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Abstract 

As an art form, satire has been around for centuries, manifesting in theatre, literature, film 

and television. This form of comedy uses humour as a method of mocking and critiquing 

authority, social norms, and human vices. 

Computer games, despite being a relatively new medium, have evolved into cultural 

products with great persuasive power. Games are not developed without the ideologies and 

beliefs of the designers and the society they inhabit influencing and shaping the design. 

 

Alongside this research project, a conceptual game prototype will be developed to 

demonstrate how satire can communicate political themes within meaningful gameplay 

experiences. The game was tested with nine participants, all of whom considered 

themselves gamers, with varying political perspectives. These playtesters were observed 

and interviewed to analyse how they interpreted the subject matter and ask their opinions 

on the utilisation of satirical game design. 

 

This thesis suggests that satirical games may not have an impact on a player’s political 

perspective. However, participants described how the game was motivating, inspiring them 

to engage in political discussion, and suggesting a future in education, engaging students in 

political thinking. 

The satirical design principles explored in this project can be implemented into other 

games, although it is recommended that designers consider that games with longer play 

times and grander scales may require an alternative gameplay structure. 
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Introduction 

Satire is an artistic form that has been a part of theatre, literature and film for centuries, 

using irony and implication as tools to exaggerate, deconstruct, and highlight specific 

behaviours for mockery (LaBoeuf 2007; Plevriti 2014). 

Often mistaken for parody, satire does not elicit laughter as an end in the same way other 

forms of comedy do. Rather, it uses laughter as a means to expose the hypocrisy embedded 

within political and societal processes with the intent to inspire social change. The 

humorous aspect of satire is ‘weaponised’ for the purpose of attacking cultural norms and 

beliefs that the creator considers to be dangerous or immoral (Colletta, 2009). 

 

On the other hand, computer games have been developing as a form of artistic expression, 

now ingrained in modern culture and expressive of the culture in which each game was 

produced (Ngai, 2005). 

The medium is still new and evolving, with a greater emphasis on shifting towards more 

mature demographics (Ngai, 2005). However, there are still few games that attempt to 

directly tackle political topics, particularly through the lens of satire. 

 

In this paper, we will look into the potential for computer games to use satire in 

conjunction with elements of game design, such as gameplay, mechanics, aesthetics and 

narrative, to communicate political themes. We aim to see how humorous game design is 

capable of critiquing political systems and inspiring change. 

All the while, we will analyse whether the medium of games is able to build upon the 

foundations of political satire laid out by previous forms of art, such as theatre, literature, 

film and television. 

 

Paper-based research will be conducted for a literature review before a game concept 

prototype is designed and developed for the purpose of playtesting. Participant playtesters 

will be observed and interviewed, with their results serving as the basis for our findings and 

conclusion. 
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Literature Review 

Manifestations of Culture and Politics in Games 

Whether consciously or subconsciously, influences of our culture manifest within and 

shape the art we produce. Entertainment media, also referred to as cultural productions, 

are often reflective of the values and beliefs of ethnic or racial ideologies (Chin et al., 2000; 

Lau, 2003; Ngai, 2005). 

Videogames are a form of cultural production, evident with the transnational success of a 

title dependent on the ability of their perceptions, values, norms and beliefs to cross 

international borders (Carless, 2004). When game design is so heavily influenced by human 

behaviours and the cultural environment at the time of production, it is surprising to see so 

many big budget games driven by technical advancement with the biggest design changes 

arriving in the form of new and higher resolution targets to kill (Ngai, 2005; Veeder et al., 

1995). 

Indie games have been the ones to lead the charge, with titles that focus around a core 

concept which explores a subject present in a real-world culture and society. For example, 

the ambiguous morals of border control staff in ‘Papers, Please’ (2013); the capitalisation of 

fossil fuels in ‘Oiligarchy’ (2008); and Donald Trump’s 2016 election campaign in ‘American 

Election’ (2019). 

 

Figure 1: Screenshot from ‘American Election’ (Buchanan, 2019) 

When conceptualising the gameplay systems, developers tend to fall back on design 

tropes. Whether or not the designer and player are aware of it, this is promoting the 

questionable conservative values of capitalism and colonialism. The imposition of social 

interactions into quantifiable values, managing resources, and designing every element to 

serve the purpose of achieving an established goal encourages a mindset of rationalisation 

prominent in the spirit of capitalism. While games that incentivise the violent conquering of 

new land and harnessing resources, especially when those profiting from their development 
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are white, upholds the invisible structures of colonialism that are still present within our 

culture (Keating, 2018; Pedercini, 2014; Wilson and Sicart 2010). 

 

Videogames, with their substantial presence within our culture, possess the persuasive 

power to influence individuals’ opinions on authority figures, social groups, brands or 

current political events (Šisler, 2005). As a result, they have been utilised as a vehicle for 

promoting ideological objectives and spreading biased propaganda by political parties, 

social commentators and even extreme hate groups (Ferri, 2013; Šisler, 2005). 

Persuasive discourses in games can avoid the propaganda label by adopting satire. While 

they share many similarities, satire evokes complex emotional conflict by framing social 

issues through the lens of comedy and composing subversive or parodic second-order text 

(Ferri, 2013). 

The Power of Satire 

Satire has been defined by its use of laughter to criticise or attack social norms and human 

vices. While most forms of comedy are a means to achieving laughter as an end, satire 

evokes laughter as a means of shocking its audience as it subverts and mocks the status quo 

(Colletta, 2009). The tendentious nature of satirical humour is considered hostile or 

aggressive by cultural norms, often making them more desirable and irresistible to its 

recipients (Freud, 1905). 

Satire, as a powerful form of art, is characterised by: implicitness, avoiding making explicit 

statements but allowing the behaviour to be deconstructed by the absurdity of the 

situation; and irony, humorously highlighting the problems and hypocrisy in the subject of 

critique (LeBoeuf, 2007). The film ‘Sorry to Bother You’ (2018), for example, uses the absurd 

and hypocritical techniques of satire to deconstruct capitalism’s expectations of black 

employees to sell out their cultural identity and adopt ‘white’ personas. This is set in the 

backdrop of a dystopian world where poorer employees live in prison-esque 

accommodation and are treated like horses; which is taken to the literal extreme when the 

antagonist starts turning employees into horsemen. 

Satire is considered a hopeful genre as it aims to inspire spectators to scorn the object of 

ridicule and enact some form of change for the reformation of the less desirable aspects of 

their society (Colletta, 2009; LeBoeuf, 2007). 

 

The portrayal of an outsider character has been a staple of the genre since the first satirical 

play written in 425 B.C by Greek playwright, Aristophanes (See figure 2). While other 

characters disdain them, this archetype accentuates the follies of the people around them 

and the society in which they inhabit (LeBoeuf, 2007). 
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Figure 2: ‘The Acharnians’, one of Aristophanes’ most famous satirical plays (Department of 

Classical Studies, 2020) 

The outsider re-emerges in later works of satirical fiction, such as the innocent and moral 

Huckleberry Finn which contradicted the flawed values of adult society at the time in ‘The 

Adventures of Huckleberry Finn’ (1884); the character of John who is considered a ‘savage’, 

for undergoing a natural birth and for his disdain for society’s value of sex and drugs over 

freedom, art and religion, in ‘Brave New World’ (1932); the group of school children in 

‘South Park’ (1997-) who are constantly criticsing the the illogicalities of the adults in society 

(LeBoeuf, 2007). 

 

The ensuing jokes are purposeful in allowing recipients to derive pleasure from the mental 

processes after the comic has deceived them into overvaluing the preceding content (Freud, 

1905). The subversive quality of comedy liberates the teller and recipient from the flow and 

restrictions of a ‘polite society’ which governs our social conventions. Many forms of 

humour emerge from creating an environment that temporarily inverts and suspends the 

social hierarchy, with laughter exposing the lack of contrast between classes and drawing 

power from forces of oppression (McGowan, 2017). 

Satirical jokes can be interpreted in one of two different ways: Horatian or Juvenalian (see 

figure 3). The Horatian interpretation occurs when the recipient is aware of the humorous 

nature of the statement put before them. As a result, they determine the political message 

underlying the joke (LaMarre et al., 2014; Nabi et al., 2007). 

Juvenalian interpretations occur when the political message is more ambiguous, thus 

requiring more cognitive action to decipher. Consequently, the argument is defined by the 

one telling the joke (LaMarre et al., 2014; Nabi et al., 2007). 
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Figure 3: Diagram of Horatian and Juvenalian processing paths (LaMarre et al.) 

‘The Colbert Report’ (2005-2014) is a widely used example of Juvenalian satire, as the 

presenter had constructed a character which reflected an exaggerated version of the 

conservative American values that he sought to critique (LaMarre et al., 2014; LeBoeuf 

2007). 

 

However, Colletta (2009) states that the irony of postmodernity has killed satire. In a 

society where political activity is staged like a television show and there is a growth in shows 

that are marketed as ‘self-aware’, many forms of comedy which call themselves satire do 

not aim to encourage social change. Instead, they keep audiences complicit while giving 

them ‘reassuring winks’ to draw them into believing they are sophisticated and above the 

joke that is being played on them (Colletta, 2009). 

Satirists are now facing the fact that current events have become stranger than fiction, 

with new material coming too thick and fast to keep up with. Writers are wondering 

whether there is even any room for political satire when the reality of politics is already 

parodic and comedic without their interpretation (Barber, 2017). 

While comedy is a weapon for liberation, at the same time this can be turned around to 

reinforce power, showing how figures of authority are impermeable to mockery, and even 

oppress or exclude individuals, through humiliation or blinding people to authoritarian 

structures (McGowan, 2017). 

To avoid this, writers of comedy should adopt more egalitarian forms of humour, showing 

social authority as discursive and conflicting with individual needs while de-idealising 

excluded groups (McGowan, 2017). The current political climate has also encouraged 

satirists to lean more into absurdity, as any aspects which would have seemed unrealistic a 

decade ago are fully justified by current events (Barber, 2017). 
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Theories of Humour and Comedy 

Most theories of comedy are built on the formation of connections between two 

contrasting ideas that our conscious brains keep separated, between sense and nonsense or 

lack and excess, bringing the inconsistencies that define Western society into the spotlight 

for us to experience and mock. Even the process of interpreting a joke is defined as a period 

of bewilderment followed by a phase of enlightenment, where the excess psychic energy 

from this discovery produces laughter (Freud, 1905; McGowan, 2017). 

