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Abstract 

Although game development is a form of software development, it cannot be compared 

directly to traditional software development. The audio-visual elements of games and 
their fundamental requirement to be "fun" make them exceptionally challenging to 
implement. Traditional software development has been extensively studied for decades, 

but research on game development is still in its early stages. More research is needed on 
game development because traditional software development processes and methods may 

not directly fit the needs of the gaming industry or may even be harmful. 

This thesis answers the question of how professionals who work in creative jobs in the 
gaming industry experience communication and feedback in the game development 

process and what factors they consider to be obstacles to the process. An interview study 
was conducted with six Finnish game developers as part of this thesis. Many of the 

interviewees also worked as leaders of creative workers. The interview material was 
subjected to a qualitative content analysis, and the results were compared with literature. 
The analysis revealed that creative workers consider communication and its quality to be 

an important part of their work. It was a source of encouragement and motivation for 
them, as well as a tool for ensuring the quality of their work and guidance. It was 

noteworthy that communication difficulties, such as those related to work instructions or 
feedback, were considered by the interviewees to be obstacles that slowed down the game 
development process. Other obstacles included poor project management and planning. 

Good communication is one of the most important pillars of the game development 
process. It helps ideas to grow by sharing a common vision and navigating through the 

toughest challenges. If we better understand what game development team members see, 
experience, and feel, we can help them thrive and persevere in their work. This can 
produce better games, successful companies, and happier people behind them. 
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1. Introduction 

Video games have long moved from being a niche entertainment to a mainstream industry 
known to everyone. Games and the companies behind them are frequently featured in the 
news. The main topics of coverage often revolve around massive profits or business 

acquisitions (Yle, 2023). While the positive perceptions associated with the industry tend 
to dominate the news accessible to the widest audience, there has been a gradual 

emergence of different voices. Discussing the game industry does not automatically raise 
concerns but worries about the well-being of industry professionals and the direction of 
work requirements have been raised (Kaleva, 2023). Game development and the gaming 

industry differ significantly from their counterparts in traditional software development 
(Murphy-Hill, Zimmermann, Nagappan, 2014). Game development teams also differ 

from traditional software development teams. They comprise a wide range of 
professionals from creative fields, such as graphic designers, sound designers, and game 
designers (Korhonen, Halonen, Ravelin, Kemppainen, Koskela, 2017). Game developers 

consist of a diverse group of experts from different fields, each with their own approach 
to game projects. This complexity presents challenges in project management (Musil, 

Musil, Winkler, Biffl, 2010). 

Game development is a form of software development, but not all software development 
is game development. The differences between the two are significant. Game 

development places strong emphasis on audio-visual elements, such as game worlds, 
characters, objects, sound effects, and music. It often includes storytelling elements, voice 

acting, and many other aspects that require creative work (Kanode & Haddad, 2009). 
Additionally, game design, which is responsible for the fun and playability of games, adds 
another layer to the complexity. Game projects can range in size from single-developer 

projects to large-scale endeavour's involving hundreds of people. 

The size, complexity, and diverse range of professionals involved in game projects also 

bring challenges. Recognized problems in game projects include failed project 
management, inadequate personnel management, and tight schedules (Washburn et al., 
2013). While there is ample literature on these challenges in traditional software 

development, there is comparatively less regarding game development (Musil et al., 2010; 
Murphy-Hill et al., 2014). Furthermore, there is even less literature on how individuals in 

different roles within the game industry perceive and experience various aspects of the 
game development process. This thesis aims to contribute to filling that gap. 

1.1 Background and motivation 

Game development has been significantly less researched than traditional software 
development (Musil et al., 2010; Murphy-Hill et al., 2014). When discussing game 

development, it is often mistakenly assumed that the research findings and methods from 
traditional software development are directly applicable, as games are also programs. 
However, this simplification is too crude, and it is undesirable to encounter such 

oversimplifications. Games are indeed programs, but they differ significantly from 
traditional software, as they contain a significant number of visuals and audio, and they 
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must also be enjoyable (Schell, 2008). Game development environments, methods, and 
processes constitute their own distinct domain.  

As mentioned, game development has been relatively under-researched, with studies 

mainly focusing on processes and technical aspects. However, game development teams 
are interdisciplinary (Korhonen et al., 2017), and the investigation of game development 

processes has been limited, often approached from the perspective of expertise or role. 
Games heavily rely on communication because their production is a visual, experient ia l, 
and highly complex process (Kanode & Haddad, 2009). Therefore, it is necessary to 

further study the quality and methods of communication to address communication-
related issues. 

The purpose of this thesis is to contribute to the understanding of game development from 
the perspective of creative professionals. They represent a crucial part of game 
development, and their collaboration with other team members is essential for the success 

of game projects. Additionally, they have their unique insights into the entirety of the 
game project, its reasons, and consequences, which no one else possesses. What can a 

graphic designer contribute to the processes? Quite a lot, if someone only asks. 

I have had the opportunity to work on various game projects in different roles and teams. 
I have found the most enjoyable experiences when everyone shared a common goal and 

a desire to work towards it. But sometimes there appears a crack in a shared vision. Game 
projects often come with a lot of pressure, and the only relief valve is the discussion with 

one or more teammates. These conversations have often been helpful, although at times, 
they have escalated into heated arguments. In these situations, I have often felt that the 
team lacked the tools to support effective communication. Other roles and perspectives 

have not been adequately shared or received in a manner that fosters mutual 
understanding. These experiences heavily influenced the formulation of research 

questions and the selection of interview questions in Appendix A. 

1.2 Research questions and method 

This thesis aims to explore the experiences of creative workers in game development 

processes regarding communication, feedback, and the obstacles they perceive in the 
game development process. The research problem can be further specified by the 

following research questions (RQ): 

 RQ1: How do creative employees perceive communication and feedback within 
the game development team? 

 RQ2: What factors do creative employees experience as obstacles in the game 
development process? 

By seeking answers to these questions, we can gain a better understanding of the game 
development process from the perspective of creative workers. The research methodology 

employed in this thesis is interviews, supported by literature. Interviews are a well-
established research method when it comes to understanding individuals' experiences, 

emotions, and opinions on certain matters. The interviewees were deeply involved in 
game development, many of them participating in decision-making and leadership roles. 
A semi-structured expert interview was used in this study. According to Hyvärinen, 

Suominen and Vuori (2023), the aforementioned factors support the suitability of 
interview research as a valid choice of research methodology. The interviews were 
conducted as semi-structured interviews, meaning that some questions were prepared in 
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advance, but the interviewers were also open to deviating from the question script if 
interesting or additional questions arose during the interview. 

Compared to traditional software development, game development has been relative ly 

under-researched. When studying the game development process, existing research on 
traditional software development can be used as background information. Kanode and 

Haddad (2009) state that the methods of traditional software development may not 
directly apply to game development. The same applies to research knowledge. The 
research foundation of traditional software development cannot be directly assumed to be 

applicable to the study of game development. Despite extensive research on software 
development processes, further research is needed to understand the overlap, partial 

overlap, or distinct differences between game development and traditional software 
development. This thesis aims to contribute additional information to that comparison. 

There is a scarcity of studies that approach game development through specific roles. For 

example, research has been conducted on the successes and failures of game projects after 
their completion (Washburn et al., 2013). However, these studies rely on material 

published by the developers themselves, with varying roles and focusing on individua l 
projects and teams. In this thesis, the focus remains clearly on the experiences of creative 
workers, taking into account their entire careers in the game industry. The experiences 

are not limited to a single project, and the experiential basis is broad. 

1.3 Structure of the thesis 

The thesis work began in the spring of 2023. Once the topic of the thesis was determined, 
the process involved simultaneous literature review and planning of interviews. The first 
version of the interview questions in Appendix A and interview invitation in Appendix B 

were completed in March 2023. Potential interviewees were sought by informing 
acquaintances about the research, and some of them shared the interview invita t ion 

through their workplace communication channels. The participants for the interviews 
were gathered, and only two declined the direct invitation. The interviews were conducted 
from April 28th to May 4th, 2023. The analysis and writing of the thesis took place in 

April and May 2023.  

Chapter two discusses the concepts related to game development in the thesis. Chapter 

three covers the game development process, roles and tasks of the individuals involved, 
common communication methods, as well as the findings of previous studies related to 
these aspects. Chapter four describes the research design, implementation, summary of 

interviews by topic area, and the process of analysing the research data. Chapter five 
addresses the research questions, discusses the results of the analysis, and acknowledges 

any limitations of the study. Chapter six provides a summary of the research.  
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2. Game development 

In this section, we will delve into game development as a process and the game 
development team as an organization. The game development process is always case-
specific, created by the company and the team, so there is more than one way to make 

games. Many of the same methods used in traditional software development are applied 
in game development but applying them in exactly the same way has proven problematic 

due to the complexity of games. This difference between games and traditional software 
will be examined further. 

Game development organizations, teams, can range in size from a single or few 

individuals to hundreds of people. Teams consist of professionals from various fields such 
as graphic designers, sound designers, programmers, and managers. According to Kanode 

and Haddad (2009), "The video game is a synthesis of code, images, music, and acting 
that come together into a form of entertainment”. Below, we will examine the game 
development team as an organization, the communication among team members, and the 

individuals within the team. 

2.1 Games as a software 

Games are software products, but differ from our everyday email, word processing and 

web-browsers in goals and purposes. Just like any other software games are complex and 

it is difficult to design and predict how long the production will last, what bugs and 

problems will arise and how long it will take to solve them. On top of that, games must 

be fun (Schell, 2008). Software can have many uses, but when developers who have 

worked on both traditional and game software were surveyed, the result was that games 

have one significant goal compared to other software. They must be "fun". "Fun" is 

difficult to define as it is subjective and a personal experience for the player. The same 

survey also found that games are artistic and experiential entities and designing them 

based solely on functionality does not work the same way as with traditional software 

(Murphy-Hill et al., 2014). Traditional programs, such as word processing or spreadsheet 

programs, are built with functionality in mind. Fun and aesthetics are secondary for them 

(Baba & Tschang, 2001). 

Game and traditional software development share some of the same processes 
(Politowski, Fontoura, Petrillo, Guéhéneuc, 2016). For example, both can be executed 

using the waterfall or some form of iterative development process. Although the use of 
the traditional waterfall model in game development has decreased, it is still in use. In a 
study conducted in 2016, 65% of game projects had adopted some form of iterative 

development model. However, 30% of the projects still used the more traditional waterfall 
model (Politowski et al., 2016). Employees who have worked in both game development 

teams and traditional software development projects feel that creativity is valued more in 
game projects (Murphy-Hill et al., 2014). Often, development processes used in 
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traditional software projects are brought into game projects through engineers (Murphy-
Hill et al., 2014). 

Games require the combination of complex elements, and doing so requires 

comprehensive and multidisciplinary expertise from multiple areas (Baba & Tschang, 

2001). Game productions can be seen as design-oriented projects, especially in terms of 

artistic dimensions, where creative work and its guidance have particular importance. 

Game production can be compared, for example, to music production, where different 

prototypes, technical solutions, and creative work come together (Baba & Tschang, 

2001). 

There is a wealth of research available on traditional software development, but 

considerably less has been done on game development (Musil et al., 2010; Murphy-Hil l 
et al., 2014). Studies have shown that game development differs significantly from 

conventional software development because there are many artists and designers involved 
in projects. Their task is to make the game visually appealing and entertaining within the 
technical framework of the game (Musil et al., 2010). 

Since game development has been studied little, it cannot be confirmed that research 

results and methods for software development in general would hold true for game 

development. The assumption that software development research could directly respond 

to the needs of game development can produce erroneous, even harmful, practices 

(Murphy-Hill et al., 2014).  

Game companies are at the forefront of the industry when it comes to technical problems, 
such as graphical computing, and this leading position also brings risks related to 

schedules and budgets (Petrillo, Pimenta, Trindade, Dietrich, 2009). 

2.2 Learnings from post-mortems 

The video game industry has a common practice to conduct reviews of projects after their 

completion called post-mortems (Petrillo et al., 2009). The content of post-mortems 
varies depending on the case, but usually includes an examination of the reasons and 

consequences for the successes and failures of the project (Politowski et al., 2020).  

By studying post-mortem reports of games, it has been possible to identify features of 
game projects that have had positive or negative effects on their success. A study 

conducted using material collected from Gamasutra.com identified several factors 
directly or indirectly related to the work of artists that have influenced the success of 

game projects. These factors include the art development process and creativity in the 
game project. If the art was successful in a game project, it usually involved an artist or 
the development team had direct contact with an artist (Washburn et al., 2013). 

The same study identified several factors that were perceived to have had a negative 
impact on game projects. The category of harmful factors related to production was 

defined in the study as "obstacles," which was the biggest category related to production. 
The description of this category stated that although it included a mixed group of different 
factors, one clear factor was that several teams were new and experienced problems with 

team dynamics, and team members felt that they did not know the other members of the 
team. Scott Alden, who developed the game Sin, describes the issue as follows: "Our 

newly formed tribe felt little sense of cohesion, as most members were basically strangers 
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to each other". There were differences in the impact of obstacles depending on whether 
the team had 20 or fewer members. Of teams with fewer than 20 members, 50% 
mentioned problems that belonged to the obstacles category in post-mortems. For teams 

with more than 20 members, 26% mentioned problems in this category (Washburn et al., 
2013). 

