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Abstract

This practiceasresearch project investigates theterrelations between performance,
playfulness, and ecology, highlighting these as constituting an important nexus of study in
the current ecological context. explore ways of performativefgcilitatingludic

interactions between pople and their enviroments,investigate what benefits might

accrue from doing so, examiriee structure andsignificanceof these interactionsand
considerthe roleof performance training in theifacilitation. Conducting practicas
NBE&SIHNOK WAY (i K5)gravidés @ unigde Bl vdludble Pdtspattive from
which to interrogate current and historical thinking regarding play. The rigorous supporting
rationale provided suggests potential areasmopactand value for theractice beyond the
performances theraelves The qualitative evidence presented supports my argument that
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and relations.

In order to conduct this practical inquiry, | reflexively develop an origina
methodology: Popular Participatory Peripatetic Performance, or 4P for shartly
integrate playfulness into three replicable models of practice, derived from 4P, each
employing a different modality of peripatetic performance. They Beplexpediton ¢ an
intervention in public spac&Vandercastc an audiewalk podcast; an@pinstallationc a
performance workshop. Each of these forms a dynamic and responsive live artwork,
enacted and documented in numerous iterations, which allows for reflexiveldpment of
the models themselves as well as the overarching 4P methodology; each constitutes
research process and outcome. My aim in devising this tripartite approach has been to
achieve significant comprehensiveness and also to render the projectsittieeand
attractive to as wide a variety of participants as possible, thereby maximising its validity and

the generalisability of its findings.

A, Ao

902f 238 Aa FT2NXNdz | § SR KSINSO2h(y2 IANPEH SYAAIYKR €D
2000:xxiii), which seeks holistic understanding of living systems through the recognition of
far-reaching patterns and formal regularite¢ KA & LINR 2SO0 o0dzA f Ra dzLl2y
play constitutes one such pattern to develop the conceptual framework and practical
approachthat | termludic ecologgp L faz2z SyLXz2e& WHYS&a Wod DAOGA
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using them interdependently to structure and support this project from both practical and

theoretical perspectives.

This projectontributes primarily to three fields: ecological performance, through an
original methodology and modes of practice; practaseresearch, through a novel
theoretical stance and documentation techniques; and faydies, by refining a distinction
between play and playfulness and elucidating their philosophical staths writing aims to
clarify these contributions and thus position the projectasINI EA &8¢ y 20 2yt é& | &
AYONROIGSR ¢ A G K20¢3: 9)JNdt dsd pravtee imaritated witteintieory
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https://www.youtube.com/watch?v=TUdF17TPdHFML Perplexpedition Vided#10 The
Legendary Trio CASE STUDY VER&uObipal video available atttp://lu dicrouspilgrim.co.uk/the
legendarytrio/ (PMLPerplexpedition Vided#10 The Legendary T)io

Fig.31 David Attenborough character improvisatigiPerplexpeditio#10: The Legendary Trio
https://www.youtube.com/watch?v=TUdF17TPdHRML Perplexpedition Vided#10 The
Legendary Trio CASE STUDY VER&U@Yipal video available dtttp://ludicrouspilgrim.co.ukthe -
legendarytrio/ (PMLPerplexpedition Vided#10 The Legendary T)io

Fig.32 Ludic helpfulnessSpinstallation ZEROPenryn Playfulness
http://ludicrouspilgrim.co.uk/penrynplayfulness(PML Spinstallation Vided&sZERO Penryn
Playfulness)

Fig.33 Spontaneous ludic socialifyspinstallation ZEROPenryn Playfulness
http://ludicrouspilgrim.co.uk/penryrplayfulness(PML Spinstallation Vided&sZERO Penryn
Playfulness)

Fig.34 Installation of Twiglet bandstand and soup statip8pinstallation SIFhe Realm of the
Twiglets http://ludicrouspilgrim.co.uk/therealm-of-the-twiglets (PML Spinstallation Vid&\S1 The
Realm of the Twiglets)
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http://ludicrouspilgrim.co.uk/penryn-playfulness/
http://ludicrouspilgrim.co.uk/the-realm-of-the-twiglets

Fig.35/ F LJG+F Ay [ dzRA ONZ d8pfstaflation 8Rlayf@inégs & CreakivitydzNS
[Unpublished]

Fig.36 Red Chief Hopelessly LateThe ClimbSpinstallation S2Playfulness & Creativity
http://bit.ly/2Ehgeli (PML Spinstallation Vided&2 Playfulnes& CreativityRed Chief Hopelessly Late
¢ The Climb