Good writers of comedy will place characters with ‘ordered personalities’ in situations that 

challenge their assumptions, bringing out their chaotic behaviours (Adams, 2012; McGowan, 

2017). 

A mental distance from the situation, whether by space, time, barriers of fiction or 

personal disconnect, allows the audience to see the bigger picture without being overcome 

by the subjective emotions of the experience; making them more likely to laugh. There is a 

risk that this can lead to a disengagement from the issues that require our sympathy and 

action. However, if implemented correctly, this method can provide a greater objective 

perspective of the phenomenon (Morreall, 1997). 

 

There are three main theories of humour: Superiority theory, Relief theory, and 

Incongruity theory (Dormann and Biddle, 2009). 

Superiority theory describes laughter as the reaction to sudden feelings of pride or 

supremacy over another individual or a previous version of ourselves (Morreall, 1997). This 

perception of humour is comparable to a game, where tensions are sustained through 

conflict before there is a clear winner and loser (Gruner, 1997). However, it can also view 

humour as emergent in interpersonal relationships during competition and as a socially 

acceptable method of displaying aggressive behaviours (Dormann and Biddle, 2009). 

Relief theory focuses on the physical aspect of laughter and humour, particularly on the 

nervous system (Grönroos, 2013). This stems from Freud’s (1905) concept of laughter as the 

cathartic outflow of energy needed for logical thought or suppressing emotions and desires, 

transgressing the norms of society (Dormann and Biddle, 2009). 

Incongruity theory relates to our stimulus, specifically when our experience of a 

phenomenon does not match our expectations. This is often the preferred concept among 

comedy theorists as laughter, in this case, is the reaction to the infringement of our regular 

mental patterns (Dormann and Biddle, 2009; Grönroos, 2013; Morreall, 1997). Incongruous 

forms of humour are often linked to suffering and the shortcomings of humanity, such as 

our follies, irrationalities and hypocrisies (Adams, 2012; Morreall, 1997). This is probably 

best exhibited in the cold war comedy ‘Dr. Strangelove’ (1964), where the humour centres 

around the paradoxical and hypocritical nature of humanity, such as our relationship 

between war and sex. The most famous line in the whole film, “You can’t fight in here! This 

is the war room”, encapsulates this perfectly. 
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Figure 4: Scene from ‘Dr. Strangelove’ (Sepulveda, 2019) 

McGowan (2017) states that the nature of comedy defies definition and the boundaries of 

a single functional theory. Understanding different forms of humour requires an openness 

to elements of each theory. 

Implementing Humour in Elements of Game Design 

Comedy games are best conveyed through the writing of dialogue or narrative. Writers 

start by designing characters with interesting personalities, defined by a set of likes, dislikes, 

wants and fears, and placing them in situations at odds with their disposition. In challenging 

a character’s assumptions, their personality becomes strained and the writer can expose the 

contradictions that define the human condition (Adams, 2012; Bruxner, 2019; McGowan, 

2017). Our contradictions, for example, can come from the relationship between lack and 

excess in affectatious behaviours, such as the excessive pride and inadequate recognition in 

vanity; the abundance of exhibiting false characteristics and lack of emblematic honour 

(McGowan, 2017). 

Many characteristics can be designed to help subvert aspects of the genre that the game is 

parodying. This can create humour from recontextualising the cultural baggage of classically 

non-comedic genre conventions, which contrasts with more serious elements. An example 

of this is the detective character from ‘The Haunted Island, a Frog Detective Game’ (2018), 

which subverted the stereotypical rough detective archetype who is good at their job; 

creating a detective who is really friendly to everyone, but exhibits incompetency when it 

comes to investigating. Thus, there is a juxtaposition between the genre’s normal tone and 

the character’s behaviours that elicits laughter from the incongruity of these moments 

(Bruxner, 2019). 

Writers of comedy in games try to build up a mental picture of their characters, including 

envisioning their voice and mannerisms and considering their current frame of mind when 

the player meets them. Even considering how they feel about being interrupted by the 

presence of the player and their level of tolerance to the player’s actions will add depth to 

the characters and provide more sources for humour to emerge (Bruxner, 2019; Johnson, 

2018). 
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Johnson (2018) recommends the inclusion of a narrator character, such as those in games 

like ‘West of Loathing’ (2017) or ‘The Stanley Parable’ (2013), which provides comedy 

through a consistent voice which comments on the player’s actions, even arguing with the 

player or breaking the fourth wall. This takes an established trope and, like any other 

character in comical fiction, pushes it to reveal the chaotic side of the narrator’s personality 

(McGowan, 2017). 

 

Yet, as Madsen and Johansson (2002) emphasise, only considering the narrative elements 

of games limits our understanding on what games have to impart to the domain of literary 

expression. 

Humour can be implemented into gameplay through the loops and arcs of creating a 

mental model (Cook, 2012; Dormann and Biddle, 2009). A mental model, for context, is the 

player’s perceptions of the way that the game works and what is possible within the 

playspace. This ultimately assists with overcoming obstacles based on previous observations 

of the relationship between the occurrence of two distinct variables within a consistent 

environment (Boyan and Sherry, 2011; Macklin and Sharp, 2016). 

 

Figure 5: Diagram of a gameplay loop (Cook, 2012) 

Games can make us laugh when they subvert our mental model. Take, for example, the 

antics of a game like ‘What the Golf?’ (2019), where the game will often change some 

aspect of the game without informing the player, such as setting up that the player will hit 

the ball only to hit the avatar model instead. If we break this down into its components, it 

fits in with the loop and arc models in gameplay (see figure 5): we start with a mental 

model, thus an expectation of what will happen when the action is performed; we perform 

the action, in this case aiming and hitting the object; the game reacts; this reaction is fed 

back to the player, at which point we realise that we were hitting the avatar, not the ball 

(see figure 6). Such an incongruous situation evokes laughter out of the disruption to our 

understanding of the game (Cook, 2012; Dormann and Biddle, 2009; Morreall, 1997). 
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Figure 6: Screenshot from ‘What The Golf?’ (Triband, 2020) 

‘Jazzpunk’ (2014), a first-person parody of the spy genre, works off a similar principle; 

however, humour appears to be executed more like a sequence of arcs rather than a loop. 

Each arc is like a loop, running from mental model to feedback, but is not built to repeat. 

Thus, the arc ends as soon as the mental model is updated (Cook, 2012). The joke becomes 

the reward for gaining a deeper understanding of the system (Johnson, 2018). 

On many occasions, the player will interact with an object with their expectations not 

coming close to the actual incongruous outcome. For example, some objects, upon 

interaction, will speak to the player, like the security camera who claims that your attention 

makes it feel nervous. 

 

Clear feedback, to ensure the player understands the impact of the change that has 

occurred, as well as spreading out these moments of subversion, help to avoid 

overwhelming the player and allows the audience time to breathe between each joke or 

humorous moment (Adams, 2012; Dormann and Biddle, 2009; Macklin and Sharp, 2016; 

McGowan, 2017). 

If designed correctly, humour can be an effective method of communicating information 

and teaching new mechanics or dynamics. Humour can encourage players to hold their 

attention, as well as having strong links to memory retention (Dormann and Biddle, 2009). 

The enlightenment that follows on from the period of bewilderment derives laughter from 

the mental process of understanding a complex system (Cook, 2012; Freud, 1905). 

 

Another method for games to arouse laughter from gameplay is in allowing the player to 

act against the social norms, whether this is defined in game or our real-world societies 

(Billig, 2005). We laugh either because we are given the power of superiority over the rules 

that govern our everyday lives; because the game has provided a space for us to express our 

repressed anarchistic fantasies and aggression against the hierarchical structures in our 

lives; or because the actions happening on screen are such a diversion from what is 

culturally accepted (Lee, 2019; McGowan, 2017; Morreall, 1997). 
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This can explain the success of titles such as ‘Untitled Goose Game’ (2019) which allow 

players the creative freedom to push against the boundaries of the in-game culture, with 

clear feedback of the chaotic effect this has on the world. As long as the systems support 

them to do it, many players will choose to exploit these features and laugh either at how the 

game world reacts or even just the creative freedom to play with societal norms (Billig, 

2005; Dormann and Biddle, 2009). 

Regardless of the nature of the conventions that are being subverted, this form of humour 

works best when the game maintains a mental distance. The laughter comes at the expense 

of the suffering of the individual characters whose routines have been disrupted, thus an 

element of emotional disengagement is needed to keep it funny. Games naturally have the 

distance of fiction to reassure players that their actions in-game do not have any real-world 

repercussions (Dormann and Biddle, 2009; Morreall, 1997). ‘Untitled Goose Game’ (2019) 

has an added personal and spatial distance, since the intentionless mayhem of a small goose 

is being inflicted on the residents of a middle or upper-class village, which is a life far 

detached from our own yet alludes to many aspects of class warfare (Lee, 2019). 

Games like ‘Jazzpunk’ (2014) often create a mental distance by breaking the fourth wall. 

Characters will comment on another character’s collision mesh or the font weight of their 

dialogue text, as well as close-up high fidelity textures of hands and mouths that 

momentarily break away from the consistency of the low-poly aesthetics. 

 

Figure 7: Screenshot of avatar’s hand in ‘Jazzpunk’ (HARVV, 2015) 

Making a Humorous Game Satirical 

What separates satirical from humorous games is the ridicule of socio-political discourse 

through irony, juxtaposition, and exaggeration; trying to push an external agenda without 

wandering into territories of propaganda (Bogost, 2010; Grönroos, 2013). It is important for 

these games to break away from conservative design principles that only aim to cater to the 

player’s desire for a pleasurable experience. Instead, they use play to force the player out of 

their expectations and facilitate a productive dialogue between the player and designer 

(Foucault, 1980a; Wilson and Sicart, 2010). 
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In breaking from the norms associated with games, the point is no longer about the act of 

play but understanding the subject of the satire; surpassing the medium of games 

themselves, and any connections to capitalist ideas, to optimise their artistically expressive 

potential (Madsen and Johansson, 2002; Pedercini, 2014). 

