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Within today’s emerging experience economy, it has become crucial for tourism and hospi-
tality providers to stand out by offering memorable and engaging experiences. It is unique-
ness, multisensory engagement, and stimulation on the mental, physical, emotional and in-
tellectual level, that is exceedingly craved by customers. 
 
This product-based thesis expands on that exact notion, while branching out into the core 
elements of storytelling and gamification in experience design. Within these elements spe-
cifically the notion of theming, the relevance of multisensory perception, the structural tech-
niques of telling a story and the gamification concept in tourism are discussed. By explor-
ing, extracting, and connecting the aspects of those concepts, a theoretical framework was 
built, which served as the basis for the creation of the experience product called kekri-
hunt2021. 
 
The thesis’ outcome aims to create a scavenger hunt experience for an event called 
Viaporin Kekri, that is specifically targeted towards the teenager segment, draws its core 
from its fictional storytelling and gamification concepts, partially incorporating multisensory 
perception and its details to complement the experience and unite it with the core themes 
of the event. 
 
Aside from literature review, service design thinking was used as the primary method to 
create the product. The author empathized with the target of teenagers as well as the Kekri 
brand, formed a clear design challenge based on relevant insights, ideated on new ideas 
with students, and rapidly prototyped and tested the solutions. Both methods were an inte-
gral part in transforming the idea into a tangible experience product. 
 
The product kekrihunt2021 was created for Viaporin Kekri, an annual one-day festival that 
celebrates the start of the dark season in a mystical atmosphere on the island of Su-
omenlinna at the coast of Helsinki. The kekrihunt project was planned, designed and exe-
cuted in autumn 2021, as part of the larger event’s project by a dedicated Concept Design 
Team, including the author. Viaporin Kekri took place on Saturday, 6th November 2021, 
however, the actual writing of this thesis occurred in spring 2023. 
 
Kekrihunt2021 is an experience, and quest for teenagers, crafted to be in harmony with 
Viaporin Kekri and its ghostly theme. Its fictional story of the protagonist and the key 
events were told weeks before the event via digital means to establish the purpose of the 
guest’s participation. However, the physical quest itself took place on the day of the event. 
 
The product is evaluated compared to the initial aims and objectives, which were almost 
entirely achieved. The thesis concludes that kekrihunt2021 and its theoretical framework 
can be used as a basis to create a similar experience product in the future. 
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1 Introduction 

Viaporin Kekri is an annual one-day festival celebrated since 2015 on All Saint’s Day on 

the island of Suomenlinna, a former sea fortress by the coast of Helsinki, Finland. The 

event is created by the collaboration of The Governing Body of Suomenlinna, its regional 

culture and service providers, businesses from Helsinki mainland, and students and 

teachers of Haaga-Helia University of Applied Sciences. The mystical event invites visitors 

to daringly welcome the darkness and remember loved ones that have passed. Past Nor-

dic traditions and an intentionally crafted story make up this unique and multi-sided event. 

The combination of components such as gastronomy, art, history, and a story world 

rooted in a unique setting of a sea fortress make the event interesting and worth visiting 

for everyone at any age. The event has also been playing a vital role in inviting visitors to 

the UNESCO World Heritage Site – not only in the popular summer season – but specifi-

cally in the dark season, when the number of tourists usually drop immensely. It has been 

a beneficial project for all stakeholders involved. 

 

“HOTEM” Students – students from various years of the Degree Program “Hospitality, 

Tourism and Experience Management” – have had the opportunity to co-design memora-

ble experiences for the event based on their experience design knowledge learned in 

class. Also, the author of the thesis participated in the project of the event in 2019, to put 

her various skills and knowledge in practice. As a first-year student, she made use of the 

opportunity to be a little part of its design and creation. Back then she was responsible for 

ideation and execution of the scavenger hunt concept for the Suomenlinna library venue. 

At the time, the event was lacking in concepts for the teenager segment. Hence, the col-

laboration with young adult novel writers seemed like an ideal starting point. The interac-

tive adventure game called “Glitch in Kekri” designed in 2019, planted the seed for further 

development of a scavenger hunt concept for teenagers in Viaporin Kekri. 

 

Furthermore, the author developed personal interest in pursuing the topics of experience 

design and creation. Having worked on “Glitch in Kekri” as a first-year student, opened her 

the door to the multifaceted field of experience design and its practice. She has always 

been interested in the practical and creative side of studying that stretches beyond the 

classroom. The involvement in Viaporin Kekri has made a remarkable impact on her de-

velopment personally as well as professionally as an aspiring experience designer. Over 

the years, she grew very fond of the event and its creation. Throughout her studies, the 

student grew an even greater interest in the field of experience design and Design Think-

ing. Actively working on many projects within the field was particularly meaningful to her, 

as she found her passion for designing, sense-making, and connecting elements of expe-
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rience design as well as leading and managing a team of like-minded and inspiring peo-

ple. The experience and knowledge she gained throughout the studies gave her strength 

and a valuable future advantage of creating an improved concept for the event that is in-

novative, worthwhile, and multifaceted. 

 

With that in mind, to fully explore the possibilities of a promising concept for Viaporin Kekri 

2021, it was obvious for the author to approach this thesis from a more practical angle. 

This makes this paper a product-based thesis, while the product of kekrihunt2021 is the 

result and the deeper exploration of its theory its origin. The project itself and its outcome 

alongside with the theory will be explored in this paper. Theories that were studied, ex-

tracted, and connected stem from experience design, storytelling, and gamification con-

cepts. The first ones are the Experience Realms, the Experience Pyramid, and the five 

key experience design principles; the second are the Freytag's pyramid and the Hero's 

Journey; and the third are gamification theories in tourism and the Memorable Experience 

Design Framework. Further on that in chapter two. 

 

It is also to be noted, that the “Cite Then Right – Harvard 12th Edition” referencing style is 

used throughout this paper. 

 

 
1.1 Aims and Objectives 

Since Viaporin Kekri has over the years struggled to offer experiences for teenagers, the 

first main objective became very clear early on to the author – create a scavenger hunt 

experience for Viaporin Kekri that is specifically attractive towards teenagers. As she 

worked on a similar experience already in 2019 for Viaporin Kekri, the author saw a lot of 

potential in creating something related or extending its original version. 

 

Due to the notion of effective experience design, which will be discussed later in chapter 

two, both elements of storytelling and gamification shall remain the main building blocks of 

the scavenger hunt. Hence the second main objective became the following – create an 

experience concept that relies on a strong story with gamified elements to immerse the 

participant in the experience. 

 

The author always had special interest in intentionally crafting an experience that draws 

its success from its connected details and the attention to its unity. With that in mind she 

was able to define the sub-objective – create an experience concept that makes use of 

multisensory perception and its intentional details to complement the whole experience. 
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In order to achieve these objectives, the author aims to explore and define key concepts 

such as experiences, gamification and storytelling in a light that fits the notion of this pa-

per. Her aim is to study the field, so in essence find relevant theories and frameworks. 

She will also examine the experience design elements as a frame of reference by apply-

ing and capturing them, in order to create a cohesive experience. Elements of Viaporin 

Kekri are investigated and applied as well. Once the experience has been designed, 

planned, and executed, the student aims to describe the planning process and final imple-

mentation of the project. Finally, she aims to evaluate the results of the practical imple-

mentation of kekrihunt2021 compared to the original theoretical planning. 

 

1.2 Project kekrihunt2021 in Viaporin Kekri 

Kekrihunt2021 is a project done by students of Haaga-Helia University of Applied Sci-

ences. It was part of the main project of the event Viaporin Kekri, that was led by the 

“Kekri Core Team”. The Core Team for the event includes leading managers as well as 

teams for marketing, communications, and concept design, just to name a few. 

 

The 2021 Concept Design Team consisted of four main managers, including the author of 

this paper. That team's job was to come up with experience concept ideas for the 2021 

edition of Viaporin Kekri. After brainstorming with their own management team of four, 

they were able to recruit students as helpers from the first year of the HOTEM Degree at 

the time. After rough ideas were presented to the new students, new teams were formed 

based on the venue and its concept. Those teams were the following: 

• Hallways/ Escape Room concept Team 

• Pajasali/ Children’s concept Team 

• Scavenger Hunt concept Team 
 

The essence of Viaporin Kekri is to offer a memorable experience for visitors as a whole, 

as well as individual experiences created by concepting managers and their teams. 

Through the students’ voluntary work, free experiences can be offered for various seg-

ments of the target. Kekrihunt2021 is the result of one of those individual experiences, 

that emerged from work done by the scavenger hunt concept team of the Kekri Core 

Team. This free experience shall further engage the visitors and enhance their experi-

ence. Hence, the product of kekrihunt2021 was an integral achievement for the Kekri festi-

val and it is discussed in detail in this paper, as well as further outlined in the appendices. 

 

Kekrihunt2021 is a hybrid digital-physical quest of one and a half hours played on Su-

omenlinna on the day of Viaporin Kekri. Here it is also important to mention that even 

though the team started out with the idea of a “scavenger hunt” concept, it later revealed 



4 

 

itself to be a “quest”. Quest is defined as: “a long search for something that is difficult to 

find, or an attempt to achieve something difficult” (Cambridge Dictionary, 2023c). 

 

The experience is made for anyone above the age of ten. The quest relies strongly on its 

fictional storyline, which unfolds itself already weeks before the event on the Social Media 

Platform “Instagram”. Anyone interested can follow what is happening to the teenager Aa-

ron and his four friends, while they get caught up in the happenings of Kekri, the spirits 

and the so called ‘’In-between’’ – a new invented realm of Kekri, where the teenagers find 

themselves between the worlds of life and death. All characters and storylines are created 

from the team’s imagination for the sake of the quest. Inspiration was taken also from 

movies, games, and social media. 

 

Aaron’s blog on Instagram, called “Aaron’s Peculiar Blog” (APB), serves as the basis for 

the storytelling where Aaron posts anything mystical, spooky, and spiritual. During the pre-

stage of the event, we get to know about the background of Aaron’s investigation of tales 

about mysterious spirits and his disappearance on Suomenlinna. The social media users 

get to meet his friends who are planning to find him and figure out what happened, while 

getting lost themselves. Witnesses also get to know a “strange” fellow named Louis, who 

opens the gate to the mystical World of Kekri. The story is told from Aaron’s, his friends’, 

the spirits’ of Kekri and Louis’ point of view. We get a glimpse of the story from different 

perspectives in order to truly understand what happened on the verge of Viaporin Kekri. 

 

The main gist for the participant on the day of Kekri is to save Aaron and his friends from 

being lost forever, before the Kekri buck is burned – which is the main ceremony of the 

event. They get instructions from Louis and a map that gives them guidance through the 

checkpoints and clues on the way. The teams that participate in the quest need to find in-

gredients, solve puzzles, find their way to Aaron, and make a special potion, before the 

time is up. Only then the kids can be saved from the Kekri spirits. Once Aaron and his 

friends have been saved, the participating teams will be rewarded. They also receive a 

thank you letter sent via email, that reveals “easter eggs” to bring a close to the experi-

ence. 

 

The product itself with its details is outlined in Appendix 1, however, the following illustra-

tion (figure 1) attempts to show a brief overview of the participant’s journey – the three ex-

perience phases that they go through: 
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Figure 1. kekrihunt2021 – Participant’s Journey (Lohoff, 2023) 

 

1.3 Methods 

The methodology will be described in-depth in chapter 3.3, however, as follows will be the 

methodology content in brief. Two distinct methods were applied and used for the sake of 

the creation of kekrihunt2021. Both methods were an integral part of the creation of the 

product as one would not work without the other. The methodology used is the following: 

1. Service Design Methodology (Design Thinking) 
2. Literature Review of related Experience Design theories 

 

The author has made use of “The Five Stages of Design Thinking” (d.school at Stanford, 

no date) as the primary method to design the experience with the human and the target 

needs in mind. The student empathized with the target of teenagers and the Kekri brand, 

defined the challenge in context of Viaporin Kekri and Suomenlinna, ideated with students 

and the team to come up with creative ideas, prototyped the solutions in quick and easy 

ways and tested the solutions. 

 

The secondary method for the creation of the product of kekrihunt2021 has been literature 

review: The student studied the field of experience design, storytelling and gamification 

including its elements. Related theories, articles, books, and websites have been re-

viewed by the author. To be specific, as part of the exploration, related theories have been 
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extracted and applied in order to craft an experience that brings value to its participants as 

well as Viaporin Kekri as an event on Suomenlinna. 

 

1.4 Key Definitions 

The following key words are the main concepts of the thesis: 

• Experience 

• Multisensory perception 

• Storytelling 

• Gamification 
 

Experience is “an immediate, relatively isolated event with a complex of emotions that 

makes an impression and represents a certain value for the individual within the context of 

a specific situation” (Boswijk et al., 2012, p. 61). In their book “Sustainable customer expe-

rience design: Co-creating Experiences in Events, Tourism and Hospitality”, the authors 

conclude that experiences always require active involvement, attention and engagement 

in an activity, situation, or event. The one experiencing will be taken out of their ordinary 

life somehow or another and will create memories stimulated by distinguished emotions 

during the experience. (Smit and Melissen, 2018, p. 16.) Additionally, experiences are 

characterized as truly personal to each individual: 

The customer experience originates from a set of interactions between a customer 

and a product, a company, or part of its organization, which provoke a reaction. This 

experience is strictly personal and implies the customer’s involvement at different 

levels (rational, emotional, sensorial, physical, and spiritual). Its evaluation depends 

on the comparison between a customer’s expectations and the stimuli coming from 

the interaction with the company and its offering in correspondence of the different 

moments of contact or touchpoint. (Gentile, Spiller and Noci, 2007, p. 397) 

 

It is important to make a distinction between the meaning of experience. They can be de-

fined as firstly, “(the process of getting) knowledge or skill from doing, seeing, or feeling 

things” and secondly, ”the way that something happens and how it makes you feel” (Cam-

bridge Dictionary, 2023a). The focus of this paper lies in the latter. A better way to grasp 

the concept is by defining the term experience according to the German word “Erlebnis” – 

“An encounter or event that someone had that left him or her deeply and profoundly im-

pressed” (DWDS, 2023). 

 

The adjective multisensory is defined according to the Merriam Webster Dictionary (2023) 

as follows: “relating to or involving several physiological senses”, while perception is de-

fined as ”the quality of being aware of things through the physical senses, especially sight” 

(Cambridge Dictionary, 2023b). In the context of an experience, multisensory perception 

plays a huge role, as one takes in their environment through all senses, while receiving, 

trying, recognizing, acknowledging, and starting to be aware of the experience product, as 

discussed by LaSalle and Britton (Tarssanen and Kylänen, 2005, p. 148). The authors 

https://dictionary.cambridge.org/dictionary/english/happen
https://dictionary.cambridge.org/dictionary/english/feel
https://dictionary.cambridge.org/dictionary/english/quality
https://dictionary.cambridge.org/dictionary/english/aware
https://dictionary.cambridge.org/dictionary/english/physical
https://dictionary.cambridge.org/dictionary/english/sense
https://dictionary.cambridge.org/dictionary/english/especially
https://dictionary.cambridge.org/dictionary/english/sight
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Tarssanen and Kylänen (2005, p. 145) define the term as such: “Multisensory perception 

means that the product should be capable of being experienced with as many of the 

senses as possible.” Pine and Gilmore (1998, p. 104) argue that the more engagement of 

the senses is present during the experience, the more memorable it will be. 

 

In the simplest terms, the English meaning of storytelling is “the activity of writing, telling, 

or reading stories” (Cambridge Dictionary, 2023d). In the context of the experience crea-

tion of kekrihunt2021 one may extend the definition. The National Storytelling Network 

(2023) attempts the definition as follows: “Storytelling is the interactive art of using words 

and actions to reveal the elements and images of a story while encouraging the listener’s 

imagination.” In the article ”Serious storytelling - a first definition and review” the authors 

demonstrate four components of storytelling: “Perspective”, meaning there are ultimately 

subjective views of the story shared; “narrative”, meaning the actual content of the story; 

“interactivity”, which often refers to the interaction particularly with digital media; and lastly 

“the medium”, which describes the technology and means used to tell the story. (Lugmayr 

et al., 2017, p. 6.) 