Regarding problems during the development process, it was noted that 24% of post-

mortems described problems during the development phase. Frequently mentioned 

problems included challenges in process management. The study concludes that to avoid 

problems during production, it is essential to invest in good management and planning 

before production begins (Washburn et al., 2013) 

2.3 Game Development Team 

Structure of a game development team can vary from a single developer who takes care 

of all aspects of the game, to companies with multi-skilled organizations with hundreds 
of members. Goal of the development team is to design, create and sometimes publish a 

game. 

Game development is a multidisciplinary activity, where specialist from different area 

collaborate to create a game (Korhonen et al., 2017). “Game development teams have 

quite different types of people working on them, from computer scientists to illustra tors 

and business managers” (Korhonen et al., 2017). Team members generally have different 

backgrounds and to succeed in game development process the need to overcome their 

differences and reach their shared goal (Schell, 2008). 

One of the problems with game production is the challenges of cross-disciplinary team 
collaboration. Regarding the collaboration of experts and artists from different fields, it 

has been noted that "the games industry suffers from difficulties in workflow integrat io n 
across disciplines." A common problem is sharing a common vision of the game among 

experts from different areas (Musil et al., 2010). 

 

 

1 

                                                 

1  
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Figure 1 Team and areas of expertise (adapted from Musil et al., 2010) 

The game development team can be divided into three parts, see figure 1, based on their 
areas of expertise: software engineers, designers, and artists (Musil et al., 2010). Often, 

the responsibilities of different disciplines overlap in some areas. For example, software 
developers alone handle the logical functionality of the game but collaborate extensive ly 

with artists on the implementation of 3D models, animations, and sound effects. 
Designers, on the other hand, work with artists on content planning (Musil et al., 2010). 
For example, a game designer plans a monster, while an artist is responsible for its visual 

design. 

Multidisciplinary nature of the game development teams encourages creativity, but 

sometimes it can lead to a situation where the team is divided into "artists" and 
"developers" in terms of creative work. This division can cause communication problems 
(Godoy & Barbosa, 2010). 

The importance of the team’s role as a part of the whole production has been described 
as significant. The conclusion regarding teams in the study is that game companies should 

hire people who are skilled but also highly motivated. Deng Yi Wen, who works at 
Ubisoft, summed up the importance of team motivation by stating, "A willing crew is the 
most important factor shipping a title on time" (Washburn et al., 2013). 

High team trust improves the performance of a game development team (Cook, Stringer, 
Slocum, 2020). If team trust is high, it is reflected in working methods. Accountability is 

taken more seriously, problems are noticed more effectively, and psychological safety 
prevails in the team. Interdisciplinary teams that rely on each other benefit the most from 
team trust. This is because these types of teams usually work on complex projects with 

tasks that often vary (Cook et al., 2020). "In order to improve performance, managers in 
video game development teams should prioritize the establishment of team trust". 

According to the researchers, this can be achieved, among other things, by increasing 
open discussion about trust (Cook et al., 2020). 
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2.3.1 Roles 

Game development teams typically consist of roles such as graphic designer, game 

designer, team leader, game tester, or community manager etc. (Aleem, Capretz, Ahmed, 

2016). Sometimes roles can change within the team, or one team member may have 

multiple roles. In this section, I will go through some of these roles, their associated tasks, 

and provide general descriptions of the roles. Roles will be discussed at a general level 

and may be combined when convinient, as the specific tasks associated with each role 

can vary between companies. For example, there may be similarities in leadership 

responsibilities, even though the areas of leadership could be different.  

Defining the characteristics of team members is difficult when it comes to projects that 

involve creative work (Baba & Tschang, 2001). For example, graphic designers may have 

similar years of experience and education on paper, but their work styles and produced 

graphics may differ stylistically from each other. The game may require Rap music 

instead of classical music (Baba & Tschang, 2001). 

When studying the work of game production students, it was found that when roles are 

clear and everyone knows their tasks related to their role well, situations where everyone 
does a little of everything but doesn't really master any area can be avoided (Maxim & 
Ridgway, 2007). 

2.3.2 Game Designer 

Traditional software projects are driven by definitions and plans that can be based on 

multiple sources. In game development, the starting point for a game design can be one 
person, the Game Designer. They have a vision for the game that the team works towards 
with their implementation (Murphy-Hill et al., 2014). 

2.3.3 Leaders 

In game development, there are various leadership roles. There are team leaders, artistic 

directors, programming directors, and many others. These roles are generally united by 
the fact that the leader is responsible for a specific area of game production, which 
includes overseeing their team's work, schedules, development, and acting as a direct 

supervisor. A good leader possesses both managerial skills and leadership qualities. 

According to Baba and Tschang, leadership should enable a combination of free creative 

work and control over project progress. Sometimes, there are situations in projects where 
the leader must make decisions where an organically arisen idea from the team needs to 
be "killed". This produces disappointments for the team members behind the idea, but it 

is important for the leader to hold onto the game's vision (Baba & Tschang, 2001) 

2.3.4 Producer  

Producer is overseeing the game development process schedule, budget, management and 
game project in general. Cohen and Bustamante (2010) see that many times producers 

can be involved in artistic sides of the production, guiding the team to the desired 
direction, but still allowing designers, artists and writers to do their jobs freely.  
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Their responsibilities typically include motivating the team and maintaining 
communication with various stakeholders. The producer can be referred to as the jack-of-
all-trades in game production (Leskinen, 2019). The specific tasks of a producer can vary 

widely depending on the team, company, and project requirements. 

2.3.5 Game artists 

According to CG Spectrum (n.d.), a game artist designs, sketches, and creates the visual 
elements for the game, such as characters, objects, environments, weapons, and more. 
Many artists specialize in specific areas, such as 3D or 2D graphics. Like in many other 

roles in the game industry, the exact nature of the work may vary on a case-by-case basis. 

2.3.6 Sound designers 

According to Collins (2008), sound designers are responsible for designing and 
documenting the audio aspects of the game. In larger productions, there may be separate 

individuals for composing music, voice acting, and sound design, all of whom are led by 
a sound director. However, it is not uncommon, especially in smaller teams, for one 
person to handle the sound design, recording, and music composition. 

2.3.7 Programmer 

Programmers' work is intertwined with artistic goals, meaning that programmers must be 

able to reconcile the project's artistic goals with technical constraints (Murphy-Hill et al., 
2014). Game programming tasks are considered to involve more mathematica l ly 
challenging formulas and other specialized skills required for the technical 

implementation of games (Murphy-Hill et al., 2014). 

2.4 Personality traits 

Currently, studying personality traits among software developers does not usually 
differentiate game developers as a separate group. Game development differs 
qualitatively from other software development, so it can be assumed that game developers 

may have different personality traits than other software developers, especially 
considering that game development involves a lot of creative work. However, there are 

few studies available that specifically focus on the personality traits of game developers 
(Sturdee, Ivory, Ellis, Stacey & Ralph, 2022). 

In the paper "An Examination of Personality Traits and How They Impact on Software 

Development Teams," researchers Yilmaz, O'Connor, Colomo-Palacios, and Clarke 
(2017) state that a significant number of software projects fail due to social conflicts and 

incompatible personalities. Their view is that the effects of individual factors' 
personalities on software projects and team compositions have been little researched, and 
the studies that have been done are inaccurate (Yilmaz et al., 2017). 

The researchers described the personalities of individuals in different roles in software 
projects based on five traits. According to their research, there are clear differences in 

extraversion, openness, and agreeableness between software developers and software 
testers, for example. Differences were also observed in other roles and personality 
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measures (Yilmaz et al., 2017). The study did not include any game projects, so those 
working in creative roles were left out of the study. 

Most programmers are introverted, logical decision makers who prefer highly structured 

work processes. They may communicate less frequently and less effectively, which can 
lead to communication breakdowns within the team. On the other hand, artists and 

designers may communicate more frequently, leading to situations where programmers 
feel overwhelmed with work that they cannot complete within the given time frame. Such 
conflicts can potentially be prevented through leadership that takes into account the needs 

of different personality types. It is also important to remember that time pressure has a 
neurotic effect, which may contribute to conflicts (Sturdee et al., 2022). 

It has been observed that the personality traits of game developers, includ ing 
programmers and other roles, differ from those of traditional software developers. Game 
developers tend to be more neurotic, less open, less conscientious, and less extraverted 

than software developers in general. However, it is possible that the stressful environment 
of game development contributes to increased neuroticism among game developers 

(Sturdee et al., 2022). These differences have implications for game development studies 
and practice (Murphy-Hill et al., 2014). 

It is important to consider the differences in personalities between roles when it comes to 

leadership, hiring, and other work arrangements. Personality differences can cause 
conflicts between roles, and understanding these differences within the team can help to 

find solutions to conflicts and improve team dynamics (Sturdee et al., 2022) 

2.5 Communication and communication methods 

Communication in software development projects, whether it's traditional or game 

production, occurs through a combination of different channels and methods. It involves 
speech, supported by possible documents, gestures, and intonations (Brown, Lindgaard, 

Biddle, 2011). It includes messages in electronic channels, notes on desks, and phone 
calls. 

 One of the recognized key issues in game development is communication, since there is 

a lot of data to be transferred between different groups and individuals in the game 
development team. Success in communication is important in creating a game 

successfully (Nummenmaa, 2013).  

Schell recognizes, that feeling of making a game that developer loves is one of the key 

elements of developer's commitment to the project. Commitment and love for the project 

will helps to overcome problems in a team cohesion and communication, even when team 

members don’t specially care for each other (Schell, 2008). Success in communication to 

achieve a shared vision of a game is crucial. If developers are working on a game project 

that they are not interested or don’t see the projects unified vision, it has negative impact 

on the development effort (Schell, 2008). "Producing high-quality software game 

products requires large teams to rely on high levels of communication, organization, and 

planning to avoid costly delays and failures" (Maxim & Ridgway, 2007). 

According to a study, game project management often involves people with no technical 

background at all, as is the case with traditional software management. This can 

sometimes cause problems in communicating technical solutions. According to research, 
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game projects value the ability to communicate with people other than engineers. 

Management also had problems appreciating programming work that has no immed iate 

and direct visibility in the game (Murphy-Hill et al., 2014). 

In the study "The Relationship Between Power Distance, Trust, and Performance in Video 

Game Development Teams", it is stated that in teams where team trust is high, feedback 

can be given and received in a way that team members want to improve their performance. 

"Team trust refers to members’ ability to receive and give salient feedback to others and 

to accept interpersonal risks to improve performance" (Cook et al., 2020). Characterist ics 

of team trust mentioned include active communication, team members knowing what is 

expected of them, and team members willingly sharing recognition of work results with 

others. Key indicators of team trust are routines for reviewing work results, constructive 

criticism, high focus and commitment to work, sharing of ideas, and admitting mistakes 

(Cook et al., 2020). 

Game developers are often grouped in game projects based on their area of expertise, 

depending on the company culture, for example graphic designers and those working with 

graphics can be one group while programmers are another group. However, this type of 

grouping may not be the best for communication. Kanode and Haddad see that when 

experts from different fields are placed in mixed groups, such as having graphic designers 

and programmers in the same group, their understanding of each other grows and 

communication improves (Kanode & Haddad, 2009). 

Kanode and Haddad emphasize that good communication skills are essential for the  

success of a game company. Large teams and complex production place high demands 

on leadership skills. According to them, game companies should invest in leadership. 

Employees who are promoted “from the ranks” to management positions should also be 

trained in leadership skills (Kanode & Haddad, 2009). 

2.6 Documents as communication 

One of the most important documents in the game industry is called Game Design 

Document (GDD). GDD typically created during the preproduction phase and provides a 
cohesive description of the fundamental elements of the game, their impacts, their 

connections to each other, and a shared vocabulary to be used throughout the project 
(Aleem et al., 2016). The Game Design document may include multiple files or 
attachments that describe sound, concept art, descriptions of game mechanics, or the game 

world's story. Essentially, it can encompass anything that developers deem necessary on 
a case-by-case basis (Godoy & Barbosa, 2010). 

Purpose of the GDD, as other documents, is two folded. Memory and communica t ion 
(Schell, 2008). For example, Game and Graphics might have hundreds of ideas and details 
about the game during a period of couple of weeks. It is highly likely that many of these 

might be forgotten, unless written down somewhere (Schell, 2008).  

Many ideas in a game development process and better communicated via text, diagrams 

or pictures, rather than explained by the member of the team. “Documents can get more 
minds on the design faster to more quickly find and fix weaknesses in the game design” 
(Schell, 2008). 



18 

Projects are said to have benefited from having documentation to support their work. 
Failures related to documentation were described as follows: "When developers listed 
documentation as going wrong, they usually suffered from a lack of proper 

documentation" (Washburn et al., 2013). 

GDD and other documents can be shared within the development team through various 

channels. Tables, Word documents and other files can be made accessible to the team 
through cloud services like Google Drive. Individual images, sounds, and ideas can be 
shared in chat channel. It is also still common to pin some documents on the office bullet in 

board. 