Fig.37 Cosmic Chaos The BinsSpinstallation SPlayfulness & Creativitittp://bit.ly/2Em4Vnqg
(PML Spinstallation Vided&2 Playfulnes& CreativitfCosmic ChaasThe Bing

Fig.38 Master of Disaster Balls of HerculesSpinstallation S2layfulness & Creativity
http://bit.ly/2CHkkOH(PML Spinstallation Vided&s2 Playfulngs & CreativityMaster of Disasteg
Balls of Herculgs

Fig.39 The Barking Dog Nose Trail Spinstallation S3: Ludic Stank#p://bit.ly/2CQqfEy
(PML Spinstallation Videéd@3Ludic Standdhe Barking Dog & Rebecca the Happy Fiwe Barking
Dogc¢ Nose Tra)l

Fig.40 Phaidag So this is the WorldSpinstallation S3: Ludic Stanbép://bit.ly/2FfpGCP
(PML Spinstallation Vided3Ludic Standd=iFi & PhaiddPhaidag So this is the World

Fig.41 Rizzieg The Valley of the Cigarette$Spinstallation S3: Ludic Stanbép://bit.ly/2mfgeqQ
(PML Spinstallation Videds3 Ldic StanceRizzie & KackRizzie; TheValley of the Cigarettés

Fig.42 Spidy¢ Mother Mission Spinstallation S4: Playfulness, Creativity & Imagination
http://bit.ly/2D8GNp6 (PML Spinstalléion Vided S4 Playfulness, Creativity & ImaginatiBpidyg
Mother Mission)

Fig.43 Sendbad; Sanctitree Spinstallation S4: Playfulness, Creativity & Imagination
http://bit.ly/2CS9ppL(PML Spinstallation VidebS4 Playfulness, Creativity & ImaginatiBandbad;
Sanctitreg

Fig.44 Bearry¢ Pedestrian RageSpinstallation S4: Playfulness, Creativity & Imagination
http://bit.ly/2mdL RRI(PML Spinstallation Vide4 Playfulness, Creativity & ImaginatiBaarryc
Pedestrian Rage

Fig.45 M Unit ¢ Budget Meeting A withering critique of university administrative practices
Spinstallation S5: Creativity & Imagiiwen. http://bit.ly/2gOfrNL (PML Spinstallation Videds5
Creativity & ImaginatioriM Unit\Budget Meeting)

Fig.46 J Unit¢ Cruel LaughterOne of ten chapters charting a mythical tale of powerdilove,
Spinstallation S5: Creativity & Imaginatidnip://bit.ly/2mblriA (PMLASpinstallation Videds5
Creativity & Imaginatio Unit5. Cruel Laughter)

Fig.47 C Unitg The Final AdventureEl Jefe (of J Unit) comes to the aid of MDMA and CPa (of
C Unit), but sadly leaves Captain Camembert strandepinstallation S5: Creativity & Imagination
http://bit.ly/2xSKkAZYPML Spinstallation Vided5 Creavity & ImaginatiohC Unitg The Final
Adventure

Fig.48 Amused perficipantsPerplexpedition #1Unpublished. (PMLPerplexpedition Videat11)
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Fig.49 Mock-Vulcannerve-pinch, C Unit¢ Calamitous Lif&upport Spinstallation S5: Creativity &
Imagination http://bit.ly/2mdWzYs(PML Spinstallation Videds5 Creativity & Imaginatid@ Unitg
Calamitous Life Support)
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Preface: Guide to this Thesis

Thistextisinterpdl 1 SR A 0K NBFSNByOSa G232 IyR 2LIJ2 NI d:

practice. The majority of this has been published on the project website

(www.ludicrouspilgrim.co.uk Hyperlinks to content publised online appear throughout

the text. There is also a Project Media Library (PML), submitted on a USB Memory Stick
along with the hard copy of this writing, which contains additional unpublished content.

The location of Media Library content appearsrggside the abowenentioned hyperlinks

(or when | reference unpublished content). Media Library locations are provided in brackets
in the following form: (PMIName of Strand & Type of Medlldame of File). For example:

(PML Perplexpedition Videwst3 The Faity Vault).

As this is a PaR project, | encourage the reader to fully acquaint themselves with all aspects
of my practice that is available digitally (either by linking from the text or exploring
independently), so as to fully understand this project apgreciate its value. There are

some instances, for example Chapter 5, where the practice and writing should be engaged

with concurrently.