 

Defining the concept of gamification is still an ongoing process. There are a lot of different 

definitions in the academic world, even though it has become a continuous trend within 

the tourism field (Parapanos and Michopoulou, 2021, p. 13). It can be said that gamifica-

tion is “the use of game design elements in non-game contexts” (Deterding et al., 2011, p. 

9). More specifically, Kirsh defines gamification as “using game-based mechanics aesthet-

ics and game thinking to engage people, motivate action, promote learning and solve 

problems” (Parapanos and Michopoulou, 2021, p. 14). Seaborn and Fels add that “game 

elements are patterns, objects, principles, models, and methods directly inspired by 

games” (Bulencea and Egger, 2015, p. 29). In addition, gamification does not refer to the 

full game experience, but only contains game elements according to Fleming et al. (Xu 

and Buhalis, 2021, p. 4). It is also crucial to mention that even though there are different 

and reasonable definitions of gamification out there, it is still a questionable term as it can-

not refer to all its complex aspects: “the complexities of game design are made to look 

easy” (Bulencea and Egger, 2015, p. 30). 
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2 An examination of experiences, storytelling, and gamification 

The following chapter builds the foundation, or the theoretical framework, for the creation 

of kekrihunt2021. Exploring and combining aspects from several related theories and 

ideas is one technique of building a memorable experience product, which has been ulti-

mately attempted here. 

In fact, taking a more multidisciplinary approach, when researching tourism experiences in 

their design context, has been emphasized by Tussyadiah (2014, p. 559): Given the na-

ture of tourism experiences, which involve many diverse touchpoints throughout, it is en-

couraged to use groundwork rooted in diversity from different disciplines, as opposed to 

staying within the same field. Disciplines not normally used in tourism context may be an 

advantage in the experience design of a tourism experience product. 

 

In the following subchapters, the concepts of experiences, storytelling and gamification 

are explored from different perspectives. The author starts with the introduction of the con-

cepts of experiences and experience design, including the theories of Experience Realms 

and Experience Pyramid of which are unpacked to set the stage of what is to come. Then, 

she goes into the notion of storytelling in the light of experience design, especially theming 

and harmonization, while also delving deep into what makes a good story and how to 

structure it. Namely, discussing the relevance of stories in experiences and introducing 

the servicescape, the Freytag’s Pyramid and the Hero’s Journey. What follows is the defi-

nition and exploration of gamification from multiple point of views including the tourism an-

gle, while also touching briefly on elements of the Memorable Experience Design Frame-

work. Above all, each subchapter includes brief reflective paragraphs on the kekri-

hunt2021 concept supported by its related implementation characteristics. The author 

brings a close to chapter two by explaining the experience as a whole and presenting a 

visual theoretical framework that was utilized to create the experience product of kekri-

hunt2021. 

 

2.1 An introduction to experiences and experience design 

In 1998, B. Joseph Pine ll and James H. Gilmore welcome us into the emerging experi-

ence economy. In their article “Welcome to the Experience Economy” in the Harvard Busi-

ness Review, the two authors refer to “The Progression of Economic Value”, which de-

scribes the transition from the agrarian, to industrial, to service; and now ultimately to the 

experience economy as goods and services are commoditized. The article is mainly dedi-

cated to companies and businesses, encouraging them to focus on creating memorable 

customer experiences to keep up with the customer demands, meet customer specific 

needs and stand out in the market. It is to be pointed out that businesses and companies 
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not only need to uplevel their services, but also intentionally design engaging experiences 

that require a reasonable fee. (Pine ll and Gilmore, 1998, pp. 97–98.) Even in 1992, the 

German sociologist Gerhard Schulze took note of the so-called experience society in 

which the individual keeps their attention more focused on themselves, while seeking 

abundant and valuable experiences that make an impact on their personal inner life. 

(Tarssanen and Kylänen, 2005, p. 135.) 

 

Experts have basically already predicted the inevitable progression into experiences that 

dictate the future economy as during the growing economy, people’s time and personal 

experiences became more valuable than goods and services (Hunnicutt, 2020, p. 14). 

Therefore, time has made it clear that keeping intentionally designed and memorable ex-

periences in the centre of the emerging economy, including the tourism and hospitality in-

dustry, is inevitable. With the rise of technologies, high speed internet and easy access to 

products and services, people crave extraordinary experiences more than ever. (Bulencea 

and Egger, 2015, p. 14.) 

 

Nowadays, “emotions are bought and sold” and satisfying the consumer’s basic rational 

need is not sufficient. Emotion and feelings have to be prioritized during experience prod-

uct creation. (Tarssanen and Kylänen, 2005, pp. 135–136.) “Tourists now desire for: their 

inclusion in unique activities, multi-sensory engagement and for mental, physical, emo-

tional and intellectual stimulation” (Bulencea and Egger, 2015, p. 14). It can even be said, 

that consumers expect higher quality of tourism products and might even take them for 

granted. Therefore, it is crucial to keep intentionally designing experiences that are engag-

ing and memorable, in order to maintain a healthy economy. (Tarssanen and Kylänen, 

2005, p. 135; Bulencea and Egger, 2015, p. 14; Pine ll and Gilmore, 2019, p. 7.) 

The event of Viaporin Kekri is no exception in that. It is an intentionally crafted experience 

to engage the visitor in multiple ways: The concept including the story are created to be 

out of the ordinary; and the event offers unique activities in a setting that is one-of-a-kind – 

a sea fortress in the darkness. The following quote brings to light its uniqueness: 

On Kekri, the past breaks into the now, and the new arises from the old transforming 

the fortress and revealing its secrets. The souls of the dead return to the world of liv-

ing, and people wallow in food, music, art, and games celebrating the last rays of 

light and the rich harvest (Viaporin Kekri, 2022a). 

 

It is to be noted that when addressing the design of experiential products, one cannot 

solely assume that there is the “one and only tool” or “model” for its ultimate success as 

creating an experience is a complex process (Bulencea and Egger, 2015, p. 55). 

The main reason for that is the fact that the experience itself only occurs “inside” the per-

son (Mossberg, 2007, p. 60), so experiences are highly emotional and personal (Gentile, 

Spiller and Noci, 2007, p. 397). According to Christian Jantzen (2013, p. 146) experiences 
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are mental, physical, and psychological phenomena; and they happen regularly in each of 

our lives whether they are designed for us or not. We remember experiences as chunks of 

stories, while those stories may also impact the way we sense and feel the next experi-

ence, and what we make of it later. Even though a tourism experience product may be de-

signed, marketed, and produced for the consumer to be successful, the consumer them-

selves is the actual producer of their own quality and value of the experience: “Designers, 

manufacturers, marketers, entertainers or retailers are at best merely providers of the 

frames and elements of a specific experience.” (Jantzen, 2013, p. 146.) It has been em-

phasized that the process of experiences is not as easy to describe, as the experience 

highly depends on one’s mood, goals, expectations, attitudes, and capabilities, which on 

the other hand may change in an instant. That makes this concept so subjective. 

(Jantzen, 2013, p. 146.) 

 

Hans Gelter (2006, p. 34) affirms it is only the “person living the experience”, who can de-

clare what it meant to them or in which context it mattered; hence the stager of the experi-

ence may only stage the setting and conditions for the experience. Schulze and Mossberg 

are referring to the circumstances and the environment, in which the guest experiences 

the experience which can be provided by an organization, rather than the experience itself 

(Mossberg, 2007, p. 60). Pine and Gilmore (2019, p. 16) specify that “no two people can 

have the same experience – period”. Nevertheless, the memory of the experience is valu-

able for each individual, despite the experience being intangible, as it stays with the guest. 

In fact, being engaged in a well-done experience is often much more valuable for the 

guest than purchased goods as studied by Carter and Gilovich. (Pine ll and Gilmore, 

2019, pp. 16–17.) 

Gentile, Spiller and Noci (2007, p. 396) even go on to claim that because experiential 

products are closely connected to the emotional value acquired by intangible elements, it 

becomes more important to look at the “person” – as opposed to the “customer” – who un-

dergoes a holistic experience in which each touch point matters in which the guest inter-

acts with the experience producer. It is not about selling or staging the memorable experi-

ence, but rather about creating the right context including its intentional artifacts, that the 

guest can use to create their own distinct and personal experience exceeding their expec-

tation at every touch point. 

 

This may be important to keep in mind while a further analysis and discussion takes place 

throughout this paper. It is especially relevant when assessing the product in the end. 

Kekrihunt2021 was designed keeping in mind existing theory, while the objectives were 

formed based on reasonable assumptions about the visitor of Viaporin Kekri. However, 

the subjectivity of the experience product may always influence the outcome of the guest’s 
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experience value. Nevertheless, the kekrihunt team was aiming to build the right condi-

tions with fitting and suitable artifacts that guide the guest towards a memorable experi-

ence. In addition, as debated above, experiences are wanted and expected by people, 

and there are ways to make them memorable and valuable for each guest. 

Pullman and Gross state that even if there are experience design constraints, by keeping 

the focus on specific characteristics one may boost the possibility of a memorable experi-

ence for the guest (Bulencea and Egger, 2015, p. 27). 

According to Komppola and Boxberg, even though emotional experiences are personal 

and subjective, there are nonetheless valid attempts to create the fundamental precondi-

tions of a good experience by making use of the methods of service concept, service pro-

cess and service system (Tarssanen and Kylänen, 2005, p. 138). 

 

2.1.1 Experience Realms 

One way to set the stage literally and figuratively when creating a truly engaging experi-

ence is by analysing the experience based on the “The Four Realms of an Experience” 

(see figure 2). 

 

 

Figure 2. The Four Realms of an Experience (adapted from Pine ll and Gilmore, 1998, p. 

102) 

 

According to the model, an experience can be influenced to be engaging on multiple lev-

els, in this case on two distinct dimensions: Firstly, on the dimension of the guest’s partici-

pation which may be active or passive. And secondly, on the dimension of the connection 

or environmental relationship that unites the guest with the experience – the guest may be 

immersed in the experience, or may just absorb the event from a distance. The level of 

passive to active participation, and the level of absorption to immersion may vary in the 



12 

 

light of the experience and of the guest themselves. The guest may be educated, enter-

tained, escaped, or “esthetically” pleased. (Pine ll and Gilmore, 2019, pp. 39–40.) The 

goal in designing a compelling experience is to incorporate elements of all realms in a 

suitable way, which can then be referred to as “the sweet spot”, located right in the middle 

of the circle. Exploring all realms, or at least two, may enhance the experience and help to 

create new ones. (Pine ll and Gilmore, 2019, pp. 50–52.) 

 

The author likes to reveal that with the concept of kekrihunt2021, the team aimed to com-

bine the two realms of “Entertainment” and “Escapist”. Pine and Gilmore (2019, p. 56) 

would refer to this combination as the “Escatainment”. The participant is in their own way 

passively absorbing the online and offline content of the story as well the acts of charac-

ters. Meaning the story of Aaron (the main character of kekrihunt2021) in this unique set-

ting is told by digital, physical, and human means, while the guest passively absorbs its 

content. This is the primary focus in this realm. The participant is, however, also actively 

participating and immersed in the kekrihunt2021 on the day of Viaporin Kekri. It is the par-

ticipant’s job to solve puzzles and riddles while gathering ingredients around the island to 

finally make the potion and save the kids. Basically, the participants have escaped their 

regular day-to-day lives, and are immersed in the world of the spirits of Kekri and Aaron, 

as well as the setting of dark Suomenlinna, while having to actively perform tasks to fur-

ther shape the story themselves. This realm is mainly related to the gamification aspect of 

this paper; however, not entirely, as the story, location and details of the experience are 

also a big part of creating the feeling of escapism. 

 

All in all, it can be observed, that the lines of the experience realms are blurred, and the 

experience cannot entirely be "packed in a box". Nonetheless, they may serve as the big 

picture and give an overview of the experience as a whole. 

In order to start the exploration of further details of how to design an experience, the Ex-

perience Pyramid is described in the following paragraphs. The Experience Pyramid is es-

sentially one of numerous tools used to design an experience, and it was ultimately used 

as the starting point for the concept design of kekrihunt2021. 

 

2.1.2 The Experience Pyramid 

Mika Kylänen and Sanna Tarssanen (2005) attempted to sum up and analyse the content 

of an experience: They created their model (see figure 3) for producing experiences 

based on related theory. It was one of the first models to answer questions such as: How 

can an experience be produced? And what makes an experience worth producing? They 

take a touristic approach to this vast world of experiences and try to define distinguishable 

elements to offer special guest experiences. The model is only one tool of many to use 
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when analysing an experience product, that does not include factors such as “basic tech-

nical quality features and profitableness”. It is purely a framework “for designing products 

that provide customer a true meaningful experience” (Tarssanen and Kylänen, 2005, pp. 

138–139). Nevertheless, it appeared obvious for the author to inspect its contents as it es-

sentially ties to the building blocks of designing a memorable experience. 

 

 

Figure 3. Experience Pyramid (Tarssanen and Kylänen, 2005, p. 139) 

 

The Experience Pyramid studies a tourism experience from two angles. As seen on figure 

three, the horizontal axes represent the various influential variables of the experience: In-

dividuality, authenticity, story, multi-sensory perception, contrast, and interaction. They are 

defined as the influential factors on the guest's experience. Therefore, once these experi-

ence elements are considered, a memorable and unique experience can be built. Accord-

ing to the authors it is important to note, that when all experience elements are used in ac-

cordance with the concept and especially at all stages of the product – from pre, during, to 

post experience – the most beneficial experience foundation can be constructed; hence 

an experience can be created that will be remembered positively by the guest.  (Tars-

sanen and Kylänen, 2005, pp. 139–140.) 

 

Aside from the experience elements on the horizontal axes, the pyramid also describes 

the guest's perspective on the vertical axes, which refers to the stages of experience they 

go through on each level of experience (Tarssanen and Kylänen, 2005, p. 139). The lev-

els of the experience will not be focused on in this paper, however, understanding the Ex-

perience Pyramid as a whole, may give a better understanding of how the guest under-

goes the experience. The guest ideally goes through all levels, but at least the first three 

can be influenced by the stager of the experience. Firstly, the guest essentially develops 

interest on the motivational level; secondly, they experience the product through all of 

their senses, so the product is experienced on a physical level; and thirdly, they move to 

the intellectual level, in which they process the sensory information received by the envi-

ronment and ideally learn something new from the experience. According to the creators 
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of the Experience Pyramid, once stage three is reached, the final effect on the guest’s ex-

perience is out of hand of the producers. If, however, all the previously mentioned experi-

ence design elements were properly used in the first three stages, the guest may reach 

the emotional level, meaning they underwent a meaningful experience. The authors men-

tion that in this case, a positive emotional response has occurred as a result of the experi-

ence. Finally, the highest level the guest can reach is the mental level, in which the guest 

can conclude that they have personally changed in one way or another, as they experi-

enced a positive and strong emotional response to the experience. (Tarssanen and 

Kylänen, 2005, pp. 147–149.) 

 

In this paper, the author will mainly focus on four features of the horizontal axes of the Ex-

perience Pyramid: Authenticity, story, multi-sensory perception, and contrast. Essentially, 

as briefly touched on above, the model of the Experience Pyramid was used as a starting 

point to be able to branch out in different directions of theories, while remaining within the 

scope of the paper. The features mentioned will be explored throughout the whole theoret-

ical framework at suitable stages and in different ways. First, the author will dive into how 

the element of multisensory perception matters in experience design and in kekri-

hunt2021. 

 

2.1.3 Multisensory Perception concept in experience design 

As mentioned, and acknowledged in chapters 1.4 and 2.1, the way we experience basi-

cally anything is first and foremost through our senses (Gelter, 2006, p. 35).  

This makes the concept of Multisensory perception an important factor to consider during 

the design process, as will be discussed in the following paragraphs. 

Moreover, before getting deeper into this feature in experience design, it may be neces-

sary to define the term “multisensory experience”. In 2020 Velasco and Obrist have de-

fined multisensory experiences as “. . .impressions formed by specific events, whose sen-

sory elements have been carefully crafted by someone” (Velasco and Obrist, 2021, p. 1). 

