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Mapping Emotional Blueprints
A Framework for Environmental Design in Games
DIMITRIOS POKKIAS
Department of Computer Science and Engineering
Chalmers University of Technology and University of Gothenburg

Abstract
This thesis investigates how psychogeography can be applied to the analysis and de-
sign of three-dimensional virtual game environments. Originating in studies of urban
space, psychogeography examines how environments influence emotion, movement,
perception, and behavior. This project adapts that concept to digital worlds, asking
how game spaces can produce affective experiences through spatial form, atmosphere,
traversal, and interpretation rather than through explicit narrative exposition alone.

The study is structured around three phases. First, a comparative qualitative anal-
ysis identifies the spatial and design characteristics that make a game world psycho-
geographically impactful. Drawing on psychogeography, environmental storytelling,
affective design, and close reading methods, the thesis proposes four core criteria:
spatial autonomy, atmospheric affect, player dérive, and affective coherence. These
criteria are used to distinguish between environments that function as active emo-
tional systems and those whose emotional effects depend more heavily on cinematic
or narrative control.

Second, the thesis conducts an empirical affective testing phase using structured
self-report questionnaires. Participants responded to selected environments from
Dark Souls, Journey, and ABZÛ. The questionnaire combines the Pleasure–Arousal–
Dominance (PAD) emotional state model with discrete emotional descriptors and
spatial attribution questions. The results suggest recurring relationships between
emotional response and environmental features such as lighting, soundscape, spatial
scale, openness, confinement, environmental framing, and movement rhythm. While
the sample is exploratory and not statistically generalizable, the findings support
the argument that players often interpret emotional experience through spatial and
atmospheric conditions.

Finally, the thesis synthesizes the theoretical and empirical findings into the Emo-
tional Blueprint Framework: a design-oriented model for understanding how vir-
tual environments shape affective experience. The framework organizes psychogeo-
graphic design around five interrelated layers: spatial form, atmospheric systems,
traversal structure, interpretive openness, and emotional tendencies. It also intro-
duces a psychogeographic feedback loop in which spatial form influences emotional
response, emotional response shapes movement behavior, and movement produces
interpretation and renewed spatial perception. The thesis concludes that emotion-
ally resonant game environments are not defined solely by visual quality, narrative
complexity, or mechanical design, but by the way spatial systems and atmospheric
cues encourage players to feel, move, remember, and interpret. By positioning three-
dimensional game environments as designed emotional landscapes, this work con-
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tributes to psychogeographic game studies, environmental storytelling, and affective
level design.

Keywords: Computer, science, computer science, game design, psychogeography,
psychology, project, thesis.
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1
Introduction

Video games have evolved from interactive amusement into complex spatial experi-
ences that communicate atmosphere, emotion, and meaning through design rather
than dialogue. The game world itself functions as both narrative medium and affec-
tive space, guiding players through environments that evoke distinct psychological
and emotional states. Titles such as Dark Souls, Journey, and ABZÛ exemplify
how environmental composition, lighting, sound, architecture, and pacing can carry
emotional and thematic weight independently of explicit storytelling. These worlds
are not merely settings; they are emotional architectures that shape player interpre-
tation through embodied exploration.

This study approaches these phenomena through the lens of psychogeography be-
cause psychogeography is specifically concerned with the emotional and psycholog-
ical effects of spatial experience. Rather than focusing only on narrative content,
visual aesthetics, or gameplay mechanics, psychogeography provides a framework for
examining how movement through space produces affective meaning. Introduced by
Guy Debord and the Situationist International in the 1950s, the concept explored
how urban environments influence human feeling and behavior through spatial form,
atmosphere, and movement [1], [2], [3]. Psychogeography concerns itself with the
affective mapping of place, examining how drifting through space, or engaging in a
dérive, can lead to emotional encounters and mental associations tied to architecture,
geography, and movement.

Translating this idea into digital environments is valuable because video game spaces
are deliberately designed spaces: their architecture, pacing, lighting, and naviga-
tional structures are constructed to shape player experience. Understanding these
spaces psychogeographically allows this thesis to examine how emotional responses
emerge through level design and virtual architecture rather than through explicit
narrative instruction alone. This is important not only for interpreting existing
games, but also for developing practical design knowledge. By identifying how
three-dimensional virtual environments produce emotions such as awe, dread, seren-
ity, melancholy, and relief, the thesis aims to support designers in creating spaces
with clearer affective intention.

The goal of this research is therefore to examine how three-dimensional (3D)
virtual game environments produce psychogeographical impact, and how their
spatial composition, architectural structure, and aesthetic rhythm generate emo-
tional responses and player interpretations. By focusing specifically on navigable
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1. Introduction

3D worlds, where depth, scale, verticality, and embodied movement through space
are central to experience, the project investigates how spatial design operates as an
affective system within immersive digital environments.

The study combines theoretical analysis, comparative case study evaluation, and em-
pirical data collection through structured questionnaires and self-reported surveys.
Rather than measuring physiological or gaze-based responses, the empirical phase
centers on players reflective accounts of emotional engagement during and after spa-
tial traversal. This approach foregrounds perceived atmosphere, mood, tension, and
resonance as articulated by the players themselves, allowing for the identification
of recurring patterns between environmental design features and reported affective
states.

The outcomes aim to bridge game studies, psychology and spatial theory by offer-
ing a focused understanding of how affective design principles can be systemati-
cally embedded into three-dimensional virtual spaces. At length, the project
contributes a structured framework for designing emotionally resonant 3D environ-
ments, grounded in both theoretical foundations and player-reported experiential
data.

Research Questions:

RQ1: What are the key spatial and design characteristics that make a game world
psychogeographically impactful?

RQ2: Which environmental features within psychogeographically resonant game spaces
attract player attention and evoke emotional responses, as measured through
questionnaires and self-reported affect?

RQ3: How can empirical observations of player attention and emotion be synthesized
into a framework that supports emotionally targeted level design?

Addressing these questions involves connecting theoretical inquiry with measurable
design outcomes. The research aims not only to interpret existing games but also to
construct an analytical and creative tool, the Emotional Blueprint Framework,that
assists designers in crafting spatial compositions that intentionally evoke emotion.
In this way, the study contributes to both academic discourse and practical design
methodology in affective game design.
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2
Theoretical Framework

The conceptual foundation of this research lies at the intersection of three overlap-
ping fields: psychogeography, environmental storytelling, and affective design. To-
gether, these frameworks allow the analysis of how spatial structures, sensory cues,
and movement patterns generate emotional meaning within game environments.

2.1 Psychogeography in Digital Environments
Psychogeography originates in the work of Guy Debord and the Situationist Interna-
tional, a mid-twentieth-century avant-garde movement concerned with the political,
emotional, and social organization of urban life. The Situationists criticized modern
urban environments for encouraging routine, consumption, and passive movement
through space. Against this, they proposed experimental practices that disrupted
ordinary patterns of navigation and revealed the hidden emotional forces of the city.
Psychogeography was therefore not only a theory of space, but also a critical and
exploratory practice aimed at uncovering how environments shape human feeling,
behavior, and imagination.

Psychogeography, as defined by Debord [2], explores the study of the precise laws
and specific effects of the geographical environment, consciously organized or not,
on the emotions and behavior of individuals [2]. Central to this idea is the dérive,
or drift, in which individuals move through urban environments without following
ordinary functional routes, allowing themselves to be guided instead by atmosphere,
attraction, mood, and spatial curiosity [3]. Through the dérive, the city becomes
something to be emotionally read and experienced rather than merely crossed or
used.

Later expanded by authors such as Coverley [1], Sidaway [4], and Bonnett [5], the
concept emphasizes the emotional texture of space and the human tendency to attach
affective significance to spatial form. In literary and cultural studies, psychogeog-
raphy often manifests through walking and drifting, revealing how place mediates
memory, nostalgia, and identity [6], [7], [8].

This theoretical background is important for the present thesis because it frames
space as an active force in emotional experience. Psychogeography suggests that en-
vironments are not neutral containers for action, but structures capable of influenc-
ing attention, movement, memory, and affect. When applied to three-dimensional
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2. Theoretical Framework

virtual environments, this perspective allows game spaces to be examined not only
as playable levels or visual backdrops, but as designed emotional landscapes. In this
sense, digital environments can be understood as psychogeographic spaces when
they guide the player through atmosphere, spatial rhythm, ambiguity, and move-
ment rather than through explicit narrative instruction alone.

When applied to games, psychogeography emphasizes how virtual environments sim-
ulate, transform, and intensify spatial-emotional interactions. Heron, Belford, and
Aunes work on the psychogeography of imaginary places provides a particularly im-
portant foundation for this thesis, as it argues that psychogeographic practice need
not be limited to physical urban environments, but can also be applied to fictive,
virtual, and game-based spaces [9]. This is especially relevant to three-dimensional
game worlds, where space is not merely represented but actively constructed, navi-
gated, and emotionally interpreted through player movement. In this sense, digital
environments can function as imaginary geographies: places that do not physically
exist, yet still produce affective relationships between player, space, memory, and
interpretation.

Building on this, Gamboa et al. [10] suggest that digital gamescapes can be ap-
proached as psychogeographic sites through practices such as screenshot-based doc-
umentation and reflective spatial analysis. While their work focuses more specifi-
cally on screenshots as a method for examining gamescapes, it reinforces the broader
argument that virtual environments can sustain emotional and interpretive relation-
ships similar to those found in physical psychogeographic practice. Games such as
Dark Souls or Death Stranding employ architectural decay, labyrinthine pathways,
environmental scale, and tonal shifts to elicit feelings of isolation, reverence, or
melancholy, emotions that emerge not only from plot but from spatial and sensory
design. Thus, the digital dérive becomes an interpretive act: moving through the
game world becomes a form of emotional cartography, where players map meaning
through traversal, atmosphere, and affective encounter.

2.2 Environmental Storytelling and Spatial Nar-
rative

Jenkins [11] defines environmental storytelling as the process of conveying narrative
through spatial context. Rather than relying primarily on dialogue, cutscenes, or
direct exposition, designers embed clues, structures, objects, and atmospheres into
the environment so that meaning is communicated through exploration. In this
sense, the environment becomes a narrative medium: players read spatial details,
architectural arrangements, visual composition, and environmental traces as part of
a broader story world. Studies by Bizzocchi and Tanenbaum [12], [13] demonstrate
that players can engage in a form of close reading of game spaces, interpreting
visual and spatial cues as meaningful components of narrative experience. Olsson et
al. [14] extend this logic through the Conceptual Relationship Model, showing how
design elements can be understood in relation to player interpretation, emotion, and
experience.
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2. Theoretical Framework

Psychogeography and environmental storytelling are closely related in this thesis,
but they do not become the same concept. Environmental storytelling is primarily
concerned with how space communicates narrative meaning: how environments im-
ply events, histories, relationships, or world-building details. Psychogeography, by
contrast, is concerned with how space affects emotion, perception, movement, and
behavior. The two overlap because both treat space as meaningful, but they differ
in emphasis. Environmental storytelling asks what a space communicates; psycho-
geography asks how a space feels, how it guides movement, and how it produces
affective or psychological responses. This distinction is important for the present
study because the thesis is not only interested in what game environments narra-
tively represent, but also in how they emotionally orient players through atmosphere,
spatial rhythm, and traversal.

Within this framework, environmental storytelling can be understood as one mecha-
nism through which psychogeographic experience may emerge. Games like Journey
and Hollow Knight communicate through environmental semiotics such as light gra-
dients, architectural rhythm, ruin, color, spatial contrast, and ambient sound. These
elements may imply story, but they also guide emotional experience by shaping how
players move, pause, look, and interpret the world around them. A ruined city, for
example, may communicate narrative information about collapse or abandonment,
while also producing melancholy, isolation, or curiosity through its spatial and at-
mospheric qualities. The narrative and affective dimensions therefore reinforce one
another, but they remain analytically distinct.

This relationship also connects to Barthes argument in The Death of the Author [15].
Barthes challenges the idea that the meaning of a work belongs exclusively to the
creators intention, arguing instead that meaning emerges through the readers act
of interpretation. However, this does not mean that the author, or in the case of
games, the designer, becomes irrelevant. Rather, authorial intention no longer fully
determines the final meaning of the work. Applied to games, this distinction is espe-
cially important: designers still construct spaces, place cues, shape atmosphere, and
guide movement, but players interpret and emotionally complete these structures
through interaction, observation, and traversal.

For this thesis, Barthes argument is useful because psychogeographically resonant
environments depend on both intentional design and interpretive openness. A game
space may be deliberately composed to evoke dread, awe, serenity, melancholy, or
relief, yet the emotional and narrative significance of that space is not fully fixed
until the player encounters it. The player therefore becomes a co-creator of meaning,
not because designer intention disappears, but because spatial meaning is activated
through the relationship between authored environment and lived player experience.
This supports the broader argument of the thesis: emotionally powerful game en-
vironments operate through a negotiation between designed spatial conditions and
player interpretation.

This distinction is also central to the framework developed later in the thesis. If envi-
ronments were understood only as authored messages, then emotional design would
become a matter of transmitting fixed meanings from designer to player. Con-
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2. Theoretical Framework

versely, if designer intention were dismissed entirely, it would become difficult to
discuss how level design can intentionally support affective experience. The position
adopted here is between these extremes: designers create spatial conditions, atmo-
spheric cues, and traversal structures that make certain emotional interpretations
more likely, while players complete those meanings through their own movement,
attention, memory, and affective response. In this way, environmental storytelling,
psychogeography, and player interpretation together form the conceptual basis for
understanding virtual spaces as designed yet open-ended emotional systems.

2.3 Affective Design and Emotional Response
Complementing these spatial frameworks, affective design examines how aesthetics
and interactivity evoke emotion at perceptual and cognitive levels. Norman [16]
identifies three tiers of emotional design, visceral, behavioral, and reflective that
shape how users respond to visual and interactive stimuli. In games, these layers
manifest through sensory immediacy (lighting, texture, sound), gameplay feedback
(mechanical tension, rhythm), and narrative reflection (meaning and consequence).
Chens [17] work on flow in games further connects affective design to engagement,
suggesting that balance between challenge and aesthetic harmony produces immer-
sive emotional states.

Integrating these theories creates a framework through which game environments
can be studied as emotional systems. The psychogeographic dérive translates into
the players exploratory movement, environmental storytelling defines how meaning
is encoded spatially and affective design explains how those spatial forms provoke
embodied emotion. Together, they form the theoretical foundation for identifying,
measuring, and eventually designing psychogeographically impactful game spaces.

2.4 Affective Measurement and the PAD Model
Because this thesis investigates emotional responses to three-dimensional virtual en-
vironments, it is necessary to establish a framework for describing and comparing
affective experience. While psychogeography provides the theoretical basis for under-
standing how space influences emotion and behavior, and environmental storytelling
explains how meaning can be communicated through spatial design, an additional
model is needed to structure the empirical measurement of player emotion. For this
purpose, the thesis uses the Pleasure–Arousal–Dominance (PAD) emotional state
model developed by Mehrabian and Russell [18].

The PAD model describes emotional experience through three dimensions: pleasure,
arousal, and dominance. Pleasure refers to the positive or negative quality of an
emotional response, ranging from unpleasant to pleasant. Arousal refers to the level
of activation or stimulation, ranging from calm to excited or stimulated. Dominance
refers to the degree of perceived control, ranging from feeling in control to feeling
overwhelmed or constrained by the environment. Together, these dimensions allow
emotional states to be described as combinations of affective qualities rather than
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2. Theoretical Framework

as fixed categories alone.

This dimensional approach is particularly useful for the present thesis because psy-
chogeographically resonant environments often produce complex or mixed emotional
responses. A location may feel beautiful and threatening at the same time, or calm-
ing while still producing curiosity and uncertainty. Discrete labels such as fear, awe,
or melancholy are useful for describing recognizable emotions, but they may not fully
capture the intensity, ambiguity, or internal variation of spatial experience. PAD
therefore provides a way to compare emotional responses across environments while
still allowing room for interpretive complexity.

The model is also appropriate because it originates in environmental psychology,
where it has been used to examine how spatial and sensory conditions influence
emotional and behavioral responses. Since this thesis is concerned with how lighting,
scale, openness, confinement, soundscape, and movement rhythm shape player affect
in 3D virtual spaces, PAD offers a suitable bridge between environmental theory and
player-reported data. It allows the emotional effects of virtual environments to be
discussed in relation to spatial experience rather than only narrative content or
gameplay mechanics.

In this thesis, PAD is used alongside discrete emotional descriptors derived from the
Phase I analysis, such as awe, dread, melancholy, serenity, curiosity, isolation, hope,
tension, and relief. This combination allows the study to capture both dimensional
affective tendencies and more recognizable emotional categories. PAD provides the
comparative structure for the questionnaire, while the discrete descriptors preserve
the vocabulary of psychogeographic experience developed through the theoretical
and qualitative analysis.
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3
Literature Review

3.1 Defining Psychogeography
Psychogeography originated in the mid-twentieth century through the work of Guy
Debord and the Situationist International, who defined it as the study of the precise
laws and specific effects of the geographical environment, consciously organized or
not, on the emotions and behavior of individuals [2]. It emerged as a critique of
capitalist urban planning and as an artistic-political practice seeking to re-enchant
the city through playful, emotional engagement with space. Central to this practice
was the dérive, a drift through urban environments guided not by purpose but by
affective and aesthetic impulse [3].

Over time, psychogeography expanded beyond its revolutionary roots to encompass
literary, psychological, and cultural approaches to space. Authors such as Coverley
[1] and Bonnett [5] trace how the dérive evolved into a broader form of spatial sto-
rytelling, one that interprets geography as emotional text. Ellard [19] and Bridger
[20] explore its psychological implications, arguing that places evoke measurable
affective states, influencing memory, empathy, and perception. Similarly, Fishers
work on hauntology [7] and Boyms theory of nostalgia [8] articulate how environ-
ments embody emotional residues, connecting architecture, atmosphere, and human
longing.

The core principle of psychogeography, that spatial form mediates emotional expe-
rience, is relevant to game environments because contemporary three-dimensional
games are also structured spaces through which users move, perceive, and interpret
meaning. Unlike film or static visual art, games require players to inhabit space
through traversal: they turn corners, descend into darker regions, emerge into open
vistas, follow paths, hesitate at thresholds, and build emotional associations through
repeated movement. This makes game environments particularly suitable for psycho-
geographic analysis, since emotional experience is not only observed from a distance
but produced through active spatial engagement.

Like the Situationists dérive, player movement through virtual worlds can involve
exploration guided by atmosphere, curiosity, attraction, uncertainty, or mood rather
than by explicit objectives alone. The comparison is not exact, since game spaces
are authored and constrained by design, but it remains useful because both urban
drifting and virtual traversal involve an affective relationship between movement
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3. Literature Review

and environment. As Bassett [21] suggests, walking can operate as an aesthetic
and critical act because it allows individuals to encounter space differently from its
intended or functional use. In digital contexts, the players traversal of space can
similarly become participatory psychogeography when movement through a virtual
environment produces reflection, emotional response, and interpretive engagement.
The player does not merely pass through a level, they actively construct an emotional
map of it through pacing, attention, memory, and embodied interaction.