 

Grace (2014) offers a model for critical design in games, with the structural rhythm of 

delivery along the X axis and motivations on the Y axis (see figure 8). As satire offers a strong 

and explicit critique of aspects of social life, taking subject matter and stretching it out to 

absurd levels to allow for self-deconstruction, it would lean towards more continuous and 

reflective game design (Grace, 2014;  LeBoeuf, 2007). 

 

 

Figure 8: Diagram of structural rhythm and motivations in critical design (Grace, 2014) 

Satire could benefit from implementing abusive game design which, despite what its name 

may suggest, is an aesthetic decision by the designer which subverts the system centred 

design philosophies that do not facilitate a dialogical environment. This includes: unfair 

difficulty that works against user-friendly practices; lying to the player; disrupting social 

relations, by bleeding the game character into the real-world player; overwhelming the 

visual and auditory senses (Wilson and Sicart, 2010). 

This type of game design does not satisfy the player’s escapist or enjoyment desires, but 

rather forces their attention to the message and subject matter as they ask themselves why 

the designer made these decisions. In placing the player as both the participant and victim 

of the joke, the designer is daring the player to engage with the hidden conversation 

underneath the game system (Grönroos, 2013; Wilson and Sicart, 2010). 

 

Feinberg (1967) provides us with four satirical techniques which can be applied to critical 

and abusive forms of game design (Grace, 2014; Madsen and Johansson, 2002; Wilson and 

Sicart, 2010). The first is incongruity which, following on from its theory of humour (see 

Theories of Humour and Comedy), embraces forms of understatement, exaggeration, and 

contrast to present the subject matter in a way that subverts from the conventional ways 

we come to comprehend it (Feinberg, 1967; Madsen and Johansson, 2002; Morreall, 1997). 

The second technique is superiority, another approach that draws from the previously 

discussed theories of humour (see Theories of Humour and Comedy). Games that employ 
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superiority within a satirical frame aim to pervert the social hierarchy present in our society, 

bestowing the player with a sense of power over the object of mockery (Feinberg, 1967; 

Madsen and Johansson, 2002; McGowan, 2017). One such method includes casting the 

player as the outsider character archetype, often depicted in satirical fiction. This also aligns 

with the player being a literal outsider to the game world who can question the norms of 

their culture and society (LeBoeuf, 2007). 

The third method is surprise which, in a similar vein to incongruity, succeeds by reneging 

on the player’s expectations, often in unexpected forms of logic and circumstance or by 

executing an anticlimax (Feinberg, 1967; Madsen and Johansson, 2002). 

The final method is to disguise the subject under a pretence, such as parody, or symbolism 

(Feinberg, 1967; Madsen and Johansson, 2002). Parody is a popular way of concealing the 

object of the satire as it allows for designers to play with the cultural baggage associated 

with the genre or content it aims to imitate, maintaining enough so that the genre is 

recognisable while subverting non-essential elements to create comedy (Bruxner, 2019; 

Madsen and Johansson, 2002). Symbolism and metaphorical language are also a part of 

pretense, used as compelling tools in expressing profound thought better than direct 

language (Madsen and Johansson, 2002). 

What Games Can Bring to Political Satire 

Throughout history, satire has been produced in plays, books, film and television, all of 

which have minimal or no method for incorporating audience interaction to the same level 

present in computer games (Charles, 2009; LeBoeuf, 2007). 

For the duration of play, the mind of the player is temporarily deceived as their actions are 

translated into responses by the character in-game. The contrast between the player and 

their avatar is momentarily eliminated as the ego becomes interlinked with their virtual 

character (Charles, 2009; Kozinets et al., 2004). 

‘Grounded Cognition Theory’ applies this to more narrative aspects, stating that select 

game design tools will mirror how the brain processes real-world phenomena. This 

temporarily deceives the player into believing that the event they are witnessing is a real 

social interaction and thus they become emotionally invested (Isbister, 2016). 

However, the player still maintains a level of distance comparable to the experience of 

participating in theatre. The actor is immersed in a level of social fantasy that allows them to 

feel and perform like the character, or avatar, while acknowledging the objective of the 

piece. The player’s agency allows for them to participate creatively within critical discussion 

through play and experience emotional fluctuation from the consequences of their actions 

(Dormann and Biddle, 2009; Frasca, 2001; Isbister, 2016). 
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Figure 9: Theatre of the Oppressed where audience members can participate in the play 

(Finkelstein, 2018) 

Games are able to combine the narrative techniques of other artistic mediums with the 

interactive capabilities of gameplay; tension and humour are delivered both through 

structured, relationship storylines as well as in the interactions with the rules of the system 

through play (Adams, 2004; Jacobs, 2004). 

Existing on the border between purely fictional game elements and game elements that 

combine both fiction and rules (see figure 10) is the level of abstraction, used in games to 

simplify real-life actions and systems to be easily understood and mastered with a 

controller. In playing with the level of abstraction, games can achieve forms of humour and 

metaphoric language not possible in more passive forms of art (Juul, 2007; Madsen and 

Johansson, 2002). 

 

Figure 10: Diagram showing the level of abstraction between rules and fiction (Juul, 2007) 

One game that showcases this well is Tomorrow Corporation’s ‘7 Billion Humans’ (2018). 

The opening cutscene sets up the satirical premise, that machines have replaced everyone’s 

jobs resulting in all 7 billion humans in society working for the same corporation, which is 

carried over into the gameplay, where you give directions to employees through abstract 

programming instructions. Both elements working together highlight the intentional 

comparison the designers are making between the mindlessness of employees in a capitalist 

society and the machines which have been stealing their jobs. 
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Methodology 

To test the ideas discussed in the literature review, a digital computer game was 

developed around these design concepts. The resulting prototypes were playtested by nine 

participants, with varied political perspectives and who play games regularly as a hobby, to 

give feedback on their experience. 

Unfortunately, this game was designed in 2020 during the COVID-19 pandemic and all 

testing therefore had to be carried out online using video call services with screen capture 

features. As a result, the researcher had to be aware of issues, such as latency; drops in 

frame rate; difficulty diagnosing bugs, which resulted in moments where participants had to 

stop and wait for a fix to be implemented, built and uploaded online. 

 

This section covers the methods utilised by the researcher to carry out the development 

and testing of the game to assist with this research project. 

Prototyping 

The game will be made in Unity, utilising the narrative tools in the Fungus plugin, in 

accordance with the ‘Iterative Design Process’ laid out by Macklin and Sharp (2016) (see 

Appendix B). This process works in iterations that can be broken down into four phases: 

● Concept: planning and developing the idea, which involves defining the problem and 

the requirements of a proposed solution. 

● Prototype: building a functional system that meets the requirements established in 

the conceptualisation. 

● Playtest: studying players trying out the prototype, examining their experience and 

collecting feedback. 

● Evaluate: based on the feedback from the playtest, revise the new requirements 

ready to return to the concept phase. 

The ‘Iterative Design Process’ bears resemblance to the Agile methodology used in 

software development, working in iterative cycles. This works well, especially for smaller 

scale projects, allowing the flexibility to quickly and efficiently implement new features to 

respond to changing requirements (McCormick, 2012). 

 

The project’s development process is divided into three forms of prototypes: the playable 

prototype, which is a rough but functional implementation of the game’s central actions; 

the core game prototype, that incorporates important aspects that defines the main play 

experience; the complete game prototype, which allows for an evaluation of the design of 

the full game’s experience (Macklin and Sharp, 2016) (see Appendix A). 
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Observations with Think-aloud 

During the testing phase of core and full game prototype iterations (see Appendix A), the 

researcher will be able to gain a better understanding of the game’s design through the 

observation of players’ experiences, behaviours and actions during gameplay (Creswell, 

2014; Macklin and Sharp, 2016). The data collected can be both quantitative, recording the 

frequency of recurring patterns of behaviour, and qualitative, analysing the environment 

and subtle realities in which the behaviours emerged (Creswell, 2014; Denscombe, 2014). 

 

The observational method will be enhanced with ‘Think-aloud’, which asks participants to 

vocalise their thought processes and any words that come to mind while testing the game. 

This is a straightforward way to allow the researcher direct access to the test subject’s 

cognitive processes and their mental model which would otherwise be inaccessible while 

playing the game (Charters, 2003; Nielsen et al., 2002). 

However, it is important to consider how the participants’ performance could be 

influenced by the knowledge they are being observed or even how ‘Think-aloud’ can add 

strain on their cognitive load (Charters, 2003; Creswell, 2014). 

Semi-structured Interviews 

Preceding and following the observations, the researcher will conduct one-to-one 

semi-structured interviews. The questions have been designed based on a set of hypotheses 

that the study hopes to address, with the participants’ answers providing the source of 

qualitative data (Arksey and Knight, 1999; Creswell, 2014; Denscombe, 2014). 

 

The semi-structured format allows both the interviewer and interviewee to lead the flow 

of the discussion and the areas of intrigue that are covered. A predefined script, or list of 

questions, allows for a more manageable interview but the researcher and participant are 

free to improvise and explore additional points of interest (Arksey and Knight, 1999). Asking 

questions allows for an in-depth insight into the emotions and experiences that inform the 

interviewees’ perspective (Denscombe, 2014). 

Nevertheless, the researcher acknowledges that the data is self-reportive and affected by 

the participants’ memory of the game they have just played (Creswell, 2014; Denscombe, 

2014). The validity of the interview is dependent on the interviewer’s skill, the time 

available and the dynamic between the researcher and the participant (Arksey and Knight, 

1999). 

  

19 



Development Iterations 

This section documents the design choices made during the iterations of development of 

the prototype, from the playable prototype (iteration 1), to the core game prototype 

(iterations 2 and 3), and the full game prototype (iteration 4 and 5) (see Appendix A). 

Design Specifications 

Central Themes 

The player’s objective in the game is to help carry out errands for a political party during 

an election campaign. 

