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Abstract
Niklas Nylund argued that videogames lacked a coherent descriptive framework

required to understand their complex position as museum artifacts. He proposed a

matrix model consisting of three overlapping aspects of games display: objects, con-

text, and experience. Although a starting point for exploring the role of videogames in

museums, this required further detailed analysis. The present article extends the

matrix model by exploring the area of ‘experience’, separating this aspect of display

into three sub-categories: (a) playable experience, (b) collective experience, and

(c) situational experience. These sub-categories of experience are discussed regarding

videogame display in European museums. It is argued that this extended view of expe-

rience, rather than distracting from contextual information, is central to videogame

display. Extending this category beyond playable games enables exhibitions to use

the area of experience within a wider framework.

Keywords
videogame museums, videogame display, videogame experience, museum display,

videogame exhibitions

Introduction
This article explores the challenge of displaying videogames in museums and the rela-
tionship with the experience of videogames. Videogames have existed since the 1950s,
and are displayed in increasing numbers of exhibitions and specialist museums.
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Amongst the earliest videogames was Noughts and Crosses (Douglas, 1952), and the
first videogame museum, The Computerspielemuseum, opened in 1997 in Berlin.
Nevertheless, the position of videogames as museum artifacts remains complex,
since they are neither simply physical objects nor interactive experiences. Likewise,
the function of videogame museums varies, with different emphasis placed on material
objects, historical context, and the experience of gameplay. Research has tended to
focus on the preservation of videogames as material objects, although the ‘notion’
of videogames has been expanded to involve cultural and social aspects (Sköld,
2017). However, the display of games remains problematic and ‘riddled with questions
and ambiguities’ (Nylund, 2018, p. 10).

It has been suggested that this problem reflects the lack of a coherent framework for
describing the display of videogames or understanding game heritage (Nylund, 2018).
To address this deficiency Nylund developed the matrix model, which distinguished
between different aspects of game display. Integrating these aspects, Nylund proposed
that videogame display can be divided into three sub-areas: object (e.g., consoles),
experience (e.g., playable games), and context (e.g., socio-cultural background).
These three areas interact, and as a Venn diagram illustrated, the overlap between
object and experience corresponded to ‘original experience’, the overlap between
context and object to traditional museum displays, and the overlap between experience
and context to the use of videos of gameplay, walkthroughs, and reminiscences of
gameplay. The intersection of all three areas represented an ‘holistic museum
display’, although as Nylund notes, not all museums would wish to combine these
aspects and might focus on specific areas of display.

The matrix model is presented as a starting point for further exploration and
research of videogame display, enabling curators to be more ‘aware of the choices
they are making when displaying games and constructing game-related heritage’
(Nylund, 2018, p. 12). Nevertheless, it was recognized that the model had several
important shortcomings. In particular, finer distinctions were required within the cat-
egories of context, object, and experience, each of which could be further sub-divided.
In the original article, this process was briefly discussed regarding the area of context,
which was separated into three sub-categories: (a) context of play, (b) context of game
development, and (c) context of public reception.

The Nylund matrix model was informed by the ‘Interactive Experience Model’,
originally developed by Falk and Dierking (1992) to help understand museum
visitor experience, and later renamed the ‘Contextual Model of Learning’. The Falk
and Dierking model separated experience into (a) personal context (e.g., prior knowl-
edge), (b) social context (e.g., groups visits) and (c) physical context (e.g., museum
objects). As they acknowledge, this is not a unique idea, but is useful in describing
the complexity of the museum experience, and has been influential in helping to under-
stand visitor behavior.

The present article does not focus on visitor behavior, but rather on the display of
videogames in museums, and whether museum display requires more attention to the
area of experience. As such, it extends the matrix model by investigating the category
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of ‘experience’. It proposes that ‘experience’ may be broken down into three further
sub-categories. These are termed, (a) playable experience, (b) collective experience,
and (c) situational experience. Playable experience not only involves playing games
on original hardware, but also on emulators and modern hardware. Collective experi-
ence refers to the collaboration between different gaming participants, whilst situa-
tional experience refers to the influence of cultural factors. Each area recreates a
videogame experience that may be associated with material artifacts, memories of
playing with other people, and specific situations. For instance, a game such as
Tekken (Namco, 1994) could be experienced (a) as a playable game on original hard-
ware (playable experience), (b) as located in popular culture, such as kung fu films
(collective experience), and (c) as memories of gameplay in a specific environment,
such as an arcade (situational experience).

The concept of experience is not without controversy in videogame display, par-
ticularly the longstanding debate as to whether game experience should be ‘authen-
tic’. As Guay-Belanger (2022) noted, many gamers, collectors, and scholars, have
emphasized the importance of recreating an ‘authentic’ experience of gameplay, to
the extent of using the original hardware. However, others argue it is impossible
to reproduce authentic experience, for both practical and experiential reasons
(Nylund, 2018). For instance, playing a 1980s game does not recreate the wonder
of experiencing a new technology, which today would be considered primitive and
old-fashioned. Likewise, due to the degradation of hardware, it is often impractical
to use original consoles and controllers. A typical example is Magnavox Odyssey
(1972), which is dependent on cathode ray tube televisions to function properly.
However, even if older technology is still available, the social context of gameplay
is difficult to recreate in its original form. Clearly, playing a game in an arcade is a
different experience to playing at home (Guay-Belanger, 2022). Indeed, as Newman
(2012) pointed out, since videogames such as Donkey Kong (Nintendo R&D1,
1981) were released on several different platforms, a true ‘original experience’
does not exist.

As this suggests, ‘authentic experience’ is difficult to define and potentially confus-
ing. Guay-Belanger (2022), referring to the work of Dean (2017), distinguished
between ‘accuracy’ and ‘authenticity’, with the latter reproducing the meaning of
the videogame as opposed to simply being technologically faithful. Therefore, experi-
ence can still be authentic, in terms of capturing the essence of the game, if not truly
accurate. More straightforwardly, Nylund (2018, p. 3) characterized authentic experi-
ence, or what he termed ‘original experience’, as the overlap between object and expe-
rience. In other words, original experience corresponded to playable games using
original hardware. ‘Experience’ was defined as interaction with ‘software artifacts’,
or more simply, ‘games playable on screens.’ The present article considers this defini-
tion too limited, since it represents only one aspect of wider experience, which includes
not only playable games, but also collective and personal memories of gameplay. The
original matrix model also largely ignored the tangible and intangible components of
display. This issue was briefly discussed by Nylund in terms of the area of context,
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with ‘development documentation’ an example of tangible context, and ‘game devel-
oper interviews’ that of intangible context. However, there is little exploration of this
distinction in terms of the area of experience. Clearly, playable experience is associated
with tangible hardware, both original and otherwise, but the broader area of experience
may also reflect intangible aspects, such as collective memories.

The present article focuses on the three different aspects of experience, and how
these sub-categories impact on videogame display in European museums. Central to
this discussion is whether videogames are considered entertainment or historical arti-
facts. It has been argued by previous researchers that focusing on games as playable
experiences ignores the historical and cultural context, and risks a ‘theme park’ men-
tality (Nylund, 2018). As with other forms of popular culture, videogames reflect cul-
tural heritage and contemporary issues (Naskali, Suominen & Saarikoski, 2013). On
the other hand, this present article suggests that whilst context is important, the
essence of videogames is the experience of gameplay itself. Clearly, there are obstacles
that make this goal difficult to achieve, such as differences in skill and the complexity
of some videogames. Nevertheless, these are problems that museums should aim to
overcome, rather than prioritizing the ‘deeper meaning’ of videogames.