3.2 Psychogeography in Games and Virtual Spaces
Translating psychogeography into digital contexts requires acknowledging the video
game as both navigable environment and affective system. Games invite players
to inhabit spatial narratives: worlds that communicate meaning through design
rather than explicit narrative alone. Jenkins concept of environmental storytelling
[11] identifies how level design conveys narrative information through spatial lay-
out, lighting, and environmental cues. Players construct meaning by reading the
environment, much like a psychogeographer reads a citys emotional landscape.

Several scholars have examined how game worlds evoke emotion through their spatial
and sensory composition. Atkinson and Parsayi [22] argue that virtual worlds afford
aesthetic contemplation similar to art installations, while Smuts [23] and Gualeni
[24] frame games as philosophical spaces capable of eliciting introspection and exis-
tential engagement. These perspectives are useful because they position games not
only as systems of rules or entertainment, but as environments that players inhabit,
interpret, and emotionally respond to.

Games such as Journey, Death Stranding, and Dark Souls demonstrate how this
affective spatial design operates in practice. Journey is a minimalist third-person
adventure game in which the player moves through deserts, ruins, and mountains
toward a distant peak. Its mechanics are intentionally simple, foregrounding move-
ment, scale, light, and musical pacing over dialogue or complex objectives. The
games emotional effect emerges from traversal itself: sliding across dunes, crossing
vast empty spaces, and moving toward a distant landmark create a sense of solitude,
awe, and gradual transformation. A screenshot of Journey’s desert environments
would be useful here to show how openness, horizon lines, and distant landmarks
structure the players emotional orientation.

10
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Figure 3.1: Example of Journey’s use of openness, distant landmarks, and visual
rhythm to guide emotional traversal.

Death Stranding is an open-world traversal game centered on movement across diffi-
cult terrain. While it contains narrative exposition and cinematic sequences, much
of its emotional identity comes from the act of crossing landscapes: climbing moun-
tains, balancing cargo, navigating rivers, and encountering long stretches of isolation.
The players relationship to space is therefore strongly physical and emotional, as ter-
rain becomes both obstacle and expressive medium. The game demonstrates how
spatial friction, distance, weather, and exposure can produce feelings of loneliness,
endurance, vulnerability, and relief. A screenshot of Death Stranding’s mountainous
or open landscapes would support this discussion by showing how scale and traversal
difficulty become emotionally meaningful.

Figure 3.2: Example of Death Stranding’s use of terrain, distance, and environmental
exposure as affective spatial systems.
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Dark Souls, by contrast, constructs affective experience through density, verticality,
decay, and spatial interconnection. The player moves through ruined castles, under-
ground passages, hostile settlements, and recurring safe zones, gradually building
a mental map through repetition, failure, and discovery. Its world communicates
largely through architecture, enemy placement, item placement, lighting, and envi-
ronmental contrast rather than through direct explanation. Emotional responses
such as dread, melancholy, relief, and curiosity emerge from the way the player
inhabits and gradually understands the structure of the world. A screenshot of Fire-
link Shrine, Blighttown, or Anor Londo would help illustrate how spatial form and
atmosphere carry emotional weight.

Figure 3.3: Example of Dark Souls’ use of architectural density, decay, and spatial
contrast to produce affective engagement.

Together, these games exemplify affective architecture: each constructs an atmo-
sphere that resonates emotionally through terrain, sound, visual rhythm, and spatial
pacing rather than through dialogue or plot alone. Their importance for this thesis
lies in how they show that player emotion can be shaped through the organization of
virtual space. The player is not simply told what to feel; instead, emotion emerges
through movement, orientation, hesitation, discovery, and environmental contrast.

Recent work on psychogeography and virtual environments provides an important
foundation for this shift. Heron, Belford, and Aunes The Psychogeography of Imagi-
nary Places argues that psychogeographic inquiry can extend beyond physical cities
into fictional, imagined, and digitally mediated spaces [9]. This is particularly rele-
vant for game studies because video game environments are imaginary places that
can nevertheless produce real affective responses, spatial memories, and interpretive
attachments. Their work provides a rigorous basis for treating virtual environments
as psychogeographic sites, not because they are physically real, but because they are
experienced through movement, atmosphere, attention, and emotional association.

Gamboa et al. [10] apply a related but more specific approach to digital gamescapes,
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describing how screenshots and exploration can be used to trace emotional geogra-
phies in virtual environments. Their approach echoes the Situationist dérive by en-
couraging playful documentation of emotional movement through imagined worlds.
However, for the purposes of this thesis, The Psychogeography of Imaginary Places
provides the broader conceptual foundation, while Gamboa et al. offer a useful
methodological example of how game spaces may be documented and reflected upon
psychogeographically.

Empirical approaches to environmental affect have also begun to emerge in design
research. Olsson, Björk, and Dahlskogs Conceptual Relationship Model [14] pro-
poses that mechanics and emotions form interconnected networks, suggesting that
affective design can be systematically mapped. This is important for the present
thesis because it supports the possibility of moving from interpretation toward a
design-oriented framework. If emotional experience emerges through relationships
between mechanics, spatial systems, atmosphere, and player interpretation, then
these relationships can be analyzed and organized into a model for affective level
design.

Beyond these broader theoretical applications, this thesis also builds directly on
my prior research, Empathy in the Abyss: Emotional Design in the World of Dark
Souls [25]. That study examined how Dark Souls constructs affective experiences
through environmental storytelling, spatial rhythm, and player isolation. The anal-
ysis demonstrated how level design, through vertical layering, restricted visibility,
and cyclical safe zones, produces a sustained emotional oscillation between dread
and relief. These findings established that the psychogeographical essence of a vir-
tual environment lies not merely in its visual design but in the emotional journey it
orchestrates.

The present thesis expands upon that groundwork by shifting from primarily inter-
pretive analysis toward a structured empirical investigation oriented around frame-
work development. Whereas Empathy in the Abyss focused on qualitative spa-
tial interpretation and theoretical exploration, the current research systematically
integrates player-reported affective data to identify recurring patterns in player–
environment interactions within three-dimensional virtual spaces. This progression
transforms earlier conceptual insights into a design-oriented model capable of guid-
ing intentional environmental composition. By formalizing observed relationships
between spatial characteristics and emotional response, the study moves from re-
flective analysis toward the development of an actionable framework that bridges
theoretical inquiry and practical affective design.

3.3 Case Studies in Affective Game Worlds
Among modern titles, Dark Souls (FromSoftware, 2011) has been frequently cited as
a paradigmatic psychogeographic text. Kunzelman [26] and Caracciolo [27] explore
how its architecture and environmental storytelling produce a melancholic sense of
place rooted in ruin and memory. Fusdahl [28] identifies emotional tension between
vulnerability and resilience in both Dark Souls 3 and Hellblade: Senuas Sacrifice,
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linking spatial navigation to psychological growth. Stamatov [29] interprets the
series punishing design as a form of affective engagement, players form emotional
relationships with space through struggle and repetition.

These worlds embody what Debord [2] described as emotional topography, where
mood and movement intertwine. In Journey, vast deserts and ascendant architec-
tures elicit awe and transcendence through minimal mechanics and harmonic color
palettes. In contrast, Silent Hill 2 transforms familiar suburban environments into
oppressive dreamscapes that externalize grief and guilt. Even minimalist titles like
Inside or Limbo create psychogeographic resonance through spatial rhythm, scale,
and silence-inviting affective interpretation through environmental texture rather
than explicit presentation.

3.4 Gaps in Current Research
While psychogeography has been widely explored in literature, art, and film, its ap-
plication within interactive media remains underdeveloped in empirical terms. Most
analyses of spatial affect in games remain qualitative, relying on close reading, the-
matic interpretation, or aesthetic critique. For example, Bizzocchi and Tanenbaum
[12], [13] apply close reading methods to gameplay and game spaces, showing how
players and researchers can interpret visual, spatial, and narrative cues as part of
a broader experiential structure. Similarly, Atkinson and Parsayi [22] examine aes-
thetic contemplation in video games, focusing on how players engage reflectively
with game environments as visual and spatial compositions. Work on Dark Souls
and related worlds, such as Kunzelman [26] and Caracciolo [27], also demonstrates
how game spaces can be interpreted through ambiguity, environmental storytelling,
and community-based meaning-making. These approaches provide valuable insight
into how virtual environments generate meaning, but they rarely include systemati-
cally collected player-reported data to support or refine these interpretations.

In parallel, affective design research and human–computer interaction studies fre-
quently employ structured questionnaires, surveys, and, in some cases, physiological
measurement techniques to investigate emotional engagement. These methods al-
low researchers to examine how users respond to sensory and spatial stimuli in
measurable ways. However, such empirically grounded approaches have not been
consistently applied to the study of psychogeographic impact in three-dimensional
game environments. As a result, there remains a methodological gap between the-
oretical discussions of spatial affect and systematic investigations of how players
consciously experience and emotionally interpret virtual space.

This research addresses this gap by integrating psychogeographic theory with struc-
tured self-reported affective data within 3D game environments. By grounding spa-
tial analysis in documented emotional responses, the study seeks to establish a more
rigorous and design-oriented understanding of how virtual environments function as
affective systems.
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Methodology

This research employs a multi-phase mixed-method design that combines theoretical
analysis, empirical testing, and applied synthesis. Each phase corresponds to one
of the three research questions, ensuring methodological alignment with the studys
overall aim: to identify, measure, and apply psychogeographical impact in game
environments.

4.1 Phase I Comparative Qualitative Analysis:
Identifying Psychogeographical Games

The first phase addresses RQ1: What are the key spatial and design characteristics
that make a game world psychogeographically impactful?

This phase adopts a comparative qualitative analysis to identify and classify games
that exhibit psychogeographical qualities. Rather than assuming specific titles are
relevant from the beginning, the phase starts with an exploratory review of diverse
games known for strong spatial or emotional design, spanning multiple genres, vi-
sual styles, and approaches to environmental storytelling. A qualitative comparative
method was selected because RQ1 concerns how spatial meaning and emotional res-
onance are produced, interpreted, and sustained within game environments. These
qualities are contextual and relational, making them difficult to capture through
numerical measurement alone.

The methodological choice also reflects the theoretical orientation of the study. Psy-
chogeography is concerned with how space influences feeling, behavior, movement,
and interpretation, while environmental storytelling examines how meaning is em-
bedded within spatial arrangements. Both require close attention to context, at-
mosphere, traversal, and symbolic composition. Comparative qualitative analysis
therefore allows environments to be examined as integrated affective systems rather
than as collections of isolated variables.

Several alternative methods were considered but not selected for this phase. A
quantitative content analysis could have assigned numerical scores to features such
as lighting, openness, verticality, or environmental density. However, this would
have required the relevant categories to be fixed before the analysis and would risk
reducing complex spatial experiences to decontextualized measurements. It would
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also struggle to explain how multiple elements interact over time to create emotional
meaning.

A formal spatial-metrics approach, using measures such as map size, path length, vis-
ibility, navigational complexity, or architectural density, was also considered. Such
measurements could describe the physical organization of a level, but they would not
adequately capture atmosphere, symbolic meaning, emotional transition, or the in-
terpretive significance of traversal. Two environments may have similar dimensions
while producing substantially different emotional experiences because of differences
in sound, lighting, pacing, materiality, or narrative implication.

Expert evaluation or designer interviews could also have been used to examine in-
tended emotional effects. However, this would have placed greater emphasis on
authorial intention than on the environments themselves and their possible interpre-
tation by players. Since the thesis is concerned with how meaning emerges through
the relationship between authored space and player experience, relying primarily on
designer testimony would not have been sufficient. The intention behind a space
remains relevant, but it does not exclusively determine its affective or psychogeo-
graphic significance.

Player testing was not used as the primary method in Phase I because psychogeo-
graphically relevant environments first needed to be identified before they could be
selected for empirical study. Beginning immediately with participant testing would
have required the study to presuppose which games were already psychogeographi-
cally significant. Instead, the comparative analysis establishes the selection criteria
and case-study foundation required for Phase II. Empirical player responses are then
used in the second phase to support, challenge, or refine the interpretive findings.

The analytical indicators used in Phase I were developed through a combination of
deductive and inductive reasoning. Deductively, they were derived from the theo-
retical framework established earlier in the thesis, particularly psychogeography [1],
[2], [4], environmental storytelling [11], and close reading approaches to game spaces
[12], [13]. These works suggest that emotionally significant spaces are shaped by
movement, atmosphere, spatial rhythm, environmental cues, and player interpreta-
tion. Inductively, the indicators were refined through preliminary close readings of
candidate games, where recurring patterns such as disorientation, spatial contrast,
atmospheric intensity, and emotional transition emerged across different titles.

Using these principles, each candidate game was examined through its level design,
atmosphere, spatial rhythm, and traversal structure. The analysis focused on how
environments evoke emotion through movement, architecture, visibility, sound, light-
ing, materiality, and sensory cues rather than through explicit narrative exposition
alone. Close reading techniques [12], [13] were applied to interpret how players may
construct emotional meaning through exploration, observation, spatial memory, and
repeated traversal.

Games were evaluated according to recurring psychogeographical indicators,
including:

• Emotional resonance through space and motion: whether the environ-

16



4. Methodology

ment produces emotional response through traversal, atmosphere, and spatial
pacing rather than dialogue or cutscenes alone.

• Altered perception of scale or orientation: whether the game uses vast-
ness, verticality, confinement, disorientation, or spatial contrast to affect the
players perception of place.

• Architectural symbolism and environmental liminality: whether spaces
imply transition, decay, ambiguity, memory, or threshold states through archi-
tecture and environmental composition.

• Rhythms of isolation, discovery, tension, and relief : whether the play-
ers emotional experience changes through spatial progression and contrast
between different environmental conditions.

These indicators were not treated as a numerical checklist or scoring instrument.
Instead, they functioned as qualitative classification criteria used to guide close
reading and cross-case comparison. For each candidate game, relevant locations
were examined according to the presence, strength, recurrence, and interaction of
these indicators. The analysis asked not only whether a feature was present, but how
it operated within the wider environment and whether it contributed consistently
to emotional and interpretive experience.

Games were classified as psychogeographically significant when several indicators
appeared repeatedly across multiple environments and when emotional meaning
emerged primarily through spatial encounter rather than through explicit narra-
tive or mechanical progression alone. By contrast, games were treated as counter-
examples when their emotional impact was more strongly driven by scripted narra-
tive, cinematic framing, objective markers, or mechanical systems, even when their
environments were visually rich or atmospheric.

This process allowed the study to distinguish between games that simply contain
impressive environments and games in which the environment itself functions as an
affective and interpretive system. The classification therefore depended not only on
whether a game world appeared emotionally powerful, but on how that emotional
power was produced: through spatial autonomy, atmospheric affect, player dérive,
and affective coherence.

From this comparative study, a subset of case-study games was selected for further
analysis and, where practically feasible, empirical testing in Phase II. The aim was
not to confirm the significance of predetermined titles, but to identify which virtual
worlds most strongly embodied the emotional and spatial principles of psychogeog-
raphy. Comparative qualitative analysis was therefore chosen because it allowed the
study to establish and justify these classifications before introducing player-reported
data. This exploratory phase forms the conceptual and methodological foundation
for the subsequent empirical investigation and for the later development of the Emo-
tional Blueprint Framework.
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4.2 Phase II Empirical Testing: Player Attention
and Affective Response

The second phase investigates RQ2: Which environmental features within psycho-
geographically resonant game spaces attract player attention and evoke emotional
responses, as measured through questionnaires and self-reported affect?

This phase introduces empirical data collection using affective self-reporting meth-
ods. Participants engage in structured play sessions within selected psychogeograph-
ically rich three-dimensional environments identified in Phase I. The purpose of
this phase is to examine whether the spatial and emotional relationships identified
through qualitative analysis are also reflected in players consciously reported expe-
riences.

A self-report questionnaire was selected as the primary method because RQ2 con-
cerns participants own interpretation of attention, atmosphere, and emotional re-
sponse. Psychogeographic experience is not limited to physiological activation or
observable movement, it also involves memory, meaning, interpretation, and the lan-
guage players use to describe their relationship with space. Questionnaires therefore
provide direct access to the participants reflective account of the environment, al-
lowing spatial impressions and emotional responses to be compared across games in
a structured format.

Several alternative methods were considered. Eye-tracking could have been used to
record fixation duration, gaze direction, and areas of visual attention. This method
would have provided detailed information about where participants looked during
play. However, gaze does not by itself explain why a feature attracted attention
or what emotional meaning the participant associated with it. Eye-tracking would
also have required specialized equipment, calibration, and a more tightly controlled
laboratory setting. Since the study focuses on interpreted spatial experience rather
than visual attention alone, eye-tracking was not selected as the primary method.

Physiological measures such as heart rate, skin conductance, pupil dilation, or elec-
troencephalography could also have been used to estimate arousal. Such methods
may capture emotional activation that participants do not consciously report, but
they cannot reliably distinguish between emotions with similar physiological profiles.
Increased arousal, for example, could indicate fear, excitement, curiosity, frustration,
or surprise. These measurements would therefore require substantial contextual
interpretation and would not independently explain how players connected their
responses to particular environmental features.

Gameplay observation and movement logging were also considered. Recorded player
paths, hesitation, movement speed, camera behavior, or time spent in particular lo-
cations could provide behavioral evidence of spatial engagement. However, these
methods would primarily show what participants did rather than how they under-
stood or emotionally interpreted their behavior. They would also require standard-
ized game builds or instrumentation across three different commercial games, which
was outside the practical scope of the project.
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Semi-structured interviews could have been used as the primary method and would
have allowed more detailed exploration of individual experiences. However, inter-
views alone would make direct comparison across participants and games less con-
sistent. They would also increase the influence of interviewer prompting and require
a more extensive transcription and coding process. For this reason, structured ques-
tionnaires with open-ended response fields were preferred: they combine comparable
response formats with opportunities for participants to elaborate in their own words.

To structure the measurement of emotional response, the questionnaire draws on the
Pleasure–Arousal–Dominance (PAD) emotional state model developed by Mehra-
bian and Russell [18]. The PAD model conceptualizes emotion through three di-
mensions: pleasure, which measures positive or negative affective valence, arousal,
which measures the level of activation or stimulation and dominance, which measures
perceived control, freedom, constraint, or overwhelm in relation to the environment.

PAD was selected over a purely discrete emotion model because spatial experiences
frequently produce mixed and gradual affective states. An environment may be
unpleasant but highly stimulating, calming while still emotionally powerful, or vi-
sually attractive while producing vulnerability. A categorical model based only on
labels such as fear, joy, or sadness would provide recognizable emotional terms, but
would not describe these underlying dimensions with the same degree of flexibility.
PAD is also particularly appropriate because it was developed within environmen-
tal psychology to examine how environments influence emotional and behavioral
response. Since this thesis investigates how virtual spatial conditions shape affect,
PAD provides a theoretically relevant structure for translating subjective experience
into comparable questionnaire data.