To echo the way in which my practice encourages participants to engage with their
environments in norhabitual waysthis writing offers many opportunities to divert from

linear progression through the text. | provide a large number of hyperlinks allowing the
reader to jump forward and backward to other chapters, sections, and appendices in order
to revisit certain cacepts and discussions or trace threads in the web of argument. | am

not suggesting that the readeshouldengage with the writing in this way, only that ooan

if one wishes. Where hyperlinks connect to an appendix | have provided a link at the end of
that appendix, which leads back to the main text. In order to maintain cohesion of the main
text, hyperlinks internal to the main text do not have accompanying links that connect back
to the section where the link originated; i.e. hyperlinks internalite main text are one

way only.

XiX
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Each chapter has its own appendix containing various sections. In addition to sections that
reproduce documents used within the practice, there are sections which expand upon

various aspects of the main text. There are@aisany footnotes which are similarly

expansive, as well as links to a few related blog posts that | have written. Together, they

F2NY | 1AYR 2F WSELI yarzy LIO1Q 2F (GKS &2 NI
pack provides additional, supphentary detail on certain concepts and implicated issues or
discussions. One reason for including this is that the writing implicates fields with which
performance researchers may not be familiar, owing to the walgging interdisciplinarity

of thispr€ SO i @ ¢KS SELIyaArzy LI O]l RSY2y &GN GSa
epistemic web, shining lights on threads that extend beyond the area enclosed within the

core thesis body, which is comprised of the main text and the practice. The expanskon pac

also factors into the mechanisms for engaging with this writing in thelimaar fashion

described abovet KS SELJ yaAzy LI O] aSNWSa (G2 oNRIRSY
GKS tS@St 2F RSOGFAT F2NJ 0KS Ayl Scebeid SR NBIF RS

understood without engaging with this additional detail.

PLEASE NOTAsmall number of footnotes are highlighted yellow. These do not form
part of the expansion pack and should be read by all readers in order to avoid

misunderstanding, sine these footnotes contain important qualifying information.

Following the appendices, | provide a glossary of terms that | have either coined or

redefined.

XX



Part |: Contextualisation
Chapter 1: Introduction

1.1: The Aim of the Game

In an era when mangnvironmental relations (material, social, and conceptual) are

decidedly fraught, resulting from rapid technological, geophysical, and societal change
0{d212ta SG FtftdZ Hnndp0dI d620S Ydzald NBGKAY] |
1207). Paitipatory performance practitioners have an important role to play in this, not

2yte o0& AYyQ@AUGAY3I aGlAye OGa 2F YAONRLREAGAOA
YITS I RAFTFSNBYOSé¢ daiftSNE HAnnnyltameously = 0 dzi
GRAANHZLIGA DS YR AYUGSNBSY(GA2yAaGX02yaidNHzOGA BS
this participatory artistic baton in order to address this ecological imperative by seeking

ecological recalibration through participatory practiaeresearch (PaR), thereby

conducting my inquirgthrough the mechanic of felt experieBc¢ 61 F NLJAY 9 b A OK2"
2016: 3).

'y SIFENIeé aKdzy OKé¢ ¢ Y S Nayklbrackice eonldiegedl¥ thev mo 0 & |
forging of potentially beneficial new environmentalagbnships and thaplayfulnesstself
might hold particular interest in this regatdAny practice intending to explore, and perhaps
OKIFy3aSs LISNER2yIf SO02t23ASa g2dxd R ySSR G2 2LIS
meet participants where they ar For PaR, this means operating outside of formal

performance spaces and intervening in the everyday.

L dzA&S GKS GSN)XY WLISNA2Y shitind9geimaadipatteds (2 NI
of environmental relations in which a person is implicatedetakom the perspective of
that person. Readers familiar with ecological thinking might perceive a problematic

anthropocentrism here. However, this terminology is not to imply any ownership of

1| alsohopedthat implicating playfulness into the practieeuld help to practically facilitate the work, both
technically, in that play has always been fundamental to my performance training and practice, an
pragmatically, since | hypothesised that participants might more readily engage witihéghted practice.



ecologies by individuals, nor to indicate any endorsememadif/idualism, but rather to

foreground our ambiguous status as manifestly agentive subjects that are ablragsly

LI NG 2F YR AYyaSLINIYoftS FNRYSZ SO2t23A0Ft ae
YR WAYRA@ARdzZ f & Qsiva parsithday whietifell @ hoBitisimist 2 F R A a O dzN
ecologically and philosophically accurate to refer to people as individuals (cf. Hermans,

2001), 1 do so here.