Playable Experience
In the original matrix model, the overall category of experience was not sub-divided,
and instead, there is a broad area representing playable experience (Nylund, 2018).
Nevertheless, Nylund is somewhat equivocal regarding the value of playable experi-
ence, suggesting that museums should not emphasize this aspect of display, and that
playable ‘original’ experience is neither the most sought after, or the most useful,
for the museum visitor. Arguing this from practical, conceptual, and cultural view-
points, he noted that the value of experience is limited, and can distract from a
‘deeper understanding’. Perhaps more importantly, he highlighted that simply
playing the game without considering the contextual information risks losing sight
of the historical and cultural background.

However, this view overstates the importance of contextual display, and ignores the
usefulness of playable games in encouraging understanding. It implies that hands-on
experience by itself lacks meaning and represents an inferior way of gaining under-
standing. But there are different types of understanding, and hands-on experience
encourages emotional engagement with exhibits, not just intellectual insight. Indeed,
some aspects of videogames are only fully appreciated by hands-on experience.
For instance, The Museum of Soviet Arcade Machines reports that their least
popular displays are the collection of later Soviet arcade machines called TIA-MC
(Ekstrema-Ukraina, 1986b). These were developed in the late 1980s and early
1990s to run a variety of platformer games, such as The Humpbacked Horse
(Ekstrema-Ukraina, 1986a). As games, these are very difficult to play and require mul-
tiple repetitions to gain the skill required to progress, a point that gameplay reinforces
more clearly than contextual information.
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Minimizing the role of interactive gameplay also places more emphasis on contex-
tual aspects of display, whereas hands-on experience may help counterbalance this
potential bias. Understanding can be distorted by contextual information, and as
such, ‘exhibitions are riddled with ideological decisions made by their curators’
(Nylund, 2018, p. 11). Whilst curators are eager to present videogames in an historical
and cultural context, their own ideological positions, and those of external stakehold-
ers, can unwittingly bias displays. As Andreas Lange, a founding director of the
Computerspielemuseum notes, there has been a growing trend towards focusing on
regional and national histories, partly due to funding requirements (Gazzard &
Therrien, 2018). For instance, The Finnish Museum of Games is dedicated to the
history of Finnish games, and The National Videogame Museum (Sheffield) highlights
the history of local game development. More specifically, it is understandable that the
simulator game, Inva-Taxi (Åkesoft, 1994), involving fun at the expense of individuals
with a speech impediment, was deemed unethical by curators at The Finnish Museum
of Games. However, this game was then presented as reflecting the overall ‘ideological
values’ of the museum (Nylund, 2018, p.11). Similar ideological decisions were made
by The National Museum of Science and Technology who hosted theGameOn 2.0 vid-
eogame exhibition in Stockholm (2013–2014). In this exhibition, the original contex-
tual information regarding the iconic Tomb Raider (Core Design, 1996) character Lara
Croft was changed by curators to conform with a ‘Swedish gender equality perspec-
tive’ (Eklund, Sjöblom & Prax, 2019, p. 450). Likewise, the V&A exhibition,
Videogames: Design/Play/Disrupt, focused on race, gender, and violence in video-
games, but was criticized for failing to engage visitors with the experience of video-
gaming (Khan, 2018). More generally, it has been proposed that videogames might
be used to promote social change across a range of global issues (Pollack &
Pierre-Louis, 2019). However, although such progressive values might be supported
by many museum visitors, they still represent ideological beliefs that curators wish
to endorse.

Regardless of contextual information, the visitor will bring their own personal expe-
rience to the interpretation of displays, and frequently this experience is described in
terms of ‘nostalgia’. It has been suggested that nostalgia is one of the central video
game experiences (Bowman & Wulf, 2023), with research indicating that nostalgia
has strong positive psychological functions and serves to promote social connected-
ness and well-being (Wulf et al., 2018). However, nostalgia is more than just shared
positive experience, but involves complex emotions, and is associated with both
happy and sad feelings (Hepper et al., 2012, p.107). Perhaps more importantly, video-
game nostalgia allows individuals to create meaning in their lives (Routledge et al.,
2012, p. 3). Contrary to popular perception, videogames can evoke a wide range of
different emotions, from the entertaining escapism of action games to those which
encourage the player to care for game characters and make complex moral decisions.
For instance, Calleja (2011, p. 135) argues that because videogames demand active
involvement and personal choice, they are more emotionally engaging than other
types of media. This sets videogames apart by allowing gameplay and storytelling
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to respond to the actions of the player. In this regard, Calleja (2011) developed a
‘Player Involvement Model’ which describes the aspects of player involvement
within six dimensions (kinesthetic, spatial, shared, narrative, affective, and Ludic),
and combinations of these dimensions are associated with increased engagement.

The founders of the Museum of Soviet Arcade Machines describe their motivation
as an attempt to recreate a sense of nostalgia, and such nostalgia for the Soviet Union
has been growing in popularity amongst Russian citizens (Balmforth, 2018). The
museum focuses on videogames produced in the Soviet Union during the 1980s,
and recreates an arcade from that period. Visitors use old Soviet currency to play
the machines, and a period vending machine and historic Soviet Moskvich car com-
plete the illusion. Whilst it may be impossible to capture original gameplay in the
Eastern Block, during the time when arcade machines were scarce and fashionable
amongst the radical young, the museum experience still conjures nostalgic thoughts
about the past. Arguably, such reconstructions create a nostalgic experience and
allows a sense of connection, regardless of whether the person remembers the
period (Nylund, 2018; Naskali, Suominen & Saarikoski, 2013). Visitors will bring
their own meaning to the exhibits, with some reflecting on the economic limitations
of communism, whilst for others it will evoke nostalgia for a period of social cohesion
and greater equality. Indeed, Mochocki (2021, pp. 8–11) suggests that this form of her-
itage is not history, but rather how we imagine the past to inform our present and future
concerns.

A similar approach, highlighting nostalgia, is found in other European videogame
museums. The Computerspielemuseum in Berlin, displays the ‘Poly-Play’ (VEB
Polytechnik, 1985), the only arcade cabinet developed in the German Democratic
Republic. This cabinet provided a physical structure for several different games,
such as Deer Hunt, Hare and Wolf, Downhill, Butterflies and Waterpipe Burst
(Telekom Electronic Beats, 2019). Whilst appearing quaint to modern Western eyes,
these videogames reflect the society in which they were developed, involving tradi-
tional hobbies, such as hunting and butterfly collecting. Others allow insight into
everyday life in the Eastern Bloc, such as Waterpipe burst, in which the player
catches water in a bucket to prevent the room from flooding. Similarly, The Finnish
Museum of Games recreates a bedroom from the 1980s, whilst visitors at The
National Videogame Museum (Netherlands) travel through time from a sixties
living room to an eighties arcade, moving through different atmospheric rooms con-
taining consoles and videogames. The Computerspielemuseum recreates an eighties
style amusement hall, with a “used look” that includes a replica pay kiosk and old
neon signs. There are also four small rooms demonstrating the use of home video
games in previous decades, including a seventies living room with an Atari VCS
2600, an eighties hobby room with a Commodore 64, a children’s room with a
Nintendo Entertainment System, and a nineties living room with a Sony PlayStation.

Videogame museums that allow access to games playable on original hardware and
‘recreate’ a period atmosphere not only enable an emotional connection with the exhib-
its but are also very popular. The Finnish Museum of Games reports that their most
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popular displays are games that are both nostalgic and playable. This includes the inter-
active TV game Hugo (Silverrock Productions, 1990), reaction time tester Nopeustesti
(Coinline, 1990), ice fishing game Propilkki (Procyon Productions, 1999), and the
mobile phone game Snake (Nokia, 1997). Likewise, the most popular game in the
Museum of Soviet Arcade Machines is Morskoi Boi (Sea Battle) (Serpukhov Radio
Engineering Plant, 1981). This was also the most popular arcade machine in the
Soviet Union, and was manufactured in large numbers. The museum notes that
many visitors are from the ex-Soviet Union, and come to play their favorite games
from childhood, such as Morskoi Boi (The Arcade Blogger, 2020). Perhaps for
similar reasons, the East-German Polyplay (VEB Polytechnik, 1985) is also very
popular at the Computerspielemuseum.