 

The game attempts to explore the relationship between politics and Capitalism; where the 

economic system is affected by political decision-making and the governing institutions are, 

in turn, influenced by the economy (Heywood, 2013). This means that the ruling class has 

the power to utilise the state to serve the interests of the rich and those who own the 

means of production (Goodwin, 2014). They perpetuate the idea that some members of 

society are meant to be poor and some are meant to be rich, and that the self-interested 

acts of the rich will, somehow, benefit everyone else in society (Freeman, 1988; Heywood, 

2013). 

The mechanics of the game intend to reflect exaggerated gamified aspects of this 

capitalist-political relationship by metaphorically mimicking elements of rationalisation and 

bureaucracies (Lakoff, 1992; Madsen and Johansson, 2002; Pedercini, 2014). 

However, players are never rewarded for participating in the system. Rather, a twist is 

presented at the end of each interaction that shows that any promise of reward or progress 

was a lie and subverts their expectations, with the intention of drawing their attention to 

the underlying message (Morreall, 1997; Wilson and Sicart, 2010). 

 

Another theme that the game sets out to explore is the unequal democracy of the 

first-past-the-post election system. This arrangement promises a clear choice of parties, 

protection against extremism, and the assurance of a stronger and more stable government, 

but many have found fault with the system. At times, the chances of winning are stacked in 

favour of certain parties, with some candidates requiring less votes per seat if they are a 

member of a certain party, such as the Conservatives (Heywood, 2013; Make Votes Matter, 

2020). 

This is the result of an outdated, undemocratic system, which instills fear of the 

consequences of a coalition government to suppress greater representation (Grayson, 2010; 

Heywood, 2013). According to Make Votes Matter (2020), 90% of the general elections that 

have been held since 1935 have been won by single-party majorities that were only 

supported by a minority of voters. 
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Implementation of Satire 

The core mechanics and dynamics of the gameplay experience are built on the foundation 

of the three main theories of humour: the mockery of characters with Superiority humour; 

encouraging actions outside the norms of society with Relief humour; and disrupting the 

player’s expectations with Incongruity humour (Grönroos 2013; Morreall, 1997). 

Incongruity, in particular, is important to the satirical elements of the game. With this in 

mind, comedic moments are structure around establishing certain expectations in the 

players mind, only for the actual outcomes to subvert their assumptions and the player to 

laugh at the realisation of the situation and how it compares to real-world politics (Morreall, 

1997). 

This is emphasised by techniques laid out by Grace’s (2014) definition of critical game 

design and Wilson and Sicart’s (2010) analysis of abusive game design, both of which 

encourage the player to look beyond a simple analysis of the system and question the intent 

of the designer. 

Abstraction is an equally important element for the utilisation of satire in this game. 

Complex political systems and phenomena are simplified to ensure they are easier to 

understand and more accessible for the purpose of interaction. These aspects are also 

exaggerated to emphasise the ridiculousness of applying these systems to real-world politics 

(Feinberg, 1967; Macklin and Sharp, 2016). 

 

The player adopts the role of the satirical ‘outsider’ archetype, who comes from outside 

the established society. This allows them to look at the political system objectively and 

allows the freedom for critique (LeBoeuf, 2007). 

The ‘outsider’ is also inspired by the ‘Theatre of the Oppressed’, where members of the 

audience are encouraged to take the role of the protagonist in oppressive situations. The 

goal is to encourage the audience to think about how these issues can be addressed in the 

real world through interacting with these powerful characters in situations where they 

would otherwise be outside spectators (Frasca, 2001). 

 

Playable Prototype 

The playable prototype (see Appendix A and B) was simply a set of game assets, 

represented by simple placeholder shapes, that demonstrated the possible actions the 

player can perform (Macklin and Sharp, 2016). 
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Figure 11: Screenshot of first iteration 

Inspired by playable experiences, such as Jazzpunk (Necrophone Games, 2014) and 

Everything is Going to Be OK (Lawhead, 2017), the game is divided into different mini games 

with the gameplay constantly shifting between playable sections. Each mini game serves as 

an arc for updating the player’s mental model of the system, with the overall experience 

summarised as a ‘sequence of arcs’. Ultimately, this allows for greater execution of humour 

as 99% of the payload for an arc is in the feedback; which serves as the comedic punchline 

for humorous gameplay elements (Cook, 2012). 

Shapes in the Holes 

The first mini game asks the player to fit shapes into holes. There are only two holes 

available, one for squares and one for circles. At the end, the player is presented with a 

triangle that does not fit into either hole. The only way to make it fit is to cut off the corners. 

On first impressions, all of the participants believed this was merely meant to tease 

politicians’ lack of skills or just a moment of incongruity (Morreall, 1997). However, the 

shapes have faces with expressions, one of which starts crying and bleeding when the player 

cuts off its corners. ‘Cross-domain mapping’ the shapes on the screen with human emotions 

encourages players to think of these shapes as metaphors for people (Lakoff, 1992). As one 

participant said after a second playthrough: 

Participant 9: “The game had to restart which was good, because that shape mini 

game you played it with, not a different perspective, but a different appreciation of 

the metaphor.” 

 

This was designed to mock systems in society that expect uniformity to restrictive social 

norms of identity. When culture enacts the repetition of performative actions, routines and 

discourse, power becomes embedded within our everyday interactions. Individuals become 

the means of their own oppression (Butler, 1993; Foucault, 1980b). When individuals fall 

outside of heteronormative, gender binary, or neurotypical matrices, they can feel either 

isolated or forced to sacrifice a part of themselves to fit in. As one participant commented, 

based on their own experiences: 

Participant 7: “I think I get the symbolism here. I remember being told as a child 

about how schooling tried to fit a lot of autistics and square pegs into round holes.” 
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In the case of the game, it seems that the simple solution would be to create another hole 

for triangles. In the case of society, all it takes is societal institutions to present an identity as 

sufficient for it to become prescribed as the new norm (Goffman, 1966). 

Paint a Logo 

For this mini mechanic, the player is tasked with designing a logo using a painting tool. The 

original concept allowed for an unlimited amount of time to draw, but the addition of a 

short length countdown (10 seconds) added extra pressure. Because players were rushing, 

the resulting image was often comical. 

 

This provides a moment of Paidia, a form of unrestrictive play that allows the player to 

freely improvise and even bring a disruptive force to the game experience (Caillois, 1961; 

Jensen, 2013). The uninhibited gaiety encountered in this moment is reflective of the Relief 

theory of humour, where the humour liberates the recipient from the pressures and rules of 

everyday life or, in this instance, the rules that governed the game experience up to this 

point (Caillois, 1961; Dorman and Biddle, 2009; Freud, 1905). 

McGowan (2017) adds to this, stating that finitude is detrimental to the effect of comedy. 

He draws comparisons to Hegel and Heidegger, describing how Hegel was a funnier 

philosopher due to their ability to transcend the finite and consider infinite conceptual 

possibilities. 

 

However, upon observing the participants playing with the logo designer tool, it could be 

argued that the experience was just as incongruous as it was relief. Before they started 

painting, all participants stated that they thought of an image that they wanted to draw. The 

comedy that ensued was the realisation that, thanks to the restrictive time limit and 

deliberately clunky painting mechanics, what they were drawing was much worse than the 

idea they had in their mind (Dorman and Biddle, 2009; Morreall, 1997). 

 

 

Figure 12: Logo painting mini game 
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Sponsor Grabber Claw 

The transition from social democracy to Neoliberalism has provided a constitutional 

framework that encourages lobbying in the British government. Lobbying is now a 

multi-million pound business, where corporations are able to unduly influence policy 

decision-making. This is achieved by forming relationships with members of government or 

endorsing individuals into a seat in parliament where they can shift policies in favour of their 

own companies (Miller and Dinan, 2008). 

Regardless, this undermines democracy as the government prioritises the interests of 

influencing corporations over the concerns of the public who voted the government into 

office (Miller and Dinan, 2008). 

 

To represent this concept in the game, a mini game was devised which had the player 

choose sponsors with an arcade grabber claw machine. Known for their difficulty and 

deliberate unreliability in use, the claw machines add a constraint on the player: they are 

not able to directly select the item they want, they must navigate the limiting interface 

(Macklin and Sharp, 2016). 

The intent is to draw attention to the unfairness of the frustrating mechanics, to 

encourage players to reflect on the lobbying practices in the real-world through this new 

way of understanding the subject (Lakoff, 1992; Wilson and Sicart, 2010). 

 

 

Figure 13: Sponsor grabber claw mini game 

Photo Opportunities 

This section of the game was inspired by Colletta’s (2009) paper on satire and 

postmodernity, in which they highlight how politics is becoming reduced to a sequence of 

photo ops. This reflects the staged nature of political activity and draws comparisons to 

fiction. 

 

The mini game itself is about assisting a political candidate with a series of photo 

opportunities. The politician visits each individual, whereupon the player will take their 
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photo together. Once that has been completed, the politician is trapped in a conversation 

with the individual with whom their photo has been taken. The only way to progress onto 

the next photo op is for the player to walk over to the individual and slap them, sending 

them flying with an exaggerated force. 

This is supposed to represent how politicians value their photos taken with members of the 

public more than the people they claim to represent in these photos. 

 

The humour in this scene follows the Incongruity theory of humour, where the expectation 

is set in the player’s mind that they are just taking photos. Slapping the individual with a 

force that sends them flying defies their expectations and most participants laughed as a 

result of this realisation (McGowan, 2017; Morreall, 1997). 

This also served as a great teaching tool, as all participants struggled to understand what 

they needed to do once the first photo had been taken. Laughter, in this case, helped 

reinforce the idea in the player’s mental model that slapping the individuals was a 

requirement to progress in this section of gameplay (Cook, 2012; Dorman and Biddle, 2009; 

Grönroos, 2013). 

The March 

Part way through the game, the player is tasked with assembling an audience for a 

campaign rally or march. This mini game is split into two distinct sections, the gathering of 

audience members and the march itself. 

When gathering audience members, the original idea was to have the player run around 

just telling characters about the march, which led to characters finding their own way to the 

stage. However, it proved easier to develop to have the player pick up other characters and 

carry them over to the stage themself. This opened the possibility for incongruous humour, 

as this act feels almost forceful, that the player is not asking first and the audience does not 

seem to have a say in the matter. Also, because there was no limit to the number of 

characters the player could carry at once, it resulted in participants running around with tall 

towers of audience members piled on top of each other (McGowan, 2017; Morreall, 1997). 