As | explore in Chapter 4, this ecological stance troubles the putative objective
subjective boundaryn that ecological systems of relation objectively exist yet are
contingentupor2 Y SQ&4 a4dz0 2SO0 A DS LISNARALISOGA DS D ¢tKAa L
LISNF2NXYIFYyOS (2 AKATFO LI NIAOALI yiGaQ LISNBLISOGA
personal ecolo@is. | use the termecalibrationto refer to subtle yet significant changes to
the systems of environmental relations which constitute personal ecologies and therefore
also to refer to changes to the people who areaomstituted by those ecologies. Iggest
GKFG Y& LINI OGAOS OFy STFFSOU Fy AYLERNIFYyG NBC
terminology, this recalibration could be said to involve a shift from functional, madikiae
GO02yySOlA2yé gAUK GKS St SYSyladz2 Fa @ySaxay GBiOX
which ontological change takes place (Berardi, 2014: 18).

My essential argument here, as demonstrated by my practice and articulated in this writing,
Aad GKFGX 2dzad a ao[ 6208 OKIF y3S derliukdSes 602 &S NE

in ways that are positive, beneficial, and philosophically significant.

Playfulness soon became a defining research focus, as it emerged that play is both of great
cultural (Huizinga, [1938] 1970), evolutionary (Burghardt, 2005), and ecaldBateson,

OMPTHB HANNOL AYLRNIFYyOS YR KIFIa y2Gd 6SSy aid
strong methodological candidate, however, since performance and play are intimately

intertwined.? This project thus investigates the interrelationsween performance,

2The close and significant interrelations betwedaypand performancare widely recognise(e.g.Schechner,
2013; Shepherd & Walllis, 200¥22¢127; Turner, 1982SuttonSmith, 1979



playfulness, and ecologyseeking to contribute to our understanding of enduringly
enigmatic playfulness, and hypothesising the potential for positive ecological change
through playful performance. | describe playful persmvironmentinteractions asudic

ecology

The initial germ of the project was my interest in walking art as a means of
AYy@SAaGAIFGAYT LISNE2YIf SO2f 23 iaswibnaueA y3d (2 o
The drawing of focus from walking itself to playfesis both revealed originality and
LINRYLIWGSR | O0NRFRSYAYy3d 2F YSGK2R2t23& o0Se2yR
Fulton, 2010), entailing the formation of Popular Participatory Peripatetic Performance (or
4P for short). Although the popular pillar figates playfulness, 4P has been specifically
designed as a flexible methodology appropriate to various confexégmefully providing a
widely applicable research outcome. Playfulness assumes its integral position in the
RSNA G GA2Y 2 Fticaifiorh 4P. TadstBe FPCuidy pradiké form one of my

chief contributions and are outlined in the next section of this chapter.

l f GK2dAK L akKFNB . F1T YSNEKFI@gQaE 6HnnpOO |y
regarding questions in PaR, my initiajuiry and methodological development gained

clarity by extracting from the above hunches the following questions:

1. How can performance be structured and implemented so amtegrate playfulness
into daily routine®

2. Whatrecalibration (if any)of LJS 2 Lan@&hénental relations might this provoke?

3. Whatbenefits (if any) might this have?

As the project developed, my practice revealed itself to form investigative

GOY2RStaee 6. 10Saz2y g . I yz MPYyTY oTO |V

Sa
intertNSt I A2y ad tKAad SOARSYyOS YSNAKI 6Q&d 2048

3 performance has long engagiaplicitly with matters of ecology through siteased practice, which can

arguably be traced back to the Futurists, who took performance out onto the streets around 1911 (Goldberg,
2001: 16). In recent years, ecology has become an explicit concern within performance studies, the field
having been illuminated by Kershaw (2007) and its developing breadth indicated by the publication of a
dedicated edition oPerformance Research: Ocolbgy edited by Stephen Bottoms, Aaron Franks, and Paula
Kramerin 2012. Ecology is now often used as an analytical framework in performance studies, for example in
PaR (e.g. Riley & Hunter, 2009) and participatory performance (e.g. Harpin & NicB6ls2h,

4 A keen walker since childhood, | had been introduced to the notion of walsagts-practiceby Laura
.A&aasStt FyR 51 @ihR20h4TEPRE obReen@efiirrhdSed and the Body Working Group)

51 make some suggestions as tdvet potential applications in the Conclusion ($26).
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GKS SELX 2N} G2NE ljdza tAGé 2F NBaSINODKéS &aAry
investigative models was seemingly spontaneous and scarcely connectedabdbe,
KFE@Ay3a Y2NB (G2 R2 gAGK GKS GNIRAOIE 2LISyySaa

the irony in formulating this latter development as the following question:

4. What is thestructure andsignificanceof performative ludic-environmental

interadionsas revealed by my practi@e

This became the key focus, eventually illuminating playfulness as a philosophical
phenomenon.Importantly, the inability of existing theories of play to account for my
experience of the practice and observations of p@pants led to my formulation
play(fulness)which | argue advances play theory by refining a distinction between play and

playfulness.