Collective Experience
Collective experience represents the second sub-category of experience, reflecting
shared culture, collective memory, and social interaction. As Newman and Simons
(2009) argue, the collective shared culture of gaming is as important as individual
gaming experience. Gamers are sometimes stereotyped as isolated loners, but an
important aspect of the gaming experience is social activity. Furthermore, it is often
the most valuable and popular feature of gameplay at exhibitions. This has not been
lost on museums, who have become aware of the importance of social interaction,
and have developed a variety of activities to cater for this demand, such as game
design workshops. As an example of this trend, The Computerspielemuseum includes
an installation incorporating fifty-two gaming milestones, each of which can be
selected with a joystick (Gazzard & Therrien, 2018). Each milestone displays game-
play footage along with an explanation of its cultural influence, aiming to foster con-
versation between gamers. The concept of the interactive display has become
increasingly fashionable over the past thirty years, partly driven by the need to
attract visitors by the promise of entertainment, but also by the appeal of increased
‘social communication’ (Heath & vom Lehn, 2009). Research regarding traditional
museums indicates that interactive or provocative exhibits were more likely to start
a conversation between participants in comparison to traditional displays (Simon,
2010, p. 161). Nevertheless, although such studies indicate that most traditional
museum visitors come in groups, there are concerns that a focus on individual game-
play in videogame museums can prevent social interaction. Indeed, visitor social
behavior regarding interactive exhibits remains relatively poorly understood and
much less researched than traditional museum visitor behavior (Heath & vom Lehn,
2009, p. 18).

Videogame exhibits point to the existence of a wider gaming culture, involving
gaming icons and shared cultural objects, such as Pac-Man (Namco, 1980;
Suominen & Ala-Luopa, 2012). Videogame museums have engaged with this
shared culture by using various types of videogame display, including artwork,
music, and movie memorabilia (Guttenbrunner, Becker & Rauber, 2010). Like
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cinema and music, games are important in creating emotional experiences and
empathy (Isbister, 2016). As such, there is an increasing cross-over between video-
games and other forms of media, such as the cinema and graphic novels.
Videogames not only generate spin-off films, but also inspire the content and visual
presentation of mainstream cinema and television. For instance, Sell (2021) compares
the film 1917 (2019) to the videogame Uncharted 2: Among Thieves (Naughty Dog,
2009), noting that both involve visual elements of a third-person action-adventure
videogame.

Shared culture points to the need for collaboration between museum professionals,
researchers, gamers, and hobbyists, to create successful exhibitions (Naskali,
Suominen & Saarikoski, 2013). If gamers are the main consumers of videogames,
then they should also have a role in creating exhibitions (Goodlander & Mansfield,
2013). Nevertheless, collaboration is mired by potential conflicts, with hobbyists
and museum professionals often inhabiting separate worlds. Researchers and profes-
sionals are seen as central in the planning of exhibitions, whilst hobbyists are
valued for technical and personal knowledge. However, many general museum profes-
sionals are unfamiliar with videogame culture, and gamers do not necessarily have
knowledge of exhibition development. For these reasons, hobbyists are considered
more likely to display videogames as playable entertainment, whilst museum profes-
sionals are more inclined to focus on contextual information. Nylund, Prax and
Sotamaa (2021) suggest that videogame exhibitions by hobbyists are based on a
limited understanding of videogames, and their exhibitions simply represent iconic
brands and playable experiences. In their desire to attract visitors it is argued that ‘non-
professional’ museums were less willing to engage with intangible heritage, such as
gaming culture, and were skewed towards ‘entertainment’, ignoring the cultural
value of videogames (Nylund, 2018).

In this respect, the GameOn 2.0 exhibition (2013–2014) was criticized for focusing
on playable games which distracted from attempts to contextualize the exhibits (Prax,
Eklund & Sjöblom, 2019). The researchers highlight three structural limitations in the
exhibitions’ attempt to display playable games: individuals without gaming skills were
excluded, many important videogames were unable to be displayed due to the diffi-
culty in gameplay, and finally the distraction of gameplay overshadowed attempts to
contextualize the cultural and historical background. The research suggested that inter-
action with exhibits often reduced social contact and collective experience, since often
only one visitor could play at a time, leaving others to watch. However, these conclu-
sions perhaps understate the value of playable games, and the degree to which visitors
socially interacted. Certainly, one of the positive benefits mentioned by the GameOn
2.0 staff was the increased inter-generational and visitor interaction with multi-player
games (Prax, Eklund & Sjöblom, 2019). Indeed, GameOn 2.0 staff noted that visitors
used games as a focus for discussion (Prax, Eklund & Sjöblom, 2019). Finally,
although this exhibition was criticized for the over-emphasis on playable games, it
was this aspect that contributed to it being The National Museum of Science and
Technology (Stockholm) most successful exhibition in terms of visitor numbers.

8 Games and Culture 0(0)



As Andreas Lange notes, it is important for videogame museums to attract a broader
audience, particularly given the wider social change generated by the digital revolution
(Gazzard & Therrien, 2018). It might also be added, that engaging a broader audience
shifts videogame museums from being enclaves of gaming culture to representing a
more collective experience. It has been suggested that museums run by hobbyists
tend to involve a narrow group of individuals (Nylund, Prax & Sotamaa, 2021).
This may be a consequence of hobbyist groups acting as cultural gatekeepers by
excluding other gaming groups. As Kirkpatrick (2012) observes, British videogame
magazines have defined gaming identity by excluding certain groups, such as older
adults, women, and casual game players. Others agree that gaming communities can
be exclusive, and these communities often demand that gamers demonstrate their
gaming ability and conform with community norms (Nielsen et al., 2008, pp. 148–149).

This exclusiveness can make collaboration difficult, and some groups may be mar-
ginalized. For example, gaming has often been considered a male preserve, even with
the rising number of female gamers. Given this viewpoint, and the bias towards mas-
culine content in games, it is unsurprising that females have felt excluded by a gender
barrier in gaming (Mäyrä & Alha, 2020). Nevertheless, differing gendered interests in
gaming needs to recognized. For instance, in a study of Norwegian adolescents,
Leonhardt and Overå (2021) found boys spent more time playing videogames,
whilst girls focused on social media. Laconi et al. (2017) also found that genders
differ in their motivation for playing videogames. This research indicated that males
preferred complicated and competitive games, such as massively multiplayer online
role-playing games (MMORPG) and action-adventure games, whilst females were
interested in games that maintained relationships, and tended to be more casual
players. Smartphone game users are also predominantly female, with smartphone
gaming increasingly popular, accounting for over half of all global games revenues
(Newzoo, 2022). There is also a close relationship between gaming and social
media, with players using social media to interact and share videogame experiences
(Bankov, 2019). However, many adolescent males view smartphone games as
‘casual gaming’ rather than ‘real gaming’ (Leonhardt & Overå, 2021). Smartphone
games are also difficult to display in museums, since they are frequently digitally
updated and rely on server connections which may no longer exist. Similar issues
are involved in attracting a wider range of age groups to videogame museums, even
though the age of gamers is increasing and visitors often attend with older
family members. Research by the Interactive Software Federation of Europe
(ISFE, 2010/2020) indicated that only six percent of gamers in Europe during 2010
were over 55 years old, whilst a decade later thirty-one percent were aged from 45
to 64 years old.