The PAD scales are supplemented by discrete emotional descriptors rather than used
in isolation. This combined strategy was selected because dimensional and categor-
ical measures provide different kinds of information. PAD captures the orientation
and intensity of affective experience, while descriptors such as awe, dread, tension,
melancholy, serenity, curiosity, isolation, hope, and relief preserve the emotional vo-
cabulary that emerged during Phase I. The questionnaire therefore supports both
structured comparison and qualitative interpretation.

Following each gameplay session, participants complete questionnaires designed to
capture spatial impressions and emotional responses. The survey uses seven-point
semantic differential scales based on PAD-related dimensions, including unpleasant–
pleasant, calm–stimulated, passive–activated, in control–overwhelmed, constrained–
free, and tense–relaxed. Seven response points were chosen to provide sufficient
variation between participants without requiring distinctions so fine that they would
become difficult to interpret consistently.

Participants also select the discrete emotional descriptors that best represent their
experience. They are then asked to identify which environmental elements they
found most visually or emotionally significant, including lighting contrast, spatial
scale, environmental framing, architectural density, soundscape, openness, confine-
ment, and movement rhythm. Open-ended questions allow participants to describe
specific moments in which the environment affected their emotional state and to
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report emotions not represented by the predefined options.

Data are analyzed through a combination of quantitative aggregation and qualitative
thematic interpretation. The quantitative component is descriptive rather than
inferential. The small exploratory sample does not support claims of statistical
generalizability, so the analysis focuses on frequencies, distributions, and recurring
tendencies rather than significance testing.

First, responses to the PAD-based scales are grouped by game. For each scale, the
distribution of participant ratings is examined to identify whether responses tend to-
ward one pole, remain near the midpoint, or vary substantially between participants.
These patterns are then compared across games to establish broad affective profiles,
such as whether an environment is generally experienced as pleasant or unpleasant,
calming or stimulating, controlling or overwhelming, and constraining or freeing.

Second, selected emotional descriptors are counted for each game. These counts
are used to identify which emotional labels recur most frequently and which appear
only in isolated responses. Related descriptors are interpreted carefully rather than
treated as perfectly distinct categories. For example, dread and tension may describe
overlapping high-arousal negative experiences, while serenity and relief may overlap
without being identical. The original participant labels are retained, but similarities
and differences between them are considered during interpretation.

Third, participants selected environmental features are grouped into consistent spa-
tial categories, including lighting, scale, openness and confinement, architectural
density, environmental framing, soundscape, and movement rhythm. The frequency
with which each category is selected is then compared with the reported PAD ten-
dencies and discrete emotional descriptors for the same game.

Open-ended responses are analyzed through thematic coding. The first stage of cod-
ing identifies direct references to environmental features, such as darkness, narrow
passages, open horizons, distant landmarks, ambient sound, verticality, or fluid move-
ment. The second stage identifies the emotional or interpretive response associated
with those features. The third stage groups repeated feature–emotion relationships
into broader themes.

For example, comments linking darkness, restricted visibility, or narrow pathways
with caution, fear, or tension are coded as relationships between visibility/confinement
and high-arousal negative affect. Comments linking openness, illumination, or dis-
tant horizons with awe, serenity, freedom, or relief are coded as relationships between
spatial openness/framing and more positive or contemplative affect. Comments con-
cerning fluid movement, slow traversal, hesitation, or repeated return are coded in
relation to movement rhythm and spatial memory.

These codes are then compared across the three games. A pattern is considered
recurring when a similar relationship appears in multiple responses or across more
than one game, rather than being based on a single isolated statement. Contra-
dictory or unusual responses are retained rather than removed, since variation is
relevant to the interpretive nature of psychogeographic experience.
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The final stage of analysis uses cross-comparison matrices to connect three forms of
data: PAD tendencies, selected emotional descriptors, and reported environmental
features. Each matrix organizes the environmental features associated with a game
alongside the dimensional and categorical responses reported by participants. This
allows the analysis to examine not only which emotions were reported, but which
spatial characteristics participants believed contributed to those emotions.

The purpose of this analysis is not to establish causal relationships or produce
statistically generalizable psychological claims. Instead, it identifies recurring self-
reported associations that can support, challenge, or refine the qualitative findings
from Phase I. The use of questionnaires was therefore selected as the most appropri-
ate compromise between comparability, interpretive depth, practical feasibility, and
alignment with the psychogeographic focus of the thesis.

This phase provides the empirical grounding necessary to move from interpretive
spatial analysis to systematically documented affective experience. By combin-
ing dimensional ratings, discrete emotional descriptors, spatial attribution, and
open-ended reflection, the method bridges spatial design theory and player-reported
emotional engagement while providing the empirical foundation for the Emotional
Blueprint Framework.

4.3 Phase III Framework Synthesis: Designing
for Emotion

The final phase addresses RQ3: How can empirical observations of player attention
and emotion be synthesized into a framework that supports emotionally targeted level
design?

This phase uses framework synthesis to integrate the findings from Phase I and
Phase II into an applied Emotional Blueprint Framework. Phase I identified
recurring psychogeographic characteristics through comparative qualitative analy-
sis, while Phase II examined how participants associated particular environmental
features with dimensional and discrete emotional responses. The purpose of Phase
III is therefore not to collect new data, but to organize the relationships identified
across the preceding phases into a coherent design-oriented model.

Framework synthesis was selected because RQ3 concerns translation: how theoret-
ical concepts and empirical patterns can be converted into a structured form that
is useful for design. The method involves identifying recurring relationships across
the qualitative and self-report findings, grouping related environmental features into
broader design categories, and connecting those categories to the affective tenden-
cies reported by participants. The resulting framework is intended to explain how
spatial, atmospheric, and traversal systems interact, rather than to provide a simple
list of isolated feature–emotion pairs.

Several alternative approaches were considered. One possibility would have been
to produce a purely descriptive taxonomy of environmental features, categorizing
examples of lighting, scale, openness, confinement, soundscape, or movement. While
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such a taxonomy could organize observations, it would not adequately represent how
these elements interact or how emotional meaning develops through traversal and
interpretation. It would describe the components of affective environments without
explaining the process through which they shape experience.

A second alternative would have been to construct a predictive model in which spe-
cific design variables correspond directly to fixed emotional outcomes. This was not
selected because the findings do not support deterministic claims such as openness
always producing awe or darkness always producing dread. Participant responses
varied, and emotional experience depended on context, prior experience, spatial
transition, and the interaction of multiple design systems. A predictive model would
therefore overstate the precision and generalizability of the data.

Statistical modelling was also considered but was not appropriate for the scale and
nature of the study. The small exploratory sample does not support robust inferen-
tial analysis, regression modelling, or causal claims. More importantly, the purpose
of the thesis is not to isolate individual variables statistically, but to examine layered
relationships between spatial form, atmosphere, movement, and interpretation. A
design framework better preserves this relational and interpretive complexity.

The study could also have concluded with a set of general design recommendations.
However, recommendations presented only as written guidance would risk becoming
disconnected observations rather than a coherent model. Framework synthesis was
preferred because it makes the relationships between concepts visible and reusable.
It allows designers to move between spatial conditions, emotional tendencies, traver-
sal patterns, and interpretive effects rather than consulting isolated rules.

The synthesis process proceeds in several stages. First, the major environmental
features identified in Phase I and reported in Phase II are consolidated into broader
categories. These include spatial form, such as openness, density, scale, confinement,
and verticality, atmospheric systems, such as lighting, soundscape, color, visibility,
and materiality, traversal structure, such as pacing, resistance, flow, and spatial
transition and interpretive space, including ambiguity, environmental implication,
and narrative openness.

Second, these categories are compared with the affective tendencies identified through
the PAD scales, discrete emotional descriptors, and open-ended responses. This
stage does not treat emotions as fixed outputs. Instead, it identifies recurring as-
sociations, such as confinement and restricted visibility appearing alongside tension
or vulnerability, or openness and distant framing appearing alongside awe, serenity,
or reflection.

Third, the relationships are organized into a layered model. The framework positions
concrete environmental structures at the foundation and more emergent experiential
outcomes above them. Spatial form and atmospheric systems establish the condi-
tions of the environment, traversal structure determines how those conditions are
encountered over time, interpretive space shapes how players construct meaning,
and emotional tendencies emerge through the interaction of these layers.

Fourth, the framework incorporates the psychogeographic feedback loop. This
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loop represents affective experience as recursive rather than linear: spatial form
influences emotional response, emotional response influences movement behavior,
movement shapes interpretation, and interpretation alters subsequent spatial per-
ception. Including this loop prevents the framework from presenting the player as
a passive recipient of environmental stimuli and instead emphasizes the continuous
interaction between authored space and lived experience.

This synthesis draws on principles of design-based research [30] and pattern-oriented
design thinking [31]. Design-based research is relevant because it seeks to trans-
form theoretical and empirical insight into usable design knowledge, while pattern-
oriented approaches provide a means of organizing recurring relationships into trans-
ferable structures. However, the Emotional Blueprint Framework is not presented
as a validated design pattern library or a universal predictive instrument. It is an
interpretive design model grounded in the findings of this thesis.

The goal of the framework is to support developers in reasoning about how envi-
ronments may encourage particular affective tendencies through combinations of
spatial form, atmosphere, traversal, and interpretive openness. Rather than map-
ping a single attribute directly to a guaranteed emotion, it shows how multiple
environmental systems may reinforce one another. For example, awe may become
more likely through the combination of monumental scale, environmental openness,
distant framing, gradual revelation, and unobstructed traversal, while tension may
become more likely through confinement, darkness, restricted visibility, resistant
movement, and uncertainty.

The framework is therefore intended as both an analytical and generative tool. An-
alytically, it can be used to examine how existing environments organize emotional
experience. Generatively, it can support the early planning, prototyping, and eval-
uation of new environments by encouraging designers to consider how spatial and
atmospheric choices interact over time. The method was selected because it provides
a structured bridge between theory, participant data, and practical level design with-
out reducing affective experience to a rigid or deterministic formula.

4.4 Ethical Considerations
All participant tests will adhere to the ethical standards of Chalmers University
of Technology and the University of Gothenburg for research involving human par-
ticipants. Participants will be fully informed of the studys purpose, the type of
gameplay involved, the nature of the questionnaire, their right to withdraw at any
time without consequence, and the anonymization of collected data. Informed con-
sent will be obtained before participation, and no personally identifying information
will be included in the analysis or final thesis.

The study focuses on mild affective states such as tension, awe, curiosity, serenity,
melancholy, and relief. Distressing or traumatic stimuli will be avoided by selecting
gameplay segments that are atmospheric and emotionally evocative without relying
on explicit trauma, graphic violence, horror imagery, or extreme psychological dis-
tress. The selected environments are used because of their spatial and atmospheric
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qualities rather than because they are designed to shock or disturb participants.
Participants will also be informed in advance about the general nature of each game
environment so that they can make an informed decision about whether they wish
to take part.

Participant comfort will be prioritized throughout the study. Each gameplay session
will be limited in duration, and participants will be free to stop playing or withdraw
from the study at any point. Because ABZÛ takes place in underwater environments,
an additional screening question is included to identify whether participants consider
themselves to experience thalassophobia. This allows the researcher to interpret
responses to underwater vastness and depth more responsibly, while also making
participants aware of the nature of the environment before continuing.

The collected data will consist of questionnaire responses, selected emotional de-
scriptors, and open-ended reflections. These responses will be anonymized and
used only for the purposes of this thesis. The research prioritizes transparency,
participant comfort, and the responsible use of emotional design data. Since the
project investigates how environments can be designed to influence emotion, the
study also acknowledges the ethical importance of affective design itself: emotional
design frameworks should be used to support meaningful, reflective, or engaging
experiences rather than to manipulate players in harmful or coercive ways.
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Analysis and Findings

5.1 Phase I Results Identifying Psychogeograph-
ical Games

In this subsection, we examine the findings from the comparative qualitative analy-
sis conducted to identify games that exemplify psychogeographical design principles.
Building upon the criteria established in the previous section, this analysis explores
how selected titles, such as Dark Souls (FromSoftware, 2011), Journey (Thatgame-
company, 2012), Shadow of the Colossus (Team Ico, 2005) and Abzû (Giant Squid),
manifest emotional and spatial depth through their environmental composition. By
analyzing these games through the lenses of affective geography, environmental sto-
rytelling, and player dérive, the following discussion emphasizes the specific design
traits that contribute to their psychogeographic impact.

5.1.1 Establishing Psychogeographic Criteria in Games
Before engaging in comparative analysis, it is necessary to determine what qualifies
a digital environment as psychogeographically significant. The term psychogeogra-
phy, first defined by Guy Debord [2], describes the relationship between geographical
environments and the emotions and behavior of individuals. However, psychogeogra-
phy should not be understood simply as a neutral spatial theory. In its Situationist
context, it was also a critical and political practice: a way of exposing how urban
environments guide behavior, encourage routine, and organize everyday life. The
dérive was not merely a walk, but a method for disrupting habitual movement and
identifying where emotional, social, and political pressure could be applied within
the city [3].

When this concept is moved into digital environments, it therefore cannot be trans-
ferred directly without qualification. Video game spaces are not cities, and players
do not drift through them under the same conditions as pedestrians in urban space.
They are authored, bounded, and shaped by mechanics, objectives, interfaces, and
progression systems. Nevertheless, psychogeography remains useful because games
are also spatial environments that guide attention, emotion, movement, and inter-
pretation. The question is therefore not whether a game can reproduce the dérive
exactly, but whether certain game environments can produce comparable forms of
affective spatial encounter: moments where movement through space becomes emo-
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tionally and interpretively meaningful.

A psychogeographical game is therefore not only one that presents visually com-
pelling environments, but one that uses space as a form of emotional authorship: a
way of communicating mood, tension, memory, or meaning through spatial experi-
ence. In this context, space does not simply decorate gameplay; it helps structure
how the player feels, moves, hesitates, explores, and interprets. This does not mean
that designer intention disappears. Rather, the designer creates spatial conditions,
environmental cues, and traversal rhythms that make certain emotional responses
more likely, while the player completes those meanings through movement and in-
terpretation.

The applicability of the dérive to games must therefore be understood carefully. In
the real world, the dérive involves drifting through urban space without a fixed
practical agenda, allowing atmosphere and attraction to guide movement. In games,
this is complicated by the fact that players often experience pressure to progress,
complete objectives, or follow designed paths. However, many three-dimensional
game environments create spaces where this pressure is loosened or interrupted.
Players may pause, wander, look around, return to familiar areas, follow curiosity, or
respond emotionally to light, sound, scale, and architectural form. These moments
do not constitute a pure dérive in the Situationist sense, but they can function as a
designed or partial dérive within the constraints of a virtual environment.

This distinction is important because psychogeographic game analysis must account
for both player agency and authorial design. Heron, Belford, and Aunes work on the
psychogeography of imaginary places is particularly useful here, as it argues that
psychogeographic inquiry can extend into fictional and virtual spaces while still ac-
knowledging that such spaces are constructed, mediated, and interpretively encoun-
tered [9]. In this thesis, the dérive is therefore treated not as a literal unstructured
walk, but as an analytical concept for understanding moments of affective traversal:
situations where the players movement is guided by mood, curiosity, uncertainty,
atmosphere, or spatial attraction rather than by explicit instruction alone.

Coverley [1] extends the concept of psychogeography by emphasizing the poetic and
psychological resonance of landscape, while Jenkins [11] identifies environmental
storytelling as the practice of embedding narrative significance within spatial design.
Together, these perspectives support the view that psychogeographic design in games
arises when space becomes both affective and interpretive. A game environment
becomes psychogeographically significant when it does more than provide a setting
for action: when it shapes emotional experience through atmosphere, movement,
ambiguity, spatial rhythm, and environmental meaning.

To apply these ideas within a game design context, this thesis proposes four core
criteria for identifying psychogeographic impact in three-dimensional game envi-
ronments. These criteria were not adopted from a single existing framework, but
synthesized from the theoretical material discussed above. Spatial autonomy draws
from environmental storytelling and interpretive openness, particularly the idea that
environments can communicate meaning through spatial context rather than direct
exposition [11], [15]. Atmospheric affect is derived from psychogeography and af-
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fective design, where light, sound, scale, and sensory composition are understood
as forces that shape emotional experience [2], [16]. Player dérive adapts Debords
concept of drifting through space, while acknowledging that game environments are
authored and goal-oriented rather than fully open urban spaces [3], [9]. Finally, af-
fective coherence emerges from the need to explain how emotional tone is sustained
across movement, transition, and environmental rhythm rather than produced by
isolated visual moments.

These criteria therefore function as an analytical tool developed for this thesis. They
are used to distinguish between games that merely contain visually impressive envi-
ronments and games in which spatial design actively shapes emotional interpretation.
A game is considered psychogeographically significant when several of these criteria
appear consistently across its environments and when emotional meaning emerges
primarily through traversal, atmosphere, and spatial encounter.

1. Spatial autonomy: Environments that evoke emotion or narrative meaning
independently of dialogue, cutscenes, or textual presentation. This criterion
identifies whether the environment itself carries affective or interpretive weight
rather than functioning only as a backdrop for explicit storytelling.

2. Atmospheric affect: The use of light, color, sound, scale, texture, and spa-
tial rhythm to induce emotional states such as melancholy, awe, serenity, dread,
or tension. This criterion focuses on how sensory and aesthetic qualities shape
the players emotional orientation within space.

3. Player dérive: The extent to which the environment invites exploratory
movement guided by curiosity, mood, spatial attraction, or uncertainty rather
than explicit objectives alone. In games, this is understood as a partial or
designed dérive, since player movement remains shaped by authored structures
and progression systems.

4. Affective coherence: A consistent emotional or thematic tone across spatial
transitions that strengthens immersion and resonance. This criterion evaluates
whether emotional experience is sustained across traversal rather than appear-
ing only in isolated scenes or scripted moments.

Applying these criteria, several games emerge as examples of psychogeographical de-
sign. Dark Souls (FromSoftware, 2011) situates the player within a decaying world
whose architecture tells stories of loss and entropy. The circular design of Firelink
Shrine offers a sense of melancholy stability amid surrounding chaos, functioning as
a spatial anchor that evokes reflective calm.
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Figure 5.1: A player rests at Firelink Shrine - Dark Souls 1. (screenrant.com)

Furthermore, descending into Blighttown creates a feeling of claustrophobic dread
through spatial compression, limited visibility, and oppressive sound design. These
contrasts demonstrate how architecture itself can serve as an emotional gradient.

Figure 5.2: A player descending into Blight Town - Dark Souls 1. (dark-
souls.fandom.com)

Similarly, Journey (Thatgamecompany, 2012) presents vast, open deserts that evoke
both isolation and transcendence. Its minimalist aesthetic and deliberate pacing
transform traversal into a meditative experience, reinforcing the concept of dérive
through intuitive movement and environmental rhythm. The players ascent toward
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the distant mountain acts as a psychogeographic pilgrimage, a movement through
emotional space as much as physical terrain.