In the second section, the characters march forwards in one direction until they have 

walked off the edge of a cliff. The laughter that ensues could be described by both theories 

of Incongruity and Superiority humour. On one hand, the player laughs because it is an 

event that is unexpected and derives from the irrationalities of the characters involved. On 

the other hand, their laughter could be a sign that they recognise that this was a result of 

their own actions (McGowan, 2017; Morreall, 1997). 

 

This is representative of tribalism, which is the result of the evolution of the human brain 

during periods of intergroup conflict, where tribes composed of devoted members had a 

greater chance of surviving and thriving than tribes that consisted of more non-loyal 

members. This has made its way into modern, Post-Enlightenment societies and politics 

25 



which has proven to be a rich environment for bias, despite the greater need for intergroup 

cooperation (Clark et al., 2019; Van Bavel & Pereira, 2018). 

Ideological and political groups foster tribal behaviours that inspire individuals to create 

‘echo chambers’ and seek selective sources of information that serve the interest of the 

tribe, while sacrificing data that may be detrimental to the group’s opinions. This tactic 

proves incredibly persuasive, dogmatic, and resilient to the consideration of solid counter 

arguments, even despite the potential consequences (Clark et al., 2019). The designer 

considered the strongest metaphorical equivalent was following a public figure or ideology 

off the edge of a cliff. 

The Wheel of Blame 

The ‘Scapegoat Mechanism’, conceptualised by Girard (1979), draws attention to the 

sacrificial nature of human societies throughout history. This idea states that communities 

will nominate sacrificial substitutes to take the blame for a societal problem as a way to 

satisfy the people and restore order (Denike, 2015; Girard, 1979). 

Blame avoidance is a tactic still used in modern politics, where shifting the blame 

influences policy ruling much more than the motivations to implement ‘good policies.’ 

Scapegoating becomes a part of blame avoidance as members shift the responsibility for 

unpopular decisions (Weaver, 1986). 

 

To satirise this aspect of politics, a roulette wheel style mini game was designed to 

randomly select between different groups of characters within the game world. By leaving 

this decision to chance, it ironically removes the decision making process and focuses on 

responding to randomness. Consequently, this highlights the absurdity of passing the blame 

onto a third party with little to no involvement in the phenomenon which they stand 

accused of inciting (Macklin and Sharp, 2016; Madsen and Johansson, 2002). 

Core Prototype 

For the second and third iterations of prototyping (see Appendix A and B), the core play 

experience was fleshed out. This included the narrative, the weaving together of the 

separate playable sections, and basic art to represent the characters and environment 

(Macklin and Sharp, 2016). 
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Figure 14: Screenshot from core game prototype 

Environment 

The ‘Island’, as it is referred to in the game, is the setting for the election campaign which 

runs throughout the narrative. The land has been split into separate fragments in a way to 

effectively communicate the idea of a divided society in an associational and abstract form 

(Macklin and Sharp, 2016; Madsen and Johansson, 2002). This also serves the satirical 

purpose of exaggerating the concept to an absurd level of abstraction, allowing an 

incongruity from its usual method of comprehension while allowing it to be critiqued 

without an overt statement (Feinberg, 1967; Grönroos, 2013; LeBoeuf, 2007). 

 

The colours for each segment of island have been specifically chosen to resemble the map 

for Britain’s 2019 general election results. The most predominant colour is the blue, 

reflecting the Conservative party who won 56% of the seats in parliament despite only 

achieving support from 43.6% of voters (BBC, 2019). 

 

 

Figure 15: Screenshot of the island 

 

Figure 16: General election results map 

2019 (Plymouth Live, 2019) 
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Narrative 

The original structure for the experience was to have the island serve as a central hub 

where the player can choose which parties they help and what order they participate in the 

mini games. After the first draft, it became obvious that the narrative needed to be more 

focused. 

The first solution was to adjust the structure of the story. The debate talk show format 

that served as its own scene now became the backbone of the narrative with the mini 

games acting like flashbacks to break up the format. 

Participant 2: “I liked it, it was a good length, I think, for what it was doing [...] I like 

the structure of the flashbacks [...] you might get bored just doing the talk show, but 

it splits it up” 

 

The second solution implemented was to have the player focus on the electoral campaign 

of one particular party that they are encouraged to dislike. Through the satirical techniques 

of critique, implicitness, exaggeration, and highlighting the irony, the narrative leverages 

humour to educate the player; with the act of processing a comedic moment strengthening 

their awareness of the subject matter (Dormann and Biddle, 2009; LeBoeuf, 2007). 

These methods are also capable of motivating players to engage with the topic, to speak 

up, or even to take action. As one participant claimed: 

Participant 9: “At the start I was just reading the dialogue, but when you get into it, 

it does emotionally affect you to the point where you want to tell someone your 

viewpoint, so I thought that worked quite well.” 

This is because humour requires playful cognitive functioning and judgement to connect 

two separate ideas. The jokes the player is presented with take concepts and makes them 

observable with aesthetic consideration and an inflated expressiveness (Dormann and 

Biddle, 2009; Freud, 1905). 

 

In addition, the narrative satirises politics by providing the player with dialogue options 

that do not impact the direction of the story. In this case, the game is lying to the player, a 

method utilised in abusive game design, promising agency only to break that trust with a 

joke. The player learns to distrust the characters that promise these choices, with the hope 

that they will be drawing comparisons to politicians who assure their voters that they will 

keep to the same lies they made last term (Lakoff, 1992; Madsen and Johansson, 2002; 

Wilson and Sicart, 2010). Participants were quick to pick up on this and how this absence of 

agency feels more prominent in a game: 

Participant 8: “I think it touches on the lack of choice, of course there is a lack of 

choice in other mediums, but you don’t really feel it quite as much, but in a medium 

that gives you a lot of choice you do. You become much more aware of the lack of 

choice with multiple choice.” 
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Characters 

The characters can be split into two different ideologies, Conservatism and Socialism. 

Richard Head and the Porky Patriot Party, along with its supporters, are representative of 

right-wing politics in Western democracy, but especially the British Conservative party. 

These characters hold a cynical view of human nature, believing that individuals are morally 

corrupt, prone to selfishness, and incapable of self-governance. This reinforces the idea that 

traditional hierarchies are a natural and necessary part of society, with authority figures at 

the top enforcing laws for the public who they believe lack the ability to judge what is best 

for their own interests (Goodwin, 2014; Heywood, 2013). 

What best defines this ideology is their stance against change, arguing that the current 

system, with all its faults, is preferable to any fearful uncertainties that come with reform 

(Goodwin, 2014). Their hypocrisy, the demand for progress without change, makes 

Conservatism an ideology ripe for satirical deconstruction (LeBoeuf, 2007; Morreall, 1997). 

 

 

Trudy Marks and the Sticky Situation Party, as well as being a stand in for the Labour Party 

and left-wing parties, preaches the values of Socialism. Her views are ideologically opposed 

to Richard’s Conservative agenda, proclaiming the social nature and comradeship of 

individuals in the quest for a more egalitarian society that distributes resources based on 

needs over merit (Goodwin, 2014; Heywood, 2013). 

Comedy is an important tool for egalitarianism, as it is an effective way of showing how the 

social order and authority conflicts with the needs of individuals (McGowan, 2017). 8/9 of 

the participants found themselves rooting for Trudy as a result of this moralist approach to 

the implementation of humour, with one stating: 

Participant 4: “Trudy for president, I want Trudy for president, yes.” 

 

The fear of levelling down, where redistributing wealth will make the rich worse off, 

combined with the belief that Socialism wrongfully disincentives more able individuals to 

strive for success, fuels the Porky Patriot party to clash with the Sticky Situation party on 

every subject of debate (Goodwin, 2014). 

 

The characters have been designed as human-animal hybrids, blurring the line between 

what character traits are human and what are animalistic. This allows nuance through 

excess and holds the audience at a distance while simultaneously bringing them closer to 

the feeling of being human (Lee, 2020). 

Trudy is a frog because it is representative of transformation, from a frog to a prince or 

from a tadpole to an adult frog. This is metaphorically linked with her personal mission to 

bring transformation to society (Lakoff, 1992; Nozedar, 2008). 

Richard is a pig because of the widely held connotations to greed and selfishness, with its 

status as a symbol of worldly desires in Tibetan Buddhism. Despite this, pigs are actually 
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conscientious and clean animals which have been considered sacred, reflecting the 

character’s public following he has garnered despite his ‘hoggish’ attitudes (Nozedar, 2008). 

Otto is a vulture, an animal often associated in Western media as an omen of impending 

doom (Nozedar, 2008). Vultures scavenge off the remains of dead animals, which made a 

metaphorical comparison to the ruling class’s profiting off the exploitation of the proletariat 

(Goodwin, 2014; Lakoff, 1992). 

Anna, as a member of the working class, is a horse; an animal with a critical link to humans 

because it was bred for hunting, transporting and agricultural work (Lee, 2020; Nozedar, 

2008). Meanwhile, her friend Lawrence is a sheep because of his blind commitment to 

following the rule of the government and lack of commitment to think critically and 

individually (Nozedar, 2008). 

Wes is an interesting character, because he is an owl, representative of wisdom and 

information unavailable to mortals which, in this case, refers to the public. However, he 

does little to inform or help those who are less educated, satirising the hypocrisy of 

academics that armchair theorise and critique without taking action (LeBoeuf 2007; 

Morreall 1997; Nozedar, 2008). 

Complete Game Prototype 

In the final two iterations (see Appendix A and B), the complete game prototype was 

compiled. This was the final version that embodies the experience the designer intended, 

ready for evaluation. This included the implementation of user interfaces, music, audio, and 

post-processing (Macklin and Sharp, 2016). 

 

 

Figure 17: Screenshot of main menu 

A problem that arose with the shifting ‘sequence of arcs’ gameplay was managing the 

transitions between each mini game section. As one participant suggested after playing the 

photo opportunity mini game: 
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Participant 7: “I would say highlight maybe with lighting particular objects for the 

first time [...] ‘this is it,’ I then can look for the next one.” 

 

Most of the game has to tackle the distance between the player’s expectations, informed 

by their own mental model, and the designer’s intended understanding for each section of 

gameplay (Benford et al., 2009; Wiseman et al., 2017). 

