


We declare war on the wastage of time.
We declare war on the game studios indulging the idea that more, is more.

We are repulsed by the production of mindless content undermining the intelligence of players.
We declare war on side quests and collectibles. On level-caps and unachievable achievements.

Our time, as players, is not a simple commodity to be squandered and spoiled.

We did not come here to be dragged through a mindless limbo of exp grinding, just to make you feel entitled 
to the 40£ you took from us in exchange for the glorified walking simulator you call a game.
We don’t want your DLC. We don’t want your custom skins. We don’t want your sequels.

We came here to play.

We represent a new generation grounding in respect and integrity to the player.
The games we make, contain nothing but a game.

We will tell stories. We will weep. We will tear our souls from the imprisonment of nostalgia.

Tomorrow, we begin building a new utopia in the midst of the burning ruins of soulless sequels and remakes.
We came here to play.

But now, instead, we build.
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Design Rationale TABLE OF CONTENTS
What you are holding in your hands, is a gaming 
magazine targeted at a feminine audience.

Several of the texts presented in this catalogue has a 
common theme: They discuss social stereotypes and 
debates how certain products are branded to fit a 
certain identity.
As a result, I decided to study the current popular 
game magazines widely available, and flip them 
upside down.

Looking at a magazine like Edge, it is very apparent 
that the structured layout is catering to the exact 
stereotype I have examined and worked with in my 
blogpost The Inadequacy of the “Gamer” Phrase on 
page 10. The general vibe is masculine, black and 
white, and simplistic.
The most emirate protest to these magazines, would 
be to take the content written about games, and put a 
feminine spin on it.

I looked to the fashion world for inspiration, and 
was instantly very intrigued by magazines like Elle 
and Vogue, with their more personable, romantic 
looks, mixing strong, graphic minimalism with messy 
handwriting and bold, bright colours.

The cover image featuring the Polaroid photo is 
inspired by the independent design magazine, Oh 
Comely, which is yet another woman’s magazine 
using handwriting in their logo and as part of their 
image.

The visual essay presented in this catalogue, is like-
wise intended to resemble fashion illustration.

The intention of applying a more feminine design 
to my collection of work is not to alienate certain 
groups who usually deal with games, but rather to 
start a discussion of whether or not design aesthetics 
from a very specific topic can branch over multiple 
subjects, and still look appealing and draw people in, 
despite the conceived mismatch of subject area and 
visuals.
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Choosing the Baskerville font - as used by Elle - 
together with the two columns of text, and large 
images taking up full pages of space, the intention is 
to achieve a very stylised, clean, more feminine look 
that would appeal to a target audience outside of the 
usual gamer demographic.
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Video games have come an immense way since the 
birth of the industry. The technology used to create 
the original Spacewar! in the early 1960s seems to 
be of a completely different world from the current 
AAA games with their hyper-realistic graphics and 
incredible virtual worlds. But despite the technolog-
ical advancements, the modern gamer still tend to 
keep their distance from new titles, in order to look 
back on a time of games past.
Is this nostalgia a tendency obstructing the develop-
ment of the medium?

A market dominated by sequels
The average gamer is now in their mid thirties. 
(Shaw, 2012)
These adult players have grown up alongside the 
industry, and this means that for the first time ever, 
we are experiencing a generation who can truly look 
back on the games from their childhood with fond 
memories and longing.
Mark Hill, in his article concerning nostalgia from 
2015, claims that the tendency for the games indus-
try to produce sequels after sequel, is a direct result 
of nostalgia.
One reason for studios to remake the same title 
again and again, is the minimal risk of producing 
something the designers already know will be well 

Is Nostalgia
a Danger to Video Games?

received, and loved. But how come players did not 
yet grow tired of franchises such as Final Fantasy (of 
which there are fifteen), or World of Warcraft (with 
it’s six expansions)?
Hill explains this constant craving for more and 
more instalments of the same title, as nothing more 
than a desperate hunt to recreate the memories from 
a happy childhood.