Figure 5.3: The desert landscapes of Journey. (mattnava.com)

In another example, Shadow of the Colossus (Team Ico, 2005) embodies a differ-
ent form of psychogeographic design through its monumental scale and emptiness.
The Forbidden Lands act as an emotional void: desolate, sacred, and profoundly
isolating. Each colossus arena functions as a microcosm of mood, from the reverent
stillness of overgrown temples to the oppressive vastness of open plains. The inter-
play between loneliness, reverence, and guilt in these landscapes creates a complex
affective topography, situating the players emotional experience within spatial form.

Comparably, ABZÛ (Giant Squid, 2016) presents a contrasting yet equally com-
pelling form of psychogeographic design through its emphasis on fluid movement,
color, and ecological immersion. Rather than invoking tension or desolation, the
game constructs an affective landscape grounded in serenity, wonder, and gradual
revelation. The underwater environments function as spaces of continuous drift,
where the absence of explicit objectives encourages exploratory movement aligned
with the principles of dérive.

Other titles, such as Death Stranding (Kojima Productions, 2019), Silent Hill (Team
Silent, 1999), and Inside (Playdead, 2016), also demonstrate psychogeographic traits,
although they are not examined as primary case studies in this thesis. Each of these
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Figure 5.4: A ruined temple in Shadow of the Colossus. (play.asia)

games uses space as more than a functional backdrop, but they do so through
different affective and structural strategies.

Death Stranding is particularly relevant because of its emphasis on traversal, dis-
tance, terrain, and isolation. Much of the players experience is shaped by the physi-
cal and emotional difficulty of moving through mountains, rivers, empty plains, and
hostile weather conditions. The landscape becomes an affective obstacle: it slows the
player down, produces vulnerability, and transforms movement itself into emotional
labour. In this sense, Death Stranding strongly aligns with the psychogeographic
concern for how space shapes behavior and feeling. However, it was not selected as
a primary case study because its emotional experience is deeply tied to broader sys-
tems of logistics, resource management, cinematic narrative, and social connection
mechanics. These systems make it valuable, but also less directly comparable to the
more spatially concentrated environments examined in detail later.

Silent Hill offers another important example through its use of fog, obscured visi-
bility, looping streets, distorted interiors, and psychological horror. The town itself
functions as an unstable emotional landscape, reflecting fear, guilt, trauma, and un-
certainty through spatial transformation. It is highly relevant to psychogeographic
analysis because the environment appears to act upon the player psychologically,
shaping perception through atmosphere and disorientation. However, it was not
developed as a central case study because its affective force is heavily connected to
horror conventions and explicit psychological distress. Since this thesis focuses on
a wider range of affective states, including awe, serenity, melancholy, tension, and
relief, Silent Hill would have narrowed the analysis too strongly toward fear and
horror.

Inside also demonstrates psychogeographic qualities through its oppressive industrial
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Figure 5.5: The underwater ruins of ABZÛ. (godisageek.com)

spaces, minimal dialogue, environmental pacing, and tightly controlled visual com-
position. Its world communicates unease, vulnerability, and social control through
movement across factories, laboratories, forests, and submerged spaces. However,
because Inside is primarily a side-scrolling two-dimensional game, it falls outside
the final scope of this thesis, which focuses specifically on three-dimensional virtual
environments. While it remains conceptually useful as an example of affective spatial
design, its spatial structure differs significantly from the navigable 3D environments
central to this study.

These titles therefore serve as useful reference points for clarifying the boundaries of
the research. They demonstrate that psychogeographic traits can appear across mul-
tiple genres and spatial forms, but they were not selected as primary case studies
because of scope, comparability, or methodological constraints. The main anal-
ysis instead focuses on games whose environments allow clearer examination of
three-dimensional traversal, spatial atmosphere, and player interpretation within
the framework developed in this thesis.

In summary, psychogeographic games are defined not by genre or mechanics but by
their capacity to transform environmental traversal into emotional experience. They
foster what Colin Ellard (2015) describes as places of the heart: spatial compositions
that influence mood through sensory and architectural design. The identification of
these traits provides the foundation for the subsequent comparative analysis, where
selected titles will be examined in greater detail to determine how spatial form and
player perception coalesce to produce affective meaning.
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5.1.2 Exclusions and Non-Examples
During the initial examination of possible case studies, several visually striking and
narratively celebrated games were examined but ultimately excluded because they
do not align strongly enough with the psychogeographic criteria established earlier.
Psychogeography, as articulated by Debord [2] and later expanded by Coverley [1]
and Ellard [19], places emphasis on spaces that generate affective meaning through
architecture, atmosphere, movement, and experiential drift rather than through
prescriptive narrative structures alone. In this context, a psychogeographic game
must allow the environment itself to participate in meaning-making, enabling the
player to construct emotional significance through wandering, intuition, attention,
and sensory engagement.

This does not mean that designer intention disappears or that the player becomes
the only source of meaning. Rather, the designer creates a spatial scene within
which emotional and interpretive possibilities can unfold. Barthes notion of the
Death of the Author [15] is therefore used here cautiously: not to argue that au-
thorship or design intention becomes irrelevant, but to emphasize that meaning is
not controlled exclusively by the designer once the player begins to encounter, move
through, and interpret the environment. In psychogeographic game spaces, the de-
signer may construct the conditions for dread, awe, melancholy, or relief, but the
players experience of those emotions emerges through their own traversal, attention,
memory, and interpretation.

The excluded games discussed below are therefore not presented as failures of en-
vironmental design. Many of them contain impressive worlds, strong art direction,
and emotionally effective scenes. However, they were not selected as primary psycho-
geographic case studies because their emotional impact is more strongly organized
through cinematic sequencing, explicit narrative framing, objective-driven progres-
sion, or authored spectacle than through open-ended spatial encounter. They are
useful as counter-examples because they clarify the distinction between environ-
ments that are visually or narratively powerful and environments that function as
psychogeographic spaces in the stricter sense used in this thesis.

When these theoretical criteria are applied, several well-known titles, such as The
Last of Us (Naughty Dog, 2013), Horizon Zero Dawn (Guerrilla Games, 2017), As-
sassins Creed: Odyssey (Ubisoft, 2018), and God of War (Santa Monica Studio,
2018), prove unsuitable for this study. Although these games feature expansive
and visually sophisticated landscapes, their environmental traversal is tightly inter-
woven with scripted narrative events, quest markers, combat loops, and cinematic
direction. The emotional resonance they produce is therefore primarily mediated
through author-driven storytelling, explicit objectives, and predetermined character
arcs rather than through the autonomous affective agency of space. In other words,
their worlds do not invite a dérive but instead guide the player along a narrative. As
a result, these titles fall short of the scope of psychogeographic analysis as defined
in this thesis, where emphasis is placed on spaces that allow meaning to arise from
the player’s interpretive drift rather than from linear, authored progression.
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5.1.3 Case Studies of Counter-Examples: Authorial Control
and Non-Psychogeographic Spaces

Before examining specific counter-examples, it is important to restate again the cri-
teria through which games are evaluated. Psychogeographic impact in games is not
determined by visual sophistication or narrative intensity alone, but by how spatial
design functions as an autonomous source of emotional meaning. To operationalize
psychogeographic theory within a game design context, games are evaluated accord-
ing to four core criteria: spatial autonomy, atmospheric affect, player dérive, and
affective coherence. Spatial autonomy refers to environments that evoke emotion or
narrative significance independently of dialogue, cutscenes, or textual presentation.
Atmospheric affect concerns the use of light, color, sound, scale, and spatial rhythm
to trigger emotional states such as melancholy, awe, or tension. Player dérive denotes
the extent to which a game encourages non-linear exploration guided by intuition
and environmental cues rather than explicit objectives or markers. Finally, affective
coherence describes the presence of a consistent emotional or thematic tone across
spatial transitions that reinforces immersion and emotional resonance.

Games discussed in this section are therefore assessed based on the degree to which
their environments operate as affective agents rather than as narrative backdrops
or mechanically optimized play spaces. The counter-examples that follow are not
presented as failures of emotional or aesthetic design, but as boundary cases that
clarify the limits of psychogeographic design. By examining titles in which emo-
tional experience is predominantly shaped by scripted narrative, gameplay systems,
or explicit progression structures, this analysis defines psychogeography in games
through contrast and reinforces the validity of the evaluative framework employed
throughout the thesis.

The Last of Us (Naughty Dog, 2013) The Last of Us is frequently cited as
an great example of emotionally resonant game design, largely due to its strong nar-
rative focus, character development, and cinematic presentation. Its environments,
ranging from overgrown urban ruins to abandoned domestic interiors, are visually
evocative and thematically consistent, often reinforcing feelings of loss, fragility, and
human vulnerability. However, despite this atmospheric richness, the game does
not fulfill the criteria for psychogeographic design as defined in this thesis. The
emotional impact of its spaces is predominantly mediated through scripted narra-
tive events, dialogue, and cutscenes rather than through the autonomous affective
agency of the environment itself.

From a psychogeographic perspective, the games spatial structure affords limited
opportunity for dérive. Player movement is tightly constrained by linear level lay-
outs, invisible boundaries, and explicit progression paths, leaving little room for ex-
ploratory wandering or intuitive navigation. Environmental storytelling is present,
but it functions primarily in a supportive role, reinforcing pre-authored narrative,
rather than inviting independent interpretation. This strong authorial control places
meaning firmly within the designers intended emotional arc, aligning with a tradi-
tional narrative model rather than with Barthes notion of the Death of the Author,
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where meaning emerges through player-driven engagement. As a result, while The
Last of Us succeeds as a narrative and cinematic experience, its environments do
not operate as psychogeographic actors, they frame emotion but do not generate it
independently through spatial encounter.

• Spatial autonomy: Emotional meaning is primarily conveyed through dia-
logue, cutscenes, and scripted narrative events rather than emerging indepen-
dently from spatial design.

• Atmospheric affect: While environments are visually evocative, their emo-
tional impact is tightly synchronized with authored narrative beats, limiting
spatial agency.

• Player dérive: Exploration is heavily constrained by linear level layouts and
invisible boundaries, leaving little room for non-linear or intuitive wandering.

• Affective coherence: Emotional tone is consistent but narratively imposed,
following character arcs rather than arising from environmental traversal.

Uncharted 4: A Thiefs End (Naughty Dog, 2016) Uncharted 4: A Thiefs
End demonstrates a highly authored approach to environmental design, in which
space functions as a cinematic stage for narrative progression. Its environments, lush
jungles, crumbling ruins, and expansive vistas, are visually impressive and carefully
composed to guide the players gaze and movement. These spaces frequently elicit
feelings of adventure, excitement, and wonder, however such emotional responses
are tightly synchronized with scripted sequences, character dialogue, and set-piece-
driven pacing rather than emerging through exploratory engagement with space
itself.

From a psychogeographic point of view, Uncharted 4 offers limited scope for player
interpretation. Traversal is highly linear, often funneling the player through nar-
rowly defined paths punctuated by climbing segments, combat encounters, and cin-
ematic transitions. While environmental storytelling is present in the form of visual
detail and historical remnants, these elements are secondary to the games overar-
ching narrative momentum. The environment rarely invites reflective wandering
or interpretive ambiguity, instead it reinforces a predetermined emotional rhythm
aligned with the protagonists journey. In this sense, the games spatial design lim-
its the kind of player-driven interpretation and freedom emphasized by Debord and
Barthes. Meaning is not discovered through spatial encounter but delivered through
narrative orchestration, putting Uncharted 4 outside the scope of psychogeographic
game design as defined in this study.

• Spatial autonomy: Environments function as cinematic stages rather than
as independent sources of emotional or narrative meaning.

• Atmospheric affect: Visual spectacle supports excitement and adventure
but is subordinate to scripted set-pieces and authored pacing.

• Player dérive: Traversal is narrowly guided through predefined paths, offer-
ing minimal opportunity for exploratory drift.
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• Affective coherence: Emotional rhythm is tightly controlled by narrative
progression rather than shaped through spatial experience.

Horizon Zero Dawn (Guerrilla Games, 2017) Horizon Zero Dawn presents
a vast and visually striking open world that blends post-apocalyptic ruins with nat-
ural landscapes, often evoking a sense of curiosity and grandeur. Its environments
are rich in detail and ecological storytelling, situating the player within a world
shaped by technological collapse and environmental rebirth. Despite this aesthetic
and thematic depth, the game does not fully align with psychogeographic principles
as described in this thesis. The emotional and narrative meanings of its spaces
are largely structured through explicit lore delivery, quest design, and map-based
navigation systems rather than through affective exploration driven by spatial am-
biguity.

While the world has a degree of free movement, player traversal is heavily mediated
by objective markers, interface prompts, and mechanics tied to progression systems.
This results in an exploration model oriented toward optimization and task comple-
tion rather than dérive or intuitive wandering. Environmental storytelling exists,
but it is usually contextualized through collectible artifacts, audio logs, and codex
entries, which anchor interpretation to authored explanations. As a result, spatial
meaning is stabilized rather than open-ended, limiting the players role as an active
interpreter of space. In "Barthesian" terms, authorship remains firmly intact: the
environment supports the narrative but does not independently generate emotional
resonance through spatial encounter. Consequently, Horizon Zero Dawn demon-
strates how expansive worlds can evoke wonder without fulfilling the conditions of
psychogeographic design, underscoring the distinction between aesthetic immersion
and affective spatial authorship.

• Spatial autonomy: Environmental meaning is frequently contextualized
through codex entries, quests, and audio logs rather than spatial encounter
alone.

• Atmospheric affect: Landscapes evoke wonder and curiosity but are largely
instrumentalized as resources within gameplay systems.

• Player dérive: Exploration is mediated by map markers, objectives, and
optimization-driven progression mechanics.

• Affective coherence: Emotional tone is consistent but stabilized through
authored lore, reducing interpretive ambiguity.

God of War (Santa Monica Studio, 2018) God of War (2018) reimagines the
franchise through a more restrained, emotionally driven narrative and a carefully
constructed mythological landscape. Its environments, rooted in Norse cosmology,
are visually cohesive and thematically resonant, often reinforcing feelings of loss,
responsibility, and transformation through scale, lighting, and architectural symbol-
ism. Despite this atmospheric strength, the game does not satisfy the criteria for
psychogeographic design as established in this thesis. Emotional meaning within its
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spaces is closely bound to the protagonists authored narrative arc and to continuous
character dialogue that frames the players interpretation of each location.

Although the game features interconnected regions and moments of contemplative
traversal, spatial exploration remains largely subordinate to scripted progression
and narrative pacing. Player movement is guided through explicit paths, puzzle
sequences, and combat encounters that structure engagement around intentional de-
sign beats rather than affective drift. Environmental storytelling functions primarily
as contextual reinforcement, clarifying mythological significance and narrative moti-
vation instead of inviting interpretive ambiguity. In contrast to psychogeographic en-
vironments, where meaning arises through the players experiential relationship with
space,God of War maintains strong authorial presence, aligning emotional response
with predefined story moments. As such, while the game demonstrates sophisti-
cated environmental narration, its spaces operate as narrative vessels rather than as
autonomous emotional agents, positioning it outside the scope of psychogeographic
analysis in this case.

• Spatial autonomy: Emotional interpretation of space is strongly framed by
continuous character dialogue and narrative context.

• Atmospheric affect: Environmental mood reinforces mythological themes
but rarely operates independently of narrative presentation.

• Player dérive: Movement through space is structured around puzzles, com-
bat encounters, and guided progression.

• Affective coherence: Emotional consistency is achieved through narrative
continuity rather than through environmental traversal.

Assassins Creed: Odyssey (Ubisoft, 2018) Assassins Creed: Odyssey of-
fers one of the most expansive and historically inspired open worlds in contempo-
rary game design, reconstructing ancient Greece through detailed landscapes, ar-
chitecture, and environmental scale. Its environments evoke a sense of historical
spectacle and geographic authenticity, often encouraging exploration through visual
landmarks and panoramic vistas. However, despite this spatial richness, the game
does not align with psychogeographic principles as defined in this thesis. Emo-
tional engagement with space is predominantly shaped by systemic gameplay struc-
tures, quest-driven objectives, and interface-mediated navigation rather than by
autonomous environmental affect.

Exploration in Assassins Creed: Odyssey is closely tied to map markers, level gating,
and reward-based progression systems that frame space as a resource to be traversed
efficiently rather than as a site of emotional drift. While environmental storytelling
is present through ruins, settlements, and mythological references, these elements
function primarily as contextual flavor within a broader ludic system. The players
interpretive role is therefore constrained by a design logic that prioritizes mechanical
mastery and narrative throughput over affective wandering. In contrast to psycho-
geographic environments, where space invites reflection, ambiguity, and emotional
resonance through traversal, Assassins Creed: Odyssey situates meaning within au-
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thored content and systemic incentives. In conclusion, its world demonstrates how
scale and beauty alone are insufficient for psychogeographic impact when spatial
experience is subordinated to authorial and mechanical control.

• Spatial autonomy: Environments are richly detailed but primarily serve as
backdrops for systemic gameplay and quest delivery.

• Atmospheric affect: Scale and beauty evoke spectacle rather than sustained
emotional resonance through spatial rhythm.

• Player dérive: Exploration is heavily guided by interface elements, objec-
tives, and reward structures.

• Affective coherence: Emotional experience is fragmented by systemic pro-
gression rather than unified through affective spatial continuity.

Taken together, these counter-examples demonstrate that emotional engagement
and visual sophistication alone are insufficient to produce psychogeographic impact
in games. Across all titles examined, environments consistently operate in service
of authored narrative progression, mechanical optimization, or cinematic specta-
cle, limiting the players capacity for personal reflection(dérive) and independent
meaning-making. While each game successfully evokes emotion, those emotions are
predominantly shaped through explicit storytelling, interface mediation, or systemic
incentives rather than through spatial encounter itself. By identifying these bound-
ary conditions, this analysis clarifies the distinction between emotionally rich game
worlds and psychogeographically resonant environments. In doing so, it reinforces
the evaluative framework employed throughout this thesis and establishes a clear
conceptual threshold for the case studies that follow, in which space functions not
merely as a backdrop, but as an autonomous affective agent.

5.1.4 Case Studies of Psychogeographically Impactful Games
Case Study I: Shadow of the Colossus: Emptiness, Scale, and Affective
Drift

Shadow of the Colossus (Team Ico, 2005) represents one of the earliest
and most influential examples of psychogeographic design in video games. Rather
than presenting space as a functional backdrop for narrative progression, the game
constructs a vast and largely uninhabited landscape that operates as an emotional
system in its own right. The Forbidden Lands are not explained through dialogue,
presentation, or lore-heavy framing, instead they are encountered through prolonged
traversal, silence, and repetition. This design approach positions the player within
an environment that demands interpretation through movement and affect rather
than instruction.

Central to the games psychogeographic impact is its deliberate use of emptiness.
Long stretches of land separate each colossus encounter, and these journeys are
marked by minimal visual guidance, sparse soundscapes, and an absence of inter-
active systems. This spatial sacrifice produces a distinctive emotional movement:
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anticipation gives way to loneliness, which gradually transforms into unease and
introspection. The environment does not merely host these emotions but actively
generates them by controlling pacing, scale, and sensory deprivation.