While the game is intentionally meant to seem overwhelming at first, with the realisation 

of the author’s intent conveyed through laughter (Freud, 1905), there was still a fine 

balance to strike. The perfect balance being the ability for the player to question whether it 

is them or the game that is truly in control, and questioning further the intention behind the 

system, while providing clear feedback for the player to understand and learn how the 

system was intended to be interacted with (Cook, 2012; Benford et al., 2009; Wilson and 

Sicart, 2010; Wiseman et al., 2017). 
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Findings 

In this section, we will be looking at quotes from participants after being asked a series of 

semi-structured interview questions (see Appendix C). This included their thoughts on the 

game, their interpretations of the political themes, and the implementation of elements of 

satire and comedy. 

Political Themes 

Playtesters quickly understood the political messages of the game, especially relating to 

the flaws in democratic systems: 

Participant 6: “I think this reflects the state of the world nicely, it is unfair and 

politics across the board are somewhat corrupt and biased. Nobody would argue 

with that [...] it is much better than a dictatorship. But I think people need to take a 

step back and look at how things are done and we are starting to see that people are 

getting unhappy [...] I think the game does the same.” 

This participant was referring to the game’s references to the capitalist and political 

relationship present in Western politics. Characters frequently state how the current 

system, which relies on specific members of society remaining poor, benefits the ruling class 

who can utilise the power of the state to serve their own interests (Heywood, 2013). 

They mention that this game provides the mental distance necessary to provide moments 

of comedy and provide a wider, more objective perspective of current events (Morreall, 

1997). 

 

Another participant adds to this, stating: 

Participant 2: “It’s pointing out how obviously corrupt and flawed the system is. The 

fact it’s obvious, but no one does anything about it because people don’t actually 

want to cause change. Well, the people who benefit from the system obviously don’t” 

This identifies how the conservative characters in the narrative perpetuate the idea that 

change is something to be feared, that the flawed current system is better than anything 

else that may try to replace it. Meanwhile, this preserves traditional hierarchies and forms 

of authoritarianism that can be oppressive for the most marginalised communities 

(Goodwin, 2014; Heywood, 2013). 

Part of this system that resists change is the election system in the United Kingdom: 

Participant 5: “I feel like you have linked in the ‘first-past-the-post’ in the political 

system, where one person wins. Whereas back before we were born there was a vote 

to get it like a ‘one, two, three ranking system’.” 

The ‘first-past-the-post’ system has resulted in an unequal democratic system in the UK, 

where the chances of winning are stacked in favour of certain parties who do not even 

require a majority of the votes to get the majority of the seats in government (Grayson, 

2010; Heywood, 2013). 
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Exaggerating this system to a satirically absurd form, within a computer game format, 

draws attention to the senselessness of the system. This opens it up for mockery as it 

deconstructs itself (Feinberg, 1967; LeBoeuf, 2007). 

 

Despite all of this, more conservative players still displayed that some of the messages of 

the game could be filtered out by their own political biases (Clark et al., 2019). As one 

participant was quoted: 

Participant 9: “Britain isn’t a very extreme country, I think we are all pretty placid. I 

think we all have a common morality that those that need help should get help, I 

think we all have a very strong sense of fairness.” 

Near the end of the game, a group stated their intent to protest against the decisions of 

the current system, to which another group responded that they would riot if the former 

protested. This was written into the narrative in response to the far-right demonstrators 

who took to the streets of London in defiance of the Black Lives Matter rallies, only to cause 

more violence and chaos then any of the egalitarian protests (Campbell, 2020; Magra et al., 

2020). 

It was interesting to observe how these events were not linked with the message of the 

scene. It was unclear whether this was a simple misinterpretation, or that they have only 

been exposed to one side of the protests through the news. 

Regardless, they still recognised the tribalism and intergroup conflict present in the 

narrative: 

Participant 9: “People are quite tribal, this [politics] is the new religion and there 

are people that indoctrinate children and young people into their own ideologies like 

a religion.” 

However, in another part of the interview, they seemed to apply this understanding to the 

left. This demonstrates that, despite the designer’s original intention, it is still possible for 

the player to dissect the themes and mould them to reinforce their pre-existing political 

perspective (Clark et al., 2019). 

Politics in Games 

Most participants understood games as cultural productions, that they are not created in a 

bubble without the influence of the culture within which it was developed, or the ideologies 

of the designers (Chin et al., 2000; Lau, 2003; Ngai, 2005). They also acknowledged that the 

interactive layer of the medium allows an engaging and persuasive power to develop an 

audience’s understanding on current events (Šisler, 2005). As one participant stated: 

Participant 7: “Everything is political and I think games because you have got that 

interactivity has the potential to push that one step further [...] I think it's a good way 

especially with VR becoming bigger and cheaper to put people into different 

perspectives.” 
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However, there was much apprehension that this could be utilised in larger studios who 

try to avoid political themes for fear of alienating certain demographics. Instead, they push 

for greater advancements in graphical technology, designing new scenarios based around 

killing nameless enemies (Ngai, 2005; Veeder et al., 1995). To quote one participant with 

these exact concerns: 

Participant 8: “I think as soon as you get to AAA, unfortunately I think there are too 

many execs and big players [...] they will just say take the politics out of the game, it 

might be divisive and affect sales.” 

What the content of the game says about the culture in which it is being marketed, as well 

as the method in which that content is delivered, has an impact on the success or failure of 

the game (Carless, 2004). 

For many, games serve as escapism. They allow players to perform as fantasised 

alternative versions of themselves where, for a moment, they feel merged with their 

character within the game world (Charles, 2009; Isbister, 2016; Ngai, 2005). Only one 

participant agreed with this approach to the art of games, expressing: 

Participant 9: “I play games to get away from all that [politics] [...] I suppose if you 

do it well so it is relevant to the story rather than just sticking in there just because 

we need to have something like that in there, it is good to have a balanced and 

unbiased political storyline.” 

In this instance, they propose that, instead of directly talking about real-world politics, 

designers should consider implementing associative and allegorical text to reference current 

events. This would, in-turn, allow players to draw their own links to political concepts 

(Lakoff, 1992). 

 

Nevertheless, another participant asserted the importance of how elements of politics and 

culture are integrated into the narrative: 

Participant 2: “I was recently replaying Just Cause 2 [...] it made me realise how bad 

games like that can be [...] it is set in a fictional country, but all the bad guys are 

Japanese and Chinese and Russian soldiers and they’re like really bad caricatures [...] 

if you grow up with games like that, it could give you a bad opinion of people who 

are not from your country” 

Whether consciously or subconsciously, the game design in this example was influenced by 

the designers’ beliefs or biases, based on media influences and the culture at the time of 

production. This runs the risk of influencing the perspectives of players whose only 

representations they have seen depicted are through the media they consume (Chin et al., 

2000; Lau, 2003; Šisler, 2005). 

The great advantages of utilising political narratives in games is the merger of the 

audience’s ‘ego’ with the character they inhabit on the screen (Charles, 2009). Through 

interactivity, the player is enacting the experiences of political systems where they would 

otherwise be passive spectators looking in from the outside. Over time, the interests of the 

individuals playing the game can shift due to the persuasive nature of the gameplay 

experience (Dahya, 2009; Frasca, 2001; Ngai, 2005). 
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Implementation of Humour & Satire 

Out of the nine playtest participants, eight agreed that they would consider the game 

satire, some of whom even referred to elements as “satirical” before the researcher had 

brought up the topic of satire. 

One participant commented on the prevalence of satire in the ‘internet savvy’ generation: 

Participant 6: “Even on Facebook, as you are scrolling through, you can see the 

videos that are heavily satirical. Satire, not that it ever went away, but in our 

generation it is making a come-back, as a way to poke fun at what we can’t change.” 

There has been an explosion of satirical text with the wider availability of the internet, 

allowing for broader distribution. Humorous content has discovered new ways to engage 

individuals, through regular spectator consumption, participation, and actively producing 

user-generated material (Madsen and Johansson, 2002; Plevriti, 2014). 

 

Most participants agreed that satire and games are forms of art that would complement 

and enhance each other if they were implemented together more frequently (Madsen and 

Johansson, 2002). As one participant put it: 

Participant 1: “I think it [satire] is something that could be a wonderful addition to 

games and I think it’s different from books and film, because, in games, you have 

that opportunity to actually engage with it [...] you can see how powerless you feel” 

If done correctly, satirical games can develop as artistic media that utilises the humorous 

rhetorical subversion of cultural norms to highlight follies and vices of humanity and society 

(LeBoeuf, 2007; Madsen and Johansson, 2002). 

 

When asked about the satire implemented within the prototype they had just played, one 

participant commented: 

Participant 2: “It works, because it’s funny enough in how absurd it is, but that just 

makes it even worse when you realise that it’s exactly how it is in real life” 

Through exaggerating the processes within political institutions, both in the narrative and 

the gameplay, it displays the absurdity of these systems in an incongruous way. The intent is 

to mock and critique these forms of institutional arrangements and the figures of authority 

who maintain them (Feinberg, 1967; LeBoeuf, 2007). 

While being humorous, this form of art exposes the darker sides of politics and society as a 

whole. As one participant remarked: 

Participant 8: “It was sad, but true [...] it explores things in a humorous way, but it 

has a dark undertone. Even though it is abstract and the character models are 

abstracted from what they are meant to be, you can apply it easily to real world 

things” 
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With the abstraction and animalistic style of the characters, the audience is drawn in to 

the humanity of these characters while given a distance from which to apply these 

behaviours to people in the real-world (Lakoff, 1992; Lee, 2020). 

While satire is humorous, it only uses humour as a tool to communicate the messages to 

the audience and as a weapon for attacking the subject of scrutiny (Colletta 2009). Working 

off the player’s pretences and providing moments of surprise cultivates an experience both 

comedic and illuminating (Colletta 2009; Feinberg, 1967). 

 

Most importantly, back to the objective of the research topic, the participants were asked 

if the game they played was able to bring something new to political satire that had not 

been seen in other forms of art. 

Focusing on the narrative elements, some of the participants did not think any new 

information had been brought to the table. One participant explained: 

Participant 9: “No, I don’t think so; we have had animal farm [...] you know there 

are similarities in animals, not people, because of time constraints it seemed like it 

was more left leaning viewpoint, so I can’t identify anything new, but I think it would 

be quite difficult to bring anything new to satire, it seems like we just keep making 

the same mistakes, so satire will be the same. It will still continue to make fun of us, 

as long as we continue to make the same mistakes.” 

However, the narrative is only one tool at the disposal of game designers and only focusing 

on this element limits our understanding of the potential of games as a form of expression. 

When considering the non-narrative forms of satirical game design, most participants 

agreed that the prototype they played demonstrated the potential for something new 

(Macklin and Sharp, 2016; Madsen and Johansson, 2002). 

As one stated: 

Participant 5: “Yes, as far as information wise I feel like it didn’t bring anything new, 

but as far as a game in itself being a satire, a political game, it is definitely something 

new that I have never played before.” 

From the abstraction of political processes into gamified mechanics, the game was able to 

communicate these ideas to the player. Whether that was the constraints and lack of 

decision-making that took away the player’s agency, or uncertainty that came from the 

constant shattering of their mental model, the player was forced to consider why these 

elements have been designed in this particular fashion (Macklin and Sharp, 2016; Madsen 

and Johansson, 2002). 

As a result, this led them to discover that the game system was not purely designed for 

entertainment, but to highlight the political subject matter that the designer intended the 

audience to find and discuss (Madsen and Johansson, 2002; Wilson and Sicart 2010). 
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Playing as the Outsider 

In the game prototype, participants play as a bird who had arrived at ‘The Island’ with no 

prior understanding of the electoral or political system. This forced the player into the 

archetypal role of the outsider. 

Participants responded positively to this, commenting on the ways in which this eased 

them into the narrative: 

Participant 1: “I think that was a really good feature, because already being an 

outsider made it feel kind of [...] relaxing. As soon as they said ‘oh, you’re an outsider’ 

I felt slightly more relaxed [...] you don’t require me to bring any prior knowledge to 

the table [...] I immediately felt like I could play this game [...] I thought ‘oh, thank 

goodness. I know nothing, they expect me to know nothing. Brilliant!’” 

Considering how both the player and their avatar know nothing about the world they are 

entering, this blurs the distinction between them as separate entities. Therefore, it becomes 

much easier for the player to project themselves onto their avatar, despite the lack of visual 

resemblance (Charles, 2009; Isbister, 2016). 

 

While serving an important role in easing the audience into the world, the outsider 

archetype allowed the player to roleplay as a character who is free to look at the system 

objectively and openly critique the follies of the governing institutions of the game world 

and, in association, the real-world (LeBoeuf, 2007). 

The outsider reflects the hopeful nature of the satire genre, that this humorous form of art 

can illuminate the course society must take to make progress (Colletta, 2009). This is 

reflected by one participant who stated: 

Participant 3: “When you look in on a system, you realise how alien and how wrong 

it can seem [...] one character said, ‘well done, it was fair’ and I was like ‘well, it 

wasn’t fair’” 

The player stated the unfairness of the system before their playable character said the 

same thing moments later. In taking an outsider’s perspective, it forced them out of their 

passive spectator position and into an active role within the discourse (Frasca, 2001). 

The player was encouraged to start linking contrasting ideas, without the designer 

explicitly requesting that from them, and using them to start commenting on and critiquing 

these elements of politics (Freud, 1905; LeBoeuf, 2007; Šisler, 2005). 

As another participant adds: 

Participant 6: “It was almost like when you consume the news you are almost an 

outsider looking in. For example a story on America, we can sit and consume it and 

we are the outsider so we can see the whole narrative. Whereas if I was in that 

situation I may only see my narrative.” 

This describes a process similar to the dismantling of the fourth wall, pulling the audience 

out of their passiveness and into the process of working through the process to see if they 

can interpret a solution (Frasca, 2001). 
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When combined with comedy’s ability to invert social hierarchies, this becomes a powerful 

tool for persuasion and mockery of authority (McGowan, 2017; Šisler, 2005). 

Influencing Perspectives 

The power of the satirical works of fiction is to challenge the social order to face their own 

vices and contradictions, with comedy merely the means by which to achieve this end 

(Colletta, 2009; McGowan, 2017). 

This study has demonstrated how the persuasive power of gameplay reinforces this, 

creating a meaningful experience by which the player can draw connections to real-world 

phenomena (Dahya, 2009; Lakoff, 1992; Šisler, 2005). 

One participant comments on one method by which the game achieved this: 

Participant 1: “I liked the fact that, as the protagonist, you were attached to the 

more questionable party. I think it’s a nice dynamic to be on that side because you 

see it from a different angle.” 

Characters’ assumptions and beliefs are constantly challenged throughout the narrative, 

highlighting the contradictions and chaos hidden under their orderly personas (Adams, 

2012; McGowan, 2017). Since these are stand ins for political parties and ideologies, this 

serves the tendentious purpose of mocking the ironic and hypocritical behaviours of these 

groups (Freud, 1905; LeBoeuf, 2007). 

 

Regardless, some participants believe that this is not enough to break players away from 

their preconceived ideas and tribalist mentality. One participant implies that the game may 

even add to the left-wing ‘echo chamber’ (Clark et al., 2019): 

Participant 3: “You might often find that the people who take on this game will be 

the ones agreeing with your own politics anyway. Yes, it would then potentially 

enforce [...] but, I don’t know if anyone with a different ideology will just - they’ll stay 

where they are [...] from my experience, the people on the fence are often more 

entrenched in their position then those who have one either way [...] I’d say it’s worth 

throwing in, something like this, because you never know the impact.” 

There is an uncertainty that comes with trying to use art to persuade people’s political 

opinions, as one participant adds: 

Participant 2: “I don’t think any game could directly impact it [political perspective], 

but I think it could definitely start someone on the path to thinking about it [...] it’s 

clearly got a message, but it’s vague or wide enough that it definitely just gets 

someone to just think, ‘oh, hold on, why does nothing ever change? Oh, it’s because 

it benefits the people who are in power at the moment.’” 

According to this quote, although players may not start to immediately change their 

political perspectives, it may still encourage them to think about the ways in which the 

people in power preserve state control for their own interests (Goodwin, 2014; Heywood, 

2013).  
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Another participant states that political discourse needs more groups to co-operate and 

lean into reasoning and rationality (Clark et al., 2019): 

Participant 5: “You aren’t meant to win, you are meant to enlighten each other, 

that's when you start losing if you are trying to play it as a game, which is quite 

ironic.” 

 

One participant suggested that games like this would probably work best if they were 

marketed towards younger demographics, particularly in educational settings: 

Participant 1: “In the way you have structured it, is really accessible to all age 

groups [...] I feel the people who really need to understand this are not just adults, it’s 

everybody, it’s the next generation as well [...] you could sit down with your children 

[...] even in a class or something and play this game and then have a wonderful 

discussion that really gets you thinking about the system and politics in a different 

way, that’s fun and interesting and quite funny.” 

The game would encourage students to learn through the interactions with elements 

during meaningful gameplay experiences. As a result, students may feel more engaged in 

the subject of politics, using references from the game to inform the way they perceive real 

social, cultural, and political systems (Dahya, 2009). 
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Reflection & Future Development 

The current version of the game was more of a proof of concept than a final version ready 

for publishing. The process of designing, development, and testing has demonstrated the 

ways in which this concept can be improved going forward. 

Aesthetic Polish 

Due to the short time frame and the lack of computational artistic experience, the art style 

was very basic. 

One participant suggested: 

Participant 7: “In terms of visuals, if you want to go down the surreal path, go down 

the surreal path [...] If developing further you could use geometrical shapes [...] it 

feels in the middle between something and something else [...] if developing further 

choose a style or mash some styles together [...] The trees don’t feel as geometrically 

shaped as everything else and the islands were a basic design of an island and 

everything else was geometrically shaped [...] the bridges felt like they were part of a 

slightly different style.” 

As this implies, the art style of the models sometimes felt inconsistent and, occasionally, it 

was not always clear for some playtesters what the models are supposed to represent. This 

would be improved if there was a longer timeframe or an artist was brought on whose time 

during development was dedicated to creating high quality assets. 

 

Animations were also created for each character, however, following a number of issues 

with importing from Maya and setting up the animations in Unity, the animations were not 

implemented. This was another case where an extension of the deadline or the addition of 

extra resources could have provided the solution. 

Deeper Narrative 

The game had a short narrative which resulted in a more biased and one-sided story which 

considerably favoured the left-wing perspective and was only able to critique the 

conservative ideology. 

As one participant highlighted: 

Participant 9: “I would want to play the game again, but be on the side of Trudy 

Marks, I would want to play it from the opposite side [...] having that choice where 

you can play as someone that is the opposite to you is fun and I think that is effective 

in challenging perspectives and ideas and it promotes empathy as well.” 

If this concept was developed further, the player would be able to run errands for both 

parties that represented Conservatism and Socialism. Even if this still ended up being 

biased, it would allow a more thorough critique and analysis of both ideologies. 
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Longer Gameplay Structure 

It was agreed by most participants that the techniques and structure implemented in the 

prototype worked well for the short run-time. However, it would not be as effective if it was 

directly implemented into larger games with greater playtimes. 

As one participant noted: 

Participant 2: “I think, if it was going to be a bigger game, it might have to go about 

it in a different way [...] it might have to be more nuanced, set more in another 

story.” 

The political themes could be more hidden and embedded within their associative 

metaphors, making the expression of these ideas feel all the more powerful and profound. 

(Lakoff, 1992; Madsen and Johansson, 2002). 

Dedicating the entirety of the story to the discussion of politics would not work as 

effectively if applied to a longer game. Instead, the participant is recommending that the 

moments of satire would be more effective as isolated and exceptional instances within 

another narrative (McGowan, 2017).  

 

Another participant commented on the lack of agency in the game experience: 

Participant 3: “It’s very on-the-rails [...] I know the point of it is the corruption of 

power, sort of one of the key focuses in it [...] it takes away some of the impact of 

the agency when you are able to make a choice that is what they don’t want you to 

do [...] on a short game, like that, I think that’s fine. If it was to be a longer process, I 

think I might find that frustrating.” 

