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Foreword

Imagine yourself as a skilled skier, having come off the lift, now advancing to the
beginning of the slope. You scan the slope ahead, knowing that in moments you
will be speeding across the snow. Your body dodging and weaving, maintaining
speed and posture, and your spirit soaring. You are both freed from your everyday
existence yet tied to the world through the textures of the snow, some powdery,
some packed and slick, as your feet glide over and through them, their familiar
sounds and vibrations guiding you almost unawares.

People often say that such moments are among the best of their lives. Whether
we participate in sports, play games, visit museums or take our families to the park
or the beach, we go to great lengths to craft engaging experiences for ourselves.
And designers of interactive technologies have heard the message.

For the past two decades, fields such as HCI, interaction design, video game
design, digital media production and more have increasingly focused on designing
engaging experiences. Recognizing that usability is not enough, and that good
interaction is grounded in purpose, meaning and value—not features—developers
of interactive communications have pushed for better experiences.

Yet, good experiences are not easy to design. They are ephemeral and intangible.
They are difficult to define, let alone model—at least in a way that captures what
really matters about them. Speaking as a professor of experience design, a designer
and a consumer, great experiences all too often seem to slip out of my grasp, and
design efforts too often come up short.

Academic efforts to understand experience have unfolded throughout the dis-
ciplinary spectrum. Engaging experiences have been variously framed as a scien-
tific endeavor, an aesthetic practice and an outcome of art and design, and theorized
in psychology, philosophy, media studies, cybernetics, design, literary criticism,
anthropology, video games, information science, semiotics and more.

The result has been a bewildering proliferation of theoretical vocabularies,
frameworks, systems, theories, methodologies and practices. Often apparently
contradicting or incommensurate with one another, and lacking clear entry points
and design implications, this body of interdisciplinary theory can be difficult to use
for the practitioner.
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Nelson Zagalo’s Engagement Design: Designing for Interaction Motivations is a
welcome and timely response to this challenge. It offers a readable yet authoritative
synthesis of the art, science and design of engaging experiences. It offers both the
foundations of engagement design across a range of disciplines and a highly
original synthesis of them. The book demonstrates that despite their vast termi-
nological and methodological differences, the various theorizations of engagement
can be integrated.

And like the best of such integrations, Zagalo’s final framework is easy to learn
and apply, while having an extraordinary depth. Zagalo proposes that engagement
can be understood in relation to three “streams”: progression, expression and
relation. Progression captures the purpose of interactions—the temporal unfoldings
of competencies into actions into realized goals. Expression captures the creative,
playful and enacted dimensions of engagement. Relation captures the ways that
artifacts, contexts, the concrete, our minds and our emotions are composed in
engaging experiences.

I have introduced the core contribution in a few sentences, and yet each
gracefully unfolds into a resource of tremendous depth. The game Othello was long
marketed as “minutes to learn but a lifetime to master”. Zagalo’s book might be
similarly described as fast to get into, but complex to savor and reflect—perhaps not
surprising, given its author’s career as a game researcher and designer himself.

As such, Engagement Design belongs on the bookshelf of every UX practitioner,
video game designer and media artist. It will serve as an outstanding textbook for
both undergraduate and graduate courses in interaction design.

This is a book with both science and soul. It is at once erudite and practical.
I have no doubt that like me, you will find it thoroughly engaging.

IN, USA
2019

Jeffrey Bardzell
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