highly reactive environment. While the person is actively
engaged in an activity, the difference between interactive and active is the
responsiveness of the activity to the actions of the person involved.

Tentative Observer

Art museum visitors that are less comfortable explaining the meaning of art,
and are less emotionally affected by art. Yet they are the most receptive to
receiving interpretive materials about art, and learning the story behind a

work of art. (Randi 2008)

15
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Stephen E. Weil's work in A Cabinet of Curiosities:
Inquiries into Museums and their Prospects explores a
brief history of American art museums, how they have
changed, and continue to change. Throughout history
the main mission and purpose of the art museum

was to educate the public and preserve art for future
generations. During the 19th century, the paradigm
was that artists were special, privileged, and elevated
beings and art was perceived as inherently spiritual.
The art museum was a temple; a place for people to
visit in order to elevate themselves to a higher level of
consciousness. In the 20th century people began to
question the purpose and relevance of the art museum.
Does the art museum do what it strives to do?

“Can the art museum - as a concept - still be supported by

the interlocking premises that some works of art may be
distinguished from other for their superior artistic quality, that
the museum has the expertise to identify, as well as the duty to
collect and/or display, these higher quality works of art, and
that such a display simply, in and by itself, may constitute a
public good?” - Stephen E. Weil, 1995



In response to these questions and critiques, Weil
provides several possible ways to reconceive the art
museum. It is worth noting that this essay is from
1995, and his suggestions have become somewhat
commonplace throughout contemporary museum
practices. He suggests that the art museum:

+ Serve as a site for open discourse

+ Experience should not solely focus on aesthetic value
+ Should display works of art beyond what has already
been received as “successful” by the art world at-large,
like children’s art .

+ Should be transparent about the origins of the
information they share.

In 1999, Jay Rounds wrote in his article, Meaning
Making: A New Paradigm for Museum Exhibits, about
the paradigm shift of visitor experience from acquiring
knowledge to the act of constructing meaning. For
much of the 20th century the educational purpose of
the museum was as a place with the facts, so that the
visitors looking to learn could passively receive the
information. This was typical of a time when education
was accepted as a passing of knowledge from one
person to another, or the agreed upon singular body
of knowledge, which was the only one of value, to be
offered in the museum. Rounds notes that this paradigm
changed in the 1960s when a new theory emerged that
people were not merely “passive receptacles waiting to
be filled with culture, but rather active agents who are



Paradigm shitts
in art museums

pursuing personal agendas.” People are more likely to
participate and engage when they play a more active
role in learning; people want to make choices about
what and how they learn. Opposed to merely consuming
and retaining information.

On a similar note, in Terry Barrett’s article, Interactive
Touring in Art Museums: Constructing Meanings and
Creating Communities of Understanding, they note

that there has been a paradigm shift in museums from
acting as the authority of information to a constructivist
position that encourages visitors to make their own
meaning based on what they see. Constructivism is

the understanding that people “construct” their own
knowledge of the world through experiencing things and
reflecting on those experiences within the context of
their previous knowledge. “Interpretation is the process
of constructing meaning. Interpretation is part of the
process of understanding.” (Barrett 2008) Barrett makes
the argument that the act of interpretation should not
be done for the visitor, but instead by or with the visitor.
Allowing for opportunities for the visitor to develop

and create their own meaning provides them with the
possibility to claim ownership over their experience.
Additionally, this approach facilitates a variety of
experiences for the visitor to explore, rather than a
single pre-formulated path.

Barrett provides some solutions for how to approach
this kind of learning. In his first example, he asks a group



of students to choose a painting and pretend that they
are someone or something depicted in the painting,
then to write about the painting from that point of view.
This inspired the students to actively make conclusions
about the narrative behind the paintings, and because
they were engaged in this kind of interpretive play,

the art works were animated with the visitors’ energy
and passion. Another activity he uses associations; the
group of visitors was asked to view an abstract painting
and each state what they saw in the painting. Next,
they stated what they think of when they see what they
notice. “When individuals interpret a work of art, they
gain understanding of the work, of the world through
the work, and perhaps a new appreciation for art, life,
and their own power of thought and feeling.” (Barrett
2008)

This participatory/meaning making paradigm can be
seen more and more frequently across the country, and
throughout multiple institutions. Museum Educator,
Mike Murawski writes about his involvement in the
2013 annual conference of the National Art Education
Association. There he facilitated a session titled, Toward
an Even More Participatory Culture in Art Museums.
Going into the conversation he started with three

main points: there is a paradigm shift happening in art
museums moving towards restructuring interpretive
planning and exhibition development to meet the
needs and expectations of their audience, everyone is
in this together working toward relevance, and finally



Paradigm shitts
in art museums

that you cannot talk about participatory practice in a
non-participatory manner. (Murawski 2013) Meaning
that during his session, if he were to simply lecture the
attendees about participatory practices, he would not
be practicing what he “preached.” By involving the
attendants in shaping the content of the session, they
were able to turn a one-sided lecture into an engaging
experience. During this session, his team asked their
audience to write down “what if” statements expressing
ways in which their institutions could implement a more
participatory practice. Reading through the “what ifs”
there are a few interesting threads: creating a community
among the museum staff and working together rather
than territorially, brainstorming and experimenting with
new ideas, and including the public in the process of
planning, interpretation, and curation.

The Denver Art Museum has been changing to include
more active engagement opportunities for its visitors.
Their 2007 report, New Angles of Interpretation, was
released after a large addition/renovation was made to
the museum'’s facilities. They saw this as an opportunity
to re-think goals for their exhibition galleries. Their

new interpretive strategy included several goals: To
help visitors create human connections with the art
displayed by providing stories about the artists as well
as information about creative processes, to engage
visitors by aiding them in developing their own personal
responses to the art work, to help visitors find their own
creativity as a means to understand the artwork, and

Did Catlin

sensationalize?

“No set of
men that ever |
associated with have
better hearts than
the Mandans.”

Catlin Cubes at Denver Art Museum,
Image courtesy of Denver Art Museum.