Essentially, the multisensory experience has been created with intention and keeping in 

mind sensory elements. (Velasco and Obrist, 2021, pp. 1–2.) In other words, a day-to-day 

experience, for example watching a movie at home, is an event that involves sensory 

stimuli; however, a multisensory experience would be the complete cinema experience, as 

it is carefully crafted by someone for someone through sensory input. 

 

According to the authors Tarssanen and Kylänen, “Multisensory perception”, as shown in 

the Experience Pyramid above, is an experience element which suggests that the experi-

ential product shall be created in such a way that all the guest’s senses, or at least as 

many as possible, are stimulated in order to get the full experience. Most importantly, a 
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total harmony needs to be designed in which the sensory inputs complement each other 

as well as the overall theme of the experience. Diversity in the ways of engaging the guest 

using sensory stimuli ensures that the guest recalls the experience as memorable. (Tars-

sanen and Kylänen, 2005, p. 145.) Tuominen and Heikkinen (2017, p. 70) point out that 

the customer experience in hospitality and tourism shall be viewed as sensory “immer-

sions of seeing, hearing, smelling, tasting, and touching”, so that the visual image en-

hances the soundscape, the physical features of the experience are consistent with the 

impression created prior to the event, and the location should set the stage for all of these 

sensory touch points of the whole experience. Agapito, Valle and Mendes (2014, p. 225) 

argue similarly: In order to achieve the desired outcome of the guest’s experience, incor-

porating the guest’s five senses into the experience externally, meaning intentionally stag-

ing the surrounding, has been emphasized in this context, as the guest’s perception is ulti-

mately impacted by their immediate surroundings. 

In addition, due to the notion of experiential consumption for individuals being character-

ized by pleasure, the need for creating the optimal multi-sensory environment has been 

pointed out, which basically contributes to value creation for both customers and busi-

nesses. Hence the use of all senses in an experience has been identified as an important 

technique for promoting distinct and engaging holistic guest experiences. (Agapito, Valle 

and Mendes, 2014, p. 225.) Goldstein argues that it is our sensations that serve as the 

producer of how we perceive our surroundings. In this process we select, organize, and 

interpret our sensory information, which makes it a “conscious sensory experience”. 

(Agapito, Valle and Mendes, 2014, p. 225.) 

Boswijk et al. (2012, pp. 170–171) stress the sense of smell to have one of the most pro-

found impacts on the guest’s experience, as that stimulus makes its way directly to the 

brainstem, determining straight away whether we like or dislike something or someone. 

Generally, it is the subconscious perception we process throughout the experience, that 

might leave us positively or negatively impressed. At the same time, perceptions that we 

are not aware of might bring about a strong emotional response, such as the beauty of the 

surroundings, the ease of getting to a location, or the way the host interacts with the 

guest. These things are important factors to consider when designing an experience, so it 

is memorable and positive. 

 

Pine and Gilmore (2019, p. 77) also emphasize the importance of using sensory stimu-

lants during an experience as it deepens and enriches its theme and makes it more mem-

orable. It is essential to ask oneself, which exact sensations should be used as cues that 

convey the theme, for which the guest came to experience. Moreover, not every sensation 

or combination of sensations fits into an experience. As a result, in the sensational con-

text, it is critical to ensure that negative cues are eliminated and positive cues are refined. 

This way the guest will get an impression of the experience through senses that match the 
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theme; and hence, make it more believable and engaging. (Pine ll and Gilmore, 2019, pp. 

78–79.) 

 

On the other hand, it may be counterproductive to use too many sensory cues at the 

same time as it might only lead to overstimulation and confusion. At times it may be wise 

to incorporate just one sense at a time, as opposed to mitigating the enhancement of the 

experience with too many senses. It is essential that the use of senses is purposefully de-

signed and even scripted. The author refers to the “dramaturgy of the senses”, where the 

creator times and pitches the different senses, so they are symphonized in harmony while 

complimenting each other. (Gelter, 2006, p. 42.) 

 

Kekrihunt2021 fits into this notion, as it has been designed in way that incorporates all five 

senses with appropriate cues, while aiming to eliminate negative ones that do not fit into 

the experience concept. In fact, most checkpoints throughout the quest make use of one 

or more senses to complement the experience (see Appendix 1). Basically, they are all 

functioning as positive cues that fit the theme of the experience and make it consistent 

with the storyline of Aaron and Kekri, enhancing the experience for the guest. 

Using features to ensure consistency, in other words the element of theming and harmoni-

zation, will be further discussed in chapter 2.2.3. The following chapter investigates the 

concepts of story and storytelling, while going into a detailed investigation of their im-

portance in experience design. 

 

2.2 Story, storytelling and its relevance in experience design 

When it comes to stories and tales, it can be said that they are “means of socialization” as 

stories have been part of our human existence for a long time. For example, by listening 

to a story, children learn how to distinguish the good and the bad. (Tarssanen and 

Kylänen, 2005, p. 144.) In fact, according to Adaval and Wyer (1998, pp. 207–208), we 

humans receive a lot of our social information in our daily lives presented to us as stories, 

meaning we construct a story in our memory that is made up of a sequence of themati-

cally and temporally related events, to process our personal and social experiences, and 

consequently give meaning and value to them. Also, Daniel Pink states the following: 

“Stories are easier to remember — because in many ways stories are HOW we remem-

ber” (Andy Sontag, 2020). Mathisen (2014, p. 158) implies that it is the stories we listen to 

and create that help us to understand the meanings of our experiences. Jensen, Salzer-

Mörling and Twitchell define stories as our basic human need, because values and princi-

ples, and history and background, are communicated through stories from generation to 

generation. We use stories to create meaning in our lives, encourage creativity and stimu-

late emotion. (Mossberg, 2008, p. 196.) Hence, there is a lot of power in storytelling in the 
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context of tourist experiences, as we humans innately connect with stories. (Mathisen, 

2014, p. 158.) 

 

2.2.1 Servicescape and stories 

As studied by Lena Mossberg (2008, pp. 195–196), there are many tourism and hospital-

ity concepts developed around a story or fictious characters, as it has become a global 

trend to do so; for example in theme parks, destinations known from popular movies, 

guided tours, and events based on stories and myths. Storytelling is a powerful tool to 

show the organizational values and features, while also being able to offer experiences for 

consumers in a particular “servicescape” to complete the image of the concept holistically. 

Servicescape is a model,” which demonstrates the relationship between the physical am-

bience and place and its impact on service delivery and perception, both for customers 

and for staff” (Oxford Reference, 2023). It has been examined that the physical service 

setting can very well transmit a story to the guest, and hence create more meaning for the 

consumer (Mossberg, 2008, p. 196). 

 

In 2007, Lena Mossberg opened the debate of substituting servicescape with experi-

encescape in the tourism context: According to Bitner (1992), the servicescape is a com-

mercial place controlled by the organization that tries to get people to make purchases. 

Experiencescape, however, is not limited to one physical place or ambience, but refers to 

the guest in the core of the space: The guest does not only take in their surroundings by 

sight, but through all the senses of the body while co-creating their own environment and 

hence creating personal meaning to the place. She refers to experiencescape “as nested 

products of inputs from organizations and tourists. They are produced through substantive 

and communicative staging.” (Mossberg, 2007, p. 63) In addition, Mossberg (2007, p. 63) 

mentions Steinbecks concept of the mindscape, which describes a dream world that 

guests can escape to. This dream world consists of phases the guest escapes to, in which 

they can explore novel roles, places, interactions and ultimately experience something 

completely new. 

 

In short, experiencescape may be a concept that better describes the multifaceted space, 

in which the tourist undergoes the experience product. However, the author will keep the 

focus on servicescape throughout this thesis, as it is a more simplified concept. In the 

context of this paper, the experiencescape may stretch beyond the scope of this thesis. 

Yet, it is a concept worth mentioning, as it highlights the complex notion of experiences, 

which has been addressed in earlier paragraphs. 
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With that said, servicescape is a suitable concept in the context of the event Viaporin 

Kekri and its story. The event would not exist without the setting (the UNESCO World Her-

itage Site and island called Suomenlinna), as well as its historical aspects. Viaporin Kekri 

was born from an ancient Finnish tradition and was reinvented in the light of today. 

The day of Kekri, which was both the end of the harvesting season as well as the end of 

the calendar year, used to be a positive celebration with plenty of food and drinks. 

It used to be believed, that when having a full feast that day, the harvest of the following 

year would be prosperous. The Kekri Buck, the main character of the festival, was a man 

dressed in a goat’s costume, asking for food, while in return making promises of a rich 

harvest next year. After the introduction of Christianity, Kekri was celebrated by leaving 

food for the spirits of dead ancestors, as it was believed that they came back from the 

dead for one day, checking in on the harvest. With the industrialization, the traditional 

Kekri and its festivities gradually disappeared. (Viaporin Kekri, 2022b.) 

 

The event now, in its setting of Suomenlinna, serves as an opportunity for locals and tour-

ists to explore Suomenlinna’s and Kekri’s past, customs, and traditions, while being sur-

rounded by a mystical atmosphere where the Kekri spirits set the tone. It is the modern in-

terpretation of an old tradition. The experience in this unique servicescape, where the 

guest is able to experience the island from new perspectives, bring to life the old and new 

story of Kekri. (Viaporin Kekri, 2022a.) 

 

With that in mind, it is essential to note that the story of Aaron and his friends in kekri-

hunt2021 emerged from the narrative of the modern Kekri festival. In Aaron’s world, there 

are not only good Kekri spirits, but also dark and evil Kekri spirits, that take people every 

year around the time of the festivities. The reinvented Kekri story serves as the foundation 

for Aaron and his friends' storyline. 

The following paragraphs go deeper into why stories matter in experience design, includ-

ing the notion of theming and why it plays a role in the creation of kekrihunt2021. 

 

2.2.2 The authentic story element in experience design 

As examined by the creators of the Experience Pyramid, the “Story” element is one that 

connects all other experience elements together, while giving them meaning and purpose. 

It is the reason for the client’s engagement or disengagement in the experience, as only a 

genuine and believable story can give a relevant explanation for the client to be interested 

in the first place. In other words, without a credible story, the contents of the product crum-

ble, and the client’s interest and engagement fades. (Tarssanen and Kylänen, 2005, pp. 

144–145.) Besides, Mathisen (2014, p. 157) indicates that good storytelling increases 

guest involvement in the experience and makes the guest more likely to want to co-create 
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the experience. In addition, it helps the client to process all sensations and happenings 

during the experience, as it gives direction and meaning to the client’s participation, and 

even makes it more memorable. (Tarssanen and Kylänen, 2005, p. 145.) Furthermore, 

storytelling may enhance the value of the guest’s experience – an expressive story has 

the power to influence the guest’s emotions and cognitions, leaving the guest more pro-

foundly impressed, as they are able to construct meaning out of the experience, and con-

sequently are more likely to feel engaged and even co-create the experience themselves. 

In other words, it is especially the stories that have an emotional allure, the right story 

structure, and are aligned with the tourist’s values and personal goals, that have the most 

power to engage and enhance the guest’s overall experience, by giving them the oppor-

tunity to create their own meaning. A good story may also make it more likely for the guest 

to remember the experience, as opposed to facts or plain information. (Mathisen, 2014, 

pp. 157–163.) 

 

In the same way, the “Story” element is directly linked to the second influential variable of 

the experience, which is “Authenticity”. Even if the story is a good one, if it is not authentic 

and does not fit the culture of the region and what it entails, it may not be a credible expe-

rience product. (Tarssanen and Kylänen, 2005, p. 142.) One may not need to invent a 

completely new story or tale. More so, write the story by combining relevant features of 

facts and dramatization. A compelling story emphasizes the experience product's authen-

ticity. (Tarssanen and Kylänen, 2005, p. 145) The authors of “Economy of Experiences” 

invite designers to pay attention to authenticity as one of their design principles for the ex-

perience co-creation process – sometimes the setting of an experience feels unnatural, 

which makes one feel uncomfortable, hence while crafting the specific elements, the con-

cept must be designed in a way that welcomes the guest so the elements feel right, natu-

ral and authentic. (Boswijk et al., 2012, p. 171.) Creating an experience based on an au-

thentic story that fits the local setting and values, may make the guest perceive their own 

experience to be more authentic, and hence influence their view on it altogether, making it 

more positive. (Mathisen, 2014, p. 160.) 

 

2.2.3 Theming and harmonization 

Most importantly a genuine story needs to be designed to make sense, for its details to be 

consistent with each other, and there are no contradictions between different aspects of 

the experience. The key word here is coherency. (Tarssanen and Kylänen, 2005, p. 144.) 

Antonovsky refers to this phenomenon of the experience to “make sense” as a “sense of 

coherence”, when all of the guest’s internal and external stimuli are “structured, predicta-

ble and comprehensible” (Gelter, 2006, p. 43). 
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At the same time, when using the story as an experience design element, it is crucial to 

apply it “holistically and constantly throughout the experience” – so the story should be en-

hanced via all touch points and supported by visuals. (Bulencea and Egger, 2015, p. 126.) 

 

In fact, coherency, does not only apply to the story element of the Experience Pyramid, 

but truly to the experience as a whole. In other words, it is all about thematization. As al-

ready briefly expressed above, all components of the experience shall be consistent with 

one another, so they can tie the experience together in a common theme, making the ex-

perience engaging and concise: “A perfect product is scripted under one well-knitted 

theme so that the guide can lead the group of individuals towards the experiential setting.” 

(Tarssanen and Kylänen, 2005, pp. 144–145.) The purpose of theming, according to 

Shell, is to facilitate the design of all experience components in a way that they support 

one another, while reaching toward a common goal. Moreover, establishing a common 

theme for the experience is a useful method to assist the designers with the process of 

ideation. (Bulencea and Egger, 2015, pp. 147–148.) “Theme the experience” is also one 

of Pine and Gilmore’s key experience design principles, amongst five, which are also 

known as the acts of “THEME-ing”. The principles represent ways to design experiences 

that are “compelling, engaging and memorable” (Pine ll and Gilmore, 2019, p. 80.), and 

they are the following: 

1. Theme the experience 
2. Harmonize impressions with positive cues 
3. Eliminate negative cues 
4. Mix in memorabilia 
5. Engage the five senses 

 

Pine and Gilmore (2019, p. 59) emphasize that without a consistent theme, the guest has 

nothing compelling to formulate their impressions around. It is a well-defined theme, that 

acts as “the dominant ideas, organising principle, or underlying concept” for every element 

of the experience. According to the authors, it is the impressions of the experience that 

fulfil the theme. Cues trigger the impression, or the “takeaways” of the experience. Posi-

tive cues that fit the theme shall be incorporated throughout the guest’s journey, while 

negative ones, meaning cues that are misleading, distracting or inconsistent with the over-

all theme, shall be eliminated. (Pine ll and Gilmore, 1998, pp. 103–104.)  

It has been emphasized, that traces of unpleasant impressions may be left behind when 

irrelevant items are scattered throughout the servicescape, removing the potential of a 

well-rounded positive experience. The ease of a customer should be prioritized, which 

means that intruding elements should be avoided so that the guest feels like everything, 

down to the smallest detail, is taken care of. (Boswijk et al., 2012, p. 170.) 

An inconsistent or poor signage of directions can weaken the impression of the experi-

ence and it may leave the guest lost and confused – clearer, better, and consistent design 

of directions would fix that problem and at the same time strengthen the experience for 
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the guest. (Pine ll and Gilmore, 2019, pp. 71–72.) Disney cast members always stay in 

their character role when onstage, to make sure the guest consistently stays engaged in 

the experience without getting disrupted of “reality”. (Pine ll and Gilmore, 2019, p. 73.) 

These are two tangible examples of the two principles of “harmonize impressions with 

positive cues” and “eliminate negative cues”. 

 

“Mix in memorabilia” is the fourth principle of THEME-ing. The authors discuss how it is 

natural for us humans to keep items from an experience, for example a ticket stub stored 

in a personal place in the midst of other valuable items, as “they represent a cherished ex-

perience”. We want to remember these positive experiences; hence we tend to want to 

keep such physical reminders in a safe space. (Pine ll and Gilmore, 2019, p. 74.) 