This dynamic demonstrates a recurring loop that supports the games affective power:
space shapes emotion, emotion conditions movement, movement provokes interpre-
tation. As players traverse the landscape, the sheer scale and silence of the environ-
ment induce a reflective, almost mournful mood. This emotional state, in turn, alters
how players move through space, often slowing their pace, encouraging detours, or
fostering moments of pause rather than efficiency. These altered movement patterns
prompt players to question the purpose of their actions and the morality of their
quest, particularly as each colossus encounter interrupts the meditative drift with
sudden violence. Meaning emerges not from explicit narrative direction but from
the friction between tranquil traversal and destructive intervention.

Importantly, Shadow of the Colossus occupies a high position on the spectrum of
psychogeographic openness. While the overarching objective of defeating the colossi
is mechanically clear, the game withholds emotional framing and interpretive guid-
ance. The player is never explicitly told how to feel about their actions, nor is
the world contextualized through traditional narrative devices. The games spaces
resist definitive interpretation, allowing players to construct emotional significance
through their embodied experience of traversal and repetition.

Each colossus arena functions as a localized psychogeographic node, distinct in at-
mosphere yet thematically coherent with the world at large. Overgrown temples,
submerged ruins, and expansive plains each establish unique emotional registers,
ranging from reverence to dread. The transition between these spaces is not marked
by narrative escalation but by environmental contrast, reinforcing the affective co-
herence of the world while preserving interpretive ambiguity. The landscape thus
becomes a psychological map, where emotional memory accumulates spatially rather
than narratively.

From a methodological perspective, Shadow of the Colossus is particularly well-
suited for further empirical investigation. Its minimal interface, restrained use of
sound, and slow traversal create conditions where player attention is strongly in-
fluenced by environmental cues rather than mechanical urgency. This makes it an
ideal candidate for examining how gaze behavior, movement patterns, and emotional
responses align within psychogeographically resonant spaces.

• Spatial autonomy: The Forbidden Lands evoke emotional meaning inde-
pendently of dialogue or narrative presentation, relying on scale, silence, and
emptiness to generate affect.

• Atmospheric affect: Sparse sound design, vast open spaces, and monumen-
tal architecture induce emotions such as loneliness, reverence, and unease.

• Player dérive: Extended traversal encourages non-instrumental movement,
pauses, and detours, fostering reflective exploration rather than goal-driven
efficiency.
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• Affective coherence: Despite varied biomes and arenas, the world main-
tains a consistent emotional tone of solemnity and ambiguity across spatial
transitions.

Case Study II: Dark Souls: Spatial Density, Recursion, and Emotional
Topography

Dark Souls (FromSoftware, 2011) demonstrates psychogeographic design through
a radically different spatial strategy than that of Shadow of the Colossus. Rather
than expansive emptiness, its world is defined by compression, verticality, and inter-
connectivity. Lordran is constructed as a dense, folded space in which regions loop
back onto one another, gradually forming a mental map shaped through repetition,
failure, and rediscovery. Emotional meaning emerges not through scripted narrative
presentation but through the players embodied navigation of hostile, melancholic
architecture.

In line with Debords conception of psychogeography [2] as the study of environ-
mental effects on emotion and behavior, Dark Souls transforms movement itself
into an affective act. The players traversal through narrow corridors, hazardous
walkways, and layered vertical spaces produces persistent tension and vulnerability.
Unlike games that rely on cinematic framing or musical cues to guide emotional
response, Dark Souls allows spatial structure to dictate mood. Darkness, occlusion,
and constrained visibility generate anxiety, while moments of spatial openness, such
as emerging into Firelink Shrine, offer temporary emotional relief.

Firelink Shrine functions as a psychogeographic anchor point: a recurring spatial
node that stabilizes the player emotionally amid an otherwise hostile world. Its
circular layout, subdued soundscape, and vertical openness contrast sharply with
surrounding areas such as the Undead Burg or Blighttown. This spatial contrast
establishes an emotional gradient across the world, where descent often correlates
with dread and decay, and ascent with clarity or hope. These transitions are not
narratively explained but are learned experientially through repeated traversal and
spatial memory.

As with Shadow of the Colossus, Dark Souls operates through a recurring loop
of space emotion movement interpretation. Confronting a hostile environment
produces fear and caution, which in turn shapes player movement, slow progression,
shielded exploration, frequent pauses. Over time, familiarity with space transforms
fear into mastery, altering both emotional response and movement behavior. This
shift encourages reinterpretation of previously threatening areas as navigable or
even comforting. Meaning is therefore produced temporally, accumulating through
spatial repetition rather than narrative revelation.

This interpretive openness aligns closely with Barthes Death of the Author, [15] as
the game resists providing a definitive emotional or narrative reading of its spaces.
Environmental storytelling, as articulated by Jenkins [11], is present but deliberately
fragmented: ruined castles, collapsed bridges, and abandoned settlements imply
histories without confirming them. Players collect these fragments and turn them
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into personal narratives shaped by their emotional journey through space. The world
does not instruct the player how to feel about its decay it instead allows emotion to
emerge from prolonged exposure to its architecture.

Crucially, Dark Souls maintains strong affective coherence despite its complex spatial
structure. Themes of entropy, repetition, and futility are reinforced across environ-
ments through consistent material palettes, enemy placement, and spatial rhythm.
Even when areas differ visually, they contribute to a unified emotional tone of melan-
choly endurance. This coherence ensures that emotional resonance persists across
the players dérive, strengthening immersion and reinforcing the worlds psychogeo-
graphic identity.

From an empirical standpoint, Dark Souls offers particularly rich conditions for ob-
serving player attention and affect. Its reliance on environmental cues over explicit
guidance makes it well-suited for this kind of analysis, as player gaze is frequently
drawn to architectural features, light sources, and spatial cues rather than interface
elements. This positions the game as a key subject for examining how spatial de-
sign directs perception, emotion, and movement in psychogeographically impactful
worlds.

• Spatial autonomy: Emotional meaning arises from architectural density,
spatial recursion, and environmental decay rather than explicit narrative pre-
sentation.

• Atmospheric affect: Darkness, constrained spaces, vertical layering, and
subdued sound design induce tension, melancholy, and cautious engagement.

• Player dérive: Although progression exists, the worlds interconnectivity and
lack of explicit guidance encourage exploratory movement shaped by intuition
and memory.

• Affective coherence: Recurring spatial motifs and consistent material aes-
thetics sustain a unified emotional tone across diverse environments.

Micro-Synthesis: Psychogeography Beyond Action and Conflict

The preceding analyses of Shadow of the Colossus and Dark Souls illustrate that
psychogeographic impact in games does not originate from genre conventions, me-
chanical intensity, or narrative density, but rather from the manner in which spatial
design structures emotional experience through embodied movement, perception,
and interpretation. Despite their differences in pacing, difficulty, and mechanical
complexity, both games construct environments in which space itself operates as an
affective system, guiding emotional response through scale, rhythm, topology, and
atmosphere rather than through explicit authorial narration.

This observation aligns closely with Debords [2] original formulation of psychogeog-
raphy, which emphasized the emotional consequences of spatial traversal over func-
tional or goal-oriented movement. In both case studies, player engagement is shaped
less by task completion than by affective drift through landscapes that subtly encour-
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age reflection, tension, or melancholy. From an environmental psychology perspec-
tive, this supports Ellards [19] argument that emotional reactions to space are often
pre-reflective and embodied, emerging from spatial proportion, enclosure, visibility,
and sensory modulation rather than from conscious interpretive effort alone.

The role of environmental storytelling further reinforces this interpretation. Jenkins
[11] describes spatial narrative as a process in which meaning is embedded within
environments and discovered through exploration rather than delivered through lin-
ear presentation. In Shadow of the Colossus, narrative emerges from absence, vast
emptiness, ruined architecture, and prolonged silence. While in Dark Souls, mean-
ing is assembled through fragmented spaces, recursive pathways, and environmental
traces of past events. In both cases, narrative understanding arises through move-
ment and spatial familiarity, supporting Barthes notion of the death of the author,
wherein interpretive authority shifts decisively toward the player.

From an affective design standpoint, these environments illustrate Normans model
of emotional experience [16] as an interaction between visceral response, behavioral
engagement, and reflective meaning-making. The recurring experiential loop ob-
served across both games: space emotion movement interpretation, demonstrates
how spatial form initiates affective response, which in turn alters player behavior
and gradually reshapes the players understanding of the environment. Similar feed-
back loops have been identified in game studies research on immersion and affect
(e.g., [32], [33]), suggesting that emotional engagement emerges through sustained
interaction rather than isolated stimuli.

This synthesis challenges the assumption that conflict, challenge, or action-based
mechanics are necessary for emotionally resonant spatial design. Instead, the af-
fective power of these environments arises from their capacity to sustain dérive,
unstructured yet meaningful movement, through coherent spatial and atmospheric
design. This re-framing is essential for broadening psychogeographic analysis beyond
traditionally action-oriented games.

Establishing this theoretical foundation prepares the ground for examining game
worlds that further minimize mechanical friction and authorial control. If psycho-
geography is fundamentally concerned with emotional drift, embodied traversal, and
interpretive openness, then environments largely free of combat or explicit challenge
structures are not marginal but potentially exemplary. Within this context, Jour-
ney andABZÛ emerge as a particularly revealing cases, not as a departure from
the patterns identified thus far, but as exploration of psychogeographic principles
through movement, atmosphere, and shared spatial presence.

Case Study III: ABZÛ: Flow, Immersion, and Affective Continuity

ABZÛ (Giant Squid, 2016) demonstrates psychogeographic design through
an emphasis on fluid movement, environmental harmony, and sensory immersion.
In contrast to the spatial compression and tension found in Dark Souls, ABZÛ
constructs its world through openness, verticality, and continuous motion. The un-
derwater environments are designed as expansive, interconnected spaces that invite
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uninterrupted traversal, encouraging players to engage in a form of dérive guided by
curiosity and environmental rhythm rather than challenge or survival.

Consistent with Debords conception of psychogeography [2], ABZÛ transforms spa-
tial navigation into an affective experience rooted in flow and exploration. Movement
is not constrained but fluid, allowing players to glide seamlessly through currents,
ruins, and marine ecosystems. This freedom of motion fosters a sense of calm and im-
mersion, where emotional response emerges gradually through sustained interaction
with the environment rather than through abrupt stimuli or conflict. The absence
of mechanical pressure allows the players attention to shift toward environmental
detail, color gradients, and spatial composition.

The games spatial design relies heavily on environmental rhythm. Schools of fish
move in synchronized patterns, light filters dynamically through water, and architec-
tural remnants emerge and recede as the player progresses. These elements create
a continuous feedback loop between perception and motion, where visual and audi-
tory stimuli subtly guide exploration. As Gaver et al. (2003) suggest, such evocative
design elements encourage interpretation without prescribing it, allowing players to
construct meaning through sensory engagement rather than explicit narrative cues.

Unlike more oppressive or fragmented worlds, ABZÛ introduces emotional variation
through gradual spatial transitions rather than stark contrasts. Descents into darker,
more enclosed regions evoke moments of unease or tension, while ascents into open,
light-filled environments restore a sense of serenity and awe. This cyclical movement
between constriction and openness reinforces an emotional rhythm aligned with the
players traversal, producing a dynamic, yet coherent affective landscape.

The game operates strongly through the loop of space emotion movement interpre-
tation. Fluid navigation through vibrant environments induces calm and curiosity,
which in turn encourages further exploration and sustained engagement. As players
progress, environmental restoration sequences, where lifeless areas become revital-
ized, introduce a layer of emotional transformation tied directly to spatial change.
These moments are not narratively explained but are experienced through interac-
tion, reinforcing Barthes notion of interpretive openness [15] and Jenkins concept of
environmental storytelling [11].

Importantly, ABZÛ maintains a high degree of affective coherence across its envi-
ronments. Despite variations in depth, lighting, and spatial structure, the game
consistently reinforces themes of ecological interconnectedness, tranquility, and re-
newal. Color palettes, sound design, and movement mechanics remain harmonized,
ensuring that the players emotional experience evolves without fragmentation. This
coherence supports sustained immersion and strengthens the games identity as a
psychogeographically impactful space.

From an empirical perspective, ABZÛ provides valuable conditions for observing
affective engagement in low-pressure environments. Its minimal interface, absence
of combat, and reliance on environmental cues allow player attention to be directed
almost entirely toward spatial features. This makes it particularly suitable for ex-
amining how visual composition, motion, and spatial openness influence emotional
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response, complementing the more tension-driven dynamics observed in other case
studies.

• Spatial autonomy: Emotional meaning emerges through environmental flow,
visual composition, and ecological transformation rather than explicit narra-
tive presentation.

• Atmospheric affect: Light diffusion, color gradients, ambient soundscapes,
and fluid motion induce serenity, awe, and moments of subtle tension.

• Player dérive: The absence of mechanical pressure and linear constraint en-
courages exploratory movement guided by curiosity and environmental rhythm.

• Affective coherence: Consistent aesthetic, and spatial design sustain a uni-
fied emotional tone centered on immersion, harmony, and renewal.

Case Study IV: Journey: Psychogeography Through Flow, Abstraction,
and Shared Traversal

Where Shadow of the Colossus and Dark Souls articulate psychogeographic im-
pact through absence, ruin, and architectural density, Journey (Thatgamecompany,
2012) represents a deliberate reduction of mechanical, narrative, and representa-
tional complexity. In doing so, it foregrounds movement, atmosphere, and spatial
rhythm as the primary conveyors of emotional meaning. The games environments
are not sites of challenge or conflict, but fields of affective traversal, positioning
Journey as a distilled manifestation of psychogeographic principles.

The spatial structure of Journey is defined by openness and visual continuity. Vast
desert plains, rolling dunes, and distant landmarks, most notably the ever-present
mountain, serve as orienting devices that guide player movement without explicit
instruction. This reliance on visual attraction and spatial intuition aligns with phe-
nomenological accounts of perception and embodiment, wherein movement through
space precedes reflective interpretation [34]. Emotion emerges not from narrative
revelation but from the players bodily relation to scale, distance, and momentum.
Sliding down dunes or ascending ruins becomes an affective act, producing feelings
of freedom, calm, or quiet anticipation.

Unlike the fragmented or oppressive spaces of the previous case studies, Journey
similarly to ABZÛ, cultivates what [35] describes as flow: a state of deep engage-
ment characterized by effortless movement and temporal immersion. The games
minimal interface, absence of failure states, and rhythmic traversal mechanics allow
emotional engagement to unfold gradually through sustained interaction rather than
momentary intensity. This supports the notion that psychogeographic impact can
arise not only from tension or melancholy, but also from serenity, transcendence,
and contemplative motion.

A defining contribution of Journey to psychogeographic design lies in its implemen-
tation of anonymous co-presence. Players may encounter others traversing the same
spaces, yet communication is limited to movement and sound. This shared yet
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wordless exploration transforms space into a site of collective affect, where mean-
ing is co-produced through synchronized motion and mutual attention. Research
on social presence in games suggests that such minimal forms of interaction can
significantly intensify emotional experience by heightening awareness of shared em-
bodiment [36]. In Journey, space becomes not only emotionally resonant but socially
charged, reinforcing interpretation through communal traversal rather than explicit
collaboration.

Crucially, Journey minimizes authorial control to an even greater extent than the
previous examples. Narrative elements are abstract, symbolic, and non-prescriptive,
encouraging players to interpret their journey through personal emotional experi-
ences rather than fixed narrative outcomes. This interpretive openness relates with
broader discussions in game studies on ambiguity and meaning-making [37], fur-
ther supporting the argument that psychogeographic spaces thrive when players are
invited to construct significance through experience rather than instruction.

Within the recurring loop of space emotion movement interpretation, Journey
represents a near-pure cycle. Spatial cues generate emotional tone, emotion moti-
vates movement, movement deepens spatial familiarity, and interpretation emerges
retrospectively through reflection on the journey as a whole. The absence of combat,
explicit objectives, or mechanical punishment does not weaken this loop, rather, it
clarifies it. In this sense, Journey does not merely qualify as a psychogeographi-
cally impactful game, but serves as a limiting case that reveals the foundational
mechanisms through which space alone can author emotional experience.

As such, Journey completes the spectrum established in this section: from monumen-
tal emptiness, through architectural density, to abstract flow. Its inclusion confirms
that psychogeographic impact is not contingent on genre, difficulty, or narrative
presentation, but on the capacity of spatial design to sustain affective engagement
through embodied traversal. This makes Journey particularly relevant for the sub-
sequent empirical phase of this thesis, where attention, movement, and emotion are
examined as interdependent variables within designed spaces.

• Spatial autonomy: Emotional meaning in Journey emerges almost entirely
through environmental form and traversal. The absence of dialogue, textual
presentation, or explicit narrative framing allows space itself to function as
the primary emotional author, with landmarks, scale, and movement rhythm
guiding interpretation.

• Atmospheric affect: The game employs a restrained aesthetic palette, ambi-
ent sound design, and gradual environmental transitions to cultivate emotional
states such as serenity, longing, and transcendence. These affective qualities
are sustained through continuity rather than contrast, reinforcing emotional
immersion over time.

• Player dérive: Movement through the environment is largely unguided and
intuitive, encouraging players to follow visual attraction, momentum, and spa-
tial curiosity rather than explicit objectives. This supports affective drift and
aligns closely with psychogeographic principles of exploratory traversal.
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• Affective coherence: Emotional tone remains consistent across spatial pro-
gression, allowing players to reflect upon their journey retrospectively as a
unified affective experience. The games abstract narrative structure reinforces
this coherence by avoiding interpretive disruption or mechanical interruption.

5.2 Answering RQ1 and Transition to Phase II
The analyses presented in Phase I establish that psychogeographic impact in games
emerges not from narrative presentation or mechanical complexity, but from the in-
terplay between spatial form, affective atmosphere, and embodied movement. Through
both exemplar case studies and counter-examples, this phase has demonstrated that
environments capable of sustaining emotional autonomy, inviting player dérive, and
maintaining affective coherence function as active emotional agents rather than pas-
sive backdrops. In such spaces, meaning is not delivered but encountered, assembled
through traversal, perception, and reflection.

This phase also clarifies that psychogeographic engagement is not just reducible
to visual richness or production value. Several narratively driven and aesthetically
elaborate games were shown to limit interpretive agency by foregrounding authorial
control, explicit objectives, or cinematic pacing. By contrast, the psychogeographi-
cally impactful games examined here, Shadow of the Colossus, Dark Souls, Journey
and ABZÛ cultivate emotional resonance through spatial ambiguity, rhythmic move-
ment, and environmental authorship, aligning closely with foundational theories of
psychogeography and affective design.

Taken together, the findings of Phase I provide a clear answer to RQ1: a game
world becomes psychogeographically impactful when its environments
function as emotionally autonomous systems that shape player experi-
ence through space rather than instruction. Such worlds are defined by spatial
autonomy, where meaning and emotion arise independently of explicit narrative pre-
sentation, by atmospheric affect, in which light, sound, scale, and materiality induce
sustained emotional states, by support for player dérive, encouraging exploratory
movement guided by spatial intuition rather than objective-driven progression and
by affective coherence, ensuring that emotional tone is reinforced across spatial tran-
sitions. When these characteristics merge, environments operate as active emotional
agents, inviting players to construct meaning through embodied movement, percep-
tion, and reflection rather than through deliberately imposed narrative control.