The cubes were a tactile interactive
designed to tell multiple perspectives
about the controversial painting, The
Cutting Scene, by George Catlin.



finally to examine pluralistic views of art by creating
interpretive materials that provide multiple perspectives
and voices. (Caruso 2007)

By restructuring the interpretive approach, the Denver
Art Museum expanded the kinds of experiences that

a visitor might have in their museum, and therefore
expand what they thought was possible in an art
museum. They found that museums visitors can create
meaning from works of art in four ways: by seeing

and visually perceiving, by reacting with associations,
thoughts, memories and feelings, by thinking about the
object in a cultural context, and by making judgements
based on all of the above. Using and understanding this
framework of how visitors engage with art can create a

multitude of various interpretive activities and strategies.

San Francisco Museum of Modern Art began to
experiment with bringing gaming experiences into their
galleries in 2012, with the opening of their exhibition
titled ArtGamelab. A curator and writer working closely
with SFMOMA, Sarah Brin, notes that “Museums around
the world are embracing games by producing game-
focused exhibitions, hosting special arcade events, and
even adding games to their permanent collections. This
would have been unheard of a few years ago, not only
because of the perceived childishness associated with
games and play, but because games are often thought
of as low-culture entertainment.” (Brin 2015)

|
-

Visitors at SFMOMA during the
ArtGamelab Exhibition in 2012.
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How can art museums create and design opportunities
for active engagement and participation? Exhibition
Developer and Visitor Experience Researcher, Regan
Forrest writes about a case study that inspired a
conversation about when interpretation is mediation
versus intrusion. In 2006, at Kelvingrove museum in
Glasgow, she saw an exhibition in which three thought
bubbles inlaid with screens were superimposed over a
painting titled, The Marriage of Convenience by William
Orchardson. Visitors were asked to input what they
thought the figures in the painting were thinking based
on their own interpretation and conclusions of the story
being told by the painting.

There was some critique that the speech bubbles were
visually intrusive, and unnecessary for interpretation.
Forrest argues that there is an implicit assumption that
historical art is inherently understandable if you just take
the time to look at it for long enough. (Forrest 2013)
For those who are either trained in visual semiotics or
have a keen understanding of art history, it may be true,
that they can take away meaning from a piece of art
simply by looking and thinking. For others, without that
background knowledge or training, they might need
more interpretation. Forrest ends her post by saying
that, “our needs as visitors are not all the same. As
exhibit planners, we need to understand, respect and
accommodate these differences.” (Forrest 2013)

Opening the museum to different kinds of experiences

[ [N
P

Interactive thought bubbles at the
Kelvingrove Museum.

Using a touch screen visitors would input
what they thought each character in the
painting might be thinking.



can reach visitors that aren’t necessarily quiet lecture
attendees, or text panel readers. Museum Educator,

Jen Oleniczak reflects on creating inclusive museum
practices and makes the point that some museum
visitors can be stumped when it comes to looking at

a work of art and understanding it. They know that it
must be important because of the perceived museum
authority on value. (Oleniczak 2013) There are a few
signs that show visitors the objects held within museums
are valuable, like the presence of uniformed guards, or
the “stamp of approval” from professionals like curators.
Because the object circulates within the network of

art, as opposed to retail, that signals that it is, in fact,
art. (Fuchs 2001) Oleniczak writes, on her blog, that
museums are our physical link to a collective history, and
each object and piece of art has stories. Those stories
can be of the artist, the process, the historical context,
or how the work was acquired, but some visitors may
only see an object. The object is inherently given value
by hanging on the wall or resting on a pedestal, but how
do we help visitors understand why it is important?

Participatory and interactive opportunities should not
intrude upon those who wish to study art quietly, this
kind of engagement isn't for everyone. Yet active and
interactive engagement doesn’t need to be disruptive,
it can be contemplative. While it is possible that some
of the thoughtfulness and contemplation associated
with passive or active learning environments is lost,
there are other skills at work. (Collins 1996) Learning



Games + Education

can be educational, and fun. There are some major
benefits to interactive learning. For instance, immediate
feedback is provided, and such activities can be
extremely motivating because of this. Participation

in a conversation between students and teachers is
interactive learning. It can help with learning how

to make decisions and synthesize data, rather than

just regurgitating previously memorized information.
(Scholastic)

Meaning-making is a form of two-way interaction in
which knowledge and/or meaning is constructed, the
learner is an active participant, and the process of
interpretation is highly individualized. Anthropologist
and Museum Practitioner, Jay Rounds posits that
“meaning” in the terms that museums currently use

it describes dictionary meaning, but this is not an
accurate representation of the kind of meaning-making
that is essential to this discussion. He writes that he is
following Viktor Frankl’s understanding that there is

a question that drives each and every human being:
“What is the meaning of my life?” Rounds goes on to
suggest that while museum visitors may be making
meaning about the explicit content of exhibitions, they
are also constructing meaning about their identity, their
place in the world, and the meaning of their own lives.
(Rounds 1999) John H. Falk posits that “identity is always
influenced, to a greater or lesser extent, by innate and
learned perceptions about the physical environment.
And that the creation of self is a never-ending process,



with no clear temporal boundaries.” (Falk 2012)

When visitors construct their own meaning from
exhibitions it can help with building relationships,
expressing their identity, experiencing objects, and
reflecting. These benefits are also some of the reasons
that people are motivated to play games. Because of
the responsiveness, and number of possible outcomes
with gaming experiences, games are an excellent
facilitator of meaning-making. Many museums already
provide interactive experiences, but while all games
are interactive, not all interactives are games. Game
Designer, Chris Crawford’s taxonomy of interactive

activities is especially helpful while parsing out this idea.

(Crawford 1982)

“A game is an artistically simplified representation of a
phenomenon.” — Chris Crawford

There are a few varying definitions of the activity we
call a game. Jesper Juul defines a game as “a rule-
based formal system with a variable and quantifiable
outcome, where different outcomes are assigned
different values, the player exerts effort to influence
the outcome, the player feels attached to the outcome,
and the consequences of the activity are optional and
negotiable.” (Juul 2003) Chris Crawford'’s definition is a
little more succinct: “A game is a closed formal system
that subjectively represents a subset of reality.” In

both definitions, the term “formal” is used in the sense

Intertainments

N\

Interactive stories  Playthings
Toys Challenges
Puzzles Conflicts

Competitions Games

Chris Crawfords taxonomy of interactive
activities.
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that the rules stated are explicit and not necessarily
loose or vague. Essentially, in order to call an activity

a game it should have a set of rules for the players

to abide by, enough choices for the player to choose
from so that gameplay isn’t boring, either positive or
negative outcomes in reaction to the player’s action, and
consequently the outcomes can take place in reality or
within the world of the game.

Puzzles are not games, but can be a component of a
game. While there is a challenge, there is no opposing
force reacting to the actions of the players, there

is no conflict. Free play with toys isn't rule based,

but rule-based systems have a tremendous power

to teach. The universe is a rule-based place, human
society is rule-based. Working within a set of rules for
exploring situations, and experiences can be can be
truly rewarding and informative. It can be intimidating
to some, especially adults, to open their mind to
imaginative play, and a set of rules or boundaries can be
comforting. Games, in a way, mimic reality more closely
because of the reactivity and responsiveness to player's
actions. Ed Rodley wrote that “the fascinating thing
about reality is not that it is, or even that it changes,
but how it changes, the intricate web work of cause and
effect by which all things are tied together.” (Rodley
2011)



“Present-day museums are beginning to recognize that games

exert a significant amount of cultural influence, based on statistics
revealing that half of all Americans play games. As a result, many
museums are supplementing the language of more traditional visual
art with video games, which employ a familiar visual language and
necessitate interactivity.” - Sarah Brin, 2015

75% of people that play video games believe that
playing video games provides mental stimulation or
education. 53% of very frequent players feel that video
games help them connect with friends, and 42% would
say that video games help them spend time with family.
The average male game player in the United States is 35
years old, and the average female player is 44 years old.
(Ipsos 2016) It's quite apparent that games play a large
role in the lives of American people.

According to the 2016 ESA report, Essential Facts

about the Computer and Video Game Industry, 63% of
households in the United States have at least one person
that plays video games 3 or more hours a week. Yet the
average museum visitor spends a mere 15 to 30 seconds
in front of a work of art. (Rosenbloom 2014) Games are
everywhere, making more and more people familiar

27



Games + Players

with them and because of this, museums can use this
familiarity to their advantage. Games are intrinsically
participatory, and provide fantastic opportunities

for connecting with other people, making personal
meaning, and engaging with new content.

When playing a game people are naturally motivated
to play and win. Mathematician and Educator, Seymour
Papert coined the concept of “hard fun.” The idea of
hard fun claims that people enjoy working through a
challenge. (Papert 2002) People play games because
they are entertaining, challenging, social and skill-
based. While games should not be so challenging that
they are impossible, what makes games enjoyable is
the challenge. Creating a challenge for a player means
providing an opportunity for that player to invest
themselves in the content and the activity at hand.

Similarly, the concept of “flow,” coined by sociologist
Mihaly Csikszentmihalyi, is a highly focused mental state
where the person involved is completely absorbed in
their current activity or experience. (Csikszentmihalyi
1990) Csikszentmihalyi notes that people become most
deeply engaged in the kinds of activities that provides
challenges, but do not overwhelm the user. In order

to reach a flow state, the activity should be balanced
between being hard enough so that the participant does
not lose interest, but easy enough for them to eventually
succeed.

Within the gaming world, this state of being is



described as being in “the magic circle.” Theorist
Johan Huizinga used this term to describe the state of
being in which players of a game suspend disbelief and
temporarily assume an alternate reality. (Huizinga 1938)
Once they are inside, traditional norms, restrictions,
and ethics of society might not apply. Players are

more likely to experiment, take risks, and consider
alternative perspectives. These highly engaged states
of consciousness open players’ minds to new learning,
perspectives, and experiences.

Games can lead to modified player behavior. (Taylor
2014) Modifying behavior, not in the sense of mind
control, but creating an opportunity for a player to
engage emotionally with content that they were
otherwise unfamiliar with. Games create the opportunity
for players to reach the flow, or magic circle state of
being. Subsequently, by exposure, they may gain new
knowledge which can potentially lead to modified
behavior. This modified behavior could take the form of
seeking more information about a subject, or thinking
differently about situations they face during their day
to day life. Therefore, it is possible to engage visitors or
non-visitors with art through gaming.

A 2008 visitor research study at the Dallas Museum
of Art identified four types of visitor engagement.
According to this study, the “Tentative Observer”
feels the least emotionally affected by art, they are
uncomfortable explaining the meaning of a work of



art to a friend, and they are the least knowledgeable
about art. This type of visitor is the least likely to be a
repeat visitor, but they found that their repeat visitors
are much more emotionally affected by art than the
first-time visitors. (Randi 2008) “Curiosity, caring, and
exploration begin with what you know now.” (Roschelle
1995) To engage diverse audiences with art, the museum
can provide an experience that engages their prior
knowledge through gaming, which may lead to deeper
emotional and intellectual connections.

“Curiosity, caring, and exploration begin with
what you know now.” - Jeremy Roschelle, 1995



Game Design

The design of a game’s mechanics is just as important
as the content. Game mechanics describe what the
players are able to do within the game, how they
proceed through gameplay, and how the rules guide
player behavior and create interactions. According to
the MDA (Mechanics, Dynamics, Aesthetics) Framework
“mechanics describe the particular components of the
game, at the level of data representations and algorithms
(...) mechanics are the various actions, behaviors, and
control mechanisms afforded to the player within a
game context”. (Hunicke 2004) Understanding how to
design a balanced, engaging game is vital to produce
an experience capable of providing an opportunity for
deeper emotional engagement.

The function, form, and purpose of a game should be

in sync. It is tempting to “gamify” a process with the
intention of engaging a larger audience, but this could
produce unfavorable results. Game Designer Danny Day
says that there is a “fundamental difference in focus
between producing a game for individual players and
trying to turn an existing process into a game in order to
bring more people to it.” (Rodley 2011) He argues that
because the intention is to keep people playing, rather
than helping people to enjoy themselves, the designer’s
efforts are misdirected. Gamifying doesn’t leave enough
room for player agency, which is a vital component in
influencing investment in gameplay.

Player agency describes the amount of control a player
has over their actions, other players, and the gaming
“environment.” There needs to be a balance between



Game Design

how much choice a player has, and the things that
they can’t control. Too many learning objectives forced
into a game or not enough freedom to explore can
equally present major issues. Just like when designing
an exhibition, players or visitors should have choices
available to them. It's important to stimulate player
motivation by giving them the authority to make
decisions.

It is just as important that a game is deep, and not
overly complex. In relation to game design, Complexity
describes the amount of knowledge that a player must
retain to play a game. Complexity is the number of
features in a game that a player needs to interact with
to play successfully. Depth is, in a sense, “bought” with
complexity. Depth is how much experiential variety a
player has access to, and how much ability they have, to
make meaningful choices. If the rules are overly complex
or too simple this can make gameplay boring or too
difficult. The goal is to provide maximum depth for
minimum complexity.

Chris Crawford writes that, “conflict arises naturally from
the interaction in a game. The player is actively pursuing
some goal. Obstacles prevent him [or her] from easily
achieving this goal.” (Crawford 1982) Successful games
also have risks and rewards and those consequences of
players’ actions can be realized within the game or within
reality. Players take risky actions in defense or offense

of the conflicts presented by the game. The conflict is
presented by an intelligent agent that is active, dynamic,
and purposefully responds to the player. This intelligent



agent can be simulated as part of the rules system, or it
could be an individual human, another team, or computer
simulated.

The win-condition of a game determines when the game
is complete, and if players win or lose. This game-ending
condition can fall into three categories: Time-limit, Race-
To-Finish, or Last-Person-Standing. A game that falls
under the category of Time-Limit, can of course be limited
by time or number of turns, but it could also be limited
to a specified number of cards or resources. During a
Race-To-Finish game, there is an objective that players
are striving to achieve, and the first to succeed, wins the
game. And finally, just as it reads a Last-Person-Standing
game is played by eliminating players, until the only one
left wins.

Much like designing and testing an interactive or a text
panel for a museum exhibition, a game designer must do
a few things to design a successful game. The measure
of success in this case is having a complete, playable,
engaging game. Research and prototyping are all vitally
important to the game design process. A clearly defined
goal will help shape the topic, and mechanics of the
game. The topic should support the educational, or
gameplay goals, and should be well researched. Research
is a fantastic way to collect ideas that can form a truly
immersive game. After identifying a topic, it is helpful

to choose a key element from that research which the
game can be built around. For example, if the game is
about historical narratives in renaissance paintings, the
key element might be storytelling. The key element is the
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main mechanic of the game that will drive how players
proceed through the game experience.

Most important of all, is prototyping, or playtesting as

it is called in the game design world. Even if you can

only playtest with yourself and others, watching other
people play your game will immediately reveal the flaws
and strengths of the design. Even better, playtesting

with game designers or people who understand games
can be extraordinarily helpful. While observing people
playtesting, it's best to not coach players through the
game, their first natural reaction is the best feedback. The
next step is to tweak, and test again. Keep fine-tuning and
polishing, until you run out of time or are satisfied with the
results.



In Summary

The paradigm in art museums is evolving to include more
participatory and inclusive practices. With this evolution,
the behaviors expected of art museums visitors should
evolve as well. Adapting gamification principles to
provide different experiences in art museums can help

to shift those expected behaviors. Provide a set of rules
and give visitors permission to act out of the ordinary.
Give them permission to play games in the art museum.
Give them permission to discover, make connections, and
collect.

There should be something for those who enjoy the
serenity that galleries offer, but also enough room

for those who want to play and explore. While not all
galleries should be filled with highly active experiences
visitors should have the choice to choose from a range
of experiences. Games provide opportunities for deeply
focused, meaningful engagement with content and with
each other. When visitors construct their own meaning
from exhibitions it can help with building relationships,
expressing their identity, experiencing objects, and
reflecting.

The game and its design should work in favor of the
content and the player. It shouldn’t be as a distraction
from the artwork, but a tool to help the visitor feel
comfortable engaging with the artwork. Gaming has
become engrained in our culture, and with so many
people familiar with games, art museums can take
advantage of that familiarity. To provide access for a more
diverse audience, art museums should find a common
ground with the audiences they are seeking to engage.
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An app designed for the Philadelphia Museum of Art,
inspired by the museums publication A is for Art Museum,
uses 300 iBeacons throughout the museum to lead

the visitor toward different pieces of art each starting
with a different letter of the alphabet. iBeacons allow
mobile applications to accept signals from beacons using
Bluetooth. When in range of the iBeacon, the mobile

app can communicate and receive data from the beacon.
Using this technology enables the navigation portion of
the A is for Art Museum app to work seamlessly.

An interactive map allows visitors to orient themselves
within the museum and find the correct gallery. Once
they have arrived at the piece they are provided with an
activity, sound clip, more information or a prompt for an
action. Designer, Ashley Scrivener noted that the app has
allowed families to use the museum in a different way, the
children seem to take charge of wayfinding with the help
of this app, and when they arrive at the artwork, it helps
to facilitate conversations among family members. The
museum also found that by highlighting a specific number
of artworks, visitors didn’t feel the pressure to see the
entire museum. Meaning that during each consecutive
visit they can discover and experience something new.

While this game is digital, it facilitates a physical
connection between the visitor and the work of art. The
mechanics are simple: choose a letter to find, follow the
path leading the user to the artwork correlated to the
letter, arrive at the gallery, search for the artwork, and
interact with the artwork. When the visitor has located
a piece of art, the app displays more information, and

Adis for Art Museum 2 . §'U~
‘ ' 0 o

Vincent van Gogh loved to paint sunflowers.
Look closely to see where he signed his name.

Van Gogh painted many paintings of sunflowers. Here
are 3 of them. Look closely to see how they are alike
and different. Which hangs here in Philadelphia? Click
on each picture to find the answer.

Screenshot of A is for Art Museum
application, courtesty of Ashley Scrivener



interpretation for the visitor. For example, when the visitor
finds themselves in front of Degas’ Little Dancer, the
game asks the children in the group to pose their adult
like the young ballerina. This app game was especially
successful in using the technology to facilitate an
experience between the user and the artwork.

The PMA found that navigational system within the game
is too “heads down.” The visitor follows a dot on the
map, and looks up occasionally, to see if they are in the
right spot. Their next round of navigational systems is

set to be auditory. This way the navigational audio can
provide context along the way, and it takes away the need
for the visitor to look at the screen as they are walking
though the galleries.

After implementing this game, the PMA found that 30%
of the visitors who use the app go to all 26 artworks
featured in the game. The average usage time for the
game is roughly 90 minutes while their standalone touch
screens have an average usage time of just 2 minutes.
(Schwartz 2017) The strength of this game lies in the
mechanic of searching and finding, which puts the visitor
in control of their experience. By giving the visitor the
control to choose, they are more motivated to interact
and engage with the artwork.



Case Study:
ArtGamelab Exhibition
at San Francisco Museum of Modern Art

ArtGamelab was an interactive exhibition at SFMOMA

in 2012, which featured crowd-sourced game prototypes
collected through an open call to artists, game designers,
experience designers, and performers. All five of the
games chosen for the exhibition were analog, and they
were able to create the entire exhibition for $14,000. The
five different games included were an Alternative Reality
Game (ARG), an online Multiplayer game, a Parlor game,
a Role-playing game (RPG), and a Word game. They had
a lot of success with this experimental exhibition, so much
so that they have continued hosting opportunities for ‘.'“2 °0 i
independent designers and artists to create games to use '
in their galleries. (Gangsei 2012)

Each game used very different mechanics, but they all
were presented simplistically. Which meant that they were
easy for visitors to learn and begin playing. For example,
the Parlor game, Dialogues in Motion, was essentially

the reverse of charades. Players would look and listen
for twelve art vocabulary words while walking through
the galleries. Each time they spotted or heard one of
the words, they would enact the corresponding physical
gesture. They would win by marking the gestures on a

scorecard, and had succeeded once they marked all of Visitor at SFMOMA during ArtGamelab,
them playing Dialogues in Motion. Image credit:

museumsandtheweb.com

The online multiplayer game was a variant of designers,
lan Kizu-Blair and Sam Lavigne's existing game called
Super Going. There were three lines of directions: Pick a
mission, or create one of your own, complete the mission
and share ono Supergoing.com. The act of completing
missions is a common game mechanic, but in the context



of an art museum it might not be as familiar. Not only
did they keep the directions simple, they also used the
online platform as a means for keeping “score.” Visitors
didn’t have to keep track of points, they simply uploaded
evidence of their completed mission.

The Alternative Reality Game, The Curious Scholarship
of Dr. Bedcannon, encouraged visitors to look closely at
the artworks to find clues that reveal the hidden “secrets”
of the collection. Played from the perspective of the
imaginary character Dr. Bedcannon, a conspiracy-theorist
curator, the player uses a map and key to navigate the
galleries. When the player completes the key, they can
collect a prize. This game inherently transports the player
into an alternative reality, which means that they are
viewing art with different intentions than if they were
simply visiting ordinarily.

This case study is especially successful in pushing the
boundaries of what is possible when experiencing art in
an art museum. As a highly interactive exhibition in an art
museum, they found museum visitors to be very engaged
with the games, and therefore the content of their
galleries. This exhibition gave visitors permission to play
and have fun in their museum. The multidisciplinary nature
of this exhibition additionally proves that professionals
outside of the art museum field can successfully
collaborate with the museums to produce exciting
exhibitions.

i The Peculiar Scholarship of Dr. Bedcant

DiSOVER THE __ UREES
XENOTERRiC %
SECRETS OF SFMOMAT A

Visitor at SFMOMA during ArtGamelab,
playing The Curious Scholarship

of Dr. Bedcannon. Image credit:
museumsandtheweb.com



Case Study:

Early California History Game
at Santa Cruz Museum of Artand History

This is a modified card game based on an existing game
called Settlers of Catan in which the players trade and
gather resources like cattle, coin, and land. The museum'’s
version strives to tell the history of early California, with
its many changes in politics, society, and economics.

The game can accommodate up to 4 players, and each
player is assigned a culture: Spanish, Native American,
American, and Mexican. The point of the game is to show
how certain legal systems, that were set in place, greatly
disadvantaged certain cultural groups. In the end, the
American player always wins further proving the point of
the game.

The game developer has used an existing game

model and set of rules suited to fit the content for the
museum. While Settlers of Catan may not be familiar to
all audiences, it does have mechanics rooted in familiar
principles such as trading goods, and owning land.
Because of this familiarity, it makes it possible for visitors
to easily sit down and begin playing with little to no time
spent learning rules. This is a very important aspect when
designing games for museums because visitors would
much rather spend their time engaged with content
than reading a rule book. While there is no data showing
the correlation between visitors playing the game, and
engaging with the exhibition, SCMAH saw an increase in
dwell time in their galleries because of the game.



Though this game might not necessarily help players find
personal meaning, it was successful in using a familiar

set of rules and mechanics. The modified set of rules and
mechanics works in support of the designer’s goal to tell
the story of early Californian social and economic issues.
Something to keep in mind for designing games about art
is to look at what games already exist, and what can be
modified to suit your goals.

Visitors at SCMAH playing the Early History
of California game. Image credit: SCMAH



Prototype

For the application portion of this study, | designed

a subjective storytelling game centered around a
collection of art. The purpose of this game is to test the
hypothesis that gaming can provide access to art in a
different way, and create a new opportunity for players
to construct their own meaning in relation to art.

The initial choice to design a subjective game was
determined by the goal to allow players to construct
their own meaning. The cards act as inspiration rather
than instruction. The cards contain images from the
Pennsylvania Academy of the Fine Arts permanent
collection, and this collection was chosen because of its
historical significance, and breadth of subject matter.
Featured on the cards are people, places, and things,
the main components of a story, with a short literal
description. The decision to keep the cards literal and
concise was meant to avoid any bias on the part of the
cards.

The prototype was tested as an analog game for several
reasons. It was much more time and cost effective

to begin with a paper prototype. Making changes
throughout the testing process was quick and easy
because the medium is much more flexible than a digital
platform. If it was decided that the game would become
digital, it could easily be adjusted to fit the chosen
platform.

During testing, an observational rubric and post-play
survey were both used. Please see Appendix A for

Retold:

A Collaborative
Storytelling Game



evaluation instruments. These instruments were used to
evaluate the language of the rules, the successes and
failures of the game mechanics, and the effectiveness of
the game as an entry point for engaging with art, and
with fellow players. The game was tested both at PAFA
and outside of the museum to have a diverse sample size
in terms of participants’ interest in art.