Moreover, people tend to see these physical reminders as a way to show others what ex-

perience they have gone through, while also triggering social conversations and a little bit 

of envy. Memorabilia that can be showed off, such as a T-shirt displaying the band, date 

and place of the concert, may attract new guests, while at the same time representing im-

mense value for the one who visited the concert. Attaching memory and meaning to the 

physical artifacts can be the result of a well-designed experience and its memorabilia, sold 

or provided, and furthermore extending and enhancing the overall experience. (Pine ll and 

Gilmore, 2019, p. 75.) Bulencea and Egger (2015, p. 156) suggest that it is best to provide 

a mix of memorabilia that the guest can choose from, in order to make the experience 

more memorable. Gelter (2006, p. 43) refers to physical memorabilia being as essential to 

the guest as the actual memory of the designed experience. In other words, the physical 

artifact reminds the guest about the experience, supporting their pure memory about it 

and making it more likely to be promoted to others. 

 

“Engage the five senses” as the last experience design principle, has already been nota-

bly examined in subchapter 2.1.3. Basically, making use of all senses constitutes a key 

component in theming and harmonization, as it essentially creates the impressions via 

certain cues stimulated by the sensory input. This process shall be done in a way that 

supports the theme and story throughout the whole experience, in order to make it engag-

ing and memorable. 

All in all, the theme is the driver for all other elements and events of the experience to 

work together smoothly and at last create a united storyline. In other words, it sets the 

tone for all intentional details at play, as well as attracts the guest in the first place. (Pine ll 

and Gilmore, 2019, p. 68.) Essentially, the theme and storyline of an experience concept 

need to paint the guest a clear picture of what they are experiencing (Boswijk et al., 2012, 

p. 169), so they can better process what they are feeling and understand the significance 

of their participation at all stages of the experience (Tarssanen and Kylänen, 2005, p. 

145). 
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Theming and harmonization play a significant role in Viaporin Kekri, and simultaneously in 

kekrihunt2021. The story world of Kekri with its mystical and dark theme builds the experi-

ence from the ground up. In other words, the Kekri story world and theme build the roots, 

while other experiential concepts, such as the kekrihunt2021 quest, represent the 

branches of the Kekri tree itself. In the kekrihunt2021 experience, cues such as the Kekri 

spirits, props that represent themes of darkness and mysteriousness, and fitting design of 

for instance the map, give the guest the opportunity to formulate an impression that goes 

hand in hand with the theme of Kekri and the story of Aaron. The consistent features and 

their details are intentionally designed to comply with Viaporin Kekri’s theme and story 

world, and hence immerse the visitor by supporting their level of understanding of the con-

cept and ultimate engagement at all stages of the experience. The theme is visualized in 

Appendix 1. 

 

As discussed, stories have a vital role in experience design, as they make it is easier for 

the guest to process their experience, create more meaning for the guest and at last make 

the experience more engaging. However, it is important to keep in mind elements such as 

the story’s credibility in its servicescape, its authenticity within the setting and the people, 

and the design of consistent details that unite the experience into a compelling theme. 

The next part of this subchapter explores how to structure a story. The techniques de-

scribed below were used to craft the story of Aaron in kekrihunt2021. 

 

2.2.4 The structure of a story 

According to Fog et al., stories are “built on common fundamental elements in drama-

turgy, such as message, conflict, division of roles and action” (Mossberg, 2008, p. 199). 

A good story starts out with an introduction of the hero, and the audience gets to know de-

tails of what to expect from the story. The conflict is then presented, and something hap-

pens in the regular world, causing a conflict that indicates the course of the rest of the 

storyline. In addition, adversaries may be introduced then. Over time, the tension builds 

up and the story reaches its climax in the Special World. Then the hero does or offers 

something that resolves the conflict. After the resolution, the hero usually reaches a goal. 

Then, all characters are making their way back into the Ordinary World, signalling the end 

of the story. (Mossberg, 2008, p. 199.) 

 

The most traditional way to build a story is using the “three-act structure”. It is merely a 

way to distinguish the beginning, middle and ending of a storyline. It consists of the follow-

ing acts (Maio, 2019): 

• Act 1 – Setup (set up of the world, characters, the character’s goals, conflicts, and 
obstacles) 
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• Act 2 – Confrontation (enhances the stakes for the character's success, heightening 
the tension of the conflict) 

• Act 3 – Resolution (completes the narrative with achievement or failure) 
 

In simple terms the kekrihunt2021 follows the same structure (see Appendix 1): 

• Act 1 – Prologue 

• Act 2 – The Hunt 

• Act 2 – Epilogue 
 

Basically, it all boils down to the dramatic structure of a story. Here, it is not only about the 

structure of Aaron’s story, but also, as Boswijk et al. (2012, p. 171) suggest, the dramatic 

structure the guest goes through, to ensure the captivity of the experience concept. 

As the three-act structure is a very simplified way to help with building a story structure, 

the author wants to refer to “The Five Stages of Freytag’s Pyramid” which essentially 

showcase an outline of a dramatic structure. The Pyramid with its main stages is de-

scribed in the following subchapter. 

 

2.2.5 The Freytag’s Pyramid 

Most stories in the world use the structure of the Freytag’s Pyramid, at least to a certain 

degree. The Pyramid developed by Gustav Freytag in the 19th century, consists of the fol-

lowing stages: Exposition, Rising Action, Climax, Falling Action, Resolution/Denouement. 

(writers.com, 2020.) Figure four shows the stages in a diagram form. 

 

 

Figure 4. Freytag’s Pyramid (writers.com, 2020) 

 

The exposition is the stage where everything relevant to the story is introduced, for exam-

ple the setting and the characters. The story world where the conflict happens is built here 

from scratch. In essence, we get to know at least a little bit about the backstory. The expo-

sition ends with the “Inciting Incident”, which is the event that initiates the conflict. 

The rising action stage goes deeper into the story’s conflict and complications, so it is the 

plot of the story, while also revealing interesting key aspects of the backstory. In this 
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stage, we get to know more about the character’s motives, the story world, other themes 

and maybe even a foreshadow of the climax. The pieces and plot points should make 

sense throughout the rising action, climax and aftermath, once the story is written. 

The climax is fundamentally the most important stage of the story. The story’s conflict 

reaches its highest point, and the fate of the main characters is decided. It is the “turning 

point” in the story’s plot structure, where no one can undo what happened. 

The falling action explores what happened after the climax; this could be exploring new 

conflicts that emerged as a result of the climax, shedding light on relevant themes of the 

story, or focusing on character remarks. It is important in this stage to reveal any unre-

solved issues of the main conflict and move to the “new normal”, while building on the set-

ting of the story, the secrets that exist within that story world, and everything else that 

makes the story fascinating. Finally, we move to the resolution or denouement, where the 

falling action and climax come to a conclusion in one way or another. The resolution gives 

ideas of the story’s themes to think about, after the story came to an end. The denoue-

ment can also be used here, which is referring to the last event that happened to give a 

close to the story, often occurring in the story’s epilogue or closing scene. 

 

It is exactly these five stages, that the story of Aaron and at the same time the quest’s par-

ticipants go through. The story is presented in the product section of this paper (see Ap-

pendix 1). 

 

2.2.6 The Hero’s Journey and the element of contrast 

In addition to the models mentioned above, many stories follow the structure of the Hero’s  

Journey, which was discovered by Joseph Campbell, as he made observations and com-

parisons of myths and legends of different cultures, to comprise them all into the “Hero’s 

Journey”. Christopher Vogler adapted Campbells version in the light of storytelling in mov-

ies into the Twelve Stages of the Hero’s Journey. The model (see figure 5) is often used in 

storytelling in movies to describe the adventure of the hero in twelve stages but can be 

tinkered around with for multiple purposes according to need of one’s unique storytelling. 

(Voytilla, 1999.) 

 



25 

 

 

Figure 5. The Hero’s Journey Model (Voytilla, 1999, p. 6) 

 

Even though the model is a useful way in structuring a story, explaining all parts of the 

model might lean over the scope of this paper. Thus, the author focuses on the notion of 

the Ordinary and Special World of the Hero’s Journey. 

 

During their journey, the hero moves between the Ordinary and Special world. They start 

out in the Ordinary World, which can be described as the normal world, where they are in-

troduced to the audience. It is the starting point of getting to know the hero’s characteris-

tics, flaws, and problems. Mostly, the audience experiences the journey through the per-

spective of the hero themselves, which makes it easier for the audience to identify with 

and relate to the hero. All of this happens in the Ordinary World. The problem or central 

dramatic question of the story causes a disruption and shifts the dynamic in the Ordinary 

World. Now, it is the hero’s task to make their way to the Special World to solve the prob-

lem or answer the dramatic question. There is a big contrast between the Ordinary and 

Special World, which is told in multiple ways: The Ordinary World is the hero’s safe space, 

whereas the Special World allows the hero to grow in a world that might have distinct 

physical and emotional characteristics, rules, and inhabitants. When the hero returns to 

the Ordinary World with the Elixir, all story lines have been cleared and balance has re-

turned to the Ordinary World. (Vogler, 1998.) 

 

Mossberg (2008, pp. 200–201) also refers to the Hero’s Journey in the context of tourism 

experiences: In an extraordinary experience, the guest escapes from their ordinary day to 

day world into the non-ordinary or Special World. She concludes that in order for the guest 

to stay engaged by the story and in the experience, they need to escape the ordinary. 
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Mossberg indicates that the servicescape, as mentioned in the previous chapter, can be 

made to be the Special World. In this Special World the guest is engaged in unique activi-

ties in multiple ways in an exciting, but still safe servicescape, before going back to their 

day to day lives in their Ordinary World. 

Tarssanen and Kylänen (2005, pp. 145–146) refer to this aspect as the “Contrast” on their 

horizontal axes of the Experience Pyramid (introduced in 2.1.2). The designed experience 

for the guest needs to be distinct from their everyday routines. This way the guest has the 

chance of experiencing something novel, unusual, and unique. They get the freedom of 

seeing themselves from a new viewpoint, as their environment and external stimuli have 

changed completely. The authors point out that this is exactly what tourism is all about: 

the playful act of one’s “roles, identities and places”. The nationality and culture of a place 

shall still be kept in mind, as a too strong contrast to one’s norms and values, may only 

have the unwanted effect of confusion on the guest’s side. 

 

The story and quest of kekrihunt2021 was also inspired by the concept of the Ordinary 

and Special World, and its notable contrast. It is not only Aaron and his friends who get to 

experience the Special World, but especially the participants of the quest. 

In the Ordinary World of Aaron and his friends, we get to see the kids lead a regular 

school life. In this setting, the audience gets a chance to relate to the main characters. 

However, not much happens here, until Aaron goes to investigate Suomenlinna and its 

myths about Kekri. He is transferred into the “In-between”, which is a newly invented 

realm of Kekri, where he finds himself between the worlds of life and death. Aaron’s 

friends are taken by the evil spirits of Kekri too and get stuck in the In-between, meaning 

the Special World of Kekri. In this world nothing is as it seems, nothing is “normal” or “bor-

ing”, and nothing works like we know it from the regular world. The evil spirits of Kekri rule 

the Special World, while the participants of the quest face the exceptional challenge of 

finding all ingredients around the island in time to make the final potion that can save the 

kids. The story's characters, the way they speak and look, the props used, and the gen-

eral storyline and mood generated by various techniques all illustrate the contrasting char-

acteristics of the Special World to the Ordinary World. Once the children have been res-

cued from the In-between, it was the participants, who re-established the balance to the 

Ordinary World, which ultimately brings the story to a finish. 

 

It was also the participants, who became the heroes of the story. Thus, the Hero's Journey 

is here not used in a traditional sense – in which the main character is the hero, and the 

audience passively empathizes with him –, instead, the scenario is reversed at the point 

when the children need serious help from the participants. This idea corresponds to the 

experience design feature of escapism outlined in chapter 2.1.1, in which the visitor feels 

as if they are actively writing the story, thus influencing the fate of the children. The level 
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of immersion and engagement is far higher than if they would simply read or watch what 

happens passively. 

 

While the story has its own set of contrasting characteristics and dynamics, it is the overall 

servicescape of Viaporin Kekri in Suomenlinna that serves as the Special World in general 

– the visitors get to escape the world they know and dive into the mystical world of Kekri, 

where regular life has ceased and the rules have changed for a moment. The combination 

of both Aaron’s and the participant’s journey and Viaporin Kekri’s servicescape make the 

event exceptionally engaging and unique for the visitor. In other words, the event is im-

mersive, as Aaron’s story together with the participant’s role in the quest and the story of 

Kekri together with Suomenlinna, make up the Special World in a way that rounds off the 

overall experience. 

 

Storytelling techniques with its related experience design elements were not the only 

means used to create the experience of kekrihunt2021. The author also explored the no-

tion of gamification within the world of experience design. In the next few pages, the au-

thor will firstly, provide a quick overview of what games and gamification are while giving a 

brief introduction to game mechanics. Then, she will delve deeper into how gamification 

plays a role in tourism and experience design. 

 

2.3 The concept of gamification and its relevance in experience design 

Games together with digital media have been studied to be more and more connected to 

experience creation; it can be said that the development of game design in the emerging 

experience economy makes up a new opportunity to design meaningful and entertaining 

experiences. (Kylänen, 2006, p. 6.) In fact, according to Behrmann, the industry of gaming 

may be “an innovation catalyst in the society”. Games literally play a role in consumer be-

haviour, as they serve as the bridge between consumers and new technologies and inno-

vations. Generally, gaming and storytelling through digital multi-media do not only have 

entertainment value, but also value in our daily lives due to its use in a wide range of busi-

ness sectors. (Kylänen, 2006, pp. 7–8.) Those statements were already made in 2006. 

Since then, the use of games and digital media in experience design has exceedingly 

evolved, as will be discussed below, referring mostly to the concept of gamification. 

 

2.3.1 Gamification, game mechanics and its difference to games 

The term gamification was first introduced in 2008 within the digital media industry, how-

ever, it only started to become a common term used, and a popular trend within a wide 

range of different industries, after 2015. (Deterding et al., 2011, p. 9.) Also, it is to be 
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pointed out, that even though digital technology is used in the vast majority of modern ex-

amples of “gamification”, the term should not be limited to it (Deterding et al., 2011, p. 11). 

Hence, all terms used in this context can be applied in their own ways to the digital and 

physical sphere. 

As already mentioned in subchapter 1.4, gamification can be defined as “the use of game 

design elements in non-game contexts” (Deterding et al., 2011, p. 9), which seems to be 

the most popular, but also very simplified, definition out there (Parapanos and Michopou-

lou, 2021, pp. 13–14). Schacht and Schacht (2012, p. 186) have extended Deterging’s 

definition with the works of Thom et al: “Gamification is the use of game design elements 

respectively mechanisms in non-game contexts to “… create a sense of playfulness […] 

so that participation becomes enjoyable and desirable.” 

 

Schacht and Schacht (2012, pp. 187–188) refer to in-game mechanics that are commonly 

used in digital gamified applications. In-game mechanics are for example achievements, 

points, and bonuses that the player can get when carrying out certain tasks successfully. 

In addition, there is the levelling up mechanic where the player is able to level up after a 

certain number of points are collected, while unlocking new tasks and challenges. Those 

mechanics refer to the display of the player’s progression in the game. In-game mechan-

ics also aim to provide feedback via appointments, when the player made it to play on 

time, hence collected additional rewards; extinction, which concerns the concluding action 

that allows the player to keep track of their tasks; countdown, which is like a forced extinc-

tion, in which completing the assigned activity in a particular length of time of is rewarded; 

and finally leader boards, that portray the player’s ranking in comparison to other players 

in regards to their personal achievements, levels and status. (Schacht and Schacht, 2012, 

p. 188.) 

 

Even though the kekrihunt2021 quest did not utilize all the game mechanics out there, the 

concept itself was approached from a “gameful” angle in the first place. The mechanics of 

achievement and countdown are ultimately incorporated. Firstly, the teams can collect re-

wards after the completion of all tasks, which refers to the game mechanics of achieve-

ment and points. And secondly, the urgency of completion plays a role, as the quest over-

all has a time limit (1,5h) including the final task of making the potion (8min). 