Structuring a game around comedy and exploring lack of agency works well for shorter 

experiences (Bruxner, 2019). If the designer was to try and extend the playtime of this 

concept, they may prefer to implement a mixed loop and arc structure. This allows for a 

main feedback loop for the core game experience with moments for arcs to occur (Cook, 

2012). 

Subsequently, the exceptional moments of satire keep their emotional impact without 

affecting the core gameplay experience (Cook, 2012; McGowan, 2017). 
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Conclusion 

Most participants agreed that the concept game prototype was successful in 

demonstrating the ways in which political satire can be executed in computer game design. 

They remarked on the effectiveness of playing as the outsider archetype, while highlighting 

how the humorous elements of gameplay, environmental design, and narrative all 

contribute to the overall experience that builds upon previous forms of political satire in 

other mediums. 

Despite some participants stating that they would not consider the overall game to be a 

‘comedy’ or ‘satire’, they still acknowledge the effectiveness of these game design elements 

in communicating political themes. 

 

Throughout this paper, we discussed the persuasive power of games to shape the way 

players understand current events. However, the findings conclude that the game may 

reinforce pre-existing political perspectives or fail to influence the player to shift from their 

tribalist worldview. 

Regardless, participants stated that the game concept was effective in motivating them to 

engage more in political discussion. Some participants argued that the game would act more 

like a starting point for individuals to begin thinking more critically about the information 

they consume and the systems that govern their lives. 

Political satire games may be best utilised as tools for families and schools to engage their 

students. Rather than serving as propaganda, they can be a platform for encouraging 

participation in constructive discourse within educational settings, making the next 

generation aware of the impact politics has on our lives. 

 

The game that was designed alongside this paper explored ideas around the discourse 

between Socialism and Conservatism; the relationship between politics and Capitalism; the 

unequal democracy displayed in the ‘first-past-the-post’ election system. 

The intention of this research was not to state that this is a ‘one-size-fits-all’ framework for 

all political satire games. Instead, the objective was to demonstrate how many 

socio-political topics could be explored in computer games. This research, along with the 

accompanying prototype, serve as an example for other designers to build from and learn 

from the successes and mistakes made during the design process. 

It is recommended that future iterations of this concept, or other games that are designed 

with the intention of conveying political satire, should attempt to be more nuanced, aiming 

for more abstraction of political processes and less biased perspectives. Some participants 

commented that exploring alternative perspectives, as well as allowing greater accessibility 

for players with varied political divergences, would allow the audience to take a more 

objective approach to the information they are presented. This may prove to be more 

effective at disrupting tribalist behaviours than more one-sided, biased narratives. 
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Appendix A: Workflow Schedule 

Iteration Dates Tasks Predicted Hours 

Playable Prototype 

1 13/07/20-26/07/20 Design mini mechanics 4:00 

Setup project and repository 1:00 

Implement mini mechanics 16:00 

Player movement 4:00 

Fragment jumping 4:00 

Camera following 4:00 

Setup narrative tools 2:00 

Testing 2:00 

Evaluate 8:00 

Total 45:00 

Core Game Prototype 

2 27/07/20-09/08/20 Interview Questions 4:00 

Design colour palette 1:00 

Design mini mechanics 4:00 

Implement mini mechanics 16:00 

Narrative iteration 16:00 

Character modelling 8:00 

Environment Modelling 16:00 

Implement models 4:00 

Testing 2:00 

Evaluate 8:00 

Total 79:00 

3 10/08/20-23/08/20 Design full implementation 4:00 
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RE: Modelling 8:00 

Animations 8:00 

Implement animations 8:00 

New narrative iteration 16:00 

Full implementation 8:00 

Testing 2:00 

Observations 4:00 

Interviews 4:00 

Evaluate 8:00 

Total 70:00 

Full Game Prototype 

4 24/08/20-06/09/20 New narrative iteration 16:00 

Environmental Design 16:00 

Shaders 8:00 

Post-processing 4:00 

Sound Effects 2:00 

Testing 2:00 

Observations 4:00 

Interviews 4:00 

Transcripts 16:00 

Evaluate 8:00 

Total 80:00 

5 07/09/20-17/09/20 Design Juice 4:00 

Design Menus & UI 4:00 

Juice Implementation 8:00 

UI Implementation 4:00 

Menu Implementation 8:00 
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Music 1:00 

Maintenance 16:00 

Testing 2:00 

Itch Page 2:00 

Total 57:00 

 

Appendix B: Burndown Charts 

Iteration 1 

 

Day Work Completed 

1 Setup project and repository (100%) - 1:00 
Design mini mechanics (50%) - 2:00 

2 Design mini mechanics (50%) - 2:00 
Setup narrative tools (100%) - 2:00 

3 Player movement (100%) - 4:00 

4 Camera following (100%) - 4:00 

5 Fragment jumping (100%) - 4:00 

6 - 

7 - 

8 Implement mini mechanics (25%) - 4:00 

9 Implement mini mechanics (25%) - 4:00 

10 Implement mini mechanics (25%) - 4:00 

11 Implement mini mechanics (25%) - 4:00 
Testing (100%) - 2:00 

12 Evaluate (100%) - 8:00 

13 - 

14 - 
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Figure X: Burndown chart for first iteration 

 

Iteration 2 

 

Day Work Completed 

1 Design colour palette (100%) - 1:00 
Design mini mechanics (100%) - 4:00 
Interview Questions (25%) - 1:00 

2 Narrative iteration (25%) - 4:00 

3 Narrative iteration (50%) - 8:00 

4 Narrative iteration (25%) - 4:00 
Interview Questions (25%) - 1:00 

5 Environment Modelling (50%) - 8:00 

6 - 

7 - 

8 Environment Modelling (50%) - 8:00 
Implement models (50%) - 2:00 
Character modelling (25%) - 2:00 
Interview Questions (25%) - 1:00 
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9 Character modelling (75%) - 6:00 
Implement models (50%) - 2:00 

10 Implement mini mechanics (50%) - 8:00 
Testing (50%) - 1:00 

11 Implement mini mechanics (50%) - 8:00 
Testing (50%) - 1:00 

12 Evaluate (100%) - 8:00 
Interview Questions (25%) - 1:00 

13 - 

14 - 

 

 

Figure X: Burndown chart for second iteration 

Iteration 3 

 

Day Work Completed 

1 Design full implementation (100%) - 4:00 
Narrative iteration (25%) - 4:00 

2 Narrative iteration (25%) - 4:00 
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3 Narrative iteration (25%) - 4:00 

4 Narrative iteration (25%) - 4:00 
Full implementation (25%) - 2:00 
RE: Modelling (25%) - 2:00 

5 RE: Modelling (75%) - 6:00 

6 Full implementation (50%) - 4:00 

7 - 

8 Full implementation (25%) - 2:00 
Testing (50%) - 1:00 

9 Observations (50%) - 2:00 
Interviews (50%) - 2:00 

10 Observations (25%) - 1:00 
Interviews (25%) - 1:00 
Animations (25%) - 2:00 

11 Animations (75%) - 6:00 

12 Implement animations (100%) - 8:00 
Testing (50%) - 1:00 

13 Observations (25%) - 1:00 
Interviews (25%) - 1:00 

14 Evaluate (100%) - 8:00 
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Figure X: Burndown chart for third iteration 

Iteration 4 

 

Day Work Completed 

1 Observations (75%) - 3:00 
Interviews (75%) - 3:00 

2 Observations (25%) - 1:00 
Interviews (25%) - 1:00 
Environmental Design (50%) - 8:00 

3 Shaders (100%) - 8:00 

4 Post-processing (100%) - 4:00 
Environmental Design (50%) - 8:00 

5 Sound Effects (50%) - 1:00 

6 - 

7 - 

8 Transcripts (25%) - 4:00 

9 Sound Effects (50%) - 1:00 
Transcripts (25%) - 4:00 
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10 Narrative Iteration (50%) - 8:00 
Transcripts (25%) - 4:00 

11 Transcripts (25%) - 4:00 

12 Narrative Iteration (50%) - 8:00 

13 Testing (100%) - 2:00 
Evaluate (100%) - 8:00 

14 - 

 

 

Figure X: Burndown chart for fourth iteration 

Iteration 5 

 

Day Work Completed 

1 Design Juice (100%) - 4:00 
Design Menus & UI (100%) - 4:00 
UI Implementation (25%) - 1:00 

2 UI Implementation (75%) - 3:00 
Maintenance (50%) - 8:00 

3 Menu Implementation (100%) - 8:00 
Music (100%) - 1:00 
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Juice Implementation (50%) - 4:00 

4 Juice Implementation (50%) - 4:00 
Maintenance (50%) - 8:00 

5 - 

6 Itch Page (100%) - 2:00 

7 - 

8 - 

9 Maintenance (50%) - 8:00 
Testing (100%) - 2:00 

10  

11  

 

 

Figure X: Burndown chart for fifth iteration 
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Appendix C: Interview Prompts and Questions 

Hypotheses 

1. Can game design elements build upon other forms of political satire? 

2. Did the game make players think differently about politics/their political 

perspectives? 

3. Was the game funny and enjoyable? 

4. Was the game easy to understand? 

Pre-observation 

1. Does the participant believe games affect players’ perspectives on current events? 

(hypothesis 1 & 3) 

a. Personal examples 

b. Thoughts on politics in games 

2. Participant’s interest in politics and current events (hypothesis 2) 

a. How regularly they stay updated 

b. Preferred news sources 

c. Regularity of voting 

3. Do they regularly consume satire? (hypothesis 1) 

a. In games 

b. In other forms of art 

Post-observation 

1. Initial thoughts on game (hypothesis 3 & 4) 

a. Was it funny? 

b. What worked well 

c. What did not work well 

2. How their role as an outsider affected the experience (hypothesis 3) 

a. How they critiqued subjects 

b. Feel more or less agency? 

c. Did it help roleplay? 

3. Impact on participant’s political perspective (hypothesis 2; pre-observation 2 & 3) 

4. Did this bring anything new to political satire (hypothesis 1; pre-observation 4) 

a. Would they consider this satire? 

b. Gameplay elements 

c. Is it possible for other games? 
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