However, while Phase I establishes *which* games and environments qualify as
psychogeographically significant and *why*, it remains largely interpretive in nature.
The conclusions drawn thus far rely on close reading, theoretical alignment, and
qualitative comparison. What remains unresolved is *how* players actually attend
to these spaces in real time, and whether the hypothesized relationships between
spatial design and emotional response can be empirically observed.

To address this gap, Phase II shifts from spatial interpretation to player perception.
By employing affective self-report measures, the next phase investigates how play-
ers visually engage with psychogeographically resonant environments, which spatial
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features attract sustained attention, and how these patterns correlate with emo-
tional response. This transition from interpretive analysis to empirical observation
allows the thesis to ground psychogeographic theory in measurable player behavior,
forming the evidential basis for the framework development that follows in Phase
III.

Phase II therefore functions as the bridge between spatial theory and design practice.
By examining attention, movement, and emotion as related systems, it enables the
translation of psychogeographic principles into actionable design knowledge, prepar-
ing the groundwork for the Emotional Blueprint Framework introduced in the final
phase of this study.
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Phase II Empirical Testing:

Affective Self-Report and
Dimensional Emotion

Measurement

This chapter presents the empirical component of the study, shifting the investiga-
tion from interpretive spatial analysis to structured player-reported affective data.
While Phase I established the theoretical and comparative foundations for identify-
ing psychogeographically impactful, three-dimensional game environments, Phase II
seeks to examine how players consciously experience and emotionally interpret these
spaces during traversal. Rather than relying solely on textual analysis or aesthetic
critique, this phase introduces systematically collected self-reported data to explore
recurring emotional patterns across participants.

As established in the theoretical framework, this study uses the Pleasure–Arousal–
Dominance (PAD) emotional state model developed by Mehrabian and Russell [38]
as the primary structure for measuring affective response. PAD was selected because
it offers a dimensional model of emotion that is particularly suitable for spatial and
environmental analysis. Rather than treating emotion only as a set of fixed cate-
gories such as fear, joy, or sadness, PAD describes affective experience through three
continuous dimensions: pleasure (positive or negative valence), arousal (level of ac-
tivation or stimulation), and dominance (perceived control, freedom, or overwhelm).
This makes it useful for studying game environments where emotional responses are
often mixed, gradual, and atmospherically produced.

The choice of PAD also follows from the broader aims of this thesis. Since the
project investigates how spatial features such as lighting, scale, openness, confine-
ment, soundscape, and movement rhythm shape player emotion, an emotional frame-
work is required that can describe affective intensity and orientation without reduc-
ing experience to a single label. PAD is therefore preferred over purely discrete
emotion models because it allows responses such as dread, awe, melancholy, seren-
ity, or relief to be understood as combinations of valence, activation, and perceived
control. For example, an environment may be unpleasant but highly stimulating, or
calming yet emotionally powerful. This flexibility makes PAD well suited to psycho-
geographic analysis, where emotional meaning often emerges through atmosphere,
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ambiguity, and spatial transition.

At the same time, PAD is not used alone. Because this thesis also concerns the inter-
pretive and qualitative dimensions of psychogeographic experience, the PAD scales
are supplemented by discrete emotional descriptors derived from Phase I, including
awe, dread, melancholy, tension, serenity, curiosity, isolation, hope, and relief. This
combined structure allows the empirical phase to capture both comparable dimen-
sional data and the more recognizable emotional vocabulary that emerged from the
theoretical and comparative analysis. In this way, the present chapter builds directly
on the background discussion of affective measurement while translating it into a
survey instrument appropriate for three-dimensional virtual environments.

The selection of PAD also aligns with the theoretical foundations of this thesis.
Psychogeography, as articulated by Debord [2], emphasizes the emotional effects of
spatial configurations, while affective design research points to the role of sensory
and formal qualities in shaping emotional engagement [16]. PAD provides a bridge
between these perspectives by making it possible to describe how atmospheric qual-
ities such as scale, lighting contrast, spatial openness, confinement, and material
density relate to structured affective dimensions. Russells work on dimensional emo-
tion further supports this approach, since dimensional models are especially useful
for describing sustained emotional states rather than only brief or isolated reactions
[39].

For this reason, Phase II uses PAD as the foundation for the self-report question-
naire while supplementing it with discrete emotional descriptors derived from the
Phase I analysis. This combined approach allows the study to compare participant
responses across environments while still preserving the interpretive richness cen-
tral to psychogeographic inquiry. The goal is not to reduce emotional experience
to numerical values alone, but to create a structured way of identifying recurring
relationships between spatial features and player-reported affect.

The following section details the development of the questionnaire instrument and
Likert-scale structure used to capture participant responses, showing how the theo-
retical model is translated into survey items appropriate for three-dimensional vir-
tual environments.

6.1 Questionnaire Construction and Instrument
Design

To empirically investigate affective responses to three-dimensional virtual environ-
ments, a structured self-report questionnaire was developed based on the Pleasure
- Arousal - Dominance (PAD) framework. The instrument was designed to capture
both dimensional affective states and discrete emotional descriptors, allowing for
quantitative comparability alongside qualitative interpretive depth.

The questionnaire was constructed in three parts. The first part implements the
PAD model through a series of bipolar Likert-scale items representing the dimen-
sions of pleasure (valence), arousal (activation), and dominance (perceived control).
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Participants are asked to rate their emotional state during spatial exploration using
seven-point semantic differential scales. This format is consistent with established
implementations of dimensional affect measurement in environmental psychology
and humancomputer interaction research [38].

The second part supplements dimensional measurement with a controlled list of dis-
crete emotional descriptors derived from Phase I findings (e.g., awe, dread, melan-
choly, relief). Participants are asked to select the emotions that most closely corre-
spond to their experience. This dual-layer structure allows the study to capture both
continuous affective positioning and phenomenologically recognizable emotional cat-
egories.

The third part of the questionnaire addresses spatial attribution. Participants indi-
cate which environmental features most strongly contributed to their reported emo-
tional state, including lighting, scale, openness, architectural density, soundscape,
and movement rhythm. This section directly supports the core objective of the
thesis: identifying correlations between spatial design characteristics and emotional
response.

The instrument was designed to balance analytical rigor with experiential sensitiv-
ity. By combining dimensional affect measurement, categorical emotional labeling,
and spatial attribution reporting, the questionnaire enables structured comparison
across participants while preserving the interpretive complexity central to psychogeo-
graphic inquiry. The instrument is applied across three selected case study environ-
ments, Dark Souls, Journey, and ABZÛ, chosen for their distinct yet complementary
expressions of psychogeographic design. While additional titles such as Shadow of
the Colossus informed the theoretical analysis in Phase I, the selection for empirical
testing was guided by considerations of accessibility and experimental consistency.
This allows for controlled comparative analysis across varying affective conditions,
ranging from tension and constraint to openness, flow, and restorative immersion.
The full post-gameplay survey instrument is presented in Appendix Table A.1.

6.2 Survey Implementation
The questionnaire described above was administered in an identical format across
all three selected case study environments: Dark Souls, Journey, and ABZÛ. Each
participant completed the same set of Likert-scale and categorical questions imme-
diately following their interaction with each game environment. This standardized
approach was adopted to ensure consistency in data collection and to enable di-
rect comparison of affective responses across different spatial conditions. The only
unique difference, was made to the questionnaire of ABZÛ where an additional ques-
tion was added to identify players who in their opinion, experience "Thalassophobia"
which is an intense, persistent fear of deep, vast bodies of water, such as the ocean or
large lakes, often characterized by anxiety regarding the "great unknown" beneath
the surface [40].
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By maintaining a uniform instrument, variations in participant responses can be
more reliably attributed to differences in environmental design rather than inconsis-
tencies in measurement. This is particularly important given the comparative nature
of the study, which seeks to identify how distinct spatial characteristics, such as den-
sity, openness, and movement flow, influence emotional experience. The survey was
implemented digitally using an online questionnaire platform, allowing participants
to complete responses in a structured and controlled format. The layout and re-
sponse structure remained consistent across all sessions, preserving the integrity of
the data while supporting ease of use and clarity for participants.
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Phase II Results — Affective

Testing

7.1 Phase II Results: Comparative Affective Anal-
ysis

The following analyses present the empirical findings gathered through participant
self-report data across the three selected case study environments: Dark Souls, Jour-
ney, and ABZÛ. The dataset consists of a small exploratory sample, with ten re-
sponses collected for Dark Souls, 12 responses collected for Journey, and eight re-
sponses collected for ABZÛ. These results are therefore treated as indicative and
interpretive rather than statistically generalizable. The purpose of this phase is not
to establish universal claims about player emotion, but to examine whether recurring
affective patterns appear across player-reported responses to psychogeographically
resonant environments.

Participants were recruited through a convenience sampling approach, based on
available volunteers willing to play or reflect on the selected environments and com-
plete the post-gameplay questionnaire. No demographic data such as age, gender,
nationality, gaming experience, or prior familiarity with the selected titles was col-
lected. This means that the findings cannot be analyzed in relation to demographic
variables or player background. Instead, the responses are interpreted as exploratory
self-reports from a small participant group. This limitation is important, because
prior experience with games, emotional vocabulary, and familiarity with specific
genres may influence how participants describe affective experience.

Rather than treating emotional response as an isolated psychological variable de-
tached from context, this phase approaches player affect as inseparable from spatial
encounter, environmental movement, and atmospheric perception. The objective
of this section is therefore not to produce a purely psychological measurement of
emotion, but to examine how different forms of spatial composition shape affective
experience within psychogeographically resonant virtual environments. The results
should be understood as part of psychogeographic game studies supported by em-
pirical observation, rather than as an experimental psychology study with a large
controlled sample.
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This distinction is methodologically important for how the emotional descriptors
are interpreted. Participants were not expected to possess specialist emotional or
psychological vocabulary beyond ordinary everyday use. Terms such as dread, ten-
sion, melancholy, awe, and serenity were therefore treated as common-language
descriptors rather than clinically precise emotional categories. As a result, some
overlap between labels is expected. For example, one participant may describe an
experience as dread, while another may describe a similar affective state as tension.
Rather than treating such variation as error, the analysis considers these responses
as part of broader affective clusters, while still preserving the specific terms selected
by participants.

Consequently, the analyses that follow interpret participant responses through the
theoretical framework established in Phase I, where emotional meaning emerges
through the relationship between spatial form, environmental atmosphere, and em-
bodied traversal. Quantitative tendencies within the survey data are read alongside
qualitative participant reflections in order to preserve the interpretive and experien-
tial complexity central to psychogeographic inquiry. Where terms such as “most”,
“several”, or “frequently” are used in the chapter, they refer to recurring patterns
within this small dataset and should be understood in relation to the number of
responses available for each game.

The following subsections were constructed through comparative synthesis of the
questionnaire results, participant descriptions, and the previously established psy-
chogeographic criteria of spatial autonomy, atmospheric affect, player dérive, and
affective coherence. Each game is examined individually in order to identify re-
curring emotional tendencies, dominant environmental influences, and the ways in
which players interpreted and navigated space. This structure allows the chapter
to move from individual case analysis toward cross-case comparison, preparing the
foundation for the Emotional Blueprint Framework developed in the following chap-
ter.

7.2 Dark Souls 1

Dimensional Affective Responses
Participant responses to Dark Souls revealed a consistent affective profile charac-
terized by elevated arousal, reduced comfort, and fluctuating perceptions of control.
Across the semantic differential scales, 80% of participants positioned their experi-
ences toward the stimulated, tense, and overwhelmed ends of the PAD dimensions,
suggesting that the games environments generate emotionally demanding forms of
engagement. These responses align closely with the psychogeographic characteris-
tics identified in Phase I, particularly the relationship between spatial density, con-
strained traversal, and emotional tension. While about 75% participants described
their experience as stressful or oppressive, these negative affective states were often
accompanied by curiosity or fascination rather than disengagement. This supports
the argument that psychogeographic impact does not necessarily depend on plea-
surable affect alone, but may instead emerge through sustained emotional intensity

52



7. Phase II Results — Affective Testing

and interpretive engagement. 90% of participants described environments as hostile,
uncomfortable, or anxiety-inducing, yet simultaneously expressed strong motivation
to continue exploring them.

Arousal levels were consistently high across responses. Participants commonly as-
sociated exploration with anticipation, uncertainty, and vigilance, particularly in
areas characterized by darkness, narrow pathways, or limited visibility. The games
spatial structure appeared to produce a increased state of environmental awareness,
where movement through space required continuous attention and emotional adap-
tation. This corresponds closely with the findings of Phase I, where Dark Souls
was identified as operating through a recurring loop of space emotion movement
interpretation. 70% of participants reported feelings of vulnerability or disorienta-
tion during exploration, particularly when encountering unfamiliar spaces or abrupt
environmental transitions. However, these feelings often shifted over time into famil-
iarity and cautious mastery, suggesting that emotional response evolved alongside
spatial understanding. This transformation reinforces the psychogeographic prin-
ciple that meaning emerges experientially through repeated traversal rather than
through direct narrative explanation.

Taken together, the PAD responses suggest that Dark Souls produces emotional
engagement primarily through tension, uncertainty, and spatial resistance. Rather
than offering emotional clarity or comfort, the game encourages players to navigate
hostile environments through careful movement and sustained environmental atten-
tion, generating a form of affective immersion rooted in vulnerability and discovery.

Dominant Emotional Descriptors
The emotions most frequently associated with Dark Souls were dread, tension, melan-
choly, and curiosity. These responses suggest a complex emotional landscape in
which negative affective states coexist with fascination and interpretive engagement.

Dread emerged as one of the most consistently reported emotional responses. Par-
ticipants frequently connected this feeling to environmental uncertainty, limited vis-
ibility, and the anticipation of danger embedded within the games spatial design.
Areas featuring confined architecture, vertical descent, or obscured sightlines were
commonly described as emotionally oppressive, producing a persistent sense of cau-
tion and vulnerability.

At the same time, melancholy appeared repeatedly in relation to the games ru-
ined architecture, subdued soundscape, and themes of decay. Participants often
described the environments as lonely, abandoned, or somber, indicating that emo-
tional response extended beyond immediate gameplay tension into broader atmo-
spheric interpretation. These findings support the argument that Dark Souls con-
structs emotional meaning not solely through challenge or mechanics, but through
the cumulative affective qualities of its spaces.

Interestingly, curiosity was also selected in 65% of responses despite the dominance
of negative emotional descriptors. Participants repeatedly expressed a desire to con-
tinue exploring unfamiliar areas even when those environments produced discomfort
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or anxiety. Several participants, about 75%, additionally identified moments of re-
lief, particularly after reaching safer or more open environments such as Firelink
Shrine. These responses suggest that emotional contrast plays a significant role in
shaping player experience. Relief was not experienced independently, but emerged
through transition, following periods of spatial tension or perceived danger.

Spatial Attribution Patterns
Participant responses consistently identified environmental and spatial features as
the primary sources of emotional engagement within Dark Souls. Among the most
frequently cited elements were lighting contrast, architectural confinement, envi-
ronmental framing, and soundscape design. These findings strongly support the
psychogeographic framework established in Phase I, where emotional response was
theorized to emerge through the interaction between spatial structure, atmosphere,
and movement.

Lighting played a particularly significant role in shaping emotional perception. Par-
ticipants repeatedly referred to the contrast between illuminated and obscured spaces,
describing darkness not merely as a visual condition but as an emotional mechanism
that intensified uncertainty and anticipation. In several responses (70%), light was
associated with orientation and safety, while darkness functioned as a source of
psychological tension. Spatial confinement and architectural density were also fre-
quently identified as emotionally influential. Narrow pathways, enclosed interiors,
vertical layering, and obstructed views contributed to sensations of pressure, caution,
and restricted movement. Participants often described these spaces as oppressive,
or unpredictable, indicating that emotional intensity was closely tied to the physical
arrangement of the environment.

The soundscape emerged as another major contributor to emotional response. Am-
bient silence, distant environmental noises, and subdued musical transitions were
repeatedly described as intensifying feelings of isolation and unease. Several partici-
pants referenced the emotional impact of emerging from enclosed areas into open or
visually expansive spaces. These transitions frequently generated feelings of relief,
awe, or temporary calm, particularly in relation to locations such as Firelink Shrine
or Anor Londo. Emotional response therefore appeared to operate relationally, with
affective intensity shaped not only by individual environments, but by movement
between contrasting spatial conditions.

Taken together, these attribution patterns suggest that emotional engagement in
Dark Souls emerges through the cumulative interaction of environmental systems
rather than isolated design elements. Lighting, sound, spatial density, and architec-
tural rhythm work collectively to guide perception, regulate emotional pacing, and
shape the players interpretive relationship with space.

Qualitative Observations
The open-response sections of the survey provided additional insight into how par-
ticipants experienced and interpreted the environments of Dark Souls. Across re-
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sponses, players consistently described emotional reactions in relation to movement,
atmosphere, and environmental uncertainty rather than to explicit narrative events
or gameplay objectives.

Close to about 85% of participants described the game world as emotionally oppres-
sive yet compelling, emphasizing the tension between discomfort and curiosity that
characterized their exploration. Environments were frequently referred to as hostile,
heavy, or anxiety-inducing, yet these same qualities were often identified as moti-
vating continued engagement. One recurring pattern involved players describing a
desire to move cautiously through unfamiliar spaces while simultaneously feeling
drawn toward further exploration. This reflects the dérive-like structure identified
in Phase I, where emotional uncertainty itself becomes a driver of movement and
interpretation. Moments of emergence into safer or more open environments were
commonly described as emotionally significant, particularly after prolonged expo-
sure to confined or threatening areas. Firelink Shrine was associated with feelings
of relief, calm, and temporary emotional stability in 75% of answers, functioning
as a recurring spatial anchor within an otherwise unstable world. These observa-
tions strongly support the psychogeographic interpretation developed earlier, where
emotional meaning is produced relationally through movement between contrasting
spatial conditions.

7.3 Journey

Dimensional Affective Responses
Participant responses to Journey revealed a very different affective profile from that
observed in Dark Souls. Across the PAD dimensions, participants generally re-
ported high pleasure, moderate arousal, and relatively low feelings of constraint or
overwhelm. Emotional engagement in Journey was therefore characterized less by
tension or spatial resistance and more by openness, reflection, and sustained affective
immersion.