The rationality and orderliness of questifmrmation, however, generates tension
withthenonf Ay SI NAGEftARYyRBRAGARA 2FNRPEBI GASJS LINRPOSaa o
reality, this project is not driven by delineated questions, it is an exploration by live and
digital practic€ critical reflection, analysis of participation, and literattivased research,
which together constitute the thesis, although even these muatodal arguments
necessarily cannot articulate everything at play within and around the practice.

Nonetheless, in this document, certain chapters address certain questions most clearly, as
expressedr the Thesis Roadmap at the end of this chapter. Interplay between all thesis

elements has generated practical and theoretical insights hopefully of value to various

fields, from playto performancestudies to pedagogyl aim to clarify these and thus
position the projectast LIN} EA&aéY y20G 2yfté& |a aGKS2NE AYONJD

2013: 5), but also practice imbricated within theory

5 The concept of performativity is a mutable and vexed one (see Shephéfdligs 2004220¢224). Here, |

use the term performative in its gen@rsense of instigating action or performance. There is also the sense,

with which participants might identify, of engaging in action which connotes performance. Whether or not

any action associated with this projezdn be objectively categorised as figmance is less important than

whether it bears some of the hallmarks of performance.

" The digital practice is hosted on thdNR 2 S O (i @&w.lddBrouEpilgiis.co.uland in the Project Media

Library PML) that accompanies the hard copy of this writing.

bSftazy y2GSa GKS @I tdzS 2F GAYaARSNI | OO2dzydinEKRSNI2G 2y ¢
LINPOS&aasSa yR O2YLRAaAAGA2Y It &GN GS3IA@)batalsodorkgairceK L RA aC
GFdzf £t SNJ dzy RSNEGFYRAY3 Fo62dzi oKFEG Aa +Fd adr1S Ay ONBI
provides opportunities to understand more about what stake arts practice has in wider society, as | hope to

show. Throughot, | have considered my role as both trained performer and researcher.
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The radical openness of performance is here compounded by that of play(fulness)
(Barnett,L.,2007). LudicrosPilgrim is the manifestation of my playfulness, his name
binding playfulness to walking art within my practitiiis persona ensures that my practice
both renders 4P in ludic form and employs ludic content. In order to establish a relationship
betweenform and content in the writing also, and so that coherence obtains between
written and practical components, both | and LudicrousPilgrim speak within this text. There
is no authorial separation, however, since we are one and the same person. Thouusthis
made for an artistically and academically stimulating process, at times LudicrousPilgrim has,
'a Y& adzlJSNIDA&A2NI 20aSNWSas ao02yS Oft2as G2 al
NA&lAYy3 GKS -toBn8a&Omhadediore Nftide SdreNt®d research
intelligibility, this document is arguably more conventional than my practice, with
[ dZRAONRdzAt Af ANAYQEA AYyTFEdzSyOS 2yfe®sSO2YAy3a L

Ly GKA&a AYyOiNRRdzOG2NE OKLI LiirfiddEondto FA NR G 2 dzi
knowledge, introducing the main methods involved in the practical and textual aspects of
this research enquiry. Next, | address these practical and textual research methods in more
detail, sketching out how the different elements of my piak OS NB S| £ SR LJX | @ 6 7
philosophical attributes and highlighting the important roles that humour and pedagogy
LI e SgAOKAY GKA& LINR2SO0O® L G4KSYy AYyGNRRdzOS
conceptual framework: the ecological thinking aeGory Bateson, Baz Kershaw, and James
J. Gibson. As the conceptual framework that | develop is founded on ecological thinking, |
often refer to it as an ecological framework. After having sketched certain of the above
GKNBES a0K2f I NAQIOAASIFL A RAVMDIAAY OKIWE LINRP 2SO0 C
relational, experiential, and interdisciplinary. This chapter concludesamitbverview of

the remaining chapters.

8 SyO0S y2 3FL) 6SisSSy W[ dzRAONRdzAQ YR Wt AfINAYQOD
9 As will become clear, play(fulness) and seriousness are not mutually exclusive; however, in the context of a
PhD, it is important thiaa project be both intelligible as research and taken seriously.