 

It is important to note that there is an evident difference between games and gamification. 

A game is defined by Maroney as: “a form of play with goals and structure” (Liu and Zaf-

fwan Idris, 2018, p. 2), while focusing more solely on entertainment and pleasure accord-

ing to Seaborn and Fels (Xu and Buhalis, 2021, p. 3). Games are characterized by fea-

tures such as voluntary play, structure, rules (setting boundaries and instructions of the 
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game), uncertain outcomes (winning, losing, and scoring against a player), conflict, repre-

sentation, and resolution. (Xu and Buhalis, 2021, p. 2.) 

Gamification on the other hand has a different purpose of play, as it focuses on adjusting 

the player’s behaviour and how they engage with their surroundings and other players in 

order to achieve meaningful interactions and engagement and, potentially, incentives; 

over just offering a fun and entertaining activity that is a game (Xu and Buhalis, 2021, p. 

3.). The system of gamification, however, still makes use of such game design elements, 

only in a non-game context (Roinioti et al., 2022, p. 191). 

 

Parapanos and Michopoulou (2021, p. 14) conclude that gamification is not only about us-

ing game mechanics in non-game contexts, but it also entails a much more extensive pro-

cess of studying the human behaviour to promote behaviours like motivation and problem 

solving. Zichermann and Linder also refer to gamification as the “the process of game 

thinking and mechanics to engage audiences and solve problems” (Parapanos and Mi-

chopoulou, 2021, p. 14). Essentially, game-thinking, and playful design are means used in 

gamification (Hsu and Chen, 2018, p. 2), in order to create an experience that is playful, 

while altering the player’s attitude to further encourage engagement and participation in 

the experience (Roinioti et al., 2022, p. 191). Some game features, such as leader boards 

and social interaction in a gamified experience can lead to positive emotional, cognitive, 

and social engagement. The player feels positive emotions such as joy, is cognitively 

stimulated during the gamified task at hand, and is engaged in their behaviour as their at-

tention goes to the gamified task while interacting with others. In general, catering for in-

centive, motivation, excitement, action, and purpose, are all aims of gamification in a non-

game context. (Roinioti et al., 2022, p. 192.) 

 

Kekrihunt2021 is a gamified experience as it only uses a few game mechanics, but is not 

entirely built like a game, while encouraging positive social interaction and engagement in 

a touristic context. The quest is meant to bring about a meaningful experience for the 

guest overall, compared to just being a fun game. It is created keeping in mind the 

player’s whole experience, such as the servicescape, the brand of Viaporin Kekri, the 

story, and the theme with all its intentional details. The next paragraphs will go further into 

the system of gamification used in tourism experiences and provide justification and ex-

planation of why gamification has been used in the concept. 

 

2.3.2 Gamification in tourism experiences 

Although research on gamification in the tourism industry is still limited, it seems to pick up 

its pace (Xu and Buhalis, 2021, p. 5) and become a trend that has gained international 
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significance, as more and more researchers apply the concept of gamification to experi-

ences in the tourism industry (Bulencea and Egger, 2015, p. 32). 

In their book “Gamification for Tourism” Xu and Buhalis (2021) emphasize, how gamifica-

tion has the power to transform the tourism industry; and in fact, already has. According to 

the authors, the concept of gamification helps to support tourism experiences, making 

customers more loyal to the organisations via for example digital gamified applications, re-

warding interactions, and overall, more engaging and interactive activities, that make the 

guest more likely to want to co-create the gameful experience. It is a trend that provides 

tourism experience providers with several novel opportunities to improve their experi-

ences, while at the same time boosting guest’s satisfaction. 

 

McGonial defines being gameful as: “having the spirit of the gamer: someone who is opti-

mistic, curious, motivated, and always up for a tough challenge.”, which has been argued 

to be the main characteristic of a gameful experience that enhances a tourism experience 

and at the same time makes it more likely to be memorable for the guest. (Bulencea and 

Egger, 2015, p. 30.) Gamification used in tourism can promote curiosity, exploration, so-

cialising and fun and at last motivate the guest to visit the destination. Game mechanics 

make the guest’s experience more challenging, but also offer a more rewarding experi-

ence. The notion of storytelling is crucial here too, as it directly corelates to the fantasy 

world of games, that can enhance the guest’s experience. (Xu and Buhalis, 2021, p. 5.) 

Games have the power to trigger strong responses of imagination within the player, thus 

are a way to establish the setting for the guest’s experience, making them the ideal start-

ing point in tourism experience design. (Kylänen, 2006, p. 14.) 

Roinioiti et al. (2022, p. 192) point out that gamification with its indistinguishable connec-

tion to storytelling, is undeniably an integral part of meaningful experience creation in tour-

ism. The authors also claim that gamification enhances the tourism experience by making 

it more immersive, socially rewarding, and full of a variety of positive emotions. 

 

Making use of gamified digital technology in various contexts and ways may enhance the 

experience, however, a nearly physical implementation of gamification is beneficial too. 

Scavenger hunts can educate and provide tourists with useful information about their loca-

tion, while also engaging and immersing them in the particular sociocultural setting. Those 

experiences allow the tourist to explore the area, while learning about the destination. 

(Roinioti et al., 2022, pp. 192–193.) In 2013, Bulencea showed how applying even the 

most basic gamified elements with limited time and budget to the experience of a beer 

museum, can have an enormous impact on the outcome: The gamified experience con-

sisted of challenges that include the five senses, to educate the guests more about beer. 

The results showed that the experience was more memorable, engaging, and positive for 
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the visitors, in comparison to a traditional experience. (Bulencea and Egger, 2015, pp. 32–

33.) 

 

As discussed above, gamification is a powerful tool to enhance an experience. That is 

why the author believed, that making the kekrihunt2021 concept more like a game, while 

focusing on a strong story and other experience design elements, is more engaging and 

at last more memorable for participants of all ages. 

The following paragraphs will bring light to some gamification elements used in the con-

cept taken from the Memorable Experience Design Framework, which will also be briefly 

introduced. 

 

2.3.3 A brief introduction to the MED framework 

In 2015, Paul Bulencea and Roman Egger published a book called “Gamification in Tour-

ism: Designing memorable experiences” in which they present the “Memorable Experi-

ence Design Framework”, also known as MED framework. The framework attempts to 

summarize the experience design process and present the main elements, as well as 

tools and techniques to create a memorable experience in tourism. The MED is based on 

experience design, tourism and gamification knowledge, literature, and cases. The book 

also offers distinct examples for each element in the context of game design and tourism. 

As explaining the whole MED framework would extend over the scope of this paper, the 

author will refer to a few of the MED elements that were applied in the kekrihunt2021. 

Those being firstly, the element of relaxation and tension, and secondly the element of 

surprise in the positive emotions pillar of the framework, and lastly, the element of clear 

goals in the engagement pillar. 

 

Relaxation and tension refers to the moods of the player during the gamified experience. 

As games often have a progressive pattern, meaning they start out easy and get more 

challenging over time, this element would suggest the design of a relaxation period after a 

challenge has been completed. This way, the player gets the opportunity to gather new 

strength to be ready for the next challenge. This pattern has been referred to as “tense 

and release” by Shell, which is often used in design as it is closely linked to human enjoy-

ment. Too much relaxation means too much boredom, while too much tension leads to too 

much exhaustion. That is why finding an ideal balance between relaxation and tension 

can lead to “the pleasure of variety” during the experience and “pleasure of anticipation” of 

what is to come. (Bulencea and Egger, 2015, p. 85.) Moreover, the authors discuss why it 

is important to get the players to experience positive stress, instead of a negative one, as 

they are going to experience some stress anyways, due to the nature of games. High lev-

els of arousal caused by the challenge, can be perceived as excitement or anxiety. Low 
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levels of arousal can be perceived as boredom on one hand, or good relaxation on the 

other. This indicates that the activities shall be designed in a way that they are perceived 

as challenging, but also as achievable, which at the same time can lead to higher levels of 

motivation and overall, more feelings of joy and excitement. Also, a safe physical and so-

cial environment shall work as a frame, to make sure the arousal is experienced as posi-

tive instead of negative – after all the purpose of a game is to engage the player and chal-

lenge them in one way or another. (Bulencea and Egger, 2015, pp. 85–86.) 

 

The kekrihunt2021 quest makes use of exactly this element. The quest is designed to 

contain checkpoints for the team to go through, which involve easy and hard challenges – 

some checkpoints are easier, so item needs to be found and taken; others are puzzles 

and codes to solve that are little bit harder. Even the first checkpoint, where they encoun-

ter Louis, is designed in a way that Louis basically provokes some stress, as he acts excit-

edly but also nervously, worried that the kids are lost forever, if the team does not inter-

vene. The tension is continuously built. The team then gets a break in between each 

checkpoint, in which they can relax, while they are walking through the island trying to fol-

low clues to find the next checkpoint. Positive stress arises once they have reached the 

next checkpoint that involves a challenging task. Also, the quest builds up tension up until 

they have gathered all necessary ingredients. The checkpoint of the potion preparation is 

the peak that generates positive stress, due to the time limit of the task and the presence 

of the spirit of Aaron in the room to establish tension. Once they have made the potion, 

the teams can relax again on their way to the last point of reference to collect their re-

wards. All in all, the participants of the quest experience both moments of tension and re-

laxation throughout the whole journey. 

 

Another element of the positive emotions pillar is surprise, which refers to the fact that 

there are a wide range of positive emotions generated by surprises. Utilizing a surprise el-

ement in a tourism experience and game design has been emphasized in the industry. 

The authors give examples of unexpected rewards, that are given out unexpectedly for 

the player, and random rewards that are expected by the player throughout the game. 

Both types of rewards received stimulate positive emotions such as joy. Furthermore, 

easter eggs are mentioned here, which refer to small secrets within the game. The player 

knows there are easter eggs somewhere and constantly looks for them, asking for hints, 

in hopes to find them. Once the easter egg is found, the player experiences yet again pos-

itive emotions. (Bulencea and Egger, 2015, pp. 91–93.) 

 

In kekrihunt2021 the surprise element is utilized especially in the checkpoint of the potion 

preparation. Over the course of the quest, the team is made to believe that they are “fairly 
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safe” going through their journey on their own, only to get the surprise of the peak check-

point where Aaron waits for them, establishing feelings of stress in a good way. It is the 

moment that no one expects. Moreover, an unexpected reward is given out by the end of 

the quest to stimulate positive emotions. Finally, during the post stage of the experience, 

the teams receive a letter referring to easter eggs: the solutions for all checkpoints were in 

reality shown in the setting of the first checkpoint. The teams are yet again made to be 

surprised. 

 

Lastly, there is the element of clear goals in the engagement pillar of the MED framework. 

According to Bulencea and Egger (2015, pp. 100–101), setting clear goals in an experi-

ence gives the players a “sense of direction and purpose”. Clear goals let the player know 

what needs to be done to conquer the given challenge. A purposefully designed experi-

ence space, that brings about clarity of what needs to be done, gives the player a sense 

of empowerment. Simultaneously, as the player achieves the goals one at a time, they ex-

perience focus and positive emotions while seeing their progress, fostering greater en-

gagement. For example, quests, missions, and objectives are terms that video games 

use, which also include clear steps and instructions for each challenge. Another example 

given by the authors are access items: the player might need to overcome many different 

challenges along the way, by gathering access items in order to pass to the next level or 

have special access to specific areas within the game. 

 

In the kekrihunt2021 quest, it is the clear goals set within different means that purposefully 

guide the team and further engage them in the experience. It is the pre stage of the expe-

rience, which is the story unfolding on Instagram, as well the reminder and instructive 

email they receive from Louis, that gives the team a feeling of certainty of what to expect. 

A clear goal in the relevant context is established. The instructions and map provided by 

Louis at the start shall give the team a sense of why they are here and what they should 

do: Save the kids by creating the final potion with ingredients gathered on the island, while 

ensuring that all challenges are conquered. Directions with clear actions, that are simple 

to follow at all stages, as well as support from Kekri spirits and the Instagram account, 

provide additional advice and clarity. 

 

The previous subchapters went through the background and theory behind the creation of 

kekrihunt2021, focusing on experiences, storytelling, and gamification. To conclude the 

theory segment of this paper, the following sections will briefly touch on the concept of 

customer journey and summarize all theories used in the form of a visual theoretical 

framework. 
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2.4 The experience journey as a whole 

As already mentioned above, only when crucial experience design elements of the Experi-

ence Pyramid are used at all stages of the experience, the experience can be created as 

memorable and unique. (Tarssanen and Kylänen, 2005, p. 140.) Tung and Ritchie indi-

cate in the same way that a tourism experience is not only the experience on site, but 

what happens before the trip, during of course, as well as after (Bulencea and Egger, 

2015, p. 26). 

Although the tourism experience normally has a clear beginning and ending, it is the pre 

and post experience management that is so crucial in designing a worthwhile experience, 

according to Lovelock et al. (Gelter, 2006, p. 42). 

Basically, there are several events, situations and encounters that occur to the guest 

throughout the entire experience, which may even extend to the post experience stage. 

The notion is best shown by using the customer journey including touch points, which re-

fer to the features of the events, situations, and encounters. In fact, each touch point is a 

potential interactive experience within the experience itself. Here it is essential to note, 

that the context of the touch point (personal, social, and physical) might influence the 

overall guest’s experience. The characteristics of all touch points along the customer jour-

ney, as well as the impact of each touch point within the specific personal, social, and 

physical context, determine whether the experience is memorable and unique for the 

guest in the end. Some touch points might even create a peak experience for the guest. 

(Smit and Melissen, 2018, pp. 26–27.) 

 

In the case of kekrihunt2021, it is the whole journey that makes the experience, including 

all touch points that have been designed purposefully, at the pre, during, and post experi-

ence stage: Each touch point of the overall kekrihunt2021 concept holds details of one or 

more elements that have been discussed throughout the theory chapter. All intentional de-

tails have a meaning in each touch point, carrying each other along the way, and at last 

making the experience cohesive. The customer journey, or in this case the experience 

journey, is shown in the product section of this paper (see Appendix 1). Essentially, the 

product itself can be read like a journey, that the guest experiences. It shall give perspec-

tive of how all elements were applied to the concept, uniting the pieces into an entity of 

what is an experience. 

 

2.5 Visual summary of the theoretical framework 

Because the theoretical framework is an essential component of the design of kekri-

hunt2021, and especially its multidisciplinary approach, the author saw great value in de-

scribing the most important parts of theory in the form of a framework. She saw even 

greater value in making it a visual graph, as the elements are essentially interconnected 
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with each other. Table one, provides a brief summary of most theories used, including 

their authors, in a listed format. Figure six demonstrates her attempt to visually depict all 

of the theory’s most important features and how they relate to one another. 

 

Table 1. List of theories used in the visual theoretical framework (Lohoff, 2023) 

 

Author Theory 

Pine and Gilmore, 2019 Experience Realms 

Key Experience Design Principles (THEME-ing) 

Tarssanen and Kylänen, 2005 Experience Pyramid 

Maio, 2019 Three Act Structure 

Gustav Freytag, 1989 Freytag’s Pyramid 

Vogler, 1998 The Hero’s Journey 

Roinioiti et al, 2022 

Xu and Buhalis, 2021 

Gamification for Tourism 

Schacht and Schacht, 2012 Gamification and In-Game Mechanics 

Bulencea and Egger, 2015 Memorable Experience Design Framework 

 

 

Figure 6. Visual theoretical framework for the experience product (Lohoff, 2023) 
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Now that the theoretical framework for the thesis has been established, the next chapter 

delves into the planning and implementation part of kekrihunt2021. The chapter discusses 

how the creation process went from a project management standpoint, the product’s 

methodology, and finally its evaluation. 
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3 The planning and implementation of kekrihunt2021 

Kekrihunt2021 is the outcome of work done by one of the Concept Design Teams of the 

Core Team for Kekri 2021, which included the author of this paper, as well as five other 

notable team members. It is vital to note that the kekrihunt project was part of a larger ef-

fort and cannot be viewed as an independent product. In other words, the project was 

completed in close cooperation with other event organizers of the project’s Core Team. 