Nostalgic shortcomings
A series of interviews done by Mike Molesworth in 
2009 touched on this exact tendency, and revealed 
that most adult players will indeed revisit old titles in 
an attempt to experience what they felt as children. 
However - most of the time - this results in disap-
pointment. Either because of technological advance-
ments, which made the older games look less good 
than remembered, or because simply plugging in the 
game does not equal time travel: Even if the game is 
true to the memory, everything else is not: The envi-
ronment, the friends participating, or the motivation 
for playing.
Still, a lot of energy is being spent on remastering 
older games. And even though this might indeed be 
able to take care of the displeasure of bad looking 
old favourites, it will not recreate the couch the play-
er sat on, or bring old friends back.

Further discussion
Is all of this energy remastering and iterating well 
spent?
Should game makers and studios really be spending 
these large budgets and countless hours, just to satis-
fy a nostalgic craving in a wistful audience? Perhaps. 
But even if that is the case, then what will happen 
once the next generation - who did not grow up with 
the original GTAs and Tomb Raiders - takes over?

The HD remastered version of Final 
Fantasy X / X-2 was big news in 
2013, when the old favourite was 

brought back to newer consoles.

Opposite:
Tomb Raider (1996)
and Rise of the Tomb Raider (2015). 
The Tomb Raider franchise contains
16 individual titles so far.
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Video Games
versus

the Spectacle

Recent studies has been talking of how people will 
turn to video games in order to avoid boring routines 
and everyday lives (Molesworth, 2009).
Is this escapism a byproduct of people desperately 
attempting to escape what postmodernists call the 
spectacle?

The theory of the Society of the Spectacle, was first 
presented and discussed by the French author Guy 
Debord in 1967. According to Debord, modern so-
ciety is nothing more than a collection of fragmented 
images: A self-inflicted illusion that keeps us impris-
oned by consumerism and search for meaning in a 
bland existence.
The modern human being has become obsessed 
with appearance, over actual experience.
“All that once was directly lived has become mere 
representation.” (Debord, 1667, p. 5, thesis 1.)

A study conducted by Mike Molesworth does 
indeed talk of ways that people seek to escape their 
routines through different means of play. Through 
engagement with video games, players can tempo-
rarily escape not only their day-to-day lives, but also 
their idea of self. Games makes players forget their 
shortcomings, and let them li ve out fantasies and 
daydreams instead of dwelling on real life.
Brian Sutton-Smith directly points out, in his book 
The Ambiguity of Play (1997), that the need for 
imaginative play is a direct reaction against industrial-
isation and urban lifestyles.
As people realise that their lives are pre-scripted by 
society, they will actively seek to escape this script.
In this sense, video games does indeed sound like an 
active escape from the spectacle.

However, an important thing to note, is that the 
spectacle is only considered to exist as a product of 
media and new technology. If mass media did not 
exist, neither would the spectacle.
This means, that video games - no matter their psy-
chological effect - is just another fragmented image 
of the spectacle itself.

What we are left with might be a paradoxical spiral, 
where the consumer seeks to escape a pre-scripted 
reality, by participating in media. However, this par-
ticipation is done by indulging in the spectacle itself.

“All that once was
directly lived

has become mere
representation.”
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When are Animated 
Characters Uncanny?
Psychologist Sigmund Freud came up with the idea 
of the “uncanny” in 1919.
The uncanny is a specific emotion of fear that is 
experienced when something isn’t quite as it should 
be. Like a taxidermied animal, or an antique doll.
In 1970, roboticist Masahiro Mori warned that 
robots could indeed also provoke these negative 
feelings of unease, if they appeared too human. 
Based on these findings, Mori introduced the theory 
of the uncanny valley, depicting a drop of attraction 
towards the animate object, after it achieved human 
features. This unsettling feeling will - according to 
Mori - only disappear when the robot is completely 
indistinguishable to an actual living human being.
But is the uncanny valley theory likewise applicable 
to animated digital characters, like the ones found in 
animation movies and video games?

Since Mori’s hypothetical theory in 1970, a lot has 
happened in the pursuit of photorealism. Not only 
in robotics, but also in the world of computer
graphics.
According to scientists and scholars (Seyama and 
Nagayama, 2007, Scheider, 2007), not enough 
studies has been done in recent years to know what 
exactly causes the uncanny valley. As a result, they 
conducted their own.

In the first study (Schneider, 2007) 60 participants 
reacted to 75 virtual characters from Japanese pop-
ular culture. The more realistic the characters got, 
the larger the drop in attraction, exactly as Mori had 
said. However, the type of character the participants 
found the most attractive overall was highly stylised, 
but with clear human behaviour, (such as Snoopy 
or Bugs Bunny) thereby discrediting Mori’s claim 
that an increase in humanoid features will always be 
better. (Schneider, 2007, p. 548)

The other study (Seyama and Nagayama, 2007), 
worked with morphing pictures of human faces into 
other animate objects, such as pictures of dolls or 
computer graphic characters. Participants responded 
to these morphing images with one of five emotions, 

ranging from extremely unpleasant, to extremely 
pleasant.
The study interestingly concluded that there was 
no real drop in attraction the more human-like the 
photos became, until they added one distinct unu-
sual feature, such as abnormally large eyes. As soon 
as they did, their study correlated completely with 
Mori’s theory.

In conclusion, it does seem animated characters 
are also subject to Mori’s theory, despite them not 
being robotic. What exactly causes the uncanny 
valley is still a bit of a mystery, but according to the 
studies mentioned above, it does seem possible to 
bridge the uncanny valley without causing a massive 
amount of displeasure. The main culprit seems to 
be unnaturally sized or shaped features applied to 
something that should otherwise be photorealistic.
An entirely different question is if the uncanny valley 
effect is something that could be used to a designer’s 
advantage?

Mori’s uncanny valley hypothesis. The name comes
from the graph’s resemblance to a mountain range

(Sayama and Nagayama, 2007, p. 338)

Detective Francis York Morgan from
Deadly Premonition, (Access Games,

2010), proving that the uncanny definitely
do appear in modern video games.

Schneider’s graph of 
uncanny

animated characters

Morphing sequence used in Seyama and Nagayama’s 
experiment, with eyes scaled to 150%.
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The Inadequacy of the 
“Gamer” Phrase
Not too long ago, people identified themselves as 
gamers, fully knowing exactly what the word meant.
The stereotypical gamer was a person who would 
spend hours on end playing games, and enjoying 
particularly difficult, brain-shattering challenges. 
(Juul, 2010) But more importantly: The gamer iden-
tity came - just like any other label - with a communi-
ty, and a sense of social security.
In recent years, however, with the rise of app stores, 
smartphones, and the possibility to download and 
distribute games in a matter of minutes, everyone is 
a gamer. From commuters to kids. So is the “gamer” 
stereotype still relevant?

Why even identify with a label to be-
gin with?
According to Pete Nuttall (2009), the consumption 
of content, brands and products, is one of the most 
common ways for adolescents to form their own 
idea of self. Nuttall has conducted interviews and 
research on this in regards to music, and the conclu-
sion is, that being able to categorise yourself within 
society, be associated with likeminded people, and 
subscribe to a widely known set of values, is indeed 
a basic need for the modern person.
By picking and choosing labels to wear, people can 
effectively communicate their selves to others, in 
order to create bonds and relations with minimal 
effort.

The major difference between music and games, 
is that the consumers of music has long since di-
vided themselves into individual categories of the 

media they consume: The attitudes and values of 
punk-rockers are worlds apart to those of the ravers 
or the blues-rockers, despite them all grounding 
their identity in the same medium. This division 
has been met with plenty of commercial goods and 
brands, responding to each individual image.
With games, however, the term is still broad and 
unspecific.
The closest gamers get to a categorisation, is being 
labelled either a hardcore gamer, or a casual gamer. 
A divide which is largely over-simplistic and vague. 
(Juul, 2010, Shaw, 2012)

Battling an old stereotype
Adrienne Shaw (2012) talks of this specific issue. 
The producers of video games are still making 
games to fit an old-fashioned and outdated stereo-
type of gamer: The white, heterosexual, adolescent 
male.
This leaves minorities ignored, no matter if they are 
misfits because of race, sexuality, gender, or age, and 
it has a significant effect on how these marginalised 
groups feel about not only the word “gamer”, but 
also the video games industry itself.

Conclusion
Forming an identity is incredibly important for func-
tioning in a society and as part of a community.
Other media industries - such as with music - has 
successfully evolved to accommodate this, but game 
producers are lacking behind, and this has a negative 
impact on how game audiences think and feel about 
the games they play.
In the near future, we will hopefully see more game 
studios recognise it’s marginalised audiences, and 
benefit from this new open-mindedness in return.

BioWare’s Dragon Age franchise (2014) 
appealing to gay, lesbian, and bisexual audiences.

The Walking Dead (Telltale Games, 2012), 
featuring characters of a much greater

variety of races and ages than the average game.
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Can Independent Games 
be Authentic?
The word authenticity, has become so integrated into the language of our everyday lives, that there is a precon-
ceived understanding of the word, despite the concept itself being abstract and without a clear-cut definition.
A rock band can be authentic. So can an expensive wine from a specific region. And so can the jeans we wear 
or the yogurt we eat for breakfast. These things are all wildly different in nature, and yet they all claim to be 
the same exact thing: Authentic.

Abstract
With the rise of the independent games movement, 
more and more independent developers strike 
claim to being authentic both in identity and in the 
games they produce. By setting themselves apart 
from mainstream AAA development, independent 
designers give the impression of being more honest 
and personable than larger scale productions.
This essay sets out to explore the exact meaning be-
hind two different definitions of the phrase authen-
ticity, in order to gain an understanding of whether 
or not such a phrase is even applicable to digital 
games.
First, independent games are considered as a hand-
crafted object. Second, independent designers are 
considered as authentic personalities though their 
relationship with their audiences.
The essay concludes with a series of paradoxes 
found throughout the discussion of the text.

Defining authenticity
Since the industrial revolution, the word authentic-
ity has become a vague placeholder in a search for 
something real.
The phrase itself originates from the ancient greek 
concept of Authentikos. This concept is described 
as when a person possesses both the mastery and 

authority over someone or something else. (Cobb, 
2014) However, in postmodern society where 
mass-production and capitalism is the norm, it is no 
longer enough to simply appear authoritative to be 
accepted as an icon. In fact, modern society has now 
taken authority out of the equation all together, and 
has redefined the phrase completely.
Now, instead of being a clear-cut concept, the word 
is used differently in a wide variety of contexts, in ac-
cordance to whichever product or situation it seeks 
to describe.
“[T]he concept is (…) a purely social construction. 
Authenticity can never be set in stone by a religion, 
a nation, or a linguistic community, because our 
standards and expectations of the Real are constantly 
evolving, and the artifice of authenticity depends on 
the context.” (Cobb, 2014, p. 6)
Yet, an argument can be made, that if a community 
defines a phrase, consistently uses it, and collectively 
considers it sufficiently descriptive, then that phrase 
is as valid as any other concept, socially constructed 
or not.

In the context of this essay, two widely different defi-
nitions of authenticity will be considered as a social 
construct in which social ideas can erupt from. The 
first definition has to do with a physically crafted ob-
ject, made by one human for another. The second 

definition touches on the authority and the honesty 
of the craftsman.
These two definitions will then be explored in rela-
tion to independent games and the designers who 
claim to fit the brand of authenticity.

The crafted game as an authentic, 
physical product
The first concept of authenticity, is the idea of a 
physical product or item, which occupies a unique 
space in time, and which is crafted by one human, 
for another. (Cobb, 2014)
In a postmodern society where everything is copied 
and mass-produced by the thousands, a handcrafted 
object with it’s own little quirks and flaws becomes 
attractive. The human mistakes scattered over the fi-
nal product - even if it comes down to the texture of 
physical brush strokes on a canvas, or a quirky dent 
in a handcrafted pot - makes the product unique and 
original.
It is this sort of quest for the real that leads music 
lovers to play music from vinyls, and art lovers to 
make trips to galleries, even if both of these activi-
ties could be realised much easier from a computer 
screen.

Unlike other media, games do not have an extensive 

past to seek back into. In video games, there is no 
widely accessible equivalent of a vinyl. No physical 
artefact to cherish, aside from old clunky hardware.
Despite digital distribution of independent games 
being more a necessity than a wish (Lipkin, 2013), 
most independent games are never published in 
physical form.
So what are game developers to do, to make up for 
this?

In the paper High-tech Low-tech Authenticity 
(2014), game scholar Jesper Juul observed tenden-
cies in visual graphics of independent games, and 
style-choices made by independent developers, spe-
cifically in the games who went on to win the annual 
US Independent Games Festival from 2000 to 2013.
Juul describes two major tendencies in the visual 
style seen in these independent games:

Either independent designers recreate games from 
an earlier era, in an attempt to relive the golden age 
of their childhood. By romanticising older retro-style 
games, designers revisit the graphic representation of 
the arcade-era. This is seen in games such as Mine-
craft (Mojang 2011), and Diaries of a Spaceport Jani-
tor (Sundae Month, 2016) with their pixel-graphics 
and chiptunes.
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The other tendency Juul mentions, is a visual style 
that reaches outside of the world of games, in an 
attempt to craft a romanticised, analogue past from 
scratch. This is done by applying different low-tech 
visuals (anything from children’s drawings to things 
made out of yarn) to acquire a visual look displaying 
something handcrafted and personable. Examples 
of this can be seen in games such as Braid (Number 
None, 2008) drawing heavy inspiration from fine 
arts, or Fran Bow (Killmonday Games, 2015) using 
childish pencil-drawings and cutouts.

These low-tech do-it-yourself visual serves the pur-
pose to make games look more like a handcrafted 
art-project, despite the incredible technical skill that 
has clearly gone into making them possible.
Despite the games being copied endlessly in a digital 
format, the handcrafted visuals gives the illusion of 
something that has been created by one human for 
another. Something that is humanly flawed, and 
personal.

The indie identity expressed political-
ly through games
Another important variation of authenticity has to 
do with the personal branding and image of the 
individual.
As stated previously, it is no longer enough for a 
social icon to simply possess authority over others. 
This authority also has to be backed up by a cer-
tain believability and honesty. “A correspondence 
between what a person says, and what he or she truly 
feels.” (Cobb, 2014)
Cobb credits this new concern with people’s honesty 
to the rise of social media, in which our personality 
has been split into many smaller fractions. What we 
say on Facebook or on our blog has to correspond 
perfectly with how we act in person, and has to be 
true to our values and personal belief-system. And 
as soon as one person backs up said blogpost, those 
values and morals displayed in the text will instantly 
reflect back on whoever supports it.
In the world of independent game development, 
an important selling-factor of the games is that the 
games are being produced by a very small team, if 
not a single person. Because of this, it is no wonder 
that audiences are hyper-aware of the online pres-
ence of the designer, and demands this same consist-

ent connection between work and belief-system.

Building on top of the previously mentioned graph-
ic design-choices of games looking older than they 
have to, Nadav Lipkin (2013) points out that this 
tendency originates in the independent developers’ 
very intentional desire to not be confused with the 
mainstream.
“The logic of nostalgia is greater than aesthetics - it is 
the result of the political protests against the main-
stream in the form of a return to blissful youth.” 
(Lipkin, 2013, p. 10)
The independent developers take on the role of 
spokespersons for the masses craving a throwback 
to an earlier era of games. In this light, the visual 
design decisions discussed before is not merely a 
choice to cover up a lack of resources, but a way for 
the designers to communicate their opinion of the 
mainstream and modern gaming to their audience.
By admitting to this nostalgia and attempting to bring 
life back into a forgotten childhood, the designers 
display their intentions, and thus become honest and 
authentic.

Discussion
When looking at a low-tech visual style, executed 
with high-tech tools and expert knowledge, a para-
dox of authenticity presents itself.
By consciously choosing to apply a set of visuals 
implying a DIY-level of skill, despite possibly being 
able to create something else, an argument can be 
made that the authentic promise becomes a con-
structed illusion.
However, an opposing argument to this, is expressed 
by Lipkin, as he states that “[b]ecause 2D is cheap-
er to produce than 3D, indie games trend towards 

Above: Braid
(Number None, 2009)

Right: Fran Bow
(Killmonday Games, 2015)

“ A rock band can be au-
thentic. So can an expensive 
wine from a specific region. 
And so can the jeans we 
wear or the yogurt we eat for 
breakfast.“ 
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the 2D. Pixels are easier to program than cycles or 
spheres, hence the voxel craze.” (2013, p. 15)
If the visual style of an independent game is dictat-
ed by lack of recourses or skill, then the assumed 
honestly of the designer remains intact. But is that 
still the case, if a low-tech style is deliberate, for the 
sake of fitting in with the indie movement?

Furthermore, if the low-tech style is being used for 
the sake of making a political point and opposing 
mainstream AAA development, the paradox of a 
constructed illusion only intensifies:
By adopting the DIY-look discussed earlier, the 
independent games movement assume the role of 
involving the audience much more. Unlike the AAA 
games made on massive budgets, independent de-
signers reach out to the player and indulge them in 
the fantasy, that these low-tech games were made by 
regular people of minimal skill.
Not much unlike the philosophy of the original 
punk movement, with bands forming in garages, this 
DIY-approach to games now signals that anyone 
who has a story to tell, or a point to get across, can 
pick up crayons or a pair of scissors, and be part of 
the independent games movement.
This promise of DIY involvement is, in itself, inno-
cent and romantic.
However, if the designers limit themselves to a less 
advanced style in order to accommodate this illu-
sion, does the honesty of their argument then not 
fall apart?
On the other hand: The sheer fact that the focus is 
taken out of the visual style, and transferred onto the 
gameplay or the story instead only adds to the total 
honesty of what these designers are attempting to 
communicate. 
One could argue that the visual style then becomes 
a simple design-tool, that the independent designers 
can use as they see fit. Even if the visual style is de-
signed to specifically construct an illusion of skill.

Conclusion
In conclusion, it must be pointed out that authen-
ticity is indeed a social construction, which can only 
ever be enforced and discussed by peers collectively 
deciding on what exactly the phrase means in a given 
context.

From the two definitions of authenticity discussed in 
this essay: What is left, is a collection of contradic-
tions:
Despite the visual style tendencies of the independ-
ent game movement tapping into something crafted 
and handmade, the final product does still not oc-
cupy a physical space, and is still mass-produced in 
limitless digital copies. As a result, any kind of flaw 
that would have occurred in a handmade product is 
not the slightest bit unique.
Furthermore, applying a visual style depicting some-
thing handmade, for no other reason than fitting into 
the indie movement, is a paradox of authenticity all 
together.
The visual design decisions made by independent 
designers can be seen as a tool to start a debate, es-
pecially in opposition to AAA game studios. Howev-
er, is a political agenda enough reason to indulge the 
illusion of lesser skill?
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“ Authenticity can never be set in stone by a 
religion, a nation, or a linguistic community, 

because our standards and expectations of the 
Real are constantly evolving, and the artifice of 

authenticity depends on the context“ 
 - Russell Cobb



PRUNE
A Game Review

Prune is a game designed by Joel McDonald and 
published by Polyculture for Mac and Android 
tablets in 2015. 
The game is, quite literally, about pruning trees. As 
you cut branches off your newly planted tree, the 
remaining limbs will grow further. The ultimate goal 
is to reach for the sky, soak up sun, and give life to 
as many cherry-blossoms as possible. 

The game does a great job at teaching the new 
player the ropes, gradually introducing more unique 
mechanics, together with more advanced challenges. 
As soon as you have gotten used to the challenges of 
one feature, a new one is introduced. The game is 
a perfect example of teaching though showing, not 
through telling, and the game does indeed pick up 
difficulty reasonably fast.
The game does not, however, contain any risk of 
losing or having to start over.
If one level does not work out, the player simply 
cuts down their existing tree, and starts over with a 
new sapling. There are no lives, and no game overs.

Perhaps the most enjoyable thing about Prune, is 
it’s pretty visuals. The art style falls into the same 
category as recent tablet games with their minimal-
istic, colourful and contrast rich graphics such as 
Monument Valley (Ustwo, 2014). But even more 
intriguing is the heavy inspiration from Japanese art 
and calligraphy.

There is, however, one criticism to be made. As 
trees grows taller, and the branches become more 
and more intertwined, there are instances where the 
branches becomes so busy that the pruning-process 
can become a bit fiddly and – at times – frustrating. 

The lack of any negative outcome makes the game 
very enjoyable and stress free. Together with the 
sound of rustling leaves in the wind, and gorgeous 
visuals, Prune makes for an altogether very pleasant 
zen-like experience.

right: Prune (2015).

left: Gentai Sanjin, 
Prunus Blossom in 
Moonlight (1749 - 
1822)
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