Videogame museums have been actively encouraging female and older visitors, and
investigating ways of increasing public involvement. The National Videogame
Museum (Sheffield), The National Videogame Museum (Netherlands), and The
Computerspielemuseum, have included dance and rhythm games in their collection,
such as Chunithm (Sega, 2014) and Dancing Stage (Konami, 1999). Museums also
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emphasize family friendliness, host birthday parties for children, and include video-
game areas for families. Collective experience is also promoted by activities such as
‘The Legend of the Golden Console’, a cooperative treasure hunt game devised by
The National Videogame Museum (Netherlands), in which participants solve
puzzles using a mobile phone loaned from the museum. However, although videogame
museums encourage interaction with exhibits, there is less opportunity for public par-
ticipation in developing exhibition displays. User generated content (UGC) is one pos-
sible way of involving gamers in exhibitions, and the National Videogame Museum
(Sheffield) encourages visitors to create their own videogame characters. Whilst this
is a skilled and time-consuming activity, and only appropriate for enthusiasts, it is pos-
sible that within-game creations could be displayed as part of contemporary
exhibitions.

Situational Experience
‘Situational experience’ forms the third sub-category of experience, reflecting the way
in which videogame experience is modified by the surrounding circumstances. These
circumstances include the influence of culture (e.g., gaming magazines), gaming situa-
tion (e.g., home or arcade), and gaming knowledge (e.g., skill). Indeed, the videogame
curator, Chris Melissinos, argues that an important part of gaming are the memories
surrounding playing a game, which enable the game to be located within the individ-
ual’s broader life experience (Terpstra, 2022). Therefore, a distinction needs to be
made between contextual and situational experience, with the latter reflecting personal
interaction with videogames, compared to contextual knowledge of the historical and
cultural background.

Videogames have different functions depending on the situation in which they are
displayed. In an arcade they function as entertainment, in a gallery as a work of art, in a
museum as a historical object. Playing a videogame in a museum inevitably creates a
conflict regarding these different functions, particularly between videogames as a
museum object and as entertainment. Nevertheless, it has been argued that by focusing
on games as entertainment, museums have ignored controversial issues and lost track
of the cultural aspect of videogames (Eklund et al., 2019). Playable experience has
usually been considered entertainment, rather than an artwork or historical object,
and as Nylund notes (2018, p. 3), ‘Museums have traditionally been interested in phys-
ical objects, relying on them to communicate information about cultural heritage to
museum visitors’. Likewise, Falk & Dierking (2000, p. 232) suggest that museums
are not places of entertainment and should not try to ‘out-Disney Disney’.
Nevertheless, they add that this should not eliminate fun, since educational experiences
can be enjoyable, but museums must not allow commodification to side-line expert
knowledge. As an alternative to playable experience, museums could emphasize intan-
gible aspects, such as gaming culture. Indeed, museums have used videos of gameplay,
for instance, displaying Let’s Play videos featuring individuals playing a videogame
accompanied by an ongoing commentary (Guttenbrunner, Becker & Rauber, 2010).
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However, although background material may be required to fully understand gameplay
(Newman, 2012), visitors are not necessarily interested in detailed information, such as
in-depth video interviews with developers or artists.

Clearly, the relationship between education and entertainment is complex, and
depends on the type of museum. Nevertheless, the desire for education, and the expec-
tation that museums will be educational, remains a strong part of museum visitor moti-
vation (Mason, Robinson & Coffield, 2018). Indeed, Packer and Ballantyne (2004)
argue that entertainment and education in museums complement each other, and
that education should be ‘learning for fun’. They suggest that traditional museums
need to transcend the division between entertainment and education by focusing on
the experience surrounding the display and by fully engaging the visitor. As Packer
and Ballantyne’s research indicates, visitors often do not make a clear distinction
between education and entertainment. The visitors included in this research frequently
expressed the view that education needed to be combined with entertainment, and that
engagement and choice was the most important requirement for this to be effective.
Nevertheless, the debate continues as to whether visitors are actively engaged in exhib-
its, or simply passive vessels easily distracted by entertainment to the detriment of con-
textual learning. Whilst videogames are entertainment, it is an entertainment that must
be actively engaged in, rather than passively enjoyed. As Isbister (2016, p. 2) notes, the
fundamental feature of videogames, and the one that distinguishes these from other
forms of media, is that they ‘offer players the chance to influence outcomes through
their own efforts’. This underlines the fundamental point made by Calleja (2011)
that the experience of playing a game is complex, and concepts such as ‘fun’ are
too vague to describe involvement in gameplay.

Visitors do not simply follow the intention of the curator, but bring their own per-
spectives and meaning to an exhibition (Falk & Dierking, 2000). Nevertheless, many
researchers seem ambivalent about the idea that visitors should be free to construct
their own perspective on museum displays, or indeed, are able to do so. As noted
earlier, videogame museums have been criticized as simply presenting games as an
‘enjoyable, friendly, and playful experience’ (Eklund et al., 2019, p. 458). Playable
games are condemned as simply promoting entertainment that prevents individual
reflection, and acting as distractions from professional interpretation (Swalwell,
2013). Visitors are described as almost childlike in their need for guidance, and
being easily distracted by the ‘noise and blinking screens’. From this standpoint, video-
games are almost considered a diversion from the real function of the museum display,
which is to promote a particular view. As some have argued, a well-constructed display
should be able to convey a socio-political message, regardless of the blinking screens
of playable games (Eklund et al., 2019, p. 456).

In contrast, this article suggests that the focus of displays should be the experience
of videogames rather than wider cultural or contextual issues. Videogames are primar-
ily designed as entertainment, and it would be perverse to expect visitors to ignore this
aspect. Indeed, research indicates that visitors like playing familiar games, much to the
irritation of staff, who possibly desire a more serious audience (Eklund et al., 2019,
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p. 452). Clearly, videogame museum visitors do not just want to read or look at a
display, but are interested in handling objects, participating, playing, and interacting
with videogames (Naskali et al., 2013). Visitors go to videogame museums to be enter-
tained and seeking playable experiences, and museums are aware that it is these aspects
that attract visitors.

Understandably, therefore, museums are heavily weighted in their displays towards
playable games: The National Videogame Museum (Netherlands) has at least 231
playable games, and The Museum of Soviet Arcade Machines, 328 functioning
machines. Yet there are limitations on the display of playable games in museums.
Online games, such as MMORPG, cannot be easily displayed since they require
many players to operate. There is also a distinction between Role-Playing Games
(RPG) which require substantial time to develop game characters, and ‘maze chase’
games, such as Pac-Man (Namco, 1980), which are more instantly playable.
However, the most common limitation restricting playability in museums is the expe-
rience of visitors with gameplay. Quite simply, videogames that are easier to play are
more popular than those requiring skill or familiarity with gameplay. Likewise, games
that involve a developing narrative, such as adventure games, tend to be avoided in
preference to those more immediately accessible. It will come as no surprise, that
the most popular game in The Micro Museum is The Binatone Pong Game
(Binatone, 1976), being easy to understand and attractive for mixed-age players
(Micro Museum, personal communication, 2021). Similarly, the Wroclaw Museum
chooses playable games that are easy to learn and master, and with a short loading
time (Jakub Rzepecki, personal communication, 2021). Most importantly, the
museum notes that all attempts to display more ambitious games have ended with a
lack of interest from players. The most popular games in the museum are simple
and addictive games, such as Duck Hunt (Nintendo R&D1, 1984), Pong (Atari,
1972) and Pac-Man (Namco, 1980). Less popular exhibits include the more demand-
ing game consoles, such as the Amiga, which requires experience and time to acquire
the necessary skill to enjoy the games. Interestingly, this is also true of the arcade game
Asteroids (Atari, 1979), which is less popular because of the skill required in steering
the spaceship. This last game underlines the relevance of situational factors in the expe-
rience of games, given that Asteroidswas hugely popular when it first appeared in 1979
as an arcade game. Enjoyment requires expertise, which only came with repeated
arcade visits, whilst museum time is limited and easier games more readily available.