 

Despite the fact that the theory discussed in chapter two was implemented throughout the 

design process, it is to be highlighted that the design, planning and project execution can 

be characterized as a little messy and hazy. However, given the often-unpredictable na-

ture of design and execution of experiential events, this was to be expected. In retrospect, 

the uncertainty of it all may have made the process not just bearable, but actually truly en-

joyable: It was a collaborative effort in which everyone worked together even during the 

cloudy and confusing times, while learning how to put theory into practice. 

 

The following chapter will dive deep into that process. From scratch the background of 

kekrihunt2021 will be elaborated on while referring to Viaporin Kekri as an event. It in-

cludes a quick outline of the organizational structure for Kekri (the Core Team) and how 

the project came into existence. The timeline for project kekrihunt, including the thesis de-

liverables, will then be introduced, along with a further description of the process from be-

ginning to end. Furthermore, the author explains the methodology that has been utilized to 

ultimately create the experience product. Lastly, risks and limitations of the project are 

listed; and the product will be evaluated from multiple angles, while discussing improve-

ment points and future possibilities. 

 

3.1 Background of kekrihunt2021 in Viaporin Kekri 

Viaporin Kekri is celebrated annually since 2015 on Suomenlinna, in which the darkness 

is welcomed with delicious food, music, art, and games amid an eerie atmosphere. It’s es-

sentially a one-of-a-kind story world makes up this event, where modern elements are in-

vited into the old sea fortress while its history is being remembered. Visitors get a glimpse 

of the island from a completely new light: They get to experience the island in darkness, 

where the Kekri spirits establish the mystical mood, while also getting a new perspective 

of the island’s preserved places. Visitors are also offered unique immersive experiences 

that fit the theme of Viaporin Kekri. The event comes to an end with the highlight of the 

tender Kekri Buck Burning Ceremony. (Salonen, 2021.) 
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The event’s project is executed by the collaboration of lecturers and students of Haaga-

Helia University of Applied Sciences and representatives of The Governing Body of Su-

omenlinna. The students are mainly from the Bachelor’s Degree Program named “Hospi-

tality, Tourism and Experience Management” (HOTEM). It is not only a great opportunity 

for volunteering students to learn how to put their knowledge acquired in class into prac-

tice – such as experience design concepting and management – but also, for The Govern-

ing Body of Suomenlinna to emphasize the island’s local worth and attract attention to 

tourists even during the darker season. Small to medium businesses from mainland Hel-

sinki are also a big part of the event’s asset, while bringing value to their own companies. 

(Salonen, 2021.) 

 

The kekrihunt2021 experience was part of the event’s 2021 version and was meant to 

match the Kekri concept. The concepting and execution of kekrihunt2021 occurred during 

the project Viaporin Kekri. As a result, it is critical to shed light on how its project fits into 

the larger event's project. Thus, the following few paragraphs will briefly describe the or-

ganizational structure of project Viaporin Kekri and how the kekrihunt project came into 

existence. 

 

Violeta Salonen, a Senior Lecturer at Haaga-Helia (HH), is the project leader and the main 

organizer of the event. She founded Viaporin Kekri in 2015 with the help of past students 

and supports the students every year. On her side she has the HH student management 

team with 13 HOTEM students from second to fourth years, as well as the event coordina-

tor Paula Lappalainen, who represents the party of The Governing Body of Suomenlinna. 

Together they make up the Core Team. The 13 students and managers are further di-

vided into six teams which are the following: Leader Assistants, Student Coordination, 

Partnerships, Marketing and Website, Concept Design, and Scheduling. In addition, the 

Haaga-Helia party involves first year students (around 50 students) from the HOTEM De-

gree Program, who assist the Core Team operationally in many ways partially throughout 

the project and on the day of the event. All involved have their own responsibilities and 

roles, while some are more advanced and others less so. The HH party is responsible for 

the planning process of the event, creating experiences, marketing, and content creation 

for the brand’s sites, organizing volunteer schedules, dealing with practical manners, and 

more. Communication amongst all involved, especially amongst the members of the Core 

Team, is crucial as it ensures a smooth planning process, execution, and outcome. 

 

The focus of this thesis lies on one of the Concept Design Teams. The Concept Design 

Team consists of four key members who are all managers and designers for their own 

separate team. They work on their own experience products based on venue/concept and 
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have their own team members of a few first-year HOTEM students. The teams were the 

following: 

• Hallways/ Escape Room concept Team (1 manager + first-year students) 

• Pajasali/ Children’s concept Team (1 manager + first-year students) 

• Scavenger Hunt concept Team (2 managers + first-year students) 
 

The Scavenger Hunt concept Team is the team in question with two members of the main 

Concept Design Team. The first member is the manager, Helina Lohoff, the writer of the 

thesis; and the second member is the co-manager, Zlata Alexina. Both are responsible for 

design and execution of the product and management of their own four team members 

from the first year. It was also Helina and Zlata who communicate with the rest of their 

Concept Design Team, asking for feedback or support, as well as with the Kekri Core 

Team, to ensure everyone is on the same page with regards to the new Kekri concepts. 

 

3.2 Project timeline and deliverables 

In order to explain the whole project process, the author designed a project timeline that 

depicts the process chronologically, highlighting major project deliverables including its 

stage in time (see figure 7 and 8). 

Following the project timeline, the content is divided into subchapters of pre, during and 

post event, outlining the project’s deliverables in greater depth in terms of the Concept 

Design Team and team kekrihunt, as well as the thesis methodology and general writing. 
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Figure 7. Project timeline – Part 1 (Lohoff, 2023) 
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Figure 8. Project timeline – Part 2 (Lohoff, 2023) 
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3.2.1 Kick-off and pre event (April – November 2021) 

The whole project started off in the months of April and May 2021 with the setup of the 

Kekri Core Team. First meetings were held, and the students were divided into their own 

management teams, that were already mentioned above. This is the stage where the 

Concept Design Team was formed based on level of interest and experience. 

Once the summer break was over in August 2021, preparations for the event could begin. 

The start of the autumn semester kicked off the new “Kekri season” and general planning 

and organization occurred during weekly Kekri Core Team meetings and beyond. Further-

more, the Concept Design Team of four started their own planning while deciding on con-

cepts to ideate on and develop with the first-year students later. In August 2021, it was 

also the author’s time to start reviewing relevant literature for the thesis. The meetings 

with the Core- and her own Concept Team allowed her to empathize and define the de-

sign challenge starting in August until September 2021. 

 

In September 2021 preparations continued. The Kekri Core Team visit to Suomenlinna 

with first years and other volunteers gave the Concept Design Team inspiration to develop 

their experience concepts. In addition, during the Suomenlinna visit, the first year HOTEM 

students were able to sign up to help in the actual development of their venue/concept of 

interest. This way the Scavenger Hunt team, later kekrihunt team, of six members in total, 

was born. Also, the Concept Design Team held an active brainstorming session on site 

with the Core Team and HOTEM first years, in order to define the existing concepts fur-

ther. A second ideation session with first year students in school, facilitated by the Con-

cept Design Team, delved even further into the concepts, allowing the kekrihunt team to 

begin the creation process in October 2021. It was especially valuable at the time to con-

tinue brainstorming together with all Concept Design Team members, as it helped to de-

sign three experiences that were in harmony with one another and the theme of Kekri. 

The kekrihunt kick-off meeting late September allowed the team to divide responsibilities 

and get started on an action plan. Overall, the month of September gave the author and 

her co-manager time to build a solid foundation and plan the crucial upcoming weeks. 

 

October 2021 was the month of deep and fast work – a lot had to happen all at once. 

Once the kekrihunt team was set, the scavenger hunt project kicked off with more idea-

tion, design, scripting and creating. The team started out with the story-writing including 

creating its fictional characters from scratch and deciding on the character roles for each 

of the team members. Accordingly, additional actors and people needed for the perfor-

mance online and offline were recruited from the first HOTEM year. 

Once the story idea was established, the team was able to create a posting plan for the 

Instagram content. Captions were written, photos were shot, and videos were filmed every 
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week. Also, relevant research was done, and content was edited according to the theme. 

A ready set posting plan helped the team to keep track of posting content and dates. 

Once the overall concept and title for the experience product were finalized, it was offi-

cially listed on Eventbrite, a website where users can search for and book local events 

and activities of interest. During that time, the team had to take care of bookings coming 

in, market the product on Viaporin Kekri official social media sites, and make sure the in-

formation received by participating team was accurate, sufficient, and matching with the 

story and idea. By the time reservations closed in late October, eight teams of three to 

seven participants each had been officially booked. 

Throughout the online content creation, offline checkpoints and the quest’s route were de-

signed as well, including their puzzles, which matched the story and its attributes. In fact, 

by that point, further experience design details were finalized. Making quick prototypes 

and testing those with students helped the kekrihunt team to develop the puzzles further. 

It was also in October, when the managers took care of all props, such as getting all ingre-

dients and items needed for the quest and designing parts of the checkpoint set up that 

would be used on the day of the event. Late October 2021, memorabilia were designed 

and created by the team from scratch. 

 

At the start of November 2021, the kekrihunt team only had one week left to finalize the 

product. Further prototyping and testing occurred with many students, which allowed the 

team to create the final instructions, map, and puzzles for the quest. The test run on Su-

omenlinna a few days before the event gave the team the best chance to put the final 

touch on the product. Volunteers, meaning actors for the kekrihunt experience, were 

briefed, and responsibilities and important information was discussed with all involved. 

For a smooth process on the event day, the manager created a schedule with the purpose 

of dividing roles and tasks according to bookings, and to ensure that all members get ade-

quate rest. It consisted of times, names, and places, stating where everyone had to be 

every 15 minutes. Basically, at each checkpoint during the quest, there had to be some-

one present. Also, a few days before the event, the pump room and small room check-

point were set up. 

 

Throughout the whole process of design and execution, Kekri Core Team meetings were 

held continuously, in which the concept designers, including the kekrihunt designers, were 

able to share their progress with the other Core members and ask for help, if needed. 

Those meetings fostered feelings of belonging and support. During the deep creation pe-

riod, ideation sessions and in-depth meetings with the project leader, Violeta Salonen, 

were especially helpful in assuring the managers that what they were doing was worth-

while and valuable for Kekri. Also, the kekrihunt manager needed to stay in touch with the 

event coordinator Paula Lappalainen, to make sure the checkpoint locations were free to 
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use and to get actual access to them in time for planning, design, and prototyping pur-

poses. Props were bought together with her too. 

 

3.2.2 During the event (6th November 2021) 

On the day of Viaporin Kekri (Saturday, 6th November 2021), the Kekri Core Team, the 

first-year students and other volunteers arrived on Suomenlinna at around 9:00. In the late 

morning, after a kick-off meeting at the Kekri headquarters, the kekrihunt team was able to 

set up the rest of the checkpoints on the Island and go through responsibilities, as well as 

the team’s schedule and bookings once again. After lunch, the team members and actors 

put on their Kekri spirit costumes and makeup. Some kekrihunt members and actors had 

distinct makeup matching the spirits of the story’s characters. Others were regular Kekri 

spirits. Louis’ character had his own costume and makeup. 

The event, and kekrihunt2021 with it, officially began at 14:00, with all actors and check-

points in place. The eight participating teams started the quest in 15 to 30-minute incre-

ments over the course of roughly four hours during the day of Viaporin Kekri, with the 

quest itself lasting around one and a half hours. 

 

The manager and co-manager were making sure that each quest for each team was go-

ing smoothly by always communicating with everyone involved via WhatsApp. The day’s 

schedule (14-18:30) helped the team in feeling assured of what was going on, what 

needed to be done and where they needed to be. Team members needed to rotate their 

positions every 30 to 60 minutes. It also ensured that the participating teams were in good 

hands, getting support from acting spirits if needed, while also experiencing a smooth and 

enjoyable quest without being interrupted by “reality”. Meaning the actors had to always 

stay in their roles of Kekri spirits, or spirits of the teen’s characters Aaron, Becky, Caroline, 

Daisy, and Erik. 

Because the Kekri Buck Burning Ceremony (18:45) was the grand finale of the event, and 

at the same time the concluding event for kekrihunt2021, all quests had to be finished be-

fore 18:30; meaning the final participating team started the quest at 17:00. Once the Buck 

Burning Ceremony finished, the official kekrihunt team was responsible to clean up all 

checkpoints, including the pump and small room, and gather and pack all items for pick up 

during the next week. The team also had the task to help clean up the Kekri headquarters 

with other students. After all cleaning was done at around 22:00, the kekrihunt team was 

able to take the ferry back to mainland Helsinki, and with that, end the long project day. 

 

3.2.3 Post event and writing (November 2021 – May 2023) 

A few days after Viaporin Kekri and kekrihunt2021, the kekrihunt team manager sent out a 

thank you-email to all participating teams while asking to leave feedback of their personal 
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kekrihunt experience. Hence, the weeks following the event were a time of gathering feed-

back for the product. At the same time, managers of the Kekri Core Team collected feed-

back for the overall event of Viaporin Kekri 2021. In December 2021, a post Kekri Core 

Team meeting was held to review the gathered feedback from attendees. The meeting 

also had the purpose of discussing individual opinions by the student management team, 

for example what had been learned and taken away from the overall project. The post 

Kekri Core meeting mid-December 2021 put an end to the Kekri project 2021. 

 

Also in December 2021, the author had a few more in-depth meetings with her thesis su-

pervisor, discussing the next thesis steps. Here, it is important to mention, that while the 

product design and project execution was done in the autumn of 2021, the actual writing 

of the thesis took place in the spring of 2023. Even though the author started to plan the 

writing in December 2021, there was another project getting in her way of writing in the 

spring of 2022: The 30-credit specialisation called “Experience Designer”. 

After her summer job in 2022, the author wanted to kick off the writing of the paper, but 

had to take a break from school due to personal reasons. Only in the beginning of 2023, 

the student finally had the chance to fully invest her time into writing and finalizing her 

bachelor’s thesis. In January 2023, she kicked off the writing with a fresh meeting with her 

supervisor, in which deadlines were discussed and plans were made for the upcoming 

months. February and March 2023 were used for reviewing literature and notes from 

2021, writing the theory and building a theoretical framework out of all elements used. In 

April 2023 the author used her time to document the product in a visual format. She also 

planned to continue writing the final thesis chapters such as project management, meth-

odology and evaluation. The first weeks of May 2023 would give the author time to finalize 

the thesis by discussing the project’s outcome and review the whole paper. The thesis 

presentation and maturity test were scheduled for May, bringing the overall thesis and 

kekrihunt project to a close. 

 

While outlining the project timeline, parts of the primary methodology for the creation of 

kekrihunt2021 were already mentioned in brief – meaning the components of empathizing, 

defining, ideation, prototyping, and testing. These are the five stages of design thinking. 

Following an introduction to design thinking in general, with the addition of an explanation 

of the fuzzy-front-end concept, they will be explained in greater detail in the following sub-

chapter in the context of the kekrihunt project. 
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3.3 Methodology 

Design thinking – a creative problem-solving method that keeps the human at its core, by 

making sincere observations and trying to understand the target and their needs meticu-

lously. The aim of design thinking stretches beyond just creating a “pretty” product and 

making sales. Instead of designing an already existing product to be more appealing, de-

sign thinkers from all kinds of industries, would try to come up with ideas that better match 

the real consumer needs and desires, as opposed to what the consumer thinks they need 

or want. Its creative and iterative approach infused by the human-centred design mindset, 

allows meaningful innovation to occur in ways that would otherwise be impossible, while 

at the same time creating new forms of value for the business and target. It is a method 

that is especially useful in today’s emerging economy, in which not only physical products 

are demanded, but especially intangible services, processes, entertainments, and ways of 

communicating. (Brown, 2008, p. 86.) This notion makes this process particularly suitable 

for the design of experiences – intangible products created by people for people. 