10 Apart from possibly in a footnote or two during earlier chapters.



1.2: Contributions

As | intend to demonstrate through my writing and docurtaion, this projectcontributes
primarily to PaR, ecological performance, and faydies. The ordering below does not
imply a valueranking. The practice offers a new methodology for, and modes of, ecological
performance and also new means of studyimgnan play(fulness) in the wild; | propose a
novel methodological stance on PaR; my conceptual framework outlines an original theory
of play(fulness) and its significance; and my documentation practice contributes practically

and theoretically to PaBocumentation.

1.2.1: Practical Methodology & Models

The 4P methodology came about for the following reasons. Populer noveltyseeking,
presenttense, personarather than charactebased, and using direetddresgDouble,

2017: 8)¢ in order to engag a wide variety of people; Participatory, so that people

practically experience and, where possible, influence the work in the hope that this might
promote shifts in personal ecologies; and Peripatetic, so as to both take the project to
participants, faditating participation, and take participants through environments,

facilitating exploration. Though the present aim is to propagate ludic ecologyarPe put

to many other ends. From 4P, three modes of practice have been reflexively developed and

refined:

Perplexpedition¢ anintervention in public space;
Wandercastc an audiewalk podcast; and

Spinstallationg a performance workshopt

111 note the similarity of, and inspiration drawn from, certain other practices to midleapter 6 the
WandercastCase Study, contains a brief practice review for this strandf@ntiprovides information on
further performative audio works. For practices relatingP®erplexpeditiorand Spinstallation seeA5.3&

A7.6 although the reader might find it useful to read these appendices in conjunction with, or after having
read, thesestrand Q / a8 { (i dmRASa& o/ KI LIJi SNA



Together, they effect a triangulation of practical inquiry into play(fulness),
performance, and environment, pducing insights into their interrelationships. While their
comparative looseness varies, all three aim to preserve participant agency and promote
creativity byemploying a general looseness of structure and significant interpretative and
interactional fexibility. My tripartite approach also allows multiple effectivities of
play(fulnessthrough-4P to be concurrently investigateddésignedhree strandswith

minimaloverlapy 2 NRSNJ (2 Y| EdoMprehéhsivieres LINR 2S00 Q

1.2.2: Both PaR and Practice -Based-Research

Although I did not set out with an explicit aim to do so, this project contributes theory in a

number of areas, chiefly: play(fulness) (Chapter 2), pedagogy (Chapter 3), and epistem

ontology (Chapter 4). | also comment on PaR docuat®n (Chapter 5), performative

podcasts (Chapter 6), and installation art (Chapter 7). The writing also contextualises,
conceptualises, and analyses the practice, as is customary in PaR (Nelson, 2873: 33

With the intention of elucidating the sulgties and complexities of the research

methodology and outcomes that have emerged over the course of this project, | describe

the project as simultaneously constitutitgth PaRand practicebasedresearch. In making

GKA&a Of I AYZXZ L I tR2tdrdiipraotited & AV 3 (@A NBF SAF G2 a NB 3
RN} 638 FTNRYXLINI OGAOS o0dzii ¢ KAMAKE SARE T 2NIIVAAG dzf O AUOSAR
addition to my own sense that practidesed connotes outcomes that can reach beyond

the discipline(s) in whicthe practice is situated. Simultaneously, my project operates in

ways that characterise it also as PaR, as | outline below.

PaR and practicbasedresearch, when employed on their own, are each able to
facilitate both practical and theoretical knowledgeoduction, but | contend that my
LINE2SOG SEOSSR& tl wQ&a dzadzZ f NBYAG 2F ONRGAL
to the significant theoretical contributions noted above. | describe my project as practice
basedresearch to give asense®fK A & WIA2Ay 3 0Se2yRQOD | 26 SOSNE
baseduponmy developing arts practice; my enquiry has taken place through and within my
practice. This is evidenced by the fact that key insighierged from the doing of the

practice, such as thiemportant role that both ambiguity and humour play within the



practice and theory of ludic ecology; both ambiguity and humour form threads that run
throughout this writing. Furthermore, my practice constitutes evidence of my research

enquiry and was examed as such. Therefore, | characterise my project as equally also PaR.