Over the course of testing, one question was removed
from the observational rubric: Do the players recognize
the artworks as being from PAFA's collection? This was
removed because it was an obvious feature of the game,
and didn’t reveal any informative data. It was difficult to
determine how to measure engagement, and to define
specifically what kind of engagement. Are the players
more focused on the game, or the artwork surrounding
them in the gallery? Are they hesitant to play or are
they immediately invested? After observing players, it
became clearer what to look for in terms of non-verbal
signs of engagement, for the second question on the
observational rubric. The question: Do they appear to
be engaged? was given concrete things to look for like
laughter or eye contact between players.

First iteration of prototype cards.

The set rules and procedures for the game are as
follows:

- The objective is to tell a complete story within a
set number of cards

- The number of cards is equal to or double the
number of players, depending upon the desired length
of the game.

- Each turn, retell the entire story in your own
words, draw a new story card, and continue the story.



Initial Testing

Before testing at the museum, the first groups to play
were students from the game design undergraduate
program at the University of the Arts, and a group of
friends. This first round of playtesting helped to refine
the kinds of questions to ask on surveys, and to point
out some early flaws.

The 4 players in the game design group were 21 to

33 years in age, and all male. From this session, it was
clear that the cards needed tombstone information

so that players can identify the artwork. The players
questioned whether it was necessary to repeat the story
from the beginning of each turn, but decided that it was
necessary to maintain the cohesion of the story.

The second group consisted of 6 players, all 26 to 30
years in age, with an equal mixture of male and female.
This game was played one round, with each player
drawing only one card. This session revealed that this
game could potentially become very lengthy, with each
player retelling the story in full.

What became obvious after initial testing, was that the
openness and simplicity of the rules and cards allowed
for the players to become invested in the story because
it was theirs. Additionally, players without previous
knowledge of art history easily interpreted the images in
their own way.

Second iteration of prototype cards



Testing.at PAFA

Before testing again, the cards went through a second
iteration. Tombstone information was added under the
image and description, and the cards were color coded
to distinguish people, places and things, as a design
element. On March 22nd, at the PAFA After Dark event,
while there was a large turnout, many visitors were more
interested in socializing, and most didn’t venture to the
interactive activity area.

A couple in their early sixties, one of whom was an

art conservator, played Retold and gave the following
feedback. They wrote that playing the game made them
feel “challenged” and “attentive.” The art conservator
said that the game challenged her to try “to be creative
in a different way with familiar objects.” She also noted
that she looks “at paintings more as aesthetic objects,
[so] storytelling is a fresh perspective.”

Before this testing session, an additional deck of
thematic cards was added because of the suggestion
by a previous player. On April 2nd, during regular hours
on a Sunday afternoon, two different groups sat down
to play. Both groups were between the ages of 24 and
29, and each group had a mixture of male and female
players. Both groups chose to draw a thematic card

to begin their game. The second group decided after
playing one game with a thematic card, to play a second
game without one. While they played to the same
number of cards, 6, their second game was 3 minutes
longer. It is possible their second game was longer

Visitors at PAFA playing Retold.
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because they were more comfortable after already
playing once before. Another possibility is that it was
easier to craft a story when they were not confined to a
common theme.

While observing gameplay, | was looking for non-verbal
signs that the players were engaged in the game. A few
signs included eye contact between players to show
social engagement, and signs of emotion like laughter,
or gasps in reaction to other players telling the story.



After the last round of testing, another procedure was
added to gameplay. Now during each turn, players draw
two cards from the story deck, and choose one to play.
This adds an element of choice, for the player, that was
previously missing from the game.

The first group | tested with was a handful of classmates
at University of the Arts. This group consisted of 3
players, aged 25 to 27. They wrote that the game
challenged them to think “on the spot” and to
“creatively come up with plot points.”

The second group consisted of three women aged 23 to
25, and for their first game | tested giving the players a
choice of theme card. At the beginning of their game,
they drew three theme cards, and together chose which
one to start with. While this gave the players more
freedom to craft the story they wanted, they said that it
would have been more of a challenge to use a random
theme. They decided to play a second game with a
random theme, later suggested that the game might be
better with additional bonus rounds or cards.

The final group consisted of two people aged 28 and
36, and they played their game with a random theme
card. One of the players wrote on his survey, in response
to the question: do you think this game will change the
way you look at artwork? “It’s like the ‘I bought this car,
and now | see it everywhere [feeling].’ It seems small,
but knowing the art [from the cards] is out there is really
neat.”

View of cards after gameplay.
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In response to feedback, surveys, and observations the
final set of rules are as follows:

- Choose a theme at random or freestyle your
story for more of a challenge. (It should be clear that
this happens first, and that they have a choice to use the
theme cards or not.)

- The first player will begin the story by drawing
two cards, and choosing one to start with. The last
player will end the story. (It's important for the players to
be aware of their role in crafting the story)

- Each turn, retell the entire story in your own
words. (This was separated as its own step to emphasize
that the story should be retold entirely)

- Then draw two cards, choose one to inspire your
addition to the story, and discard the other in a separate
pile.

- To win, complete your story within a certain
number of cards determined by the number of players.
[2 players: 4 cards, 3 players: 6 cards, etc.] (Win-state
hasn’t changed, but is now clearer)

- Add additional rounds for a longer, and more
challenging game! (Let’s players know that this game is
customizable to their desires)
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Key Findings

While a total of 24 people play-tested Retold, only 14
were given a formal survey. Even though 12 out of the 14
players surveyed found the game challenging, all 14 of
the players said that they would play this game again. The
two groups that decided to play a second game seemed
to feel more comfortable with the rules and procedures
after the first game. It's possible that the nervousness
mentioned by a few players was caused by the anxiety of
learning a new game. The most challenging aspects of the
game were improvising and memorizing the entire story.
A few players noted that adding another set of cards, or
additional rounds would improve the game.

o The median age of the players surveyed was 27,
with a range from 23 to 62.

. 8 of the 14 players were female.

. 6 of the 14 players’ professional background was

in art. One of the players with an art background wrote
that the game wouldn’t change the way they look at art
specifically because of their background with art.

. 11 players noted that this game could change the
way they looked at artwork, and 8 of those 11 mentioned
something about how subjective stories can be applied to
art.