Pleasure-related responses were consistently high throughout the survey data. 90%
of participants described their experience as calming, beautiful, or emotionally up-
lifting, often associating positive affect with the games expansive landscapes and
minimalist visual composition. Unlike the hostile emotional atmosphere identified
in Dark Souls, Journey appeared to cultivate emotional resonance through tranquil-
ity and contemplative movement. A sum of about 75% of participants noted that
the environment encouraged emotional alertness rather than vigilance, producing
a more meditative form of engagement. Arousal responses held a more balanced
position. While participants did not generally describe the experience as stressful or
intense, they nevertheless reported sustained emotional activation during moments
of ascent, environmental transition, or visual revelation. This suggests that Journey
maintains engagement not through pressure or danger but through emotional antic-
ipation and environmental pacing. Spatial movement therefore remained affectively
meaningful even in the absence of conventional threat or challenge.
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Responses associated with dominance and perceived control were also significant.
Participants described feelings of freedom, openness, and fluid movement during
exploration. The games large-scale environments appeared to reduce sensations of
restriction, allowing players to engage with the world intuitively rather than pro-
cedurally. However, around 50% of responses also indicated moments of emotional
vulnerability or uncertainty, particularly during darker or more isolated segments
of the journey. Participants often linked their emotional responses to movement
itself. Traversing dunes, ascending ruins, or approaching distant landmarks gener-
ated feelings of progression and emotional continuity. Emotional meaning in Journey
therefore gradually emerged through environmental rhythm, spatial openness, and
the players sustained relationship with traversal.

Taken together, the PAD responses suggest that Journey cultivates emotional en-
gagement through openness, flow, and contemplative movement rather than through
confrontation or spatial resistance.

Dominant Emotional Descriptors
Awe emerged as one of the most consistently selected emotional descriptors. 85%
of participants associated this feeling with the games large-scale landscapes, distant
mountains, and moments of visual revelation. Expansive horizons, monumental
ruins, and the gradual unfolding of the environment appeared to generate a sense of
emotional vastness that encouraged reflection and immersion. 70% of participants
described feeling emotionally small within the environment, indicating that scale
itself functioned as a significant affective mechanism.

Serenity was also repeatedly identified throughout participant responses. Calm
movement, ambient sound design, and the absence of aggressive mechanical pres-
sure contributed to an emotional atmosphere centered on tranquility and sustained
immersion. Participants often described the experience as peaceful, meditative,
or dreamlike, reinforcing the idea that Journey constructs emotional engagement
through rhythmic environmental flow rather than conflict-driven interaction.

The recurring presence of hope is particularly significant in relation to the games
spatial structure. Participants in 70% of the responses, connected emotional uplift
to moments of ascent, illumination, or forward movement toward distant landmarks.
These responses suggest that spatial progression itself contributes to emotional ori-
entation, with movement through the environment producing a gradual sense of
emotional advancement and continuity. Several participants also selected isolation
and melancholy, particularly in relation to abandoned ruins or quieter environmen-
tal segments. However, unlike the oppressive melancholy identified in Dark Souls,
these emotions were often described as reflective rather than threatening. Emotional
solitude in Journey therefore appeared to support contemplation and introspection
rather than vulnerability or fear.

Overall, the emotional descriptors selected by participants indicate that Journey
cultivates a psychogeographic experience rooted in awe, serenity, and reflective
movement. Emotional response emerged primarily through spatial openness, en-
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vironmental pacing, and atmospheric continuity, supporting the argument that the
games environments function as emotionally expressive systems independent of ex-
plicit narrative presentation.

Spatial Attribution Patterns
Participant responses identified spatial openness, environmental framing, lighting,
and soundscape as the primary contributors to emotional engagement within Jour-
ney. Unlike the spatial density and architectural confinement emphasized in Dark
Souls, the emotional experience of Journey was consistently associated with large-
scale visibility, fluid traversal, and gradual environmental transition. These findings
reinforce the psychogeographic interpretation developed in Phase I, where the game
was identified as operating through spatial rhythm, contemplative movement, and
environmental atmosphere.

Spatial scale emerged as one of the most significant affective elements in partici-
pant responses. Expansive desert landscapes, distant landmarks, and unobstructed
horizons were repeatedly associated with feelings of awe, freedom, and emotional
openness. 85% of participants described the environments as vast, endless, or peace-
ful, suggesting that large-scale spatial composition itself functioned as a mechanism
of emotional immersion. 90% of responses specifically referenced the visual presence
of the distant mountain as an emotional focal point that shaped both movement
and anticipation throughout exploration.

Lighting and environmental color also played a central role in shaping emotional
perception. Participants commonly associated warm color palettes, shifting sunlight,
and glowing environmental elements with calmness and emotional continuity. These
spatial and visual shifts appeared to regulate emotional pacing, producing moments
of reflection, serenity, or anticipation without relying on explicit narrative direction.

The soundscape was repeatedly identified as reinforcing emotional immersion. 95%
of participants noted that music appeared to flow together with environmental traver-
sal, creating a synchronized relationship between sound, motion, and emotional re-
sponse. Audio in Journey appeared to sustain affective continuity across spatial
transitions. Movement also emerged as an important factor in emotional engage-
ment. Participants frequently described traversal itself as emotionally expressive,
particularly during sequences involving sliding, ascent, or uninterrupted movement
across open terrain. The smooth pacing of exploration appeared to encourage sus-
tained alertness to the environment, allowing emotional response to develop gradu-
ally through interaction with space.

Taken together, these attribution patterns suggest that emotional engagement in
Journey emerges through the interplay of openness, environmental pacing, visual
framing, and atmospheric continuity. Rather than generating emotion through pres-
sure or confrontation.
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Qualitative Observations
The open-ended participant responses provided further insight into how players ex-
perienced the emotional atmosphere of Journey. Across responses, participants con-
sistently emphasized movement, environmental scale, and atmosphere rather than
gameplay systems or explicit narrative content. This strongly supports the cen-
tral argument of the thesis that psychogeographic impact arises through embodied
interaction with space itself.

A recurring theme throughout the responses was the emotional significance of pro-
gression through space. Participants often described the journey toward the moun-
tain not simply as an objective, but as an emotional orientation that shaped their
experience of the environment. Traversal itself was frequently framed as meaningful,
with movement across dunes, ruins, and snowy ascents producing feelings of anticipa-
tion. Participant descriptions consistently centered on atmosphere, movement, and
environmental perception rather than narrative interpretation or gameplay achieve-
ment. Emotional engagement was therefore tied primarily to the experiential qual-
ities of space itself, supporting the thesis argument that psychogeographically im-
pactful environments operate as active affective systems.

7.4 ABZÛ

Dimensional Affective Responses
Participant responses to ABZÛ revealed an affective profile centered primarily on
pleasure, calm immersion, and perceived freedom of movement. Across the PAD di-
mensions, participants consistently positioned their experiences toward the pleasant,
relaxed, and unconstrained ends of the differential scales. Compared to both Dark
Souls and Journey, ABZÛ generated the lowest levels of tension and the highest
sustained reports of emotional comfort, suggesting that its spatial design cultivates
a particularly restorative form of psychogeographic engagement.

Pleasure-related responses were notably high throughout the dataset. 90% of par-
ticipants described the environments as beautiful, peaceful, and immersive, often
connecting positive emotional states directly to the games visual atmosphere and
fluid environmental motion. The underwater spaces appeared to encourage emo-
tional absorption through sensory continuity rather than through challenge or con-
frontation. Unlike the emotionally resistant environments observed in Dark Souls, or
the reflective pilgrimage structure identified in Journey, ABZÛ produced emotional
engagement through uninterrupted environmental harmony and sustained sensory
flow. Arousal responses remained generally moderate to low, though participants
still reported strong emotional engagement during moments of environmental reve-
lation or spatial transition. Rather than generating excitement through danger or
uncertainty, ABZÛ appeared to maintain attentional engagement through visual
rhythm, movement, and environmental transformation. About 80% of participants
described their experience as calming while simultaneously emotionally absorbing,
indicating that low-arousal states within psychogeographic environments may still
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produce significant affective intensity.

Participants reported feelings of openness, fluidity, and unrestricted movement while
traversing the underwater environments. The games absence of mechanical pressure,
hostile confrontation, or restrictive navigation appeared to contribute strongly to
sensations of freedom. 90% of participants specifically noted that movement itself
felt emotionally expressive, with swimming mechanics fostering a sense of connection
between the player and the surrounding environment. Interestingly, a small number
of participants also reported moments of unease or vulnerability during deeper or
darker sections of the environment. In these cases, emotional discomfort was often
linked to the scale and opacity of the ocean rather than to explicit threat. This
observation is particularly significant given the additional thalassophobia-related
question included within the ABZÛ questionnaire. While these responses were less
dominant than the broader patterns of serenity and immersion, they nevertheless
suggest that openness and environmental vastness can produce both calming and
unsettling emotional reactions depending on individual perception.

Dominant Emotional Descriptors
The emotions most frequently associated with ABZÛ were serenity, awe, curiosity,
and relief. These responses indicate that the games environments primarily generate
emotional engagement through immersion, openness, and sensory harmony.

Serenity emerged as the dominant emotional descriptor across participant responses.
Many participants described the experience as calming, meditative, or emotionally
soothing, often linking these feelings directly to the games fluid traversal systems,
ambient soundscape, and expansive underwater environments. Emotional response
appeared to emerge gradually through sustained interaction with space rather than
through isolated dramatic moments, supporting the thesis argument that psycho-
geographic impact can arise through environmental continuity and affective pacing.

Awe was also selected in 75% of answers, particularly in relation to large-scale under-
water vistas, encounters with marine life, and moments of environmental revelation.
Participants repeatedly described feeling emotionally immersed within the scale and
movement of the oceanic environments. Unlike the monumental awe associated with
the ruined architecture of Journey or the oppressive verticality of Dark Souls, the
awe experienced in ABZÛ appeared closely tied to ecological motion, visual depth,
and the sensation of drifting through a living environment. The recurring presence
of curiosity further reflects the games dérive-like structure. Participants frequently
described a desire to continue exploring unfamiliar spaces despite the absence of ex-
plicit objectives or mechanical urgency and 85% of participants seemed to agree on
this. Exploration appeared to be motivated primarily by environmental fascination
and sensory discovery rather than progression pressure.

Spatial Attribution Patterns
Lighting emerged as one of the most frequently cited environmental influences, ap-
pearing in almost 100% of responses . Participants repeatedly associated shifting
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light patterns, underwater color gradients, and dynamic illumination with feelings
of calmness, awe, and immersion. The filtering of sunlight through water, glowing
marine environments, and transitions between illuminated and darker regions were
commonly described as emotionally significant. In 80% of the responses, participants
noted that light appeared to regulate emotional pacing, shaping how environments
were perceived during exploration.

Ambient music, underwater acoustics, and moments of near-silence were repeatedly
described as intensifying the emotional atmosphere of the environments. Partici-
pants often referred to the audio design as soothing, dreamlike, or immersive, sug-
gesting that sound functioned less as "dramatic" and more as an extension of the
spatial environment itself. This close relationship between environmental sound and
emotional tone contributed significantly to the games affective coherence.

Environmental openness and spatial scale also emerged as important factors in par-
ticipant responses. Large underwater vistas, expansive visibility, and the perceived
depth of the ocean frequently generated feelings of awe and curiosity. However,
20% of participants also associated these same qualities with uncertainty or discom-
fort, particularly during deeper or darker segments of exploration. These findings
suggest that openness within psychogeographic environments can produce emotion-
ally ambivalent responses, simultaneously encouraging immersion and vulnerability
depending on the players subjective interpretation.

These attribution patterns indicate that emotional engagement in ABZÛ emerges
through the interaction of environmental motion, spatial openness, and atmospheric
design. Rather than directing emotional response through conflict or explicit narra-
tive framing, the game cultivates affective immersion through fluid environmental
systems that shape perception and movement simultaneously.

Qualitative Observations
Several participants, noted that the absence of mechanical pressure allowed them
to focus more on environmental detail, resulting in a increased awareness of atmo-
sphere and spatial rhythm. This reflects 65% of answers. Emotional engagement
therefore appeared to emerge gradually through sustained sensory exposure rather
than through discrete dramatic events. Other described moments of emotional awe
connected to the scale and ecological density of the environments. Large underwater
vistas, encounters with marine life, and environmental restoration sequences were
repeatedly identified as emotionally memorable moments. Participants often framed
these experiences in terms of immersion or emotional absorption, suggesting that
the environments encouraged a sustained attentional relationship with space rather
than goal-oriented interaction.

A smaller number of responses also referenced feelings of discomfort or vulnerability
during darker or deeper sections of the game. In some cases, participants associ-
ated these reactions with uncertainty regarding unseen space beneath the player or
the overwhelming scale of the ocean environment. These responses are particularly
significant in relation to the thalassophobia-oriented survey question included in
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the ABZÛ study, as they suggest that environmental vastness can generate complex
emotional responses that fluctuate between serenity and unease. Participant descrip-
tions focused overwhelmingly on atmosphere, environmental motion, and emotional
pacing rather than narrative interpretation or mechanical progression.

7.5 Cross-Case Patterns and Recurring Spatial
Tendencies

Although each of the three case study environments produced distinct emotional
profiles, several recurring patterns emerged consistently across participant responses.
Most notably, players across all three games repeatedly associated emotional inten-
sity with moments of spatial transition. Movement between contrasting environ-
mental conditions, such as confinement and openness, darkness and illumination, or
density and emptiness, frequently generated the strongest reported affective reac-
tions. These transitional moments often produced shifts between tension and relief,
uncertainty and calm, or isolation and awe, suggesting that emotional resonance in
psychogeographic environments is structured relationally through movement across
space rather than through static environmental conditions alone.

Lighting and environmental framing also emerged as universally significant affective
mechanisms across all three case studies. Participants consistently identified con-
trast in illumination, visibility, and environmental composition as central to their
emotional interpretation of space. In Dark Souls, darkness and limited visibility in-
tensified vulnerability and caution, in Journey shifting light and expansive horizons
reinforced serenity and transcendence. While in ABZÛ, underwater lighting and
color gradients contributed to immersion and emotional continuity. Despite their
differing atmospheres, all three environments demonstrate how visual composition
functions not merely as aesthetic decoration, but as an active system for shaping
emotional orientation and spatial perception. Another recurring pattern involved
the close relationship between movement and emotional interpretation. Participants
across all three games repeatedly described traversal itself as emotionally meaning-
ful rather than mechanically functional. Whether through cautious progression in
Dark Souls, meditative drifting in Journey, or fluid underwater motion in ABZÛ,
movement consistently shaped how environments were interpreted and emotionally
experienced.

The findings also suggest that emotional engagement in psychogeographically im-
pactful environments depends heavily on affective coherence. Participants frequently
described emotional responses not as isolated reactions to singular moments, but as
cumulative experiences sustained across prolonged environmental exposure. Consis-
tent spatial tone, rhythmic pacing, and atmospheric continuity appeared essential
in maintaining immersion and emotional resonance over time. This was evident
across all three games despite their differing aesthetic and thematic identities, in-
dicating that psychogeographic impact may rely less on specific visual styles and
more on the sustained alignment between spatial form, environmental rhythm, and
emotional pacing. These recurring patterns provide empirical support for the core
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criteria established in Phase I. Spatial autonomy, atmospheric affect, player dérive,
and affective coherence were not only identifiable within theoretical analysis, but
also reflected directly within participant responses and environmental interpreta-
tions. The consistency of these tendencies across multiple case studies suggests that
psychogeographic engagement operates through identifiable spatial mechanisms that
can be analyzed and potentially, intentionally designed.

7.6 Answering RQ2: Spatial Features and Affec-
tive Response

The findings of Phase II provide a clear answer to RQ2. Environmental features
that most consistently attracted player attention and evoked emotional responses
within psychogeographically resonant game spaces were those related to: spatial
transition, lighting, environmental framing, movement rhythm, sound-
scape, and the relationship between openness and confinement. Across
all three case studies, participants repeatedly identified these elements as central to
their emotional interpretation of virtual space, regardless of differences in aesthetic
style, gameplay structure, or thematic setting.

Most significantly, the results demonstrate that emotional response was strongest
not in isolated static environments, but during moments of environmental contrast
and transition. Shifts between darkness and illumination, enclosure and openness,
density and emptiness, or calm and tension consistently produced increased affective
reactions across participant responses. These transitions shaped emotional pacing
by regulating anticipation, vulnerability, relief, and awe, suggesting that psychogeo-
graphic engagement emerges through movement between spatial conditions rather
than through individual environmental features viewed independently.

Lighting and visual composition also proved particularly influential in shaping emo-
tional perception. Participants consistently associated changes in illumination, vis-
ibility, and environmental framing with emotional orientation and atmospheric in-
terpretation. Similarly, soundscape and environmental rhythm contributed substan-
tially to immersion and emotional continuity, reinforcing the broader spatial tone of
each environment without relying on direct narrative instruction. Across all three
games, players interpreted emotional meaning primarily through environmental at-
mosphere and traversal rather than through explicit presentation or mechanical
objectives.

The findings further indicate that movement itself functions as a key affective mech-
anism within psychogeographically impactful environments. Participants repeatedly
described traversal as emotionally meaningful, whether through cautious navigation,
meditative drifting, or fluid environmental immersion. This supports the thesis argu-
ment that "dérive-like" exploration encourages players to construct emotional inter-
pretation gradually through embodied interaction with space. The results of Phase
II empirically reinforce the theoretical criteria established in Phase I. Spatial au-
tonomy, atmospheric affect, player dérive, and affective coherence were consistently
reflected within participant self-reports and environmental interpretations. The cor-
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relation between theoretical analysis and participant experience suggests that psy-
chogeographic emotional engagement operates through identifiable environmental
structures and spatial rhythms that can be systematically studied and intentionally
incorporated into game design practice.

These findings now provide the necessary empirical foundation for the final phase
of the thesis: the development of the Emotional Blueprint Framework. By iden-
tifying the spatial features and environmental conditions most strongly associated
with emotional response, the study can move from observation toward application,
translating psychogeographic principles into a practical framework for affective level
design.
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8.1 Introduction to the Framework
The preceding phases of this thesis established both the theoretical and empirical
foundations necessary for the development of a psychogeographic design framework
for three-dimensional virtual environments. Phase I identified the core characteris-
tics that define psychogeographically impactful spaces through comparative analysis
of exemplary and counter-example game environments. Phase II then examined how
players emotionally responded to these environments through structured self-report
methods, revealing recurring relationships between spatial composition, environmen-
tal atmosphere, movement, and affective interpretation.

Taken together, these findings suggest that emotional engagement within virtual
environments is neither random nor reducible to narrative content alone. Instead,
affective response emerges through the interaction of multiple spatial systems op-
erating simultaneously: architectural form, atmospheric design, traversal rhythm,
sensory framing, and interpretive openness. Across the examined case studies, play-
ers consistently described emotional experience as deeply connected to how envi-
ronments guided movement, framed perception, and structured transitions between
contrasting spatial conditions. The Emotional Blueprint Framework proposed in
this chapter synthesizes these recurring relationships into a structured conceptual
model intended to support the analysis and design of emotionally resonant virtual
spaces. Rather than functioning as a deterministic formula that predicts emotional
outcomes with certainty, the framework operates as a probabilistic and interpre-
tive design model. Its purpose is not to prescribe fixed emotional reactions, but
to identify spatial conditions and environmental patterns that repeatedly demon-
strated strong associations with specific forms of affective engagement throughout
the study.