 

As Tim Brown (2008, p. 88) points out, the design thinking process is far from linear or 

milestone-based, but rather considerably messy and diverse, and at first even incompre-

hensible. A well-done product is not produced in a day, but it can be achieved through 

creative hard work, a human-cantered mindset, and numerous iteration cycles in which 

the concept is prototyped, tested, and refined repeatedly. Brown (2008, p. 88) recognizes 

the process as "a system of spaces rather than a predefined series of orderly steps" 

called inspiration, ideation, and implementation, which the designers will return to several 

times. The d.school at Stanford has identified their five stages of design thinking: empa-

thizing, defining, ideating, prototyping, and testing (see figure 9). 

 

Figure 9. The five components of design thinking (adapted from d.school at Stanford, 

2018) 

 

Because the process is iterative and repetitive, “stages” may not be the most accurate 

way to describe it. In other words, the designer may jump from component to component 

according to need; however, the diagram serves as the general guide when using the 

methodology. The d.school also encourages designers to personalize the approach to the 
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method, tailoring it to their own work and style. Repeating the design thinking process 

many times and each time in different ways, helps in narrowing down the scope and mov-

ing from an extremely broad to a detailed concept. (d.school at Stanford, no date.) 

The authors Sanders and Steppers (2008, pp. 6–7) have made note of especially that nar-

rowing down process. The first stages of the process are identified as the “fuzzy-front-

end” – the stage of pre-design. It is a chaotic and even puzzling phase as a lot of open-

ended questions are explored without even knowing what kind of a product will be de-

signed in the end. It is the stage of planning, empathizing, defining, and ideation in which 

the concept possibilities are investigated from many perspectives, without restrictions or 

constraints, as there are not any yet. This makes this phase so “fuzzy”. Figure ten shows 

an adapted version of the fuzzy-front-end from the original authors: 

 

 

Figure 10. The fuzzy-front-end in Service Design (Haaga-Helia, 2022) 

 

During the kekrihunt project, the team made use of the five components of design think-

ing, to eventually craft kekrihunt2021. The method chosen gave the team the opportunity 

to follow a certain structure without having to attend to it too rigidly, while also having total 

freedom in the creation process. It also allowed the team to put many different minds to-

gether and co-create the product. With design thinking, the complex nature of experience 

design is embraced, as its approach welcomes the inevitable fuzziness and a bit of chaos. 

As expected, the process was fuzzy and cloudy from the start, while clearing up towards 

the prototyping and testing phase. The following paragraphs describe each component of 

design thinking and justify how it was relevant in the kekrihunt project. 

 

3.3.1 Empathizing 

Empathizing means connecting to the target on a deep level, gaining understanding and 

trying to put oneself into the target’s shoes. Making real and authentic conversation with 

the target as well as observing and engaging oneself in their environment are all ways to 

empathize. It is about getting to know them in depth to realize their pain points and what 
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they need. The empathizing component is the most important stage and foundation for 

what is following; hence it shall not be overlooked. (d.school at Stanford, no date.) 

 

The kekrihunt team started the design process by focusing on their target of teenagers. 

Especially social media shadowing and observation were some of the most useful ways to 

understand the target. During their online research, the team tried to find topics and points 

of interests that seemed to be particularly appealing for young kids. But also, how they 

communicate, what they talk about and what they do online. Role playing was another 

useful technique during this phase, in which the team took on roles of 13- to 17-year-olds. 

It was an excellent way to gain an understanding of a teenager's mind, at least to some 

extent, and to try to "be" a teenager from the 2020s. It was basically all about putting one-

self into their shoes. At the time, unstructured interviews with young siblings and relatives 

of few team members were also an asset to the team. Even though they were not struc-

tured, they still gave the team another way to engage with the target. 

 

It was critical for the kekrihunt team to not only empathize with the scavenger hunt’s target 

audience of teenagers, but also with the Kekri brand – since it is also made for Viaporin 

Kekri. This was mostly done by having qualitative conversations with the project leader Vi-

oleta Salonen and her assistants during weekly Core meetings. Those group meetings, as 

well as in total four individual qualitative unstructured interviews with Violeta Salonen, and 

Paula Lappalainen, gave the author a chance to understand how the concept could fit into 

the larger scheme of things. Topics that were discussed focused on Suomenlinna as a 

destination including its restrictions due to its heritage value, Kekri as a brand, and what 

has been done in the past, what is possible in the present and how the new concept could 

fit into Kekri now. It was these open-ended talks with the management that made the 

kekrihunt team understand whom they are creating the concept for. It ensured that the 

eventual product complements the event’s theme. The meetings and interviews left the 

kekrihunt team assured that what they are doing makes sense for the event, allowing 

them to move forward with defining and ideating. 

 

The main reason for the team to conduct only a few qualitative unstructured interviews, as 

opposed more planned and structured ones, was the limitation of resources: mainly time 

and the team’s inexperience in following the design process. More to that in subchapter 

3.4. The team, including the author, did not really understand the importance of proper 

empathizing at the time. There could have been put more specific focus on it, as it builds 

the foundation and ensures the best solution is created for the target based on proper in-

sights. However, the team attempted to embrace the fuzzy-front-end as much as possible 

and in retrospect, did what they could with the means they had at the time. 
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3.3.2 Defining 

Defining is the stage in which the design thinker unpacks all insights gained during empa-

thizing, makes sense of it, and formulates a clear and actionable point of view statement, 

that is based on true understanding of the target. Through defining, a meaningful design 

challenge is identified, which has the advantage of being constructed based on unique in-

sights of the target gained in the previous phase, allowing the designer to create a more 

valuable solution. (d.school at Stanford, 2018.) 

 

The kekrihunt team defined their challenge together with the rest of the Concept Design 

Team, as well as by keeping in mind the insights gained on the target of teenagers during 

the empathizing stage. 

 

Throughout the years of Kekri, the target segments of families with kids and adults were 

always taken care of in terms of offering them unique experience concepts. However, the 

segment of teenagers was mostly left out. Despite the effort over the years in creating 

concepts for them, they have mostly been neglected. Only in 2019, “Glitch in Kekri” – the 

interactive adventure game based on YA-novels –, showed that it is possible to attract 

teenagers to the event. The success of the first official scavenger hunt concept was the 

ultimate inspiration for the event organizers to continue with its approach. This made it ob-

vious for Violeta Salonen and her team to plan based on it and to pursue the idea again. 

Hence, the Concept Design Team already knew, that something for teenagers needed to 

be designed. Further defining, what concepts will be designed in the end, occurred during 

Concept Design Team meetings. A few weeks before the official start of the Kekri season, 

the team discussed multiple ideas from previous years, new ones and tried to find the best 

solution for Viaporin Kekri 2021. The result was the creation of three concepts: one for 

adults, one for kids, and one for teenagers. To maintain the overall experience's harmony, 

all concepts were compelled to follow the same theme and partial story. 

 

Once the design challenge was formed, based on findings from the side of Kekri, and the 

kekrihunt team was created, the team used their energy to empathize with the target of 

teenager, as previously described. Those insights from the unstructured interviews, re-

search, and observations gave the team the chance to decide more on what kind of scav-

enger hunt it would be, that specifically interests the teenagers. It was observed that teen-

agers spend a lot of time online: chatting with their friends while using slang and emojis, 

scrolling through Instagram and TikTok and playing video games. This notion made it 

clear for the team to make use of digital elements in the concept, as that seemed to be the 

easiest way to capture their attention in the first place. 
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At this stage of defining, empathizing continued; and as pointed out above, the start of the 

design process carried on being extremely cloudy. During the first two components of de-

sign thinking, the manager and her co-manager had a lot of other management responsi-

bilities to take care of, hence the defining of the clear point of view of the target was ne-

glected. However, the team took as much as they could from the empathizing stage to 

move forward. The following stage of ideation gave the team direction of where they were 

going with the actual concept. 

 

3.3.3 Ideation 

The ideation component means radically generating as many ideas as possible in a short 

amount of time. It is about “going wide”, as opposed to focusing on details. It is the stage 

in which any idea – good or bad – is welcomed, and the designers are encouraged to not 

hold back. “A large quantity and broad diversity of ideas” is supposed to be explored, to 

have a wide selection of ideas to choose from that can be prototyped and tested with the 

target later. (d.school at Stanford, 2018.) 

 

For the Concept Design Team, ideation occurred together with first year students and part 

of the Core Team. By that point the individual Concepting Teams were not formed yet, 

however, that was not needed. This way, the concepts were ideated on by many different 

people. A couple of brainstorming sessions on Suomenlinna and in school were facilitated 

for that. The first-year students were divided in teams in which they could develop each of 

their own concepts, rotating every 15 minutes. The time constraint would take away the 

possibility to dwell on details too much and encourage quick and creative thinking, in 

which there are no bad ideas. As the design challenge was already defined, the following 

questions were given for consideration: 

• How might we create a concept that relates to the Kekri story? 

• How might we connect/combine the different concepts with each other? (Through 
storytelling?) 

• How might we create a strong story while adding in gamification elements? 

• How might we keep the consistency of the story? (Think about the immersion of the 
participant) 

 

The questions gave the first-year students the appropriate guidance without giving away 

too much. Furthermore, even though the previous scavenger hunt concept “Glitch in 

Kekri”, was briefly mentioned as inspiration, the students were encouraged to think out-

side of that box and basically start from scratch with idea generating. This allowed the 

team to not stay stuck in the old ways but to branch out into new and innovative direc-

tions. Social media content, games and movies were also used as inspiration by many 

students. 
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By the end of the brainstorming sessions, the Concept Design Team combined and chose 

their favourite ideas. In the end, the kekrihunt team landed on the idea of a teenager, who 

keeps an online blog and discovers the evil side of the Kekri spirits. YouTube, Instagram 

or TikTok were mentioned multiple times to make use of. Creative video content and digi-

tal games were also ideas to think about. During the sessions, younger students were 

able to shine light on what teenagers like, and what might be boring to them, so in this 

case the empathizing persisted. Combined with the Kekri knowledge and experience of 

the manager, Aaron’s story and later quest was born by the kekrihunt team. 

 

3.3.4 Prototyping 

The prototyping phase of design thinking transforms intangible ideas from the previous 

phase into some tangible formats. It is encouraged to keep first prototypes rough and 

cheap, in order to learn in quick ways what works, what does not and what is possible, in 

order to design the best solution. Prototypes are also a great way to start a conversation 

with everyone involved, creating additional empathy and deeper understanding of the tar-

get. (d.school at Stanford, 2018.) 

 

For the kekrihunt team, prototyping occurred within the final weeks of the product creation. 

The ideation stage produced a more concrete concept, after which the team started to 

make paper prototypes of puzzles and instructions for the quest. Rough drawings made 

on paper, for example a quick illustration of parts of the storyline, were in fact generally a 

useful way to demonstrate any idea to fellow team members. However, ideation did not 

stop here. As the concept became more tangible, new ideas were born constantly, that 

emerged from conversations had with the team and other students. This way detailed as-

pects of the product were crafted. Additionally, the managers spent a notable time on Su-

omenlinna, to go through the quest route and checkpoints while acting out the duration of 

the quest. This helped the team to design the quest, for it to make sense, while eliminating 

contradictory elements. 

Over time the kekrihunt team felt more certain that what they came up with had good pro-

spects to be a valuable solution for Viaporin Kekri. Also, asking for feedback in meetings 

with the Core Team, especially the project leader and assistants, helped to not lose track 

of time and direction. Meaning, overall, the team was moving out of the fuzzy-front-end. 

 

This stage lasted for roughly two weeks. Looking back, the team could have started proto-

typing sooner. Given the gist of the iterative process, making an idea tangible in multiple 

ways in the early stages of concept design, could have given the team a chance to create 

a better solution. However, limitations kept them from following through with the entire 

process. More on that in subchapter 3.4. 
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3.3.5 Testing 

The goal of testing throughout the design thinking process is to collect meaningful feed-

back after exposing the quickly built prototypes to the target in the appropriate context, 

and then modify and polish the concept based on that feedback. The testing experience 

for the target should be authentic in order to gather valuable feedback. The design think-

ers are encouraged to maintain a student’s open-minded mindset, learning continuously 

while acknowledging that testing may result in having to get rid of some – at first sight – 

good ideas, change the entire concept or even the whole design challenge. This phase is 

all about continuing with iteration and switching back and forth between stages while 

learning as much as possible from the users. (d.school at Stanford, 2018.) 

 

During the kekrihunt project, prototypes were largely tested for the sake of the quest, 

namely its checkpoints and puzzles. The team aimed to know if they make sense and if 

the instructions were clear. Also, the managers wanted to get feedback on the duration of 

completion and difficulty level of the puzzles. The paper prototypes were tested with stu-

dents in school and on site in Suomenlinna. As mentioned before, the prototyping and 

testing phase could have already started sooner, in order to be able to iterate as much as 

possible and refine the solution accordingly. However, the testing runs on Suomenlinna 

may have been the best indicator in showcasing which checkpoints worked, and which did 

not. The feedback received by participants was valuable. Unfortunately, the team was not 

able to get teenagers to test the content, but only younger university students. Again, the 

lack of time and other resources kept the team from being able to fully follow the process. 

Nevertheless, the testing that was done, helped the team in many ways to modify and 

polish the puzzles and instructions. The testing phase also resulted in clarity for all team 

members and helped the project to become what went on to be kekrihunt2021 in Viaporin 

Kekri. 

 

As already repeatedly mentioned, the project managers encountered limitations in follow-

ing through with the whole design thinking process. The next subchapter will go deeply 

into those, as well as describe risks that the team had to expect. 

 

3.4 Limitations and Risks 

Viaporin Kekri is a low-budget event, run mostly by volunteering students with minimal ex-

perience in the industry. This makes it obvious, that project kekrihunt encountered una-

voidable limitations and risks. The most evident limitation in this case was the low budget. 

The fact that the funding of project Viaporin Kekri is very low had been made abundantly 

clear by leading managers throughout the project. This convinced the team that they could 

not spend any money on props. In fact, the team never got to know how much budget 
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they were entitled to. In reality, more money from the Kekri budget could have been made 

use of. Ultimately though, the low-budget limitation had only given the team the oppor-

tunity to find creative ways to save money, while still getting all props needed. The kekri-

hunt team kept prop’s inquiry intentionally to a minimum by making use of already existing 

items from their own homes and nature. Many things, such as memorabilia, were also 

made by the team from scratch, after researching DIY (do it yourself) techniques online. 

The entire amount spent on props for kekrihunt2021 was roughly 100 Euros. 

 

The other limitation was the short time for the product’s creation. The total time from plan-

ning to design to execution finally amounted to three months. It seems like three months 

would be enough time to make an idea into a tangible product, however, it is to be kept in 

mind that students were creating this experience. Even though the Kekri Core Team 

started their work before the start of the semester on 23rd August 2021, the actual work 

with volunteers from the HOTEM first year only began four weeks later. The fact that stu-

dents start their studies so late into the year cannot be changed, however, it did give the 

project an enormous time constraint. Additionally, volunteering students had other courses 

and commitments to complete during the Kekri preparations. Hence, it took more time to 

recruit the volunteers than at first expected. This unnecessary delay in kicking off the 

kekrihunt project made the creation process shorter and more stressful. Nevertheless, the 

time constraint only gave the kekrihunt team the chance to ideate and decide on ideas 

quickly, as opposed to stretching the decision making far out without taking any action. 

 

A limitation worth mentioning was also the students' lack of experience in creating such 

experience products and managing a team. The author had previous experience manag-

ing a team, even in Viaporin Kekri 2019 itself; however, the heavy responsibility of making 

it a valuable experience for the event, designing and creating a lot from scratch, managing 

time and people, and at last balancing it all, challenged her in many ways. Further, man-

aging new students, who had just begun their studies and had never seen Kekri before, 

was difficult. It limited the process from being smoother and more planned in the first 

place. 