The relationship between professional game developers and technical documentation has 

been studied only to a limited extent (McDaniel & Daer, 2016). The application of 
documentation as a tool and means of communication largely depends on the company's 
culture regarding their use and the personal preferences of individuals. 

2.7 Verbal communication 

A large portion of game development teams use Agile as a software development method, 

possibly tailored to their own needs. In these project management and software 
development methodologies, certain meetings are usually defined to be held daily, 
weekly, or at another suitable interval, along with a significant number of unplanned 

discussions that occur spontaneously. (Brown et al., 2011) examined collaboration 
methods between developers and designers and categorized collaborative situations into 

two types: scheduled and impromptu encounters. In their study, they found that game 
design appeared to require significantly more face-to-face time compared to traditiona l 
software productions. 

Verbal communication is important in the game development process. It is used for 
providing feedback, solving problems, and maintaining team motivation (Brown et al., 

2011). In addition to other forms of communication, such as written communication, oral 
communication is greatly needed and supported in game development. Various parts of 
project documentation, such as images or other artifacts, can be used as support for oral 

communication (Brown et al., 2011). 

2.8 Communication in and with applications 

Below, I shed light on a few types of communication tools commonly used by game 
development teams. These tools can be used individually, in parallel, or in combination. 
For example, when a programmer makes an addition to application version control, it 

automatically becomes a note in the project tracking tool and a message in the chat 
channel used by the team. 

Even if a tool's primary purpose is not communication, it may contain features for 
communication. For instance, time tracking tools may include some mention related to 
work content and quality, or lengthy discussions may take place in project management 

tools regarding specific tasks. 
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2.8.1 Emails and meetings 

Among game development students, emails are not considered a very effective 
communication model, while meetings are rarely missed by anyone. Weekly meetings 

and monitoring of work progress were considered important communication channels by 
students. They believed that effective communication was key to project success. The 

same study found that students considered it important to be able to vote on what type of 
game project they would work on. When students were able to influence the project 
selection themselves, they felt a greater sense of ownership in the project (Maxim & 

Ridgway, 2007). 

2.8.2 Messaging tools and chats 

This category includes applications designed for communication through instant 
messaging or calls. Messages and calls can be conducted either in shared channels or 

privately among two or more participants. These services often allow the exchange of 
images and other files. Popular examples of such applications include Slack and Discord.  

2.8.3 Project management tools  

There are numerous programs available for project management and monitoring, ranging 
from enterprise solutions to lightweight tools for personal project management. Game 

development teams usually choose the tool that best suits their organizational needs. 
Project management tools can be used to assign tasks, share documentation, or track 
project progress. All individuals involved in the project, from managers to game testers, 

can utilize project management tools for reporting their work or monitoring the project. 

2.8.4 Version control 

Version control is a way to back up a program and its different versions and enables 
controlled sharing of the program or its components among employees. Communica t ion 
in version control is often brief, concise, and sometimes regulated, allowing only specific 

matters to be communicated. Communication within version control is often an adjunct 
to the overall picture of the project under development and its reporting. 
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3. Game production 

Game production is a collection of methods to produce a final game product. The goal of 
the production can be anything from quick tech demo, proof of concept or a full-sca le 
game aimed to the global video game market. Game production is in its heart a software 

production process and as such usually can follow the same guidelines of well accepted 
software production methods.  

The software production methods in general are out of the scope of this thesis, but in 
context of video game production we use an iterative production cycle as a reference point 
to game production. When developing a game, one or more stages can be iterated once or 

several times. Iteration can be used flexibly as needed for larger entities or small details. 
For example, two iteration rounds can be made from a prototype, but at the same time, 

dozens of different versions of the game's hero can be made. Iterative Game Production 
can be broken to four phases: Preproduction, production, testing and postproduction 
(Chandler, 2014). In this thesis, we will focus on first two. 

Kanode and Haddad see that a significant portion of game development projects suffer 
from poorly implemented software engineering practices. Only 16% of projects are 

completed within the planned schedule and budget (Kanode & Haddad, 2009). It is 
noteworthy that whenever game development and traditional software engineering are 
compared side by side, the different requirements and practices of the productions should 

always be taken into account. Comparing them side by side may only be meaningful for 
certain aspects.  

One of the major challenges in game development is project scope. A successful project 
plan, where requirements and goals are clearly defined, can prevent surprises in terms of 
schedule and budget. Uncontrolled growth of requirements and goals in game projects is 

referred to as "feature creep". Feature creep refers to the phenomenon where features are 
added to the game after or outside of the original plans. Each addition increases the 

workload, the potential for errors, and may raise new problems in terms of the overall 
game design (Petrillo, Pimenta, Trindade & Dietrich, 2009). Kanode and Haddad argue 
that feature creep is also a necessary part of game development, as the goal of games is 

to be fun and entertaining, and achieving this goal often requires the free application or 
even abandonment of plans (Kanode & Haddad, 2009). 

According to Kanode and Haddad, one of the important qualities of leaders is that they 
have the necessary skills to evaluate potential methods for their team to use. The leader 
must understand the method in order to understand its potential value to the team (Kanode  

& Haddad, 2009). 

3.1.1 Iterative Design 

Common approach game development and its subparts is iterative design. It is a process 
where software, product or process is refined during repetitive cycle of valuation and 
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improvement. This process can be implemented into individual of the game development 
team for example game designer or a graphic designer. Creating a new version of an 
artifact, such as graphic design for user interface (UI) layout, is essential part of the 

creative process. “Designers learn best through the process of design, by directly 
experiencing the things they make. Therefore, a large part of their training as students of 

game design must involve the creation of games” (Salen & Zimmerman, 2004). Iterative 
design can also involve the whole game development team. Team can review concept art 
artifact together and collect ideas for improvements and review the same artifact again 

after the previous list of improvements is implemented. 

3.2 Preproduction 

Preproduction is the first phase and which later phases are built on. During preproduction, 
ideas for the game are refined to a road map of the production phase. During the 
preproduction phase lines out the game concept, how long does it take to make, people 

needed for the production and approximation of the cost (Chandler, 2014). 

During the preproduction phase, production team will hash out the game concept. Game 

concept is general summary and description of the game. Game concepts usually include 
synopsis or abstract and basic premise of the game, setting, role of the games and player 
objectives in the game (Thorn, 2014). Game concept is many times described in a Game 

design document (GDD) which a document describing the game concept and elaborating 
it so, that game developers can use it as a reference point in their work. GDD usually 

includes artistic outlines for visuals, sounds and storytelling.  

Visual aspects of the game produced in the preproduction phase are usually called 
Concept art. Concept art is a typically collection of drawings, black-and-white sketches 

included in GDD in intent to help artist to better visualise the details of the game being 
discussed (Thorn. 2014). For example, a game with a space setting, might have assortment 

of laser gun drawings in the GDD to help the whole development team on the same 
reference point about laser guns styles and behaviour. " Concept art shows what the visual 

elements of the game will look like before any art assets are produced for the game.” 

(Chandler, 2014). 

Sound design for the game can also be started during the preproduction. Having a good 
overall picture of what sounds are needed for the game will help the development and 

production (Mitchell, 2012). Games might need sounds like background music, sounds 
effects for spells or guns and voiceover acting for characters. Sound designer should think 

about also what kind of sound the sounds are (Mitchell, 2012). For example: what kind 
of music or is the sound effect funny or threating. 

Kanode and Haddad describe pre-production as differing from the corresponding phase 

in traditional software development. While traditional software is developed based on 
customer requirements, in game development, these "requirements" come from game 

designers. According to their view, the main task of pre-production is to produce concept 
art, storyboards, and a GDD. At its best, pre-production includes multiple prototypes and 
significantly reduces production risks (Kanode & Haddad, 2009). 

The documents produced during pre-production, such as the GDD, are usually 
challenging to implement in the production phase because the documents contain both 
described requirements for the implementation of the game and undocumented 
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requirements. The project manager must be prepared to face such challenges (Kanode & 
Haddad, 2009). 

If a game project does not have a well-defined goal and additional features are added in 

later production, there is a great risk that the entire structure of the game will change, 
causing new unforeseen problems (Petrillo et al., 2009). 

3.3 Game prototypes 

A game prototype is an artifact produced to broaden the understanding of fundamenta l 
mechanics of the final game (Aleem et al., 2016) or any other part of the game, in order 

to improve them. A prototype serves its purpose when it is quick and inexpensive to 
implement. When creating a prototype, it is also important to know which questions it 

should answer or provide additional information for (Mustonen, 2017). Game prototypes 
answers the questions like “would this work” or “Would this be more interesting” 
(Kramarzewski & De Nucci, 2018). It is usually produced in the early stages of 

development (Widyani & Ramadan, 2013) but might be used at any state to any specific 
part of the game (Kramarzewski & De Nucci, 2018). Nummenmaa (2013) sees, that 

prototypes are not well suited for evaluating long term dynamics of a system in video 
games. 

One perspective is that excessive planning in games may only produce wasted time. This 

is because achieving the primary goal of games, "fun", based solely on initial plans is 
very difficult. Prototyping and other practical experiments are also needed (Murphy-Hil l 

et al., 2014). 

3.4 Production 

Production phase is a lengthy process where concepts designed in preproduction phase 

are realized and the game is built (Aleem et al., 2016). It is the core process, where graphic 

and audio assets, source code are created in integrated (Aleem et al., 2016). For a full 

game, production can take anything from couple of months to several years. 

Produced work is usually manager with infrastructure called pipeline. Pipeline provides 

an easy way to combine graphics, audio and code in orderly and manageable fashion. 

Pipeline helps individuals to focus on their area of the project and a robust way to deliver 

their work to the entirety. One identified problem in game development is the complexity 

of production pipelines. Production pipelines, which combine the work of audio and 

graphic designers, level designers, and programmers into a cohesive whole, are 

challenging to implement and maintain. This is because dozens of people may work on 

different areas of the game, which brings complexity to managing the entirety. Simply 

managing and implementing production pipelines can be a significant project in itself 

(Kanode & Haddad, 2009). 

Kanode and Haddad (2009) summarize the relationship between leaders and software 

development methods by saying that methods are just tools and leaders need to learn to 

use the appropriate tool for the problem at hand (Kanode & Haddad, 2009). Leaders must 

have a good understanding of their team and the software development methods used and 

why they are used. Therefore, they must have a good understanding of their own 

organization because otherwise they cannot make quality decisions about which methods 
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are suitable for their team and project (Kanode & Haddad, 2009). "A poorly managed 

production phase results in delays, missed milestones, errors, and defects" (Kanode & 

Haddad, 2009). 

Although game projects often start with good and feasible schedule plans, great ideas, 

and team enthusiasm, something usually goes wrong. These problems often relate to 

cooperation between different disciplines. Developers often have to wait for others' work 

to progress or be completed (Petrillo et al., 2009). 
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4. Qualitative research 

In this section, we will go through how the interviews were conducted and who was 
interviewed. The purpose of the interviews was to gather information about the 

experiences of creative professionals and those who work closely with them in certain 
aspects of the game development process. We will discuss the demographic of the 

interviewees and how the findings from the interviews relate to the literature. We will 
also organize the results of the interviews thematically for further analysis. 

4.1 Planning the study and interview questions 

Before the interviews, a list of questions was compiled (Appendix A). This list was 
created gradually and as a combination of several contributors. One factor that helped in 

the creation of the questions was the literature of the field, which opened up several paths 
for approaching the experiences of creative work. The author's own experiences working 

in the gaming industry were also influential. Working with graphic designers, sound 
designers, and game designers influenced the kinds of questions that could be asked in 
order to gather data from the interviewees about their daily work and to learn about 

challenging situations and possible difficulties they face when working as an artist or with 
artists. Questions were added to the questionnaire (Appendix A) that directly or indirect ly 
related to one or both of the research questions. For example, a question about obstacles 

to individual work and teamwork could directly address RQ2, but depending on the 
response, it could also be relevant to RQ1. The research questions strongly influenced the 

final set of questions in the questionnaire. The questions were formulated in such a way 
that interviewees could freely share their experiences and opinions by including many 
"how" or "why" questions. When creating the questions, it was also expected that some 

questions would arise spontaneously during the interview, and these could later be added 
to the list. This would result in not all interviewees having exactly the same questions, 

but it would not be a major problem for data collection. 

At the same time that the question list, Appendix A, was being created, a strategy was 
also planned for how to get interviewees to participate in the interviews, and how and 

where the interviews would take place. It is not automatically clear that interviewees 
would have the time and desire to participate if they found the "rules of the game" unclear. 

Therefore, an email invitation was first drafted that briefly outlined the things that might 
immediately come to mind when reading the invitation. The assumption was that if the 
invitee knew what kind of interview it was, it would be easier for them to agree to it. It 

was important to communicate that the interview would be confidential, so that the 
interviewee could openly share their experiences without fearing that their views on, for 

example, work processes or management practices, could be conveyed to their employer 
at some point. In addition, it was important to communicate the required time and date 
for the interview, as their uncertainty was expected to make participation difficult. The 

approach was chosen so that the interviewee would have the freedom to choose when the 
interview would be conducted and whether it would take place in a specific location or 

online. The invitation, Appendix B, also clearly communicated that some of the questions 
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would delve a little deeper into their experiences in the game industry. This was done so 
that the interviewee would have a rough idea of what kind of interview it was. 