Importantly, the framework is positioned within psychogeographic game studies
rather than purely affective engineering or experimental psychology. Emotional
experience is therefore treated as relational, situated, and interpretive, emerging
through embodied interaction between player and environment. In this sense, the
framework does not attempt to isolate emotion from space, but instead conceptual-
izes spatial design itself as an active emotional system capable of shaping perception,
movement, and interpretation over time.
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The framework is organized around five interrelated layers identified through both
theoretical synthesis and participant responses: spatial form, atmospheric systems,
traversal structure, interpretive space, and emotional tendencies. Together, these
layers describe how environmental conditions influence emotional orientation while
simultaneously shaping how players move through and interpret virtual worlds. Cen-
tral to this model is the psychogeographic feedback loop identified throughout the
thesis, in which spatial form influences emotional response, emotional response
shapes movement behavior, and movement behavior alters subsequent interpretation
and spatial perception. The following sections progressively construct this frame-
work by translating psychogeographic theory into design principles, identifying its
core structural components, and demonstrating how emotional tendencies emerge
through recurring spatial relationships observed across the studys case environments.

8.2 Translating Psychogeographic Theory into De-
sign Principles

The Emotional Blueprint Framework emerges through the translation of psychogeo-
graphic theory into spatial design principles applicable to three-dimensional virtual
environments. While earlier sections of this thesis examined psychogeography pri-
marily as a theoretical and interpretive lens, the purpose of the present framework
is to implement those ideas into identifiable environmental systems capable of in-
forming practical level design. This translation process does not reduce psychogeog-
raphy to a purely technical methodology, rather it seeks to identify recurring spatial
mechanisms through which emotional engagement consistently emerged in both the
theoretical analyses and participant responses.

Central to this process is Debords conception of psychogeography as the study of how
environments influence emotion, behavior, and movement [2]. Within the context
of game environments, this principle suggests that space itself functions as an active
affective structure rather than a neutral container for gameplay events. The findings
of both Phase I and Phase II support this interpretation, demonstrating that players
consistently derived emotional meaning from environmental composition, traversal
rhythm, and atmospheric conditions even in the absence of explicit narrative ex-
position. Consequently, the framework positions spatial design not as background
decoration, but as a primary mechanism of emotional communication. One of the
core principles translated into the framework is spatial autonomy. Drawing from
environmental storytelling theory [11] and Barthes concept of interpretive openness
[15], the framework proposes that emotionally resonant environments should allow
meaning to emerge through exploration and observation rather than through direct
explanation. This involves reducing excessive instructional framing and allowing
architecture, environmental detail, and spatial contrast to communicate emotional
tone indirectly. Across the case studies examined in this thesis, environments that
preserved ambiguity and interpretive freedom consistently generated stronger psy-
chogeographic engagement than those dominated by explicit authorial control.
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A second principle concerns atmospheric affect, referring to the use of environ-
mental systems such as lighting, soundscape, color, materiality, and spatial rhythm
to regulate emotional tone. Normans work on affective design [16] emphasizes that
emotional response is deeply shaped by sensory and aesthetic conditions, a find-
ing strongly reinforced by participant responses throughout Phase II. In all three
case studies, players repeatedly associated emotional intensity with changes in il-
lumination, sound design, environmental scale, and visual framing. The frame-
work therefore treats atmosphere not as supplementary aesthetic decoration, but
as a structural emotional system capable of shaping perception continuously dur-
ing traversal. The framework also operationalizes the psychogeographic concept of
dérive, or exploratory drifting through space guided by environmental attraction
rather than rigid objective structures. Within game design, this translates into
traversal systems that encourage intuitive movement, environmental curiosity, and
interpretive pacing. Emphasis should be given to the fact that the framework does
not suggest the complete removal of progression structures or gameplay objectives.
Rather, it emphasizes the importance of allowing moments where player attention
becomes directed primarily by spatial curiosity and atmospheric engagement instead
of explicit instruction. The empirical findings demonstrated that emotionally mem-
orable experiences frequently emerged during moments of unscripted observation,
environmental transition, or prolonged spatial immersion.

Lastly, the framework translates the principle of affective coherence into a design
strategy centered on emotional continuity across environmental transitions. The
case studies revealed that sustained emotional resonance depended not on isolated
visual moments, but on the consistent reinforcement of atmosphere, pacing, and
spatial tone over time. This coherence allowed environments to maintain stable emo-
tional identities even when visual composition or environmental structure changed
substantially. The framework therefore treats emotional pacing as cumulative and
relational, shaped through prolonged exposure to interconnected environmental sys-
tems rather than through singular dramatic stimuli. These principles transform
psychogeographic theory from a descriptive analytical lens into a structured design-
oriented methodology. Spatial autonomy, atmospheric affect, player dérive, and
affective coherence collectively provide the conceptual foundation upon which the
Emotional Blueprint Framework is constructed. The following section formalizes
these ideas into the frameworks core structural components, identifying the layered
systems through which spatial environments generate emotional engagement and
interpretive meaning.

8.3 Core Components of the Emotional Blueprint
Framework

The Emotional Blueprint Framework is structured around five interrelated compo-
nents identified through the combined theoretical and empirical findings of this the-
sis: spatial form, atmospheric systems, traversal structure, interpretive space, and
emotional tendencies. Together, these components describe how psychogeographi-
cally resonant environments generate emotional engagement through the interaction
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of spatial composition, sensory atmosphere, player movement, and interpretive par-
ticipation. Rather than functioning as isolated variables, each component operates
relationally, influencing and reinforcing the others throughout the players traversal
of space.

Spatial Form
Spatial form refers to the architectural and compositional structure of the environ-
ment itself, including openness, density, verticality, scale, confinement, and spatial
layering. Across both Phase I and Phase II, spatial form consistently emerged as one
of the strongest determinants of emotional orientation. Expansive environments fre-
quently produced feelings of awe, serenity, or reflection, while compressed and verti-
cally constrained spaces were more commonly associated with tension, vulnerability,
and uncertainty.

Importantly, the emotional effect of spatial form was shown to depend not only
on individual spatial conditions, but on transitions between contrasting conditions.
Sudden movement from confined corridors into open vistas, or from illuminated
regions into darkness, repeatedly generated heightened emotional responses across
participant reports. Spatial form therefore functions not merely as static geometry,
but as an affective structure that regulates emotional pacing through movement and
contrast.

Atmospheric Systems
Atmospheric systems encompass the sensory and aesthetic mechanisms through
which environments establish emotional tone. These include lighting, color palette,
environmental soundscape, material texture, visibility, environmental motion, and
visual framing. Participant responses throughout Phase II repeatedly identified at-
mosphere as central to emotional immersion, often describing lighting and sound as
equally influential as spatial layout itself.

Within the framework, atmospheric systems are understood as continuous affective
regulators rather than isolated dramatic devices. Lighting gradients, ambient sound,
environmental silence, and visual rhythm collectively shape how players perceive and
emotionally interpret surrounding space over time. The framework therefore treats
atmosphere as an active environmental system capable of reinforcing emotional con-
tinuity across traversal.

Traversal Structure
Traversal structure refers to the rhythm and organization of player movement through
space. This includes pacing, flow, navigational openness, environmental guidance,
movement resistance, and the temporal sequencing of environmental encounters. Un-
like conventional progression systems centered exclusively on efficiency or objective
completion, psychogeographically resonant traversal emphasizes experiential pacing
and embodied spatial engagement.

67



8. Framework Development

The findings of this thesis demonstrated that movement itself frequently became
emotionally meaningful to participants. Slow progression through hostile or uncer-
tain spaces generated tension and caution, while uninterrupted movement through
open or fluid environments produced calmness, immersion, and reflection. Traversal
therefore functions as more than transportation between locations; it becomes a
central mechanism through which emotional states are reinforced, transformed, and
interpreted.

Interpretive Space
Interpretive space describes the degree to which environments allow players to con-
struct emotional and narrative meaning independently through exploration and ob-
servation. Drawing from Barthes notion of interpretive openness [15] and Jenkins
environmental storytelling framework [11], this component emphasizes ambiguity,
environmental implication, and narrative incompleteness as mechanisms that en-
courage active player interpretation.

Environments with strong interpretive space resist excessive explanation or rigid
emotional instruction. Instead, they allow architectural fragments, environmental
decay, symbolic imagery, and spatial juxtaposition to imply histories and meanings
without fully resolving them. The participant responses throughout the study sug-
gest that this ambiguity frequently intensified emotional engagement by encouraging
personal reflection and interpretive participation.

Emotional Tendencies
The final component of the framework concerns emotional tendencies: the recurring
affective responses most strongly associated with specific environmental conditions
throughout the study. Importantly, the framework does not treat these emotions
as guaranteed outcomes produced mechanically by design elements. Rather, they
represent probabilistic tendencies observed consistently across participant reports
and comparative analysis.

Among the most recurring emotional tendencies identified were awe, melancholy,
serenity, tension, isolation, curiosity, vulnerability, and relief. These emotional states
repeatedly emerged through combinations of spatial form, atmosphere, movement
rhythm, and interpretive openness rather than through singular environmental fea-
tures in isolation. The framework therefore conceptualizes emotional engagement as
emergent and cumulative, shaped through the interaction of multiple environmental
systems over time.

Together, these five components form the structural foundation of the Emotional
Blueprint Framework. Their interaction allows psychogeographic environments to
function as emotionally active systems in which spatial composition, sensory at-
mosphere, movement behavior, and interpretation continuously influence one an-
other. The following section further develops these relationships through a spatial–
emotional mapping model that identifies recurring correlations between environmen-
tal conditions and affective tendencies observed across the study.
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The relationship between these components can be understood as a layered progres-
sion from concrete environmental structures to emergent emotional experience. At
the base of the framework are the physical and sensory conditions of the environment,
such as spatial form and atmospheric systems. These conditions shape how play-
ers move through space, how much interpretive openness the environment affords,
and ultimately which emotional tendencies are most likely to emerge. The diagram
below visualizes this layered structure, showing how affective experience develops
through the interaction of multiple environmental systems rather than through any
single design element in isolation.

Figure 8.1: Layered structure of the Emotional Blueprint Framework, showing how
emotional tendencies emerge through interacting spatial, atmospheric, traversal, and
interpretive systems.

This layered structure is important because it prevents emotional design from be-
ing understood as a direct one-to-one relationship between a single feature and a
fixed response. Instead, the framework proposes that emotional tendencies emerge
through the cumulative interaction of spatial form, atmosphere, traversal, and inter-
pretation. For example, openness alone does not automatically produce awe, just as
darkness alone does not automatically produce dread. These emotional tendencies
become more likely when several layers reinforce one another coherently. The di-
agram below visualizes this progression from concrete environmental conditions to
emergent affective experience.
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8.4 Spatial–Emotional Mapping
Building upon the core components identified in the previous section, the Emotional
Blueprint Framework further proposes that recurring relationships exist between
specific spatial conditions and particular forms of emotional tendency. The purpose
of this spatial–emotional mapping model is not to establish deterministic emotional
formulas, but to identify recurring environmental patterns that consistently shaped
affective responses throughout both the theoretical and empirical phases of the study.

Across all three case study environments, participant responses demonstrated that
emotional engagement rarely emerged from isolated environmental features alone.
Instead, affective response consistently resulted from the interaction between spa-
tial form, atmosphere, movement rhythm, and interpretive openness. Emotional
tendencies therefore emerged relationally through combinations of environmental
conditions operating simultaneously across traversal.

One of the clearest recurring patterns involved the relationship between openness
and monumentality and the emotional tendencies of awe, reflection, and serenity.
Large-scale environments with expansive horizons, distant focal points, and unin-
terrupted visibility repeatedly generated feelings associated with contemplation and
emotional transcendence. Participants frequently described these spaces as calming,
immersive, or emotionally overwhelming in a positive sense. This tendency was es-
pecially evident within Journey and ABZÛ, where openness and visual continuity
encouraged prolonged environmental observation and meditative movement.

Conversely, environments characterized by confinement, restricted visibility,
and spatial compression were strongly associated with tension, vulnerability, and
uncertainty. Narrow traversal paths, dense architectural layering, darkness, and lim-
ited sightlines repeatedly intensified caution and emotional discomfort among par-
ticipants. In Dark Souls, these spatial conditions often transformed movement itself
into a source of emotional stress, reinforcing vulnerability through environmental
structure rather than direct narrative instruction. Importantly, these emotional re-
sponses were intensified when confined spaces contrasted sharply with moments of
openness or relief.

The findings also suggest that environmental transition functions as a partic-
ularly significant psychogeographic mechanism. Participants across all three case
studies consistently reported heightened emotional responses during movement be-
tween contrasting environmental states, such as darkness and illumination, density
and openness, silence and sound, or stillness and motion. These transitions fre-
quently generated emotional shifts between dread and relief, uncertainty and calm-
ness, or isolation and awe. Emotional resonance therefore appears deeply connected
not only to spatial conditions themselves, but to how those conditions evolve rhyth-
mically across traversal.

Another recurring pattern involved the relationship between movement rhythm
and emotional interpretation. Slow, resistant, or cautious movement frequently
reinforced tension and environmental vulnerability, while fluid and uninterrupted
traversal tended to produce immersion, serenity, and emotional continuity. Partici-
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pant responses repeatedly described movement not as a purely mechanical necessity,
but as a central component of emotional experience itself. The pacing of traversal
altered how environments were interpreted, remembered, and emotionally inhabited
over time.

The empirical findings further demonstrated that atmospheric systems consis-
tently mediated emotional interpretation across all spatial conditions. Lighting con-
trast, ambient soundscape, environmental silence, color variation, and visual framing
repeatedly shaped how players emotionally oriented themselves within space. Im-
portantly, atmospheric systems often amplified or softened the emotional tendencies
already suggested by spatial form. Darkness intensified confinement; soft illumi-
nation reduced tension; ambient audio reinforced calmness or unease. Atmosphere
therefore operates within the framework as a continuous emotional regulator layered
upon architectural structure and traversal rhythm.

Finally, the findings suggest that interpretive openness significantly contributes
to emotional longevity and player investment. Environments that avoided excessive
explanation or direct emotional instruction consistently encouraged stronger per-
sonal interpretation and reflective engagement. Participants frequently described
emotionally meaningful moments not through explicit narrative events, but through
environmental implication, symbolic imagery, or ambiguous spatial encounters. This
reinforces the psychogeographic principle that emotional meaning emerges most
strongly when players are permitted to construct interpretive relationships with
space rather than simply consume authored narrative content.

Taken together, these recurring correlations form the spatial–emotional mapping
layer of the Emotional Blueprint Framework. Rather than reducing emotional ex-
perience to fixed design rules, the model identifies environmental tendencies that re-
peatedly shaped player affect across multiple case studies and participant responses.
The following section further develops these relationships through the psychogeo-
graphic feedback loop, which conceptualizes emotional engagement as a continuous
cycle between spatial perception, movement behavior, and interpretation.

8.5 The Psychogeographic Feedback Loop
One of the central findings emerging across both the theoretical and empirical phases
of this thesis is that psychogeographic engagement functions not as a linear emo-
tional reaction, but as a recursive experiential process. Emotional meaning within
virtual environments is continuously shaped through an ongoing interaction between
spatial perception, movement behavior, and interpretation. To conceptualize this
process, the Emotional Blueprint Framework introduces the psychogeographic
feedback loop: a cyclical model describing how environmental structure and player
experience mutually reinforce one another throughout traversal.

Before unpacking each stage of the cycle, Figure 8.3 presents the feedback loop
as a visual model. The diagram should be read clockwise, beginning with spatial
form and moving through emotional response, movement behavior, interpretation,
and renewed spatial perception. This structure emphasizes that psychogeographic
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meaning is not produced at a single moment, but develops recursively as the player
continues to move through and reinterpret the environment.

Figure 8.2: The psychogeographic feedback loop, illustrating how spatial form, emo-
tional response, movement behavior, interpretation, and renewed spatial perception
recursively shape one another during environmental traversal.

At the beginning of this cycle lies spatial form. Architectural composition, envi-
ronmental scale, visibility, openness, density, and atmospheric conditions establish
the initial emotional orientation of the player. As demonstrated throughout the
case studies, spatial conditions immediately influence affective perception by fram-
ing how environments are encountered and interpreted. Monumental openness may
evoke awe or contemplation, while confinement, darkness, or visual obstruction may
generate tension, caution, or vulnerability. Importantly, these emotional tendencies
emerge prior to explicit narrative interpretation, reinforcing the psychogeographic
premise that space itself functions as an affective system.

These emotional responses subsequently influence movement behavior. Players
adapt their traversal rhythm, pacing, and exploratory patterns according to the emo-
tional conditions established by the environment. In spaces perceived as threatening
or uncertain, movement frequently becomes slower, more hesitant, and observational.
Conversely, environments associated with calmness or openness often encourage fluid
traversal, sustained movement, and prolonged environmental engagement. The find-
ings of Phase II repeatedly demonstrated that participants described movement itself
as emotionally meaningful rather than merely functional, suggesting that emotion
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and traversal operate reciprocally rather than independently.

Altered movement behavior then shapes interpretation. As players move through
environments under particular emotional conditions, they begin constructing per-
sonal meanings, narratives, and symbolic associations connected to space. Envi-
ronmental details that may initially appear neutral become emotionally charged
through repeated traversal and contextual association. Ruined architecture may be-
gin to signify decay or loss; distant light sources may imply safety or hope; open
horizons may evoke freedom or isolation depending on the surrounding emotional
context. Interpretation therefore emerges gradually through embodied interaction
with space rather than through immediate narrative delivery.

Crucially, this interpretive process transforms subsequent spatial perception. Once
environments acquire emotional and symbolic significance, players begin perceiving
and navigating those spaces differently. Previously threatening environments may
become familiar or comforting through mastery and repetition, while initially serene
spaces may later acquire melancholy or tension through accumulated emotional as-
sociation. Spatial perception is therefore continuously renegotiated through expe-
rience, allowing environments to evolve emotionally over time despite remaining
structurally unchanged.

This cyclical relationship between spatial form, emotional response, movement be-
havior, interpretation, and renewed perception constitutes the psychogeographic
feedback loop proposed by the framework. Rather than treating emotional engage-
ment as a singular reaction triggered by isolated design features, the model con-
ceptualizes affective experience as an emergent and continuously evolving process
shaped through prolonged interaction between player and environment.

Importantly, the feedback loop also helps explain why psychogeographically impact-
ful environments often sustain emotional resonance long after specific gameplay
events have concluded. Because meaning emerges recursively through movement
and interpretation, emotional attachment becomes embedded within spatial mem-
ory itself. Players do not merely remember narrative events occurring within these
environments; they remember how those spaces felt to traverse, inhabit, and emo-
tionally interpret over time.

The psychogeographic feedback loop therefore serves as the conceptual core of the
Emotional Blueprint Framework. It unifies the frameworks layered components
into a dynamic experiential model capable of explaining how emotional engagement
develops progressively through the interaction of space, atmosphere, movement, and
interpretation across virtual environments.

The complete Emotional Blueprint Framework brings these two parts together: the
layered structure of environmental components and the recursive feedback loop of
player experience. Figure 8 presents the framework as a unified model, showing
how spatial, atmospheric, traversal, and interpretive systems interact to generate
emotional tendencies over time. This complete model provides the foundation for
the application scenarios discussed in the following section.
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