 

This limitation of lack of experience in creating such a product for Kekri and the time con-

straint also resulted in the risk of loss of interest or effort by volunteers, overwhelm or 

even burn out within the students during the project. Any volunteer has the right to drop 

out of the project, which may present a new difficulty for the existing team in completing 

the project on time. Team members could have also gotten sick during the intense work, 

limiting productivity, and potentially lowering the product’s quality. This is unavoidable, but 

it may be mitigated by allowing for more time and people, which in this case was a very 

hard task due to limitations mentioned above. However, communication was a way to 
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manage these kinds of unavoidable risks. The managers made sure that everyone was 

feeling okay doing the tasks at hand, allowed for questions, and openly addressed prob-

lems and challenges. Furthermore, the Concept Design Team prepared the first-year stu-

dents already during the volunteer recruiting process by warning them what would lay 

ahead of them, if they agreed to be part of the project: a lot of hard work, effort, and com-

mitment to the project. This ruled out only “half interested” people and mitigated the risk of 

losing people, or people’s interest or effort, throughout the project. 

 

There were also risks concerning the outcome of the kekrihunt product itself. Mainly the 

risks of no bookings or no shows, or a complete failure in execution and a low level of sat-

isfaction by participants. These risks were managed by following the methodology of de-

sign thinking: Empathizing continuously with the target of teenagers and later defining the 

challenge was a way to lower the risk of no bookings or no shows. Also marketing the 

product well was crucial, to make sure the experience was booked by enough attendees. 

Most importantly, ideation, prototyping and testing helped the team to ensure a well-

planned and designed experience product. Testing the prototypes of puzzles and instruc-

tions, testing the quest’s route and quest itself on the island, and especially asking for the 

right feedback, were the most striking means to ensure the experience was positive and 

engaging for the guest, as opposed to confusing and boring. 

 

The project’s risks of unexpected problems occurring, whether it was a failed booking, an 

issue with a gamified element for the quest or a mentally and emotionally demanding situ-

ation within the team, were managed through open communication, building trust in the 

team of strong, diverse, and skilful team members, and asking for help if needed. It was 

the team’s manager and co-manager, who encouraged the rest of the team to think out-

side the box and solve problems creatively. The project leaders of Kekri were also the 

ones helping the kekrihunt team with possible obstacles and practical manners if needed, 

trusting strongly in the team’s capabilities, and thereby mitigating the risk of an unsuc-

cessful project and outcome. 

 

3.5 Product Evaluation 

At the start of this paper, the author has identified two main objectives and one sub-objec-

tive for the thesis. The next few paragraphs will examine in which way, those objectives 

were met or not met. The product will ultimately be evaluated from different angles and 

critically reviewed, while discussing possible improvement points and future possibilities in 

the relevant context. 
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Before going into the examination of the objectives, it is essential to note that the event 

Viaporin Kekri, and with that the experience kekrihunt2021, were already executed in No-

vember 2021. This enabled the author to evaluate the outcome of the product not just 

from the thesis’ point of view, i.e., more metaphorically, but also from the participant’s 

point of view, meaning what they truly thought of the experience. A feedback form was 

sent to all eight participating teams a few days after the event, asking them to rate their 

overall experience, the difficulty of the puzzles and their most and least favourite part of 

the experience (see Appendix 2). Even though the feedback gathered was not 100% ac-

curately analysed at the time, it still gives a good overall idea of how the product was re-

ceived by participants. 

 

In the thesis context, the experience kekrihunt2021 was intended to be specifically attrac-

tive towards teenagers due to the event’s lack of concept-offerings for that segment. Over-

all, it can be said, that this first main objective was met. When looking at the story of Aa-

ron, his quirky personality, and the content he posts on his Instagram blog (APB), it is very 

plausible to state that Aaron truly represented a 15-year-old teenager from Helsinki. The 

abbreviations, emojis and slang he was using, as well as the way he talked and acted in 

the posts (photos and videos), were all part of that. It was also the characters of his 

friends, that made the product well targeted for a teenager – the posts made it clear that 

these were young kids hanging around in school, with enough time and curiosity on their 

hands; representing exactly whom it was created for and allowing the teenager to identify 

with them. Furthermore, it was the fact that this experience started out within the digital 

sphere, that made it particularly suitable for young kids, as discussed during the empathiz-

ing stage of the methodology. 

 

Aside from the storytelling aspect, it is also the gamification and general experience de-

sign elements that made the product interesting for teenagers. The overall gist of the 

quest itself, including the intentional design of the checkpoints, its gamified elements, and 

the setting itself, speak to teenagers. The theme was ghostly, fun, and quirky. It was scary 

at stages, but not too much, as it is not made for adults. It was a quest and experience 

that did not take itself too seriously – one can tell it was fiction and a bit absurd; however, 

the act of Louis at the start, his guidance on how to save the kids, and especially the final 

act of Aaron in the small room made it yet feel real and engaging. The product was en-

hanced by the overall event’s theme, meaning it felt more real and authentic for the partic-

ipants to have to go through the checkpoints on the mystical Kekri day on Suomenlinna, 

as opposed to on a summer day in a regular park. 

 

Even though the product was overall successful in its design to be created for teenagers; 

in hindsight it happened to be an experience that is fun for everyone at any age. The 
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teams that signed up for it ranged from families to university students to teenagers. In this 

case though, the author believes that it was not the product’s design that failed, but rather 

its marketing that did not succeed in specifically targeting teenagers. For the future, the 

organizers need to find a better way to put the story of Aaron out there, so it is actually 

seen by the right audience. In this case, the author suggests empathizing more with the 

target, making greater use of social media, particularly TikTok, and creating a goal-ori-

ented marketing plan targeted towards teens. 

Unfortunately, the kekrihunt team had trouble marketing the concept. However, the mar-

keting aspect is not the focus point of this paper, which still suggests that the objective of 

the thesis was met. 

 

The second objective aims to create an immersive experience by combining a strong story 

with gamified elements. The Freytag's pyramid and Hero's Journey were effective tools in 

crafting an engaging story, with the inciting incident of Louis and Aaron's meeting sparking 

curiosity about the Kekri conspiracy. The climax, where Aaron's friends disappear into the 

wicked In-between world, creates suspense and excitement, making it the ideal premise 

for the quest. Aaron's story in Viaporin Kekri successfully engaged the participant, with 

Louis communicating the reason for helping him save the kids before and during the 

quest. The unique theme of the story was communicated through various means, includ-

ing Instagram posts, photos, videos, captions, props and the acting. The Kekri spirits and 

Louis wearing distinct and suitable costumes and make-up on the island helped partici-

pants feel like they were in a Special World, immersed in the odd and ghostly story of Aa-

ron, taken out of their regular routine. By utilizing storytelling and its experience design at-

tributes such as contrast and theming, the first component of the second objective was 

met, successfully engaging participants. 

 

Making use of gamified elements during the quest was overall well done; however, the 

second component of the objective was not met entirely. Participants pointed out that 

some puzzles were too easy, potentially contributing to a lack of engagement and excite-

ment, and potentially a bit of boredom, as there was too much relaxation present. For oth-

ers, the puzzles were too hard to complete and lasted too long. This means that there 

might have been too much tension, resulting in feelings of frustration and exhaustion, 

which diminishes the engagement. A couple of teams also pointed out that the instructions 

given and guidance received, could have been clearer, which may have resulted in similar 

unwanted feelings during the experience. It was also pointed out by one team, that they 

were treated as if they accomplished the quest and got the rewards, even though they did 

not find the last checkpoint. In this case, the kekrihunt team could have given them more 

time and guidance, so they could have finished it properly. 
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In the future, designing challenges that complement the gamification aspect of relaxation 

and tension, and clear goals, might be important to focus on. According to the author, do-

ing various prototyping and testing runs with the right target would be a great solution 

here. This way, the aspects of difficulty and duration of the checkpoints and guidance are 

addressed, and the participant can experience an appropriate balance of positive stress 

and relaxation. Nonetheless, all teams liked the adventure and had a fun time going 

through the checkpoints. The addition of easter eggs and rewards towards the end, as 

well as the entire concept idea and story of Aaron and his friends; and the Kekri spirits in 

this setting may have created positive emotions, making the total quest genuinely enter-

taining for the participants. It is the combination of all factors that made the experience 

worthwhile, rather than a few gamification details that could have been designed better. 

 

The sub-objective of the thesis revolves around the notion of multisensory perception and 

its intentional details, that shall be made use of to complement the whole experience. It 

has already been mentioned in the previous paragraphs of how little experience design 

elements were designed intentionally. They appear consistently throughout the overall ex-

perience. For example, the props chosen, and the act of the Kekri spirits function as cues 

to create the desired impression of the theme for each participant to make sense of the 

unique and eerie experience. The handcrafted themed memorabilia given out at the end 

of the quest, may enhance the experience value for each participant. 

 

Sensory stimulants such as the scent box checkpoint, the general soundscape of Kekri 

and intentionally chosen texture of paper were all ways to enhance the experience and 

create further harmony within all touch points during the participant’s journey. Generally, 

the sub-objective of the thesis was met by thinking of and utilizing multiple sensory means 

that fit the concept’s theme within Kekri. Nonetheless, the author would encourage future 

designers in this context to put further focus on the use of sensory stimulants. For exam-

ple, adding an interesting element to the quest could have been achieved by taking away 

a sense completely during one of the checkpoints, such as sight. Furthermore, heighten-

ing the guest's experience and making it more memorable in the long run could be 

achieved by making greater use of the sense of smell, which could stimulate the guest 

more strongly. 

 

Above all, the product of kekrihunt2021 achieved its objectives to the highest degree. 

Even if little things, such as giving out rewards to a team that did not finish the quest, 

questioned the authenticity of the experience, it mostly stood by its word of a well thought-

out, intentionally designed, and engaging experience with an interesting story and quest at 

its core. Kekrihunt2021 fits authentically into the local setting of the island of Suomenlinna 

and the story world of the modern version of Viaporin Kekri. It is a one-of-a-kind product 
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that embraces its own weirdness, while remaining consistent with the values and norms of 

the Finnish region, making it well suitable for teenagers from Helsinki. As considered in 

the theory chapter, despite experiences being ultimately subjective to each individual par-

ticipant, and their evaluation depending highly on the comparison of their personal expec-

tations and their interaction with the product, the feedback received by all participants sup-

ports the premise of a primarily successful product. 

 

In the light of this discussion, the core attributes of kekrihunt2021 could be utilized as an 

inspiration of future experience concepts for Viaporin Kekri, or even other similar events. 

There is the possibility of building on its theoretical framework to develop concepts similar 

to it, while taking note of the previously mentioned areas of improvement. The experience 

and quest could be taken to the next level; for example, by further exploring ideas from 

games or by utilizing a variety of experience design tools. The author hopes that this con-

cept will inspire aspiring designers like herself, to keep the human at the centre, approach 

their work with an open mind, and be willing to explore multiple different disciplines in or-

der to embrace the multifaceted field of experience design. 
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4 Discussion 

The final chapter delves into how the thesis process went for the author, the obstacles she 

had to overcome, how she overcame them and what she ultimately learned from them. 

 

4.1 The thesis process 

The thesis process for the author could be characterized as an extremely rocky road with 

many ups and downs, yet a wonderful and rewarding finish. It has been a fascinating, im-

pactful, and frustrating experience all at once. For the author, the whole process took a 

significant amount of time, mainly because the kekrihunt project and execution happened 

in 2021; whereas the actual thesis writing took place in 2023, following a year’s worth of 

other studies and a personal break. In retrospect, the author does not consider this to be a 

bad thing. In fact, the other projects she completed after kekrihunt2021, such as a four-

month design thinking project, gave her additional valuable experience regarding the field 

of experience and service design. The other studies helped her gain greater knowledge 

and a stronger skillset within the subject, helping her feel more confident in her writing 

later in 2023. 

 

The kekrihunt project in 2021 went through its own journey of ups and downs. The pro-

ject's kick-off was quite delayed due to the late start into the semester in August 2021, as 

described in chapter 3.4 (limitations and risks). It took a while to even form the kekrihunt 

team. This made it difficult for the author to create a solid base early on, in terms of the 

team building and the project plan in general. Even once the kekrihunt team was estab-

lished, the author struggled to connect with her team and get started properly. Only work-

ing with her co-manager motivated her to continue with the project. The kekrihunt team, 

on the other hand, grew together over time. Dividing roles and responsibilities and seeing 

the product take shape helped in this case. Other obstacles within the team were solved 

by inviting honest and open communication during meetings. Issues for example regard-

ing the product were usually resolved by discussing solutions with everyone involved and 

asking help from the project leaders or other students. It was extremely beneficial for the 

author to always have her co-manager on her side. They worked very closely together 

and stuck together even in the times when things seemed hopeless. Also, the author ap-

preciated the unconditional support received by the project leader and senior lecturer Vio-

leta Salonen. Ultimately, the steppingstones were conquered by working together as a 

team and inspiring each other to keep going. The author and her team were in the fuzzy-

front-end for quite some time, but thankfully, with persistence and believing in the process, 

the concept took shape and things cleared up towards the end. In fact, most at first seem-

ingly big issues during the project execution, resolved themselves over time. Eventually, 
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for the author and her whole team, it was such a rewarding experience to see the partici-

pants go through the quest and have fun with it. Despite the uncertainty, the messiness 

and lack of experience, the outcome was extremely rewarding and worthwhile. 

 

For the author, the active writing in 2023 took roughly three months. Even if the start of 

the writing was a little sloppy, her ability to persevere in the face of adversity was her most 

valuable asset in this situation. Asking for feedback and getting reassurance from friends 

and classmates helped the most at the start. After a while, she developed confidence in 

her abilities and felt more motivated to write, giving her the boost of energy needed at the 

time. Looking back, the author struggled sometimes with a perfectionist attitude, as she 

wanted to make sense of what she wrote about as soon as possible. This was resolved by 

embracing the mess. The process made her realize over time, that the content will find its 

logical order naturally. 

 

During the three months, the author put her complete focus on the thesis writing, which 

gave her incredible strength, belief and confidence, and most importantly enough time to 

let the process be and flow naturally. The thesis process was supported by inviting 

enough time to read, write, process the information and enough breaks to get perspective. 

The time she devoted herself to, also gave her the chance to do work that makes sense 

and is thorough. In times of struggle, getting emotional and intellectual support from her 

thesis supervisor helped immensely. Her cluttered mind was mostly cleared together with 

her supervisor during useful exchange of emails and fruitful online meetings, by going 

through the content, asking the right questions, and discussing the problem at hand. Dur-

ing the whole three months, the author tried to celebrate her milestones and keep going, 

despite feelings of doubt. Her belief in herself and the support system she was grateful to 

have, made her writing process remarkably enjoyable, rewarding and fulfilling. 

 

4.2 Learning outcomes 

Many lessons were learnt by the author during the whole thesis process, from project exe-

cution to actual writing. The most important learning outcome from the kekrihunt project 

was the importance of appropriate and early preparation. Due to limitations, the team did 

not have much time to sit down and create a proper schedule with milestones. They got 

into real work very early on. However, it is only now that the author realizes how crucial it 

is to make a more detailed plan in order to avoid overwhelm and confusion or other is-

sues. Also, the concept idea of kekrihunt2021 could have already been communicated to 

the kekrihunt actors much earlier. This would have avoided confusion on the actors’ part 

and helped the weeks leading up to the event to be smoother. 
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As already touched on in previous chapters, greater empathy with the target and prototyp-

ing and testing the checkpoints and puzzles should have been done more thoroughly, and 

sooner. For a while, the team became overly focused on details. Instead of attempting to 

control the outcome, the author learned to be okay with failures, to welcome more open 

communication and input from the target and to embrace the fuzziness. She is now a lot 

more accepting of going with the flow. 

 

When it comes to the active writing, the author discovered how important it is to take 

breaks to process the material that was studied. She realized that it is not necessary to 

write all the time; in fact, it may only be counterproductive. Rather it is crucial to take a 

step back and look at the big picture every now and again. It takes time to make sense of 

all theories, their dimensions and how they fit in the larger scheme of things. She learned 

that taking the time to read, write and process is okay, and that there is a lot of power 

gained by fully embracing the long process of writing. Not rushing the process gives one 

the ability to produce well-done work. Moreover, the author learned a lot about herself in 

the last two years. She discovered how a team of like-minded people and an exciting pro-

ject inspire and drive her to persevere and keep going, even in times of struggle. She no-

ticed how much she is capable of, when she works on projects that are meaningful to her. 

One of those was the outcome of kekrihunt2021 and its thesis. 
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