The plan for contacting interviewees was a two-step process. In the first step, people with 

whom the author of this thesis had a direct connection would be contacted, and they would 
be asked for possible participants or information on where to find participants. If this 

approach did not yield sufficient results, the second step would be to search for 
participants from a larger pool, for example, through various game developer forums. 
However, the first step produced enough participants for what was possible to handle in 

terms of scheduling, so the second step was never implemented. Contacts were 
approached using various chat services such as Discord or Facebook, as well as by phone. 

All contacted persons were sent the prepared interview invitation, and possible questions 
regarding the execution of the interviews could be answered immediately. 

4.2 Interviewees 

A total of six interviews were conducted, and this section will go into more detail about 
the backgrounds and demographics of the interviewees. The goal was to summarize the 

career paths of the interviewees and the types of tasks that their careers have included. 

The age of the interviewees was assessed through age ranges, which were divided into 
nine-year increments. All the interviewees fell into two categories: the age ranges of 25-

34 and 35-44 (Table 1). The age distribution of the interviewees was below the average, 
which is 43.8 years according to the Zippia’s video game developer demographics 

(Zippia, 2023). No further detailed information is given about the interviewees’ 
demographics to ensure their anonymity. 

Table 1 Interviewees’ background 

ID Age  Gender Company size (employers) Worked as a game developer 

1 25-34 female small 5-9 years 

2 35-44 male large 10-19 years 

3 35-44 male medium-sized 5-9 years 

4 25-34 male small 10-19 years 

5 35-44 male micro No clear answer 

6 35-44 male small More than 20 years 

 

The interviewees were asked how long they had worked in the gaming industry, and the 

calculated average from the responses was 11.6 years (Table 1). It should be noted that 
one of the interviewees did not provide a clear answer to this question. The interviewees 
themselves defined what they considered "working in the gaming industry" to mean. 

Some had worked on large hobby projects where they worked professionally, even though 
they were unpaid, and they classified this as working in the gaming industry. Some 
interviewees restricted their definition based on whether they had received payment for 

their work. 

The size of the workplaces was measured by the number of employees, as it was one 

indicator of the community in which they currently worked (Table 1). Most worked in 
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companies with only a few dozen employees, but a few interviewees were currently 
working in a company with over one hundred employees. One of the interviewees was 
not currently working in the gaming industry but was a student at the time of the 

interview. Interviews for this person related to a completed project. The study did not 
investigate the companies' revenue, the number of games developed, genre, operating 

area, or reputation because they were not considered to have an impact on the research 
question, or their impact was deemed minimal. 

Five of the interviewees were men and one was a woman (Table 1). According to the 

Zippia’s data (Zippia, 2023), women accounted for 42.5% of artists in the creative 
industries in the gaming industry. Given that figure, it could be argued that it would have 

been good to have more women interviewed, as it would have brought the sample closer 
to the real gender distribution in the creative fields of the industry.  

All interviewees worked in Europe, with the majority in different cities of Finland. All of 

their jobs involved remote work, but most also went to the office several times a week. 
With the exception of one, all had extensive experience with remote work and its 

limitations due to the global Covid pandemic. 

Five of the interviewees also had to manage or lead other people. The majority of those 
they managed were other artists or individuals involved in project decision-making. All 

of the interviewees who held some form of managerial position had experience with the 
tasks they were managing or worked in the same positions as their subordinates. Most 

had risen to a leadership position within their organization after working as an artist for 
several years. 

Six interviewees were sufficient for the study, as the scope and experience of their work 

covered what was desired. Among the interviewees, there was a fair amount of experience 
in working as artists both in the graphic and audio fields. They also had a lot of experience 

in working with other members of the game development team, with roles ranging from 
leadership to colleagues. Each interviewee had worked on smaller projects in terms of 
manpower, but some had ended up working in large companies in the industry during 

their careers. The experience of working in different types of work environments that the 
interviewees had opened up opportunities to compare different ways of working and 

experiences. Several interviewees had experience in leadership, providing feedback, and 
the challenges that come with it. This gave them the opportunity to talk about these issues 
from both a management and employee perspective. 

4.3 Conducting the study and analysis 

In this section, we will go through how and when the interviews were conducted, how 

they were recorded, and we will also go through how any possible nervousness of the 
interviewee was tried to be alleviated so that it would be easier for them to delve deeper, 
even to the more difficult questions. The section will also cover how the interviews were 

transcribed and how them where analysed. 

In this thesis, qualitative content analysis (QCA) was used. Qualitative content analysis 

is a suitable tool when examining data collected through interview transcriptions, visual 
data or other data-rich sources. Qualitative content analysis helps the researcher (Schreier, 
2012). This study investigates the experiences and perspectives of participants regarding 

the game development process. Semi-structured interviews were conducted as the data 
collection method. The quality of research questions and source material enables content 
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analysis by coding the interview transcriptions (Juhila, 2023). The analysis process began 
by listening to the audio recordings and transcribing them into a table. Subsequently, the 
content of the table was coded based on the research questions. Throughout the coding 

process, portions of the interview responses were re-listened to and reviewed to ensure 
the accuracy of the information in the table and to identify any potential errors. After 

coding, the analysis was performed on the entire dataset. 

4.4 Results of interviews 

The first contacts and interview requests were sent in March 2023 to acquaintances and 

acquaintances of acquaintances of the thesis author. As soon as a potential interviewer 
expressed preliminary interest, or even before that, a prepared invitation letter was sent 

to them, outlining the most important details of the interview, such as timing, privacy, 
topics, and other details. A few times and ways were immediately suggested to the 
interviewees, and by discussing them, the timing of the interview was naturally arranged. 

It was assumed that some of the interviews would take place online and some onsite, so 
it was also necessary to determine how the interviews would be recorded in different 

interview situations. Open Broadcaster Software (OBS) was used to record only the audio 
of online interviews. A digital audio recorder was used to record onsite interviews. Efforts 
were made to invest in the quality of the recorded audio, as it was expected to facilitate 

the later transcription of the recordings. This goal was achieved well. Only a few 
interviews encountered technical problems related to internet connection issues. Their 

impact on the course of the interviews was minimal. 

The interviews were conducted from March 21 to April 4, and most of them lasted half 
an hour on both sides (Table 2). Half of the interviews took place on the Discord 

application, which also allows for voice calls. No online interview included video because 
it could have caused additional technical difficulties and made it difficult for the 

interviewee to relax. Onsite interviews were conducted at a location chosen by the 
interviewee where it was possible to conduct the interview in a relaxed manner without 
any parties or listeners unrelated to the interview. 

Table 2 Research data. 

Interview Interview date Duration Online/onsite 

1 21.3.2023 30min online 

2 24.3.2023 25min online 

3 28.3.2023 39min onsite 

4 30.3.2023 42min onsite 

5 4.4.2023 28min online 

6 29.3.2023 63min onsite 

 

At the beginning of the interviews, the course of the interview was briefly explained. 

Audio recording was not done immediately at the beginning because it was possible that 
some of the interviewees might be slightly nervous. This nervousness was attempted to 

be alleviated by explaining that the audio recording would start a little later and by briefly 
discussing everyday topics at the beginning. The interviewee's background information 
was also collected before the audio recording so that the interview would have a smooth 
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start. Each interviewee was clearly informed when the audio recording ended and when 
it started, whether it was an online or onsite interview. 

After the background questions, the audio recording was started, and questions were 

asked about the interviewee's career choices and their own gaming habits. A large part of 
the initial questions was more about their personal views and experiences, which did not 

directly relate to their current job description or the company they work for. The aim was 
to get the interviewee to speak as much as possible at the beginning, as this would increase 
their relaxation and pave the way for more difficult questions later on. The idea was that 

listing their favourite games and discussing them would be easier than moving directly to 
talking about disappointments related to projects or the negative aspects of work culture.  

When summarizing the answers below, some responses have been omitted or ID numbers 
have been left out to ensure the anonymity of the respondents. 

4.4.1 Path to game development 

The first interviewee (ID 1) responded that her interest in art was a significant motivator, 
but she acknowledged that "pure art" alone wouldn't provide a sustainable livelihood. She 

believed that the perfect combination was the fusion of art and games. The second 
interviewee (ID 2) had dreamed of creating game music since childhood. The third 
interviewee (ID 3) mentioned that the interactivity of games motivated him, as he found 

the process of designing interactive elements more fascinating than knowing that players 
would change the game world and his designs. He perceived a significant distinct ion 

between creating sounds for advertising productions and creating sounds for games. The 
fourth interviewee (ID 4) was driven by the opportunity to create enjoyable experiences. 
The "fun and coolness" of games were particularly appealing. Positive feedback on the 

levels he designed for games like Tomb Raider further motivated him. The fifth 
interviewee (ID 5) mentioned that his motivation for the game industry stemmed from 

the games he played during childhood and his inherent interest in game-related work. 
Finally, the sixth interviewee (ID 6) expressed that his desire to enter the game industry 
was shaped by the computer and role-playing games he played in his childhood. Although 

he considered other career options, he felt a constant fascination and attraction towards 
the game industry. 

Interviewees were asked how they ended up becoming game developers. One of the 
interviewees (ID 1) had a partner and acquaintances in the industry. She felt that they had 
always loved playing games and saw game development as a way to combine her interest 

in gaming and art. Another interviewee (ID 2) said that he was invited to a game project 
by a friend, and this invitation was the first step towards real game production, as the first 

game project was also a commercial release. One of the interviewees (ID 3) had a 
background as a composer for various projects for decades and, as a player, felt a strong 
desire to also get involved in game production. He initially started with a game mod 

(modification) project, which was close to "real" game development, and also trained in 
the field. The fourth interviewee (ID 4) felt that he ended up in the game industry 

somewhat accidentally. As a child, he had made game mods and levels, but never 
considered his future to be in the game industry. He ended up in the industry through 
visual communication-related education. The fifth interviewee (ID 5) ended up in the 

game industry by starting to work as a system administrator for a friend's game company. 
He gradually got involved in game projects when he started helping out with various 

tasks. Strong role-playing background gave them the skills to do various writing and game 
design tasks for the game. The sixth interviewee (ID 6) found friends while studying with 
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whom he started making small and experimental game projects. He later ended up 
working in the same game industry company with some of those same friends. 

When asked about the games they played as children and the games they played now, the 

first interviewee (ID 1) mentioned that her childhood favourites included Tomb Raider 

and Crash Bandicoot games on the PlayStation console. The second interviewee (ID 2) 

was not asked about childhood games, but he mentioned enjoying various role-playing 

games and first-person shooters nowadays. He mentioned games like Dark Souls, the 

Divinity series, and Hunt Showdown. The third interviewee (ID 3) had played adventure 

games like Zelda in his childhood. Nowadays, he enjoyed spending time with "classics" 

and liked replaying games such as Civilization 4, Diablo 2, and the Fallout series. The 

fourth interviewee (ID 4) mentioned Tomb Raider series, The Sims, and Donkey Kong 

on the Super Nintendo as childhood and teenage favourites. Currently, he was interested 

in games like Tomb Raider, the Resident Evil series, Bloodborne, and indie games with 

pixel art. He had also spent a significant number of hours playing Guild Wars. The fifth 

interviewee (ID 5) primarily played shooters as a child, and he still enjoyed them now. 

The sixth interviewee (ID 6) had adventure games like the Monkey Island series and 

Nethack as childhood favourites. Games like Battlefield and other multiplayer games, as 

he enjoyed the team-playing elements. Nowadays, his gaming time involved games like 

Pokemon Go and other mobile games because they were easier to fit into their daily 

routine. 

4.4.2 Game project experiences 

The interviewees were asked about their experience in different projects they have 

worked on. The first interviewee (ID 1) mentioned that she has worked in teams of various 
types. She has worked with big international brands in large teams. Some of these teams 
have also had international members. In one project, the developers and artists were from 

Finland while the rest of the organization was from elsewhere. With smaller teams, she 
has also worked on different prototypes. The second interviewee (ID 2) mentioned that 

in the early stages of his career, he worked in a small team on an international production. 
In recent years, he has primarily worked remotely and in a company where multiple teams 
are involved. The third interviewee (ID 3) also has experience with both small and large 

teams. In the beginning of his career, he worked on game modifications in a large team, 
but he has also gained experience in small teams dedicated to prototyping. All of his 

projects have been international in nature. The interviewee also mentioned that sometimes 
he works alone as his own team. The fourth interviewee (ID 4) recalled being part of a 
team during his school years whose project became too big for the team with limited game 

development experience. The project failed due to the mentioned factors. He also 
mentioned working in several smaller teams, including the development of a mobile 

game. In a small group, he also worked on a demanding PC game project where all the 
team members were passionate about the production. He gained experience with 
international productions and brands as his career progressed. The fifth interviewee (ID 

5) also had experience with a larger international game modification project. The work 
project involved less than ten people, all of whom were Finnish. The sixth interviewee  

(ID 6) had extensive experience with various projects. He has worked on long-term PC 
productions, quick prototypes with a small team, as well as educational and utility games. 
Regarding educational and utility games, he felt that often there was a lot of content in 

projects that needed to be specifically extracted from the client. Many projects involved 
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external stakeholders such as companies and government agencies. He also had 
experience with money and casino games. 