Game experience is therefore dependent on time, as well as place. It is constrained
by the amount of time available in the museum, as well as the time period during which
the game was developed. Asteroids (Atari, 1979), for those who were not teenagers in
the 1980s, represents a historical curiosity, not a playable game. As Andreas Lange at
the Computerspielemuseum reflects, museums cannot rely on future visitors having an
emotional connection to older games and consoles (Gazzard & Therrien, 2018). This
has implications for the accessibility of museum exhibits for a mixed range of age
groups. If game museums are to develop from relying on a particular generation,
then they must appeal to a wider group.
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Discussion
This article has extended the original matrix model. It has argued that ‘experience’ is
not a single aspect of videogame display, and has proposed three sub-categories of vid-
eogame experience. This further sub-division allows more detailed exploration of vid-
eogame display in museums. The article also maintains that experience should be at the
center of videogame display, rather than secondary to cultural contextualization. This
is not to say that videogame museums should simply be ‘fun’, ‘interactive’, and ‘enter-
taining’, but that the concept of experience is more multifaceted than has been previ-
ously described. Instead of attempting to balance playable experience and contextual
information, experience should be extended beyond playable games to incorporate sit-
uational and collective aspects. Rather than viewing contextual information and expe-
rience as opposing features of display, a more nuanced view of experience would
enable these categories to be better integrated.

Although the focus on playable experience has increased visitor numbers, there is
some unease that this is pandering to entertainment, is potentially confusing, and needs
to be balanced with more contextual information (Nylund, 2018). Indeed, the popular-
ity of playable experience is partly blamed for the ‘resistance of the playable games to
contextualization’ (Prax et al., 2019). Nevertheless, the desire to contextualize can lead
to a top-down approach, in which curators are more interested in helping visitors
understand the cultural meaning of videogames, rather than encouraging personal
experience. As White and Love (2016) suggest, videogame curators may need to sur-
render their desire to regulate museum visits, and negotiate a balance between educa-
tion and visitor experience. Heath & vom Lehn (2009) reflect that the intentions of
curators are often subverted by visitors, who have their own agenda and personal inter-
ests. As they note, the curatorial viewpoint often attempts to prescribe an educational
message which disregards the expectations of the museum visitor. Although the criti-
cism of these authors is directed towards the unhelpful use of interactive displays in
general museums, the same argument can be applied to other forms of curatorial
control. For instance, whilst social interaction and cultural discussion might reflect
curatorial goals, it is not necessarily a priority for visitors. In this regard, feedback
from the exhibition GameOn 2.0 indicated fundamental differences in the expectations
of staff and visitors. On one hand, staff were keen to engage visitors in topics of ‘cul-
tural significance’, whilst on the other, visitors simply wanted to play the videogames
(Prax et al., 2019, p. 444). Tours based around themes, such as gender in gaming, had
to be abandoned since participants were more interested in gameplay. However, it is
unclear whether this reflected the distraction of gameplay or the resistance of visitors
to cultural themes that may have seemed peripheral to their interests. Perhaps tours
which incorporated issues of gameplay experience might have been more enthusiasti-
cally received.

It has been argued, that for many visitors, gameplay did not increase understanding
of videogames, but instead, complicated an already ‘opaque’ subject (Prax et al., 2019,
p. 447). This lack of prior knowledge of videogames or gaming culture made
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playability of videogames entirely irrelevant. Although these authors acknowledge that
‘we must play games in order to understand them’, and that playable games still had
value for exhibitions, their conclusion reveals an ambivalence to playable experience.
Visitors are described as wearing out fragile artifacts, being easily distracted, and
lacking the knowledge required to participate in gameplay. One solution, suggested
by the authors, is to separate displays into different sections. In one area would
be easily played games, and the other area, contextualized non-playable games.
However, compartmentalising displays in this way has echoes of the social divide
apparent throughout the history of leisure activities (Bailey, 1978). Whether at the
seaside or the dance hall, attempts were made to segregate pastimes considered self-
improving and educational from those seen as mindless entertainment. The goal of
‘rational recreation’ involved the desire to control and order entertainment, and these
ideas have continued to influence reactions to the ‘wrong sort of leisure’ (Nott,
2015). In regard to the videogame museum, this approach would consider the visitor
interested in gameplay as being less sophisticated and as requiring contextual education.

The present article argues, that instead of separating gameplay experience
from contextualization, museums need to make gameplay more accessible. Such
increased accessibility requires greater appreciation of the limits of visitors gameplay-
ing abilities. However, rather than suggesting gameplay is less important, these restric-
tions underline the responsibility of museums to supply gameplay information and
offer gameplay advice. Instead of focusing on games that are easy to enter and exit,
and do not require complex knowledge to operate, it would be preferable if difficult
games were made more inclusive. Complex games, such as action-adventure games,
would benefit from ‘cheats,’ and arcade games from short-cuts. Non-gamers may
need simple instructions regarding game operations to be able to participate, and
one possibility is to have sections of games already completed and text displaying
gameplay instructions. Similarly, younger players may benefit from detailed instruc-
tions regarding unfamiliar and older games.

One advantage of extending the matrix model is that the category of experience is
no longer simply restricted to playable games. Instead, experience encompasses wider
issues, including gaming culture and nostalgic memories, as well as playable entertain-
ment. This wider framework embraces collective and personal memories connecting
this form of entertainment to everyday life, popular culture, and personal experience.
Videogame display no longer needs to choose between the arcade and the museum.

Declaration of Conflicting Interests

The author declared no potential conflicts of interest with respect to the research, authorship,
and/or publication of this article.

Funding

The author received no financial support for the research, authorship, and/or publication of this
article.

14 Games and Culture 0(0)



ORCID iD

Carl Harrington https://orcid.org/0000-0001-6973-5847

References

1917 (2019). Sam Mendes (Director). Dreamworks.
Åkesoft (1994). Inva-Taxi [Videogame]. Åkesoft.
Arcade Blogger. (2020). The Museum of Soviet Arcade Games. https://arcadeblogger.com/

2019/06/15/the-museum-of-soviet-arcade-games/
Atari (1972). Pong [Videogame]. Atari.
Atari (1979). Asteroids [Videogame]. Atari.
Bailey, P. (1978). Leisure and class in Victorian England: Rational recreation and the contest

for control, 1830–1885. Routledge.
Balmforth, T. (2018). “Russian nostalgia for Soviet Union reaches 13-year high”. https://www.

reuters.com/article/us-russia-politics-sovietunion-idUSKBN1OI20Q
Bankov, B. (2019). The impact of social media on video game communities and the gaming

industry. University of Economics.
Binatone (1976). Pong [Videogame]. Binatone.
Bowman, N. D., & Wulf, T. (2023). Nostalgia in video games. Current Opinion in Psychology,

49, 101544. https://doi.org/10.1016/j.copsyc.2022.101544
Calleja, G. (2011). In-Game: From Immersion to Incorporation. The MIT Press.
Coinline (1990). Nopeustesti [Videogame]. Coinline.
Core Design (1996). Tomb Raider [Videogame]. Eidos Interactive.
Dean, D. (2017). Negotiating accuracy and authenticity in an aboriginal King Lear. Rethinking

History, 21(2), 255–273. https://doi.org/10.1080/13642529.2017.1282725
Douglas, A. S. (1952). Noughts and Crosses [Videogame]. University of Cambridge.
Eklund, L., Sjöblom, B., & Prax, P. (2019). Lost in translation: Video games becoming cultural

heritage? Cultural Sociology, 13(4), 444–460. https://doi.org/10.1177/1749975519852501
Ekstrema-Ukraina (1986a). Little Humpbacked Horse [Videogame]. Terminal.
Ekstrema-Ukraina (1986b). TIA-MC −1 [Videogame]. Terminal.
Falk, J. H., & Dierking, L. D. (1992). The Museum Experience. Whalesback Books.
Falk, J. H., & Dierking, L. D. (2000). Learning from museums: Visitor experiences and the

making of meaning. Altamira Press.
Gazzard, A., & Therrien, C. (2018). Preserving play. Interview: Andreas Lange

(Computerspielemuseum). Kinephanos. https://www.kinephanos.ca/2018/interview-andreas-
lange-computerspielemuseum/

Goodlander, G., & Mansfield, M. (2013). Press start: Video games in an art museum. Journal of
Interactive Humanities, 1(1), 37–41. https://doi.org/10.14448/jih.01.0004

Guay-Belanger, D. (2022). Assembling auras: Towards a methodology for the preservation and
study of video games as cultural heritage artefacts. Games and Culture, 17(5), 659–678.
https://doi.org/10.1177/15554120211020381

Guttenbrunner, M., Becker, C., & Rauber, A. (2010). Keeping the game alive: Evaluating strat-
egies for the preservation of console video games. International Journal of Digital
Curation, 5(1), 64–90. https://doi.org/10.2218/ijdc.v5i1.144

Heath, C., & vom Lehn, D. (2009). Interactivity and collaboration: New forms of participation in
museums, galleries and science centres. In R. Parry (Ed.), Museums in a digital age
(pp. 266–280). Routledge.