. 12 of the players said that they were interested in
finding the artworks featured on the cards.



Of the 8 games played, the average gameplay time was 9
minutes, with a range from 3 to 17 minutes. Even though
players were given a choice to play without choosing a
theme card, many of them did draw one at the beginning
of their game. One group specifically wanted to play a
second round without a theme card, and it's possible that
most chose to choose a theme because they were only
playing one game. This is difficult to say for certain with-
out further testing. For spreadsheets of survey findings,
please see Appendix B.

While this game was successful in engaging this particular
audience with using storytelling as a tool for engaging
with artwork, it was not as successful in facilitating an ex-
perience directly with art objects. The subjective mechan-
ics of using the cards as inspiration for the players’ stories
is great way to help players feel creative and engaged

in a game. However, sitting around a table in a gallery is
possibly not the best way to engage visitors with artwork.
Additionally, without a more in depth study, it is impos-
sible to say how the game impacted the players’ future
perceptions of art.
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In the Future

If this game were to go through another round of testing, |
would push it to be a more active game. The main issue is that
while a card game is great for at home, it doesn’t lend itself

as well to be played in a museum. The next step for Retold,

if | were to continue testing and iterating, would be to get
players moving around the museum, and looking at artwork
while playing. Maybe the game instructions are on a single card,
handed to the visitor when they enter the museum, and the
artworks take the place of the cards. Another possibility is that
the game is adapted as an application, either available on iPads
at the museum or for download to the visitor’s personal devices.

Adapted as an app, with its current set of rules and mechanics,
this game could also potentially help to bring new visitors to
the museum. As a digital game, it could allow some of the
gameplay to be simplified. Players wouldn’t need to remember
to draw two cards and discard one during each turn because
the digital game would do it for them automatically. A digital
platform would also allow for different game modes, without
players needing to read overly complicated instructions. The
different game modes could cater to various skill levels or prior
understanding of this game. Additionally, there could be a way
for players to record and share their stories through this digital
platform.

Going beyond a single art museum, there is potential for this
game to evolve into a national or global card collecting game.
As a smartphone app, it could have features that would unlock
when the user visits different museums. For example, when the
user downloads the app, there is starter deck of story cards



that they begin with. Each time the user visits a participating
museum, it would unlock a new pack of cards that could be
“shuffled” into their deck. This app could also have features
that were only available to play while in a participating museum.
Therefore, giving the user a reason to revisit the museum
multiple times.

In whatever final form the game takes, there are a few possible
ways to evaluate its success. If it is a card game, are people
playing it at the museum? Do they use the information on the
cards to find and identify art works in the museum? If it is in a
museum gallery, do people use it? How long are they using it
for? Do people who have played the game spend more time
looking at the art, than those who don’t? Do people point out
artwork in the gallery that they see in the game? If it is an app,
how many people are downloading it? Are they coming to the
museum to use the in-museum features? How many people
have visited just to collect the museum-specific cards?

While a lot of this research and accompanying
recommendations are specific to the game, Retold, they can

be adjusted and used for the development and testing of other
games in art museums. Though what is seemingly important

to learn about how visitors engage with one game, could be
incredibly useless for another. Every game will have a different
set of goals, and therefore a different rubric for evaluation.



Conclusion

Gaming experiences in art museums can provide

new and different opportunities for meaning making,
interactive learning, deeper emotional engagement
and access to shift the behavior of current art museum
audiences. It is more important than ever during the
current state of our country, that people feel sanctuary
in art museums. Which is why historical art’s restorative
effects, power to elicit emotions, and transport the
viewer to another moment in time should be mentally
and physically accessible to everyone.

Participatory culture is the new paradigm for art
museums, and by providing different kinds of
experiences, the art museum can potentially open doors
to engagement with art for broader audiences. Over
half of all Americans play video games, so does the
meeting point between the art museum and its visitors
lie with gaming experiences centered around art? Games
provide a framework for new access to art, within which
players feel free to explore, experience and construct
new meaning. Shifting the culture of what kinds of
behaviors are expected of visitors in the museum can
increase their engagement with art, and each other.

By analyzing and synthesizing data from literature on
the art museum paradigm, meaning making, educational
theory, game design theory, and art museum and gamer
audiences this thesis makes a small yet significant
contribution to the research of interactivity in art
museums. Through the prototyping and testing of the



research application, it provides a starting point for
those interested in developing games for art museums in
the future.

While this thesis strives to cover the most relevant
research and theory of gaming, meaning making, and
the art museum paradigm, there are limitations in

its scope. The next stage of this thesis, if it were to
continue, would be visitor research into correlations
between people who play games, and people who visit
art museums. What are the similarities, and differences
between the two groups? There is much research of
the two groups separately, but none in relation to one
another.

Additionally, continuing research and testing of gaming
experiences about art in art museums. While this thesis
covers a breadth of games in art museums, it is heavily
focused on analog games. This is not because of a bias
against digital, but because the games were chosen in
support of the thesis argument. There are a plethora of
video games and digital interpretations to study related
to art, which could easily become a study. Finally, this
thesis references gaming and psychology in relation to
education and meaning making, but there is much more
research out there around the mental effects of gaming
on players.
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This is one step towards more research regarding
gaming in art museums, and possibly more research
about interaction and engagement in art museums. Art
museums should be a comfortable space for anyone,
and expanding the kinds of experiences the museum
provides can make that possible.

“If the American art museum is to survive through anything more
than habit - a poor prospect, certainly, given that even the most
ingrained of habits must ultimately weaken and fade - then those
who care for its survival may well find it necessary to work toward
its re-conception and restructuration on a largely new and different
foundation from that on which it was originally established.” -
Stephen Weil, 1995
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Observational Rubric

Player code Date __/__/

Game Time

> Do the players understand the rules as
provided?

> Do they appear to be engaged or losing
interest? (remember the story, attention focused
on player speaking, laughing, making eye contact
with other players, etc.)

> Do they recognize any of the artworks on the
cards?

> Did the players complete a story (ie, win)?




Retold: A Collaborative Storytelling Game

Code Date_ /__/

> Would you play this game again?
yes no
> How did this game make you feel?

> Did you find this game challenging?
yes no
> If yes, how did it challenge you?

> Is there anything you didn't like?