The interviewees were asked about their experience with unsuccessful and successful 

projects. They were given the opportunity to define what they considered a failed or 

successful project. The first interviewee (ID 1) stated that she had not encountered any 

truly failed projects. Projects may come to an end when a decision is made to terminate 

them because "there was no point in further development." He also clarified that many 

times he has moved on to the next project before the current one ended. The second 

interviewee (ID 2) also had not experienced any actual failed projects. All projects had 

reached some form of completion. He mentioned that sometimes the metrics indicate that 

it's not worth continuing a project, and it naturally comes to an end. The third interviewee 

(ID 3) shared experiences of both failed and successful projects. According to him, a 

project is considered successful if the developed game aligns with the plans. The fourth 

interviewee (ID 4) mentioned that previously it was important to him that the game was 

released, meaning the game was "out there." Many projects had failed due to a lack of 

funds. He believed that if a game could be released, he could take pride in his work, and 

he considered it a success. According to him, salary and communication issues had caused 

projects to fail. The fifth interviewee (ID 5) stated that MOD projects were considered 

successful as long as they still existed. Regarding his professional project, team managed 

to create a good game demo, but then ran out of funds. The sixth interviewee (ID 6) 

mentioned experiencing both failures and successes. In his view, a game can be 

mechanically and content-wise successful even if it does not achieve financial success. 

He mentioned that he still appreciates some of the games they have developed when the 

game world's "look and feel" has been right. He considered success and failure in a game 

based on the overall experience. There were also instances of financial failures. He noted 

that in some educational games, the budget was insufficient to implement the content that 

would have made the gameplay meaningful. 

4.4.3 Work experiences 

The interviewees were asked about what they considered the best aspect of their work. 
The first interviewee (ID 1), she mentioned that the best thing for her was being able to 

create art, especially in the context of games. She described her situation by saying she 
gets to "do what she loves." In her current role, she has had the opportunity to do a lot of 

design work, which she finds enjoyable. She summarized it as "being able to create and 
actually see those things come to life in games". The second interviewee (ID 2) felt that 
the best part of the job was the freedom and the ability to make decisions. Ownership of 

the work was important to him, and he had the authority to make decisions on content and 
technical aspects. The third interviewee (ID 3) found it amazing when the vision for a 

game was realized in the actual product. Sound design and figuring out how all the 
elements work together were also among the highlights of the job for him. The fourth 
interviewee (ID 4) considered the best part of the work to be the opportunity for creativity 

and getting into a strong work drive, which also spreads to others. He felt that this kind 
of creative environment benefitted both himself and others involved in the work. The fifth 

interviewee (ID 5) did not provide a response to this question. The sixth interviewee (ID 
6) emphasized the importance of teamwork and the variety of tasks in the job, as games 
involve a wide range of elements. Engaging in creative work and continuing to discover 

"cool things" in games were significant aspects of the job for him. He concluded by 
saying: "Collaboration is probably the ‘thing’!" (ID 6). 



31 

The interviewees were also asked whether they had considered changing jobs within the 
industry and what could trigger such a change. Only one interviewee had not considered 
changing jobs within the gaming industry. The others had thought about it, for reasons 

related to financial and motivational factors. Two mentioned that the nature of the work 
or the organization could influence their desire to switch. Two cited financial reasons. 

Some of the reasons why multiple interviewees might consider moving to another game 
company included the opportunity to work on a new and interesting project with a 
compatible team. Several respondents had toyed with the idea of changing careers, and 

two had seriously considered it. Possible motivators for a career change included 
considerations of whether the game industry aligned with their values and the job market 

situation in the gaming industry for certain positions. 

When the interviewees were asked if they had worked in roles other than their current 
ones, there was little variation in the responses. Several respondents had taken on 

leadership positions within their respective fields, such as transitioning from an artist to 
a lead artist or a team leader. Only two respondents mentioned having performed tasks 

from other roles, but those tasks were still linked to their current positions. For example, 
an artist had been involved in programming tasks related to graphics. One respondent 
clearly had multiple roles in addition to their current one or alongside it. These additiona l 

roles included game design and project management, among others. One interviewee 
mentioned wanting to learn programming but felt that there was already so much work in 

their current position that they didn't have time to learn it. 

When the interviewees were asked if they play games of the genre they are currently 
developing, three interviewees (ID 1, 5, 6) answered affirmatively. The others did not 

play them, and one comment regarding the genre of the game in progress was: "I wouldn't 
touch them with a ten-foot pole". 

When the interviewees were asked if they had ever participated in a project developing a 
game in a genre close to their heart, only one interviewee (ID 1) had never been involved 
in such a project. The others had participated at some point in their careers, even if they 

were not currently involved in such a project at the time of the interview. When asked 
about their experience working on a game in their "own genre," two interviewees 

described it as highly rewarding. One mentioned that in his own genre, it was difficult to 
stop the constant refinement. One described the work as intense, with no shortage of 
working hours. One interviewee described making games in his own genre as "it's just 

beep-beep awesome!" Despite potentially involving a lot of painful “grind”, experiencing 
the game's atmosphere at the end of each stage provided a lot of satisfaction. "You really 

live in a certain kind of fire while doing it!" 

4.4.4 Project experiences and thoughts 

When asked about their dream project, the first interviewee (ID 1) mentioned that her 

ideal genre would probably be survival horror. She felt that there were so many interesting 

possibilities for the project that it was a difficult question to answer. She would like 

everyone to work in the same office at the same time to enhance collaboration and 

improve information sharing. She wanted to avoid surprises where decisions are made 

without everyone's knowledge. The team would have clear roles, allowing each person to 

focus on their work. The project would also have enough resources so that the game could 

be created exactly as she desired. The second interviewee (ID 2) expressed a desire to 

work on a Dark Souls-style game or role-playing games in general. He also found games 
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from the publisher Paradox, such as Stellaris, to be enticing and interesting challenges. 

The third interviewee (ID 3) wished to be involved in creating the soundtracks for 

Japanese-style role-playing games. He preferred working with a relatively small team, as 

collaboration becomes more complex with multiple individuals. He believed that the team 

members should be autonomous within the project, minimizing the need for middle 

management. The fourth interviewee (ID 4) described his dream project as a game that 

blends elements from Tomb Raider and World of Warcraft, an open-world game with a 

touch of magic. He envisioned an enthusiastic team that gets along well, sharing values 

and perspectives. Effective communication was considered crucial, with a preference for 

a smaller team size. The fifth interviewee (ID 5) regarded a previous project he was 

involved in as his dream project, with the only desired improvement being scaling it up. 

He also mentioned his interest in working on a first-person shooter game with a focus on 

realism. He had heard about autonomous teams in a game company and found it to be a 

sensible approach. The sixth interviewee (ID 6) envisioned a dream project related to 

social gaming, specifically virtual role-playing with real-time transfer of facial 

expressions and gestures from players to the game. The game would be socially 

immersive, emphasizing character creation and invented stories. A large budget and a 

skilled team capable of bringing the vision to life were desired. 

When the interviewees were asked about what they believed to be the main factors 
slowing down the progress of game projects, the first interviewee (ID 1) mentioned that 

insufficiently good plans and constant changes to them were the key issues. There were 
many situations where unnecessary work was done, or tasks had to be modified 

afterwards. "If we had planned this through to the end, we would have saved (pointless) 
working hours," she remarked. She believed it was important to stick to the plans 
whenever possible. The second interviewee (ID 2) stated that the biggest hindrance to 

projects was excessive meetings and inadequate processes. According to the third 
interviewee (ID 3), missing production pipelines were a major obstacle. Communica t ion 

among team members was also a slowdown factor. Particularly in student and amateur 
projects, people were not aware of what was being done, resulting in redundant tasks and 
some things not being done at all. He summed it up as "poor project management”. The 

fourth interviewee (ID 4) believed that unnecessary bureaucracy and overly cumbersome 
organizations were the main hindrances. The need for approvals and waiting for decisions 

were contributing factors that reflected the previously mentioned obstacles in the work. 
He felt that "the more cooks, the thicker the soup," meaning that an increased number of 
people led to more unclear situations. The fifth interviewee (ID 5) considered external 

factors, such as stakeholders, to be the biggest obstacles. In his opinion, relying on 
external funding and the constant financial insecurity of the team created problems. This 

often resulted in a rush to produce visible results, putting pressure on the team. He also 
mentioned the general challenges of the "startup world”.  The sixth interviewee stated 
that in client projects, the main hindrance was communication with the client, which 

negatively affected schedule adherence. According to him, it is often overlooked that the 
client may not know what kind of game would be suitable for them. The lack of a common 

language makes it difficult to communicate the potential and desired vision of the game. 
Clients who know exactly what they want can also be problematic for communicat ion, 
but for different reasons. In his experience, when decision-making authority rests with 

multiple individuals within the client organization, the matters are sent for further 
deliberation, which can sometimes be time-consuming. 

When asked the question, "What slows down your work in your current role?" the first 

interviewee (ID 1) mentioned that communication should be improved, especially with 
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design personnel. In her opinion, not having everyone in the office was a hindrance to her 

work. She believed that if everyone's plans were more clearly visible, it would be easier 

to anticipate and distribute tasks. The second interviewee (ID 2) stated that he was skilled 

at avoiding unnecessary meetings and had the freedom to handle processes himself, so he 

was not slowed down by much. The third interviewee (ID 3) responded that his 

dependency on developers slowed him down because he couldn't implement his own 

work into the game. In his organization, there was no specific employee assigned to 

implement the sound. The fourth interviewee (ID 4) summed up that unnecessary 

bureaucracy was the biggest hindrance for him. According to the fifth interviewee (ID 5), 

the biggest obstacle was waiting for others to provide feedback on the work in the project. 

The sixth interviewee (ID 6) believed that the coordination issues arising from scheduling 

multiple projects simultaneously were slowing down his work. For example, there were 

no available resources for a particular subtask, and the work had to be put in a queue until 

a suitable resource became available after finishing the previous task. He considered this 

to be natural since estimating the time required for tasks was challenging. 

4.4.5 Team relations 

The interviewees were asked what role or team member they felt supportive for their 
work. The first interviewee (ID 1) responded that she felt supported by anyone who 

provided feedback. Typically, these individuals were artists, game designers, or game 
producers. They had a clear vision of what they wanted and receiving good feedback from 
them enabled achieving a good end result. The second interviewee (ID 2) mentioned that 

he was supported by his superiors and team leader in his work. The third interviewee (ID 
3) also mentioned that one supportive person was his team's manager. He felt it was 

important to receive support for all problems and to be able to discuss matters directly.  
For the fourth interviewee (ID 4), the team leader was a good source of support. He also 
felt supported by his colleagues. The style of giving feedback often depended on the 

project's situation. For example, during busier phases, feedback might be brief and 
concise, while at other times, it could be more conversational. He believed that the 

workplace was able to clearly communicate what was meant and wanted. The fifth 
interviewee (ID 5) felt that everyone in the team supported each other. This was because 
they had known each other since childhood. They had spent so much time together that 

communication was very smooth. The sixth interviewee (ID 6) saw that he had many 
people supporting him, each for different aspects. It was beneficial for him to be able to 

discuss game design matters with one person and collaborate with an artist on another. 
He received help, for example, in clarifying his scattered ideas into something more 
concrete. He also had people he could talk to when work-related issues started to feel 

overwhelming. There were also individuals with whom he could envision how something 
would look, what would be wonderful or visually interesting. Finally, he mentioned that 

ordinary coffee table conversations were a significant support. When people understand 
each other and acknowledge that everyone has their own life but also work together, it 
creates a positive atmosphere in the workplace where it is pleasant to be. The key was the 

feeling he described as, "Hey, we are here together, and we are doing this together." 

The interviewees were asked if there was anything in the team's functioning that limited 

their success. The first interviewee (ID 1) mentioned that sometimes she had to fish for 
feedback on her work, and not everyone may have felt comfortable giving direct 
feedback. She felt that often she had to give feedback on the same issues repeatedly. The 

second interviewee (ID 4) observed that if the client couldn't communicate what they 
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wanted, it made his work more difficult. He believed that the client also had a 
responsibility to better communicate their goals. According to the third interviewee (ID 
3), his time management was sometimes problematic. He also summed up the problem 

related to creativity: "It's difficult to be creative all the time, but on some days, it's 
impossible to be creative at all”. The fourth interviewee mentioned that schedules and 

communication were challenging when there were many people involved. Recent 
organizational changes had also negatively affected him. He felt that at times, his task 
was to prove things that he knew worked in a certain way as facts. The fifth interviewee 

(ID 5) did not feel that any aspect of the team's functioning hindered him. The sixth 
interviewee (ID 6) mentioned that his team had been working together for a very long 

time, and each person had their own personality and communication challenges. He saw 
it as a challenge to express himself in a way that others understood correctly. Despite 
having a flat organization, there were still hierarchies that influenced how things could 

be done and whether they required "blessing" from someone. In his opinion, many things 
were decided together, but there were some aspects where it was unclear who had the 

authority to make decisions. This, in turn, wasted time and money. 

The interviewees were asked if they were able to be creative in their work and if it was 

appreciated. The first interviewee (ID 1) felt that she was primarily able to be creative, 

but there were limits to creativity in certain tasks, such as marketing materials. She 

believed that her creativity was appreciated, which was evident through expressions of 

gratitude and compliments for her work. She felt that she received more of those types of 

tasks where she had previously achieved success. Feedback from clients regarding good 

work was also an important indicator for her. The second interviewee (ID 2) mentioned 

that he was able to be highly creative in his work, and it was valued. One of the examples 

of positive feedback he had received was when the client's expectations were significantly 

exceeded. The third interviewee (ID 3) said that he was allowed to be as creative as he 

wanted in his work. The appreciation for creativity varied. he felt that sound design was 

still undervalued as a part of the game, but he also mentioned that its appreciation was 

gradually improving. Appreciation was reflected in positive feedback from colleagues. 

The fourth interviewee (ID 4) mentioned that sometimes he was allowed to be creative, 

while other times he was not. He felt that for some, he was just a tool to get the work 

done. He believed that at times he was taken for granted, and praise was not given. 

However, he also had experiences where his work was valued, and people were interested 

in what he did and how he did it. The fifth interviewee (ID 5) mentioned that he had the 

freedom to express his creativity, and it was appreciated. He received feedback on good 

ideas, and it felt good when his plans were handed over to the graphic designer for 

implementation. The sixth interviewee (ID 6) also felt that he was able to be creative, and 

it was appreciated. Appreciation was evident in positive oral feedback about his work, 

but facial expressions and gestures were also important signals in feedback. He summed 

it up as "people's words and reactions”. 

The interviewees were asked about their favourite tasks. The first interviewee (ID 1) said 

that she enjoyed 3D modelling of various elements in games and other art-related tasks 
the most. She also mentioned that there is less time for creative work with leadership 

tasks. The second interviewee (ID 2) stated that he prefers sound design. The third 
interviewee (ID 3) said that he enjoyed creative work such as sound design, sound editing, 
and recording the most. The fourth interviewee (ID 4) said that he enjoys using his 

creativity in a reasonable schedule. Making things in clear units from start to finish was 
important, and he preferred working on a specific topic. The fifth interviewee (ID 5) 

stated that he liked designing monsters the most. The sixth interviewee (ID 6) said that 
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he liked graphic design and game design a lot. Some of the interviewees were also asked 
why they felt that those tasks were enjoyable. Several answers included the idea that using 
creativity and creative work are important on a personal level. 

The interviewees were asked about what kind of tasks they found unpleasant or 
uncomfortable and why. Not everyone answered every question. The first interviewee (ID 

1) listed the following things: Documentation, filling in Excel spreadsheets, 
administrative work, and learning them. She did not like that in these tasks, she could not 
use any creativity. The second interviewee (ID 2) found it unpleasant to talk with people 

with whom he does not share a common language. He felt that it entailed extra work in 
the form of different proposals. The third interviewee (ID 3) said he did not like exporting 

sounds, responding to emails, and administrative tasks. They were tasks that, in his 
opinion, could be done "with your brain turned off." The fourth interviewee (ID 4) found 
scheduling, management, number crunching, and project management software 

unpleasant. The fifth interviewee (ID 5) did not like programming. The sixth interviewee 
(ID 6) summarized that, tasks such as budgeting, time tracking, and bureaucracy related 

to time tracking bothered him. 

When asked about what kind of feedback is good, one of the interviewees (ID 1) replied 

that direct, truthful, and well-reasoned feedback was preferable. She hoped that feedback 

would always explain why something doesn't work or why someone doesn't like it. She 

felt that this way she could improve herself. "Constructive feedback" was her summary 

of the matter. One interviewee (ID 2) stated that feedback should be coherent and 

consistent. He believed that the quality of feedback suffered if there were inconsistenc ies 

in it. If one couldn't tell "where they were going" based on the feedback, it was poor. He 

thought that clear feedback was important. One interviewee (ID 3) stated that he always 

hoped to receive criticism. That he would be told directly what sounds good and be given 

improvement suggestions. He felt that he had already received enough "pats on the back" 

during his career. He received good feedback from his colleagues, who listened with a 

critical ear. The fourth interviewee (ID 4) said that pleasant feedback included, among 

other things, people's reactions. When someone gets startled or excited about things, for 

example. In his opinion, enthusiasm is also contagious at work. According to him, 

feedback should include improvement suggestions or perhaps a change of perspective. 

For example, "could you think about it differently?" can be valuable feedback. One 

interviewee (ID 5) stated that feedback is good if it can be used as a basis for building 

something. One interviewee (ID 6) mentioned that he likes it when things are challenged 

fairly, praised, or when things are brought up for discussion that he has not noticed 

himself. It was good in his opinion if the feedback giver brought their own experience 

and perspective into the feedback. Bringing one's own perspectives to the fore, regardless 

of the topic, was important to him. 

When the interviewees were asked how often they feel they receive constructive or 
positive feedback, the first interviewee (ID 1) responded that she receives it quite well. 

She felt that when discussing marketing materials, she often receives good feedback, but 
sometimes she has to fish for it. She also felt that not everyone dares to express their own 
opinion due to shyness or fear. The second interviewee (ID 3) said that he receives good 

feedback as often as he demands genuine feedback from people. He felt that his own 
activity to seek feedback somewhat affects how often he receives it. He also felt that the 

expression "the best sound is when you don't notice it" somewhat describes the 
relationship between feedback and sound work. Interviewee (ID 4) saw that the amount 
of feedback depends on how busy the work pace is. If there is time to give feedback, the 
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quality of the feedback is better. If there is a hurry, the feedback is more direct and faster. 
One interviewee (ID 6) felt that he receives good feedback too rarely and saw that 
sometimes it is difficult to bring feedback out. Two interviewees did not answer this 

question. 

The interviewees were asked about the type of feedback they found disruptive or bad. 

The first interviewee (ID 1) said that feedback that is not justified or the giver does not 

seem to know why something works or doesn't work is bad. Also, overly negative 

feedback was in her opinion bad or disruptive. The second interviewee (ID 2) said that 

simply stating that something is bad is terrible feedback. According to him, one should 

also be able to justify why something is bad. One of the interviewees (ID 3) felt that fair 

compliments are nice, but the statement "okay, 8+" should still be accompanied by 

suggestions for improvement. One interviewee (ID 4) felt that vague feedback is bad or 

disruptive. According to him, it is annoying to try to extract from the feedback giver what 

they really mean. Zero comments and "thank you, good job" feedback was bad in the 

opinion of one interviewee (ID 5) because they do not develop the work in any way. He 

saw that it is also bad or disruptive when an idea is criticized without providing 

suggestions for improvement. One of the interviewees (ID 6) felt that feedback that 

undermines another person, their skills, opinions or work, for any reason, was bad or 

disruptive. He felt that people should always come before work. 

One of the interview questions was about whether the respondents had ever experienced 
giving or receiving feedback as a problem in their current or previous workplace. The 

first interviewee (ID 1) replied that earlier in her career, she had difficulty receiving 
feedback because she felt that her projects and work were too personal. She said that now 

she knows how to differentiate between her work projects and can approach things 
differently. She recalled that giving feedback was difficult for many people in school 
because they lacked work experience. She wondered how new artists would respond to 

her direct, fast, and well-founded feedback. She feared that they might take the feedback 
personally rather than as a work matter. One interviewee (ID 2) said that there are 

problems in the workplace if the quality of the feedback is poor. He felt that such 
situations often lead to conflict and are problematic. He felt that such situations often turn 
into arguments and egos clash. One interviewee (ID 3) said that he had not experienced 

feedback as a problem in the workplace. He saw that he did not have his own ego involved 
in the work and did not make feedback an issue. However, he also said that he was aware 

of situations where feedback had been given too directly in teams. Then it depends on 
how the feedback is received, in his opinion. He felt that attention had been paid to giving 
and receiving feedback. One of the interviewees (ID 5) had experienced feedback as a 

problem in fields other than game development. One interviewee (ID 6) said that there 
had been problems with giving and receiving feedback. He did not feel that it had affected 

him personally very much. He found it easy to deal constructively with those situations. 
He said he had been there when someone exploded. In his opinion, sometimes 
communication has too little time and opportunities. Sometimes, he felt, things were 

being artificially patched up, which did not always lead to the desired results. He felt that 
reading the thoughts of introverted people was sometimes challenging. 

When asked whether discussions about giving feedback or related rules were held at their 

workplaces, the first interviewee (ID 1) responded that when working with new artists, 

they discuss how feedback is given and received. She said that she encourages everyone 

to give feedback, even if they are not "art types," because most players are not in that 

group either. The second interviewee (ID 2) said that discussions were held when it was 
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noticed that there had been poor feedback. He said he took a constructive approach and 

tried to explain why the feedback was poor. According to him, the company attempted to 

hold training sessions, but in practice, it was entirely up to each individual. He felt that 

one training session would not change feedback and that working with feedback was also 

a personal skill or attribute. One interviewee (ID 3) said that the company had discussed 

feedback and its quality. According to him, it had been collectively discussed. According 

to one interviewee (ID 4), there were discussions about feedback in the workplace. He 

had often discussed the matter with colleagues, and development ideas had been put 

forward. He had not seen any significant investment from the company in this area, but  

felt the need for training on the subject, for example. One interviewee (ID 5) could not 

say how it was in his case. According to one interviewee (ID 6), there had been feedback 

development sessions in the past, but they were rare nowadays. He saw that the discussion 

had not stopped, and ideas for improving feedback communication had been discussed in 

the workplace. However, he strongly felt that communication was one of their 

workplace's strengths, even though it was not perfect. 
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5. Findings and discussion 

In this section, we will go through the answers to the research questions and discuss the 
themes and other topics that emerged in the interviews, as well as what previous studies 
have revealed about those subjects. The section also examines possible limitations of the 

study and ideas on how it could have been improved.  

5.1 Answer to RQ1 

The first research question of the thesis is "How do creative employees perceive 

communication and feedback within the game development team?". In this section, we 
will address this question based on the literature review and information gathered from 

interviews. Creative work in the context of this thesis refers to activities such as working 
with graphics, sounds, or game mechanics. Communication within the game development 
team involves multiple individuals and utilizes various channels and methods (Brown et 

al., 2011). This study focuses on examining communication within the team but also 
includes interviewees' perspectives on communication with clients and other relevant 

parties. 

Game developers' experiences with communication are situation and content dependent. 
For example, the weekly meeting, where important information related to their work is 

shared and positive feedback is provided, is generally perceived as a positive aspect, 
according to the interviewees. However, if the meeting discussions are considered as 

"pointless spinning of wheels" and feedback on their work is provided ambiguous ly, 
developers perceive it negatively. 

It is noteworthy that many of the issues raised in the interviews were related to both 

research questions of the thesis. For example, it was perceived that communication with 
clients or within their own company was slow, and this significantly hindered the progress 

of projects. Some game developers felt that communication-related problems were one of 
the major reasons for project delays. 

5.1.1 Feedback 

Feedback emerged as a prominent theme in the interviews, with many respondents 
mentioning it even when the interview question did not specifically address feedback. 

According to Cook et al. (2020), feedback is one of the pillars of team trust. Several 
interviewees expressed the belief that their creativity is valued, and that this appreciation 
is reflected in the feedback and reactions they receive from clients or colleagues regarding 

their work. Feedback was also perceived as a factor that could slow down work processes. 
The Table 3 summarizes the interviewees' descriptions and experiences of feedback, 
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categorizing them as either negative or positive. Neutral aspects have been excluded from 
the table as they were either infrequent or not relevant to the research. 

Table 3 Experiences of how feedback was perceived. 

Positive Negative 

 Receiving feedback from superiors, colleagues  

or other team members. 

 Constructive feedback that helps move things 

in the right direction or towards the goal.  

 The experience of having one's creativity. 

 appreciated through feedback from clients or 

team members.  

 Direct, truthful, and coherent feedback.  

 Well-reasoned criticism. 

 Reactions from teammates to the produced 

work.  

 Challenging and praising ideas.  

 When things are pointed out that one has  not 

noticed themselves.  

 Feedback that incorporates the giver's own 

experience and perspective.  

 Sharing perspectives regardless of the topic. 

 Confusing or contradictory feedback that 

does not provide direction on how to 

proceed or improve.  

 Unclear reasons or open-ended feedback. 

 Feedback without justification or 

explanation.  

 Having to fish for and struggle to obtain 

feedback.  

 "Pat on the back" feedback that is overly 

neutral and lacks substance.  

 Not everyone feels comfortable giving 

feedback.  

 Having to repeat the same feedback.  

 Feedback that goes below the belt when it 

should not.  

 Excessively negative feedback. 

 

Based on the responses, it appears that whether the feedback was positive or negative 
regarding their work was not as significant. Naturally, the interviewees found it nice to 

receive praise and difficult to receive criticism, but they paid more attention to the 
usefulness or futility of the feedback for their work. Well-structured and justified 

feedback, whether challenging and critical or highlighting positive aspects and 
encouraging experimentation, was always seen as a positive thing. According to the 
interviewees, feedback that included the perspective and experience of the feedback giver 

helped them succeed in their work. The identity of the feedback giver did not seem to 
have a significant impact on the responses. While most of the feedback was perceived to 
come from supervisors and colleagues, the respondents felt that receiving feedback from 

anywhere was pleasant, assuming it was well-founded. Neutral feedback, described by 
the interviewees as expressions such as "no comments," "good, thanks," and "okay/8+," 

was considered highly negative. If the feedback giver had nothing constructive to offer, 
the interviewees classified it as a negative experience where the feedback was merely an 
annoying factor. It was generally perceived as negative when negative feedback was 

given without reasons or when individuals or their work were criticized. (Table 3.) These 
experiences align with the views of Cook et al. (2020), who argue that direct feedback 

and discussion help and motivate individuals to improve their work 

The interviewees found the amount of feedback problematic. Many had the sense that 
feedback had to be somehow extracted or "forced" out of their colleagues. Most of them 

expressed a desire for more frequent feedback without having to explicitly ask for it. 

It is noteworthy that the interviewees felt that their creativity was valued, and this was 

particularly evident through the feedback they received. Thus, feedback was directly 
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linked to their creativity, which they considered one of the best aspects of their work. 
Communication, in general, was also mentioned as one of the strengths in their work. 

According to Cook et al. (2020) trust established through communication leads to higher 

focus, better quality of work, and dedication. In light of this research, it is evident that 
organizations should pay attention to the feedback culture within their company. 

Feedback is one of the most important leadership tools, as its impact extends beyond the 
work itself to individuals' well-being. 

5.1.2 Communication in team 

Communication in the game development process is a broad concept that encompasses 
communication among team members through various channels. These channels may 
include informal conversations, meetings, chat messaging, emails, project tracking, and 

notes on workspace screens. The same channels may also be used to communicate with 
clients, whether they are end users or the organization that commissioned the product. In 

this study, we primarily examine communication within the team and with clients. 
Feedback, which was discussed earlier, is a part of communication. Below, we will 
examine aspects that can be clearly distinguished from feedback or are only partially 

related to it. 

It is noteworthy that none of the interviewees mentioned anything specific about 

communication problems related to tools. Although it was not specifically asked, the topic 
did not organically arise in the discussions. Experiences with tools that involved 
communication seemed to be either neutral or positive. The Table 4 presents gathered 

experiences and perspectives on communication, categorized under positive and negative 
headings based on how the interviewees described them. 

Table 4 Experiences of how communication was perceived. 

Positive Negative 

 Direct communication within the team among 

colleagues and superiors.  

 Interest in leadership and managing people. 

 Ensuring that matters are addressed and 

resolved. 

 The team helps in structuring and developing 

one's ideas. 

 Emotional expression and sharing with team 

members. 

 Coffee table conversations strengthen team 

spirit. 

 Communication among team members 

can be challenging at times due to 

different communication styles. 

 Not all information reaches everyone. 

 Communication suffers when not 

everyone is in the office. 

 Slow communication, waiting for 

decisions. 

 Need to "prove" facts during 

communication. 

 Challenges in communication when there 

are many people involved. 

 Unnecessary meetings. 

 No common language.  

 Project management processes, including 

their communication requirements. 
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The interviewees perceived direct and honest communication, including feedback and 
other forms of communication, as positive. Situations where they could openly and 
honestly discuss matters with team members or supervisors were seen as positive, even if 

the content of the discussions may have been negative. The interviewees felt that in good 
communication, issues were addressed genuinely and brought to a resolution. Cook et al. 

(2020) also highlighted the importance of open discussions in their research, emphasizing 
their impact on progress. Difficulties in communicating with team members were 
attributed to individual communication styles and understanding of information. This 

sometimes led to situations where a shared understanding of a matter was lacking, 
communication was influenced by emotions, or misunderstandings occurred. Remote 

work also posed challenges to communication, as not all information reached everyone 
equally well if only some team members were in the office. Difficulties were also 
attributed to remote work, large team sizes, and poor management, leading to situations 

where not everyone was aware of the decisions made. 

When considering experiences of communication, it is important to take into account 

what Schell (2008) discusses about the significance of the project for the participat ing 
developer. According to Schell, if game developers love the project, for example, if the y 
feel a personal connection to the genre, they are more likely to overcome communica t ion 

problems and succeed. None of the interviewees were currently working on a project that 
aligned with their personal preferences. Some even expressed a dismissive attitude 

towards the genre they were working with. This suggests that the interviewees may 
perceive communication as more problematic compared to developers who work on 
passion projects. 

The interviewees also mentioned aspects of communication that benefited their work, 
well-being, or other areas. Brainstorming with the team helped bring new perspectives to 

issues and clarified their own ideas. The processing of emotions and genuine human 
encounters were valued among the respondents. It was important that communication was 
not intended to harm, individuals were taken into consideration, and they were able to 

share their emotions and receive support for negative feelings. The significance of coffee 
table discussions for the work atmosphere and team spirit was considered important 

among the interviewees. 

Waiting for decisions from stakeholders or team members was perceived as a 
communication problem. The interviewees found it frustrating when communication was 

too slow, hindering their work. For example, situations where they were waiting for a 
decision on how to proceed with a certain matter were seen as annoying because progress 

was stalled without a clear decision. 

Negative experiences of communication were also related to project management or 
leadership and were perceived as unproductive or uninteresting. For instance, 

unnecessary meetings, which are intended for communication purposes, were seen as 
extremely negative if they didn't have any value or purpose. Additionally, tasks involving 

communication for task allocation or management were viewed as burdensome. 
Excessive conversations with managers, the need to justify things to them, or waiting for 
their decisions were also mentioned as annoying by several interviewees. The interna l 

communication within the team seemed to have a similar tone as feedback: if it doesn't 
contribute to improving the work, it becomes a burden. 

Two interviewees shared the same problem when it came to communicating with 
stakeholders, which was a lack of a common language with the client. One interviewee 
worked primarily in game design and graphics, while the other focused on audio. 



42 

However, the phenomenon seemed to occur regardless of the domain. They described 
difficulties in discussing project-related matters with the client, such as not being able to 
extract what the client actually wants. It was also challenging to communicate certain 

concepts to the clients as they did not seem to understand the terminology used. This 
language barrier-like phenomenon significantly hindered their collaboration with the 

client. It caused delays, led to misinterpretations, and generally made it more difficult to 
fulfil the clients' wishes. 

Clients can be individuals or organizations who may have limited or no familiarity with 

games, their terminology, concepts, and processes. It can be challenging for these clients 
to understand terms such as pixel art style graphics, the importance of sound effects when 

pressing a button, or the concept of game design and why it is necessary. These terms are 
also difficult to explain concisely and in-depth. Additionally, the gaming industry has a 
vast array of terms and concepts, even professionals in the field sometimes need to look 

up unfamiliar terms when they go beyond their own domain. It is not surprising that a 
language barrier can arise between clients and game developers, frustrating both parties. 

The problem also lies in the fact that even if both parties are well-versed in game 
development, having a conversation about what is fun, exciting, and visually appea ling 
can be incredibly challenging. This language barrier potentially affects the entire client 

relationship, from the initial sales contact to the project's final report and customer 
satisfaction. It is noteworthy that although the problem is described in relation to clients, 

the same issues can occur within a game company itself. Different domains may not 
communicate as easily and effectively with each other as one would hope. This was also 
mentioned in the interview responses, with a desire for improved communication between 

the art and design departments, for example. 

Having a large team or numerous external communication connections was perceived as 

problematic. As the volume of communication increased, so did the number of 
communication issues. Interviewees described situations where not all information 
reached everyone, leading to conflicting messages. This could contribute to project delays 

due to unnecessary work and waiting for decisions. 

According to Nummenmaa (2013), successful game projects generally have successful 

communication. This finding is not surprising, as game developers themselves consider 
the quality of communication to be highly important in their daily work. Only one 
interviewee mentioned that communication difficulties have been a contributing factor to 

the failure of game projects. However, all interviewees expressed in different ways the 
importance of communication quality and quantity to them. It serves as their best 

feedback, support in their work, and a guiding force. Although the interviewees' 
perspective was closer to their daily work, they also represented a broader project 
perspective as many of them were involved in project management and leadership roles. 

Based on this study, it can be concluded that communication has significant importance 
at both the individual and project levels, and these two are interconnected through 

communication. 

5.2 Answer to the RQ2 

The second research question was "What factors do creative employees experience as 

obstacles in the game development process?". In this section, we will go through the 
results of the study related to that. It is noteworthy that some of the findings from the 

research were related to both research questions (RQ1 and RQ2). 
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The interviewees were asked about the factors they see as obstacles to the progress of a 
game development project in general, as well as the factors that hinder their own work. 
These factors could be interconnected or completely independent from each other. For 

example, decision-making within the team, in which the respondent is involved, could 
slow down the team's workflow. On a personal level, resource constraints could hinder 

their work. When asked about what hinders their personal work, none of the interviewees 
mentioned anything that was not somehow linked to the entire organization. Based on the 
interviews, it appears that all the obstacles were primarily due to external factors beyond 

their control or could be defined as affecting a larger group. Only one interviewee  
mentioned that their own time management and the inability to be constantly creative 

were obstacles. The list below provides a summary of the identified factors that can be 
considered as hindrances to the progress of the entire project, based on the collected data. 

 Communication within the team (difficult to communicate / many people). 
 Communication with the client. 

 Poor project management. 
 Unnecessary meetings and bureaucracy. 
 Waiting for decisions. 
 Poor planning and on-the-fly changes. 
 Missing pipelines. 
 Dependency on others' work and their completion. 

 Overlapping multiple projects for the same development team. 

Several interviewees experienced that communication difficulties within the team or with 

external stakeholders hindered the team's performance. Factors contributing to the 
difficulty included each team member having their own individual communication style, 
as well as the involvement of a large number of people in the communication process. 

Remote work was also seen to affect internal team communication, as information might 
not always reach everyone if decisions were made, for example, in the office. Brown et 

al., (2011) highlight that a significant number of work-related discussions occur 
spontaneously in the workplace. Often, decisions made outside of formal meetings may 
be made so quickly that not all stakeholders are taken into account or informed. Kanode 

and Haddad's (2009) research findings align with the interviews as well. The larger the 
team and the more extensive the project, the greater the need for leadership skills, 

including effective communication. 

Communication with the client was also perceived as a significant obstacle by some 
interviewees. The challenges of communicating with the client were discussed earlier as 

well. In terms of client communication, there is another aspect that hinders progress. In 
sales, there is a saying, "the customer is king." This refers to the "special privileges" that 

apply to customers and not necessarily to individuals or parts of one's own organizat ion. 
Ultimately, the customer decides the pace of progress, what needs to be done, and how 
much they are willing to invest. If the customer says, "I won't have time to look at that 

this week, but probably next week", the account manager has no choice but to accept it. 
As mentioned earlier, communication difficulties arise when there is no common 

language or when the client is unfamiliar with certain aspects. It is likely that whenever 
there is a lack of common understanding or when the client is unfamiliar with certain 
concepts, there will be more situations where decision-making is delayed, to allow for 

further consideration and involvement of multiple parties. 

Poor project management was perceived as a hindrance. This aligns with the views on 

traditional software development, where literature identifies significant challenges in 
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project management. Kanode and Haddad (2009) point out that a large number of game 
projects suffer from schedule and budget-related issues. The interviews revealed that 
project management was considered inadequate, and it is worth noting that most 

interviewees were also responsible for project management as they held leadership 
positions. While several factors affecting project progress have been discussed, the 

implications for project management as a whole have been addressed to a lesser extent. It 
is possible that a situation arises where project management is executed well but is 
perceived poorly by the team. For example, illness, client changes of mind, technical 

constraints, and financial limitations can alter the project plan, even if there is no desire 
for such changes. In such a scenario, how these plan changes are communicated and 

addressed can also impact the team's perception of project management. Therefore, it is 
possible that the experience of poor project management stems from inadequate 
communication with the team. 

The list of hindrances also included unnecessary bureaucracy, unnecessary meetings, and 
decision delays. These were also mentioned by the interviewees when discuss ing 

communication difficulties and tedious tasks. The ideal scenario for the interviewees was 
to be able to focus on creative work and progressing the game project. They felt that the 
obligations associated with management, such as project management and various 

meetings, were hindrances but sometimes necessary. It is possible that the interviewees 
themselves felt compelled to hold what they considered unnecessary meetings and 

unnecessarily prolong decision-making processes, even though they could have made the 
decisions themselves from the beginning. Brown et al. (2011) mention that a significant 
number of game development teams have adopted some form of agile development. 

Typically, these development approaches involve daily and weekly meetings that are 
scheduled well in advance, perhaps somewhat inflexibly. In some teams, this may result 

in meetings being held simply because they have become a customary practice. It is also 
possible that individual participants do not always clearly see or understand the reasons 
that make a meeting necessary or a good communication method for that particular 

situation. The perception of meetings as unnecessary largely depends on the individua l's 
personal experience, although sometimes it aligns with an objective assessment of the 

meetings' value. 

According to Petrillo et al. (2009), inadequate, unclear, or constantly changing plans are 
a common challenge in game development projects. Game projects often involve a high 

degree of customization and iterative development, which makes it challenging to create 
comprehensive and strictly adhered-to plans, especially at a detailed level. This challenge 

is also present in traditional software development, but the specific requirements of game 
development, such as audio, visuals, and game design, add additional complexity. The 
interviews did not specifically inquire about the leaders in the projects of the interviewees. 

However, Murphy-Hill, Zimmermann, and Nagappan (2014) note that game projects may 
have leaders who lack strong technical expertise. They suggest that this can be a challenge 

when dealing with the technical aspects of the project. These technical aspects often 
intersect with scheduling and project management. The interviewees' experiences of 
project management problems may stem from the lack of technical competence in project 

leaders. In summary, the challenges of inadequate planning, changing plans, and project 
management issues are common in game development projects. The nature of game 

development, with its emphasis on customization and iteration, adds complexity to the 
planning process. Additionally, the technical expertise of project leaders can influence 
the successful management of technical aspects and project schedules. 

The lack of production pipelines was mentioned by only one interviewee, but their 
absence or inadequacy can be a significant hindrance. Issues with production pipelines 
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can also be related to the waiting time for the completion of others' work. If production 
pipelines are missing or not properly utilized, the work of team members may not flow 
smoothly to other team members as it could. It is possible that the experience of waiting 

for others' work to be completed is due to slow or cumbersome production pipelines, or a 
lack of optimization in performing all the tasks automatically that they could. If there is 

unused automation potential in the production pipelines, it may mean that more tasks need 
to be done manually than necessary. One interviewee described sound trimming as a 
tedious and monotonous task. In this context, sound trimming refers to editing audio files, 

such as removing unnecessary silence from the beginning and end, adjusting the volume 
levels, and possibly renaming the files. If sound trimming can be automated in the 

production pipeline but has not been implemented, it slows down the process of 
incorporating sounds into the project and adds to the tedious work. 

Several interviewees worked on multiple projects simultaneously. The team composition 

may have remained the same or partially changed throughout the projects, but their 
responsibilities included managing and contributing to multiple projects. They found that 

coordinating multiple projects significantly slowed down their work. Once again, the 
challenge of scheduling projects together arose because it was difficult to know when a 
specific task would truly be completed or when a team member would become available 

after finishing a previous task. Given the general knowledge that scheduling and project 
management in game development are challenging, it is not surprising that these 

difficulties are compounded when working on overlapping projects. Additionally, the 
"hat-switching" phenomenon serves as another hindrance. When transitioning from one 
project to another, there is often a need to take a moment to refresh one's memory and 

understand the current state of affairs in the new project. This transition may involve 
adapting to different tools, communication methods, and other factors, all of which 

consume time and mental energy. In the realm of traditional software development, this 
is quite common, especially for employees who work as consultants for mult ip le 
companies or projects simultaneously. 

In light of this thesis, it appears that those working in creative work experience poor 
communication, poor planning, and poor project management as factors delaying game 

projects. These findings are consistent with existing literature (Petrillo et al., 2009; Schell, 
2008; Kanode & Haddad, 2009; Nummenmaa, 2013). 

5.3 Limitations 

In this section, the limitations of the research and areas for improvement, expansion, or 
further investigation are discussed. The following points are mentioned: 

The sample size of the interviewees was limited to six, and a larger sample size would 
have been beneficial for the research. Also pool with more women, different age groups,  
and nationalities would have been better. However, the interviewees adequately 

represented the target group, with the majority having extensive experience in creative 
roles for approximately 50 years. This experience excludes any prior non-professiona l 

game development experience. While a larger sample size would have provided a broader 
knowledge base, the number of interviewees was sufficient to address the research 
questions and identify clear themes. 

It is important to note that some of the interviewees had a prior relationship with the 
interviewer. This shared context regarding projects, management models, team members, 

and other factors may have influenced their responses. To mitigate this issue, the 
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interviews were conducted in a way that kept the discussion separate from specific 
projects and maintained a general focus. This approach aimed to minimize the impact of 
personal experiences, such as those related to mutual acquaintances between the 

interviewer and interviewee. However, the existing connection may have fostered a sense 
of trust, encouraging open and honest communication, even on challenging topics. 

The discussions during the interviews covered various aspects of communication tools 
and their role in facilitating communication. However, there could have been more data 
on this topic. Brown et al. (2011) have demonstrated that communication in game 

development projects often involves the use of different materials, such as images, 
diagrams, or prototypes. While the interviewees did discuss the use and significance of 

communication tools, there were not enough comments specifically addressing this 
aspect. Gathering more data on the use of tools could have allowed for a more detailed 
analysis of their impact on communication and experiences. Despite the limited focus on 

tools, the research questions were adequately addressed without delving deeper into this 
aspect. 

A more detailed categorization of remote and office work could have been beneficial for 
the study. All interviewees had experience with both online and onsite work, and at the 
time of the interviews, they were engaged in either one or both of these modes. While 

specific aspects related to communication could have been further explored in relation to 
each work model, this topic was not extensively highlighted in the thesis unless directly 

relevant. Moreover, interviewees did not significantly raise this aspect as a separate issue, 
and essential experiences regarding communication and obstacles did not appear to be 
dependent on the work model. 

The timeframe for conducting the thesis was limited, considering the vast scope of 
creative work, software projects, and individuals involved in communication. These areas 

have been extensively researched. The available timeframe did not allow for in-depth 
exploration of each area, but the research questions were adequately addressed with 
sufficient depth. The goal was to observe and analyse how individuals engaged in creative 

work perceive the challenges of communication and project progression in software 
projects. This objective was achieved to the extent that the research questions could be 

answered. 
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6. Conclusion 

The purpose of the thesis was to examine the experiences of creative professionals in the 

gaming industry, such as graphic designers and sound designers, and to understand how 
they perceive different aspects of working on game projects. The thesis presented a dual 
research question. The first question was: "How do creative employees perceive 

communication and feedback within the game development team?". The second research 
question was: "What factors do creative employees experience as obstacles in the game 

development process?". The answers to these research questions were sought through a 
combination of literature review and empirical research, involving interviews with six 
individuals who have work experience in creative roles within the gaming industry. The 

interviews were recorded, transcribed, and analysed for themes. These themes were then 
compared to the existing literature and further analysed.  

The thesis addresses the question of how creative professionals experience 
communication within game development teams. Communication is highly important for 
creative professionals, and they strongly perceive both its shortcomings and successes. 

Their work is filled with communication with various stakeholders, and they believe that 
effective communication plays a significant role in the success of their projects and their 

overall well-being at work. The thesis also answers the question of how feedback on 
creative work is perceived. Creative workers primarily receive feedback orally from their 
colleagues. The quality, informativeness, and structure of feedback have a significant 

impact on their success and well-being in their work. The thesis also addresses the second 
main question: "What factors do creative employees experience as obstacles in the game 

development process?". Creative professionals perceive that communication difficult ies 
hinder their work. Issues such as communication confusion, slowness, and the lack of a 
shared language within their specific domain were strongly highlighted.  

The thesis opens up several avenues for further research, which would be relevant for 
refining game development processes and improving client communication, particula r ly 

in situations where the client is not from the gaming industry and the provider is a game 
company. The analysis of interviews and existing literature aligns with the understanding 
that communication problems are fundamental issues in game development, both in team 

and with stakeholders. Further investigation is required on how communication occurs 
between game companies and organizations that do not understand games, and how a 

common vocabulary could be established more easily. This would reduce unnecessary 
communication and improve its accuracy and quality. Both parties would save time and 
money. Additionally, game development often involves a significant number of creative 

professionals. Further research is needed to explore how creative workers communicate 
about their work to others and how these messages are interpreted. This would improve 

communication and results within the entire game development team.  
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Appendix A. Interview questions 

A: TAUSTATIEDOT 

1. Koulutusala:_________________________________________________ 

2. Koulutustaso:________________________________________________ 

3. Nykyinen ammatti tai työtehtävä: ________________________________ 

4. Yrityksen koko: ______________________________________________ 

5. Ikä: 18-24     25-34     35-44     45-54     55-64     65-   

6. Sukupuoli: Mies / Nainen / Muu 

7. Asuinpaikkakunta: __________________ 

B: OMA PELAAMISKOKEMUS 

Avoimia tai monivalintakysymyksiä haastateltavan omasta pelitaustasta esimerkiksi miten kauan 
on pelannut, kuinka usein pelaa ja minkä tyyppisiä pelejä pelaa ja millä päätelaitteella.  

C: OMA PELIKEHITYSKOKEMUS 

1. Miten päädyit pelikehittäjäksi (pelikehityksen pariin)? 

2. Miksi halusit pelinkehittäjäksi? 

3. Minkälaisia pelejä pelaat mieluiten/tällä hetkellä? 

4. Mitä pelasit lapsena? 

5. Kuinka kauan olet toiminut pelikehittäjänä? 

a. Kauanko missäkin roolissa, jos eri rooleja? 

6. Oletko toiminut yksittäisenä pelikehittäjänä vai yrityksessä vai molempia? 

7. Millaisista peliprojekteista sinulla on kokemusta: 

a. iso/pieni projekti 

b. kansainvälinen/kansallinen projekti 

c. virtuaalinen / fyysinen 

d. onnistunut/epäonnistunut)? 

8. Mikä on parasta työssäsi? 

9. Oletko miettinyt työpaikanvaihtoa pelialan sisällä?  

a. Mikä saisi sinut vaihtamaan työpaikkaa? 

10. Oletko miettinyt alan vaihtoa? Miksi? 

11. Missä eri rooleissa olet toiminut? 

12. Mitkä työtehtävät/Roolit kiinnostavat oman nykyisen roolisi ulkopuolella 

a. Sound Design 

b. Game Designer 

c. Tuottaja 

d. Graaffikko 
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e. Käsikirjoittaja 

f. Pelialan yksinyrittäjä 

g. Jokin muu, mikä? 

13. Pelaatko itse sen genren pelejä, joita nyt/viimeksi olet kehittänyt? 

14. Oletko koskaan osallistunut projektiin, jossa kehitetään sinulle läheisen genren peliä? 

a. Millaista se oli? 

15. Millainen olisi unelmaprojekti roolissasi? 

D: NÄKEMYKSET PELIKEHITYSPROJEKTEISTA 

Työkalut 

16. Millaisia/mitä työkaluja pidät tarpeellisina tai hyödyllisinä pelikehitysprojektin aikana? 

Miksi? 

Haasteet 

17. Mikä mielestäsi hidastaa pelikehitysprojektien etenemistä eniten?  

18. Mikä hidastaa tekemistäsi nykyisessä roolissa? 

19. Kuka (game designer, muut graafikot yms.) on paras tukesi työssäsi? 

a. Millä tavoin hän voi tukea työtäsi. 

20. Onko pelikehitystiimin toiminnassa jotain, mikä rajoittaa onnistumistasi? 

21. Koetko, että saat työssäsi olla luova? 

22. Koetko, että luovuuttasi arvostetaan?  

a. Millä tavalla tämä arvostus/sen puute näkyy? 

23. Millaiset työtehtävät ovat sinulle mieluisimpia? 

a. Miksi? 

24. Millaiset Työtehtävät ovat sinulle tylsiä / vastenmielisiä? 

a. Miksi? 

25. Millainen palaute työstäsi on rakentavaa ja hyvää? 

a. Kuinka usein saat tällaista palautetta? 

26. Millainen palaute on mielestäsi häiritsevää tai huonoa? 

a. Kuinka usein saat tällaista palautetta? 

27. Onko palaute ollut joskus ongelma työyhteisössä, miten sitä annetaan tai otetaan vastaan? 

28. Onko palautteen antamisesta keskusteltu työyhteisössä? 
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Appendix B. Invitation letter 

Hello,  

I am a Master's student in Computer Science at the University of Oulu and I am 
conducting a Pro Gradu thesis on how game developers who work in creative roles 
perceive their work and roles as part of a game development team. By better 

understanding the experiences and perspectives of employees in various positions, game 
developers can be supported to succeed and cope better in their work.  

As part of my research, I will be conducting interviews with graphic designers, sound 
designers, scriptwriters, and others who work in creative roles in the gaming industry or 
work closely with creative professionals. The interviews will last approximately 30-60 

minutes and can be conducted remotely, by phone, or in-person according to the 
interviewee's preference. The interviews will take place between March 20 and April 14 

or later if necessary. In the published thesis and possible scientific article, each 
interviewee, company, and game project will be anonymized to ensure that the 
interviewee cannot be identified.  

I would be grateful for your interest in participating in the interview, as well as for any 
suggestions or information you may have that could help me reach potential interviewees 

in your company.  

Please contact me for more information by March 31, 2023.  

Thank you for your time,  

Heikki Mustonen  

<email removed>  

<phone number removed>  

 Discord: <removed> 
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