Harrington 15

https://orcid.org/0000-0001-6973-5847
https://orcid.org/0000-0001-6973-5847
https://arcadeblogger.com/2019/06/15/the-museum-of-soviet-arcade-games/
https://arcadeblogger.com/2019/06/15/the-museum-of-soviet-arcade-games/
https://arcadeblogger.com/2019/06/15/the-museum-of-soviet-arcade-games/
https://www.reuters.com/article/us-russia-politics-sovietunion-idUSKBN1OI20Q
https://www.reuters.com/article/us-russia-politics-sovietunion-idUSKBN1OI20Q
https://www.reuters.com/article/us-russia-politics-sovietunion-idUSKBN1OI20Q
https://doi.org/10.1016/j.copsyc.2022.101544
https://doi.org/10.1016/j.copsyc.2022.101544
https://doi.org/10.1080/13642529.2017.1282725
https://doi.org/10.1080/13642529.2017.1282725
https://doi.org/10.1177/1749975519852501
https://doi.org/10.1177/1749975519852501
https://www.kinephanos.ca/2018/interview-andreas-lange-computerspielemuseum/
https://www.kinephanos.ca/2018/interview-andreas-lange-computerspielemuseum/
https://www.kinephanos.ca/2018/interview-andreas-lange-computerspielemuseum/
https://doi.org/10.14448/jih.01.0004
https://doi.org/10.14448/jih.01.0004
https://doi.org/10.1177/15554120211020381
https://doi.org/10.1177/15554120211020381
https://doi.org/10.2218/ijdc.v5i1.144
https://doi.org/10.2218/ijdc.v5i1.144


Hepper, E. G., Ritchie, T. D., Sedikides, C., & Wildschut, T. (2012). Odyssey’s end: Lay con-
ceptions of nostalgia reflect its original Homeric meaning. Emotion, 12(1), 102–119. https://
doi.org/10.1037/a0025167

Isbister, K. (2016). How games move US: Emotion by design. MIT Press.
ISFE. (2010a). Videogamers in Europe 2010. https://www.isfe.eu/wp-content/uploads/2018/11/

isfe_final_combined.pdf
ISFE. (2020b). Key Facts 2020: The year we played together. https://www.isfe.eu/wp-content/

uploads/2021/10/2021-ISFE-EGDF-Key-Facts-European-video-games-sector-FINAL.pdf
Khan, T. (2018). This video games exhibition at V&A fails at the first level. Londonist. https://

londonist.com/london/art-and-photography/video-games-at-v-a
Kirkpatrick, G. (2012). Constitutive tensions of gaming’s field: UK gaming magazines and the

formation of gaming culture, 1981–1995. Game Studies: The International Journal of
Computer Game Research, 12(1), 1–19. https://gamestudies.org/1201/articles/kirkpatrick

Konami (1999). Dancing Stage [Videogame]. Konami.
Laconi, S., Pirès, S., & Chabrol, H. (2017). Internet gaming disorder, motives, game genres and

psychopathology. Computers in Human Behavior, 75, 652–659. https://doi.org/10.1016/j.
chb.2017.06.012

Leonhardt, M., & Overå, S. (2021). Are there differences in video gaming and use of social media
among boys and girls? - a mixed methods approach. International Journal of Environmental
Research and Public Health, 18(11), 1–13. https://doi.org/10.3390/ijerph18116085

Mason, R., Robinson, A., & Coffield, E. (2018). Museum and gallery studies: The basics.
Routledge.

Mäyrä, F., & Alha, K. Mobile gaming (2020). In R. Kowert, & Q. Thorsten (Eds.), The Video
game debate 2: Revisiting the physical, social, and psychological effects of video games,
(pp. 107–120). Routledge.

Micro Museum. (2021). https://www.themicromuseum.org/
Mochocki, M. (2021). Role-Play as a Heritage Practice: Historical LARP, Tabletop RPG and

Reenactment. Routledge.
Namco (1980). Pac-Man [Videogame]. Namco.
Namco (1994). Tekken [Videogame]. Namco.
Naskali, T., Suominen, J., & Saarikoski, P. (2013). The introduction of computer and video

games in museums–experiences and possibilities. In International Conference on History
of Computing (HC), (pp. 226–245). London, U.K.

Naughty Dog (2009). Uncharted 2: Among Thieves [Videogame]. Sony.
Newman, J. (2012). Best before: Videogames, supersession and obsolescence. Routledge.
Newman, J., & Simons, I. (2009). Make videogames history: Game preservation and the

National Videogame Archive. DiGRA. http://www.digra.org/dl/db/09287.32127.pdf
Newzoo. (2022). Newzoo global games market report 2022. https://newzoo.com/insights/

trendreports/newzoo-global-games-market-report-2022-light-version/
Nielsen, S. E., Smith, J. H., & Tosca, S. P. (2008). Understanding videogames: The essential

introduction. Routledge.
Nintendo R&D1 (1981). Donkey Kong [Videogame]. Nintendo.
Nintendo R&D1 (1984). Duck Hunt [Videogame]. Nintendo.
Nokia (1997). Snake [Videogame]. Nokia.
Nott, J. (2015). Going to the Palais: A social and cultural history of dancing and dance halls in

Britain, 1918–1960. Oxford University Press.

16 Games and Culture 0(0)

https://doi.org/10.1037/a0025167
https://doi.org/10.1037/a0025167
https://doi.org/10.1037/a0025167
https://www.isfe.eu/wp-content/uploads/2018/11/isfe_final_combined.pdf
https://www.isfe.eu/wp-content/uploads/2018/11/isfe_final_combined.pdf
https://www.isfe.eu/wp-content/uploads/2018/11/isfe_final_combined.pdf
https://www.isfe.eu/wp-content/uploads/2021/10/2021-ISFE-EGDF-Key-Facts-European-video-games-sector-FINAL.pdf
https://www.isfe.eu/wp-content/uploads/2021/10/2021-ISFE-EGDF-Key-Facts-European-video-games-sector-FINAL.pdf
https://www.isfe.eu/wp-content/uploads/2021/10/2021-ISFE-EGDF-Key-Facts-European-video-games-sector-FINAL.pdf
https://londonist.com/london/art-and-photography/video-games-at-v-a
https://londonist.com/london/art-and-photography/video-games-at-v-a
https://londonist.com/london/art-and-photography/video-games-at-v-a
https://doi.org/10.1016/j.chb.2017.06.012
https://doi.org/10.1016/j.chb.2017.06.012
https://doi.org/10.1016/j.chb.2017.06.012
https://doi.org/10.3390/ijerph18116085
https://doi.org/10.3390/ijerph18116085
https://www.themicromuseum.org/
https://www.themicromuseum.org/
http://www.digra.org/dl/db/09287.32127.pdf
http://www.digra.org/dl/db/09287.32127.pdf
https://newzoo.com/insights/trendreports/newzoo-global-games-market-report-2022-light-version/
https://newzoo.com/insights/trendreports/newzoo-global-games-market-report-2022-light-version/
https://newzoo.com/insights/trendreports/newzoo-global-games-market-report-2022-light-version/


Nylund, N. (2018). Constructing digital game exhibitions: Objects, experiences, and context.
Arts, 7(4), 1–14. https://doi.org/10.3390/arts7040103

Nylund, N., Prax, P., & Sotamaa, O. (2021). Rethinking game heritage– towards reflexivity in
game preservation. International Journal of Heritage Studies, 27(3), 268–280. https://doi.
org/10.1080/13527258.2020.1752772

Packer, J., & Ballantyne, R. (2004). Is educational leisure a contradiction in terms? Exploring the
synergy of education and entertainment. Annals of Leisure Research, 7(1), 54–71. https://
doi.org/10.1080/11745398.2004.10600939

Pollack, S., & Pierre-Louis, S. (2019). Video games are transforming how we communicate with
each other - and they could fix a range of other global issues too. World Economic Forum.
https://www.weforum.org/agenda/2019/12/video-games-culture-impact-on-society/

Prax, P., Eklund, L., & Sjöblom, B. (2019). More like an arcade’–the limitations of playable
games in museum exhibitions. Museum & Society, 17(3), 437–452. https://doi.org/10.
29311/mas.v17i3.2777

Procyon Productions (1999). Propilkki [Videogame]. Procyon Productions.
Routledge, C., Wildschut, T., Sedikides, C., Juhl, J., & Arndt, J. (2012). The power of the past:

Nostalgia as a meaning-making resource.Memory, 20(5), 452–460. https://doi.org/10.1080/
09658211.2012.677452

Sega (2014). Chunithm [Videogame]. Sega.
Sell, M. (2021). What is a videogame movie? Arts, 10(24), 1–32. https://www.mdpi.com/2076-

0752/10/2/24
Serpukhov Radio Engineering Plant (1981). Morskoi Boi [Videogame]. Serpukhov.
Silverrock Productions (1990). Hugo [Videogame]. Ivan Sølvason.
Simon, N. (2010). The Participatory Museum. Museum 2.0.
Sköld, O. (2017). Understanding the “expanded notion” of videogames as archival objects:

A review of priorities, methods, and conceptions. The Journal of the Association for
Information Science and Technology, 69(1), 134–145. https://doi.org/10.1002/asi.23875

Suominen, J., & Ala-Luopa, S. (2012). Playing with Pac-Man: A life and metamorphosis of a
game cultural icon, 1980–2011. In J. Wimmer, & K. Mitgutsch,, & H. Rosenstingl
(Eds.), Applied playfulness. Proceedings of the Vienna games conference 2011: Future
and reality of gaming (pp. 165–176). Braumüller Verlag.

Swalwell, M. L. (2013). Moving on from the Original Experience: Games history,
preservation and presentation. In Proceedings of DiGRA: DeFragging Game Studies,
(pp. 1–13). Flinders University.

Telekom Electronic Beats. (2019). 10 retro video games that inspired an East German kid’s LP.
https://www.electronicbeats.net/credit-00-video-game-guide/

Terpstra, A. (2022). The state of video game curation. Cook and Becker.com. https://www.
cookandbecker.com/en/article/315/the-state-of-video-game-curation.html

VEB Polytechnik (1985). Poly-Play [Videogame]. VEB Polytechnik.
White, G., & Love, L. (2016). Videogames in the museum: Participation, possibility and play in

curating meaningful visitor experiences. In Paper presented at Association of Art Historians
Annual Conference and Bookfair (7–9th April 2016), (pp. 1–16). University of Edinburgh.

Wroclaw Museum Games and Computers of The Past Era. (2021). https://gikme.pl/en/
Wulf, T., Bowman, N. D., Rieger, D., Velez, J. A., & Breuer, J. (2018). Video games as time

machines: Video game nostalgia and the success of retro gaming. Media and
Communication, 6(2), 60–68. https://doi.org/10.17645/mac.v6i2.1317

Harrington 17

https://doi.org/10.3390/arts7040103
https://doi.org/10.3390/arts7040103
https://doi.org/10.1080/13527258.2020.1752772
https://doi.org/10.1080/13527258.2020.1752772
https://doi.org/10.1080/13527258.2020.1752772
https://doi.org/10.1080/11745398.2004.10600939
https://doi.org/10.1080/11745398.2004.10600939
https://doi.org/10.1080/11745398.2004.10600939
https://www.weforum.org/agenda/2019/12/video-games-culture-impact-on-society/
https://www.weforum.org/agenda/2019/12/video-games-culture-impact-on-society/
https://doi.org/10.29311/mas.v17i3.2777
https://doi.org/10.29311/mas.v17i3.2777
https://doi.org/10.29311/mas.v17i3.2777
https://doi.org/10.1080/09658211.2012.677452
https://doi.org/10.1080/09658211.2012.677452
https://doi.org/10.1080/09658211.2012.677452
https://doi.org/10.1002/asi.23875
https://doi.org/10.1002/asi.23875
https://www.electronicbeats.net/credit-00-video-game-guide/
https://www.electronicbeats.net/credit-00-video-game-guide/
https://www.cookandbecker.com/en/article/315/the-state-of-video-game-curation.html
https://www.cookandbecker.com/en/article/315/the-state-of-video-game-curation.html
https://www.cookandbecker.com/en/article/315/the-state-of-video-game-curation.html
https://gikme.pl/en/
https://gikme.pl/en/
https://doi.org/10.17645/mac.v6i2.1317
https://doi.org/10.17645/mac.v6i2.1317


Author Biography

Carl Harrington completed his Museum and Gallery Studies (MLitt) course at
University of St Andrews. This article is partly based on his research for his
Dissertation.

18 Games and Culture 0(0)


	 Introduction
	 Playable Experience
	 Collective Experience
	 Situational Experience

	 Discussion
	 References


<<
  /ASCII85EncodePages false
  /AllowTransparency false
  /AutoPositionEPSFiles true
  /AutoRotatePages /All
  /Binding /Left
  /CalGrayProfile (Dot Gain 20%)
  /CalRGBProfile (sRGB IEC61966-2.1)
  /CalCMYKProfile ()
  /sRGBProfile (sRGB IEC61966-2.1)
  /CannotEmbedFontPolicy /Warning
  /CompatibilityLevel 1.4
  /CompressObjects /Tags
  /CompressPages true
  /ConvertImagesToIndexed true
  /PassThroughJPEGImages true
  /CreateJobTicket false
  /DefaultRenderingIntent /Default
  /DetectBlends true
  /DetectCurves 0.0000
  /ColorConversionStrategy /LeaveColorUnchanged
  /DoThumbnails false
  /EmbedAllFonts true
  /EmbedOpenType false
  /ParseICCProfilesInComments true
  /EmbedJobOptions true
  /DSCReportingLevel 0
  /EmitDSCWarnings false
  /EndPage -1
  /ImageMemory 1048576
  /LockDistillerParams false
  /MaxSubsetPct 5
  /Optimize true
  /OPM 1
  /ParseDSCComments true
  /ParseDSCCommentsForDocInfo true
  /PreserveCopyPage true
  /PreserveDICMYKValues true
  /PreserveEPSInfo true
  /PreserveFlatness false
  /PreserveHalftoneInfo false
  /PreserveOPIComments false
  /PreserveOverprintSettings true
  /StartPage 1
  /SubsetFonts true
  /TransferFunctionInfo /Apply
  /UCRandBGInfo /Preserve
  /UsePrologue false
  /ColorSettingsFile ()
  /AlwaysEmbed [ true
  ]
  /NeverEmbed [ true
  ]
  /AntiAliasColorImages false
  /CropColorImages false
  /ColorImageMinResolution 300
  /ColorImageMinResolutionPolicy /OK
  /DownsampleColorImages true
  /ColorImageDownsampleType /Average
  /ColorImageResolution 300
  /ColorImageDepth -1
  /ColorImageMinDownsampleDepth 1
  /ColorImageDownsampleThreshold 1.50000
  /EncodeColorImages true
  /ColorImageFilter /DCTEncode
  /AutoFilterColorImages true
  /ColorImageAutoFilterStrategy /JPEG
  /ColorACSImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /ColorImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /JPEG2000ColorACSImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /JPEG2000ColorImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /AntiAliasGrayImages false
  /CropGrayImages false
  /GrayImageMinResolution 300
  /GrayImageMinResolutionPolicy /OK
  /DownsampleGrayImages true
  /GrayImageDownsampleType /Average
  /GrayImageResolution 300
  /GrayImageDepth -1
  /GrayImageMinDownsampleDepth 2
  /GrayImageDownsampleThreshold 1.50000
  /EncodeGrayImages true
  /GrayImageFilter /DCTEncode
  /AutoFilterGrayImages true
  /GrayImageAutoFilterStrategy /JPEG
  /GrayACSImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /GrayImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /JPEG2000GrayACSImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /JPEG2000GrayImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /AntiAliasMonoImages false
  /CropMonoImages false
  /MonoImageMinResolution 1200
  /MonoImageMinResolutionPolicy /OK
  /DownsampleMonoImages true
  /MonoImageDownsampleType /Average
  /MonoImageResolution 1200
  /MonoImageDepth -1
  /MonoImageDownsampleThreshold 1.50000
  /EncodeMonoImages true
  /MonoImageFilter /CCITTFaxEncode
  /MonoImageDict <<
    /K -1
  >>
  /AllowPSXObjects false
  /CheckCompliance [
    /PDFX1a:2003
  ]
  /PDFX1aCheck false
  /PDFX3Check false
  /PDFXCompliantPDFOnly false
  /PDFXNoTrimBoxError false
  /PDFXTrimBoxToMediaBoxOffset [
    33.84000
    33.84000
    33.84000
    33.84000
  ]
  /PDFXSetBleedBoxToMediaBox false
  /PDFXBleedBoxToTrimBoxOffset [
    9.00000
    9.00000
    9.00000
    9.00000
  ]
  /PDFXOutputIntentProfile (None)
  /PDFXOutputConditionIdentifier ()
  /PDFXOutputCondition ()
  /PDFXRegistryName ()
  /PDFXTrapped /False

  /CreateJDFFile false
  /Description <<

    /BGR <>
    /CHS <FEFF4f7f75288fd94e9b8bbe5b9a521b5efa7684002000500044004600206587686353ef901a8fc7684c976262535370673a548c002000700072006f006f00660065007200208fdb884c9ad88d2891cf62535370300260a853ef4ee54f7f75280020004100630072006f0062006100740020548c002000410064006f00620065002000520065006100640065007200200035002e003000204ee553ca66f49ad87248672c676562535f00521b5efa768400200050004400460020658768633002>
    /CHT <FEFF4f7f752890194e9b8a2d7f6e5efa7acb7684002000410064006f006200650020005000440046002065874ef653ef5728684c9762537088686a5f548c002000700072006f006f00660065007200204e0a73725f979ad854c18cea7684521753706548679c300260a853ef4ee54f7f75280020004100630072006f0062006100740020548c002000410064006f00620065002000520065006100640065007200200035002e003000204ee553ca66f49ad87248672c4f86958b555f5df25efa7acb76840020005000440046002065874ef63002>
    /CZE <>
    /DAN <>
    /DEU <>
    /ESP <>
    /ETI <>
    /FRA <>
    /GRE <>

    /HRV <>
    /HUN <>
    /ITA <>
    /JPN <>
    /KOR <FEFFc7740020c124c815c7440020c0acc6a9d558c5ec0020b370c2a4d06cd0d10020d504b9b0d1300020bc0f0020ad50c815ae30c5d0c11c0020ace0d488c9c8b85c0020c778c1c4d560002000410064006f0062006500200050004400460020bb38c11cb97c0020c791c131d569b2c8b2e4002e0020c774b807ac8c0020c791c131b41c00200050004400460020bb38c11cb2940020004100630072006f0062006100740020bc0f002000410064006f00620065002000520065006100640065007200200035002e00300020c774c0c1c5d0c11c0020c5f40020c2180020c788c2b5b2c8b2e4002e>
    /LTH <>
    /LVI <>
    /NLD (Gebruik deze instellingen om Adobe PDF-documenten te maken voor kwaliteitsafdrukken op desktopprinters en proofers. De gemaakte PDF-documenten kunnen worden geopend met Acrobat en Adobe Reader 5.0 en hoger.)
    /NOR <>
    /POL <>
    /PTB <>
    /RUM <>
    /RUS <>
    /SKY <>
    /SLV <>
    /SUO <>
    /SVE <>
    /TUR <>
    /UKR <>
    /ENU (Use these settings to create Adobe PDF documents for quality printing on desktop printers and proofers.  Created PDF documents can be opened with Acrobat and Adobe Reader 5.0 and later.)
  >>
  /Namespace [
    (Adobe)
    (Common)
    (1.0)
  ]
  /OtherNamespaces [
    <<
      /AsReaderSpreads false
      /CropImagesToFrames false
      /ErrorControl /WarnAndContinue
      /FlattenerIgnoreSpreadOverrides false
      /IncludeGuidesGrids false
      /IncludeNonPrinting false
      /IncludeSlug false
      /Namespace [
        (Adobe)
        (InDesign)
        (4.0)
      ]
      /OmitPlacedBitmaps false
      /OmitPlacedEPS false
      /OmitPlacedPDF false
      /SimulateOverprint /Legacy
    >>
    <<
      /AddBleedMarks true
      /AddColorBars false
      /AddCropMarks true
      /AddPageInfo true
      /AddRegMarks false
      /BleedOffset [
        9
        9
        9
        9
      ]
      /ConvertColors /NoConversion
      /DestinationProfileName ()
      /DestinationProfileSelector /NA
      /Downsample16BitImages true
      /FlattenerPreset <<
        /PresetSelector /MediumResolution
      >>
      /FormElements false
      /GenerateStructure true
      /IncludeBookmarks true
      /IncludeHyperlinks true
      /IncludeInteractive false
      /IncludeLayers false
      /IncludeProfiles false
      /MarksOffset 6
      /MarksWeight 0.250000
      /MultimediaHandling /UseObjectSettings
      /Namespace [
        (Adobe)
        (CreativeSuite)
        (2.0)
      ]
      /PDFXOutputIntentProfileSelector /NA
      /PageMarksFile /RomanDefault
      /PreserveEditing true
      /UntaggedCMYKHandling /LeaveUntagged
      /UntaggedRGBHandling /LeaveUntagged
      /UseDocumentBleed false
    >>
    <<
      /AllowImageBreaks true
      /AllowTableBreaks true
      /ExpandPage false
      /HonorBaseURL true
      /HonorRolloverEffect false
      /IgnoreHTMLPageBreaks false
      /IncludeHeaderFooter false
      /MarginOffset [
        0
        0
        0
        0
      ]
      /MetadataAuthor ()
      /MetadataKeywords ()
      /MetadataSubject ()
      /MetadataTitle ()
      /MetricPageSize [
        0
        0
      ]
      /MetricUnit /inch
      /MobileCompatible 0
      /Namespace [
        (Adobe)
        (GoLive)
        (8.0)
      ]
      /OpenZoomToHTMLFontSize false
      /PageOrientation /Portrait
      /RemoveBackground false
      /ShrinkContent true
      /TreatColorsAs /MainMonitorColors
      /UseEmbeddedProfiles false
      /UseHTMLTitleAsMetadata true
    >>
  ]
>> setdistillerparams
<<
  /HWResolution [2400 2400]
  /PageSize [612.000 792.000]
>> setpagedevice