> What would make this game better?

> After playing this game, are you interested
in finding any of the artworks featured on the
cards?

yes no

> Do you think this game will change the way
you look at artwork?

yes no
> If yes, how? If no, why?

> What is your age?

> What is your gender identity?

> What is your professional background?
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Do the players

Player Code Date Time Minutes understand the rules? Do they appear to be engaged?

A 3/22/17 6:15 - 6:19 4 yes definitely
yes, but didn't retell
entire story from
B 4/2/17 1:11-1:14 3 beginning to end looking at each other, eye contact

eye contact, remembering the story, using

C 4/2/17 1:49 - 1:57 8 yes personal references of friends in the story
story about grapes having an existensial crisis
and eventually realizing they were George
Washington in a past life. They wanted to play
without a theme. They retold the story each
turn in complete, adding their own spins to
the story. They used previous (biographical)

CcC 4/2/17 2:07 - 2:18 11 second game knowledge of JFK

laughing, remembering story, story evolved,
"I'm so excited." - in anticipation of story
D 4/5/17 12:01-12:18 17 yes unfolding

laughing, one of the cards reminded them of
E 4/7/17 7:22 -7:34 12 yes the museum of american revolution

EE 4/7/17 11 Second game yes
yes, asked if it was like
F 4/7/17 9:08 - 9:16 8 improv remembering story, laughing
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Do they recognize any
of the artworks?

yes, the Quarry, and
Asked where two
Bridges was from

no

no

na

no

yes, George lIl from
Museum of American
Revolution, there is a
3D printed version of it
in one of the galleries

na

no

Do they recognize the
cards as being artworks
from PAFA?

yes

yes, but | told them so is
this a helpful question??

they were told

na

na

na

na

na

Did they use

Did they complete a a theme

story?

yes, open-ended
ending, cliffhanger

yes! Full circle

yeah

yes

yes

yes!

yes

yes

card?

na

yes, coming
of age

yes,
prejudice

no

yes, freedom

yes, fear

yes, love
yes,
alienation

notes

2 players / 4 cards

2players/ 4 cards, initially wanted to
draw all four cards at once

3 players / 6 cards, began by moving
cards from player to player, said it
made them nervous to start at first,
but was fun once they began.

3 players / 6 cards, draw two choose
one, Should they draw three theme
and choose one from them? Kept
new cards secret until they came to
them in the story.

3 players/6 cards, choose from three
theme cards, choice of two story
cards

3 players / 6 cards, wanted to try with
random theme card, still chose from
two story cards, they thought there
was too much choice also being able
to choose theme. Liked the
challenge of random theme.

Wanted choice of theme card
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Would you play this How did this game

Player Code Date game again? make you feel?
Challenged,
Al 3/22/17 yes attentive
A2 3/22/17 yes playful
B1 4/2/17 yes rush to think
B2 4/2/17 yes creative
c1 4/2/17 yes nervous, creative
I had fun. It stretched
my creativity in cool
Cc2 4/2/17 yes ways
C3 4/2/17 yes imaginative
It made me feel
happy to work with
others to weave this
D1 4/5/17 yes tale.
D2 4/5/17 yes engaged/excited
D3 4/5/17 yes goofy
E1 4/7/17 yes silly, little anxious
great, liked was
thinking/ connecting
E2 4/7/17 yes art history and Philly
F1 4/7/17 yes classy
this game made me
F2 4/7/17 yes feel creative

Did you find this game If yes, how did it

challenging? challenge you?
listening, attention to
detail, personal

yes interaction

trying to be creative
in a different way with

yes familiar objects

pressure to make a

yes story quickly

not challenging, but
no fun to improvise

before you begin it is
a bit nerve-wracking,
but then fun

It was hard to figure
out how to

yes and no

incorporate a new
card into the story,

yes but not in a bad way

social interaction

it was difficult to
remember all of the
plot points because
we kept adding them
as we went along
thinking on the spot

yes
yes

it challenged me
creatively to come up
yes with plot points
to remember what

yes people said

no na

I'had to warm up to
do improv

with 2 people it is
challenging to
remember the game
in full

yes

yes

Is there anything you
didn't like?

na

no

na

| guess not!

Not that | can think of

the cards themselves
should be made of a
sturdier paper

no!
no

nope!

having to remember
the story so far

no

na

no

What would make this
game better?

na

more specific theme/
other things to draw
from

incorporating the
image not just the
words

Maybe have one deck
with no word
prompts, just the art

maybe a point
system? But maybe
not

if the cards had a
texture on them

nothing!
alcohol

alcohol. Jk maybe
bigger cards to see
the artwork better?

booze

maybe more
additional bonus
rounds or cards

maybe quotation
cards

maybe add rounds to
make it more
challenging




Are you interested in finding
any of the works featured on
the cards?

na

yes

no

yes

yes

yes and no (like 50/50)

yes

yes

yes

yes

Do you think this game
will change the way you
look at artwork?

yes

yes

no

yes

yes

no

yes
no

yes

yes

yes

if yes, how?

thinking about how pieces
of art fit into a continuum,
story

I look at paintings more as
aesthetic objects,
storytelling is a fresh
perspective

na
I will be more aware of
famous works and
recognize them. | don't
know if | would see them
differently

It can show how first
impressions, imagination
and imposed narrative can
effect the way you view a
piece

using visual art to create a
story that wasn't there
before

na

you can apply your own
story to art!

na

maybe a little. | already
have a tendency to ascribe
silly stories to art so this
reinforces that

I'll think of funny possible
stories that I'd imagine for
artwork

perhaps looking/ finding
specific artwork for details
it's like the "I bought this
car, and now | see it
everywhere." It seems
small but knowing the art
is our there is really neat

it will make me reflect on
possible narratives of
artwork

If no, why? Age

na

na

| associate art with
thousands of
different things on a
day to day basis

na

na

na

My background
with art already
(previously
established)

na

na

na

n

)

na

na

Gender

62 male

60 female

25 female

24 male

29 female

29 male

29 male

26 female
27 male

25 female

25 female

23 female

36 male

28 female

Profession
environmental health and

safety

art conservator

starving actress
medical student
work at a university

video editor

Graphic Designer

museum designer
designer

graphic Designer
museum professional

museums/anthropology

playwright
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