| am not suggesting that my project produces more, or better, knowledge than other
projects but that certain elements of the knowledge produced here are best understood by
using the famework of PaR and others by that of practizesedresearch. Broadly
speaking, practickasedresearch tips the balance in Part |, with PaR doing the same in Part
Il (seel.6: Thesis Roadmap). Crucially, howeverheaud every element is inseparably and
causally interrelated, which is why | strdssth/and; nothing in this project is unequivocally
one or the other. This description is a means for me to understand what | have done in
terms of research methodology,dbes not indicate an approach that | rationally

formulated in advance and consciously followed in shaping the project.

| suggest that practicbased also connotes broader conceptual reach across the
academy. For example, my play(fulness) theory arose frerplay between practical,
SELISNASYGALFE @17 Y 2 Band e procebsdfrevidwihng play studiesy H 1 0
literature. Thepracticebasedtheory could potentially be understood without experience of
my practiceasresearch, yet could nothave bge F2 N dzf 6 SR Ay AdGa o6as,
abstraction emerged in hindsight; in the moment | made no distinction, hence the
simultaneity ofboth/and. This stance emphasises the extent to which, as research directly
involving arts practice becomes magstablished, it has the capacity to employ its
OKI N} OGSNRAAGAO AYUSNRAAOALA AYlI NARGE OAOARY on
whilst retaining its practical footing and constructiteRA & 2 NRSNI Ay Sadaé¢ o0¢ NA Y.
56).

| note that othes are also challenging such distinctions, prompting uptake of the
GSNY AGLINF OGAOS NBXaSINOKE dal O1Se> wHanmcyY nTdo
2FTFSNI Ye Wo2iKklyRQ adidl y @éntribution to thes@dgisafess | Yy R K

2h&fazy dzasSa GKS GSNY aly26Ay3é (2 GNRdotS | aSyas 27
dzy LINE 6t SYIF GAOFEt& 2023800 A @t®igaged inytieddt yidtaxdd Arid pehags SR3I Sa |
Sy3r3SR Ay I LINPOSaaddf NBtIGA2YAKAL) ald GAFEE&XLINBEAY
GKA& asSyasSs &St Ftaz dz&S GKS (Nl &g nqitgi®erigidal,S . + Ny S
GKAOK KS | 3a20A1F0Sa 6AGK az2RS H 1Yy2¢tkdRifghaawihg2iyes {
uncertaint = 2NJ a2RS 03X ¢6KAOK A& 020K LINRBRdJzOSR o6& | yR LINEBR

these forms of knowing manifethemselves as significant througines within this project.



and t the terrain of practice research, rather than as a standalone research methodology.
My intention is to better understand and articulate the processes and trajectories at work
within my research project, with the possibility that other researchers niiigiat that my

formulation serves to open up and elucidate their own practice research activity.

1.2.3: Ludic Ecology

As well as being shaped by critical reflection and participant feedleack, practical strand

has evolved through mutual modificatiore. in ecological relationship, with an original,
developing (conceptual) framework for ludic ecology that incorporates my play(fulness)
formulation. Although human play(fulness) has been studied ecologically (Bateson, [1972]
2000: 17¢193) and ethologgites environmental resources as a key factor in animal
play(fulness) (e.g. Auerbach, Kanarek & Burgh&@it5 Baldwin & Baldwin, 1976), ludic
ecology interweaves these threads and more, broadening our understanding of play(fulness)
through a uniquel}? synergistic approach that positions play(fulness) as a philosophically
important phenomenon. Importantly, the central role of arts practice allows for a context
and affectrich experience and understanding, adding unique valkie Matthew Reason
observe§ | f 1 K2dz3K | NIida LINR2SOGaQ SEGNAyard o6SyS
can often be gained through other means, the intensifying quality of aesthetic production

energises the process and thus can maximise its effectiveness (2017b: 47).

13 Claire Hind (2010) has conducted what she tepmaticeled research into play and performance; however,

|l AYRQa NBaSINOK RAR y2i KIF@S Iy I 002 YslightyhétHogoBgical2z Odza 2y
AAYAEFENRGE AYy GKIFIG IT'AYRQ&a LISNF2NXIFYyOS&a 6SNB LI NI AOA LI
SYGANRYYSY(=Z | AYRQA NBaASHNDK AyoSadAaial (baabeS&nl I YR RI
masochisticalyjy Ff SOG SR LISNF2NXI yOSaod Il AYRQa Sy3al3SySyid gAilK
and her conceptual framework focuses tightly on Freudian and Lacanian psychoanalysis. Therefore, though

certainly valid in its own right, it does not possess tams generalisability as this project, nor does it allow for

GKS AYyUiSNBSIFGAYy3I 2F Alda LINFOGAOS Ayil2 LIS2LX SQa RIFAf @
place in the research landscape to that of this project.



1.2.4: Documentation 14

My approach to PaR progresses documentation methédatchivability has been built into
each strand from the outséf Most importantly, my methods are intended to allow

diachronic engagement with the practice whilst preserving tharabter of the original:

Perplexpeditionis constituted by the collaborative production of videos capturing
the ludic activityof myself andparticipants. The editing process renders the footage
into affective documentationmeaning that it teases ouna expresses the affective
experiences both of myself and participants, giving a sense of the live event and

gesturally articulating the practical knowings generatéd

Wandercasth y Of dzRSa | a&aidl of ST (NI y2RBRiZaAWOE S
podcast, whiclboth isanddocumentgractice ands alwaysalready ready for

activationby-participation

Spinstallationculminates in ludic tasksomprisingcollaborative video productionl

leave these videos unedited to preserve their DIY qualtyiadicate the ease with

which the practice may be replicated. Althougpinstallatio® a dzy SRAGSR @A
K

not tease out practical knowings to the same extenPasplexpeditio@ a = G KS @&

1 The only elements gfractice which are not documented are the early stages $pmstallationworkshop,

which mainly involvesaticipants sitting around tables, ancapiA O A LWayider&a@performances, which
necessarily cannot be documented. | do, however, gatheireplirt feedback via questionnaires for both of

these undocumented elements.

151 acknowledge also the innovative approaches of practitimesearchers such as Joanne Scott, the value of
whose multimodal approach | recognise (see 2016¢28). | argue thamy approaches go still further in the
integration of documentation into the practice, and also develop documentary methods on more fronts, due

to the tripartite nature of my practice.

BThisfollowh St a2y Q& LISNE2Y | f adz33S &éihikankentiod th&k@ofa 2 R dzNA y 3
November, 2014.

7 The termaffective documentationvas coined by my supervisor, Nicola Shaughnessy, to describe the

approach | have developed. Sep://ludicrouspilgrim.co.uk/category/perplexpeditionfor

PMLW Perplexpedition Video) an@hapter 5

bSftazy | Rg20IGSa (GKS dzasS 2F a3SadGdaNIt LRSGIAO Y2RSa
written component of PaR (2013: 35). | have built this into the practideesplexpeditioneffecting a form of

ludic analysis within the strand itself.

10
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http://ludicrouspilgrim.co.uk/category/perplexpedition/

nonetheless constitute both digital 4P practice and research dootatien.

/| 2ttt 02N 0ADPS GARS2 LINPRAzOGAZ2Y Ffaz2 |ff2¢6
documented, which would not otherwise be possible, and positions participants as

research collaborators, thereby contributing a novel method of participant action

research.

1.3: Methods

1.3.1: Practice o The Ludic Triangle

| have developed three different modal strands of practice in order to effect a dynamic,
wide-ranging, multiperspectival inquiry, hopefully producing understandings broader and
deeper than thosgossible with a singlpronged approach. Producing one practice with
three strands allows mt make the practice as accessible and attractive to as wide a range
of people as possible in order to maximise the validity and generalisability of the findings
The three strands are crucial to pursuing thew question(Question 1becausehis design
allows comparison between structures. Without the three, it would not be possible to
effectively weigh up the pros and cons of any one structugach strandanstitutes

research process and outcome, with documentation and digital aspects of the practice
hosted online. All strands are informed by my concepboted placelessneswhichrefers

to a mode of being in which presence in the moment is prioritideova other associations

and places are perceived in a new light

Crucially, crospollination of discoveries and motifs between the strands has
occurred throughout, producing one approach in three united manifestations rather than
three independent practies. For example, the central role of ambiguity in play(fulness)
emerged fromPerplexpeditiorbefore being structured intdVandercastind Spinstallation

and the presence of David Attenborough can be felt across all three.

8 This emerged from my practical explorations during a brief residency with John Fox and Sue Gill, formerly of
Welfare State, wherein | wrestled with how to make grounded, vital work that would pursue my aims whilst

being sitenon-specific. The residencyi 2 21 LJX I OS G | yR I NBdzy R Bajki®m O2 dzLJ SQa
the 18" to the 2T of May, 2015.SeeAl.1for further discussion.

11



The strands are united on aestiic and structural fronts. They share a common
aesthetic, largely derived from my sense of humour. | outline the importance of humour in
a little more detail in the coming sefub-section. In terms of structure, whil@e activiies
involved in each sandmay be simplein each case thegllow participants and myself to
interact with the physical environment, the social environment of our spontaneous
grouping,and the conceptual environment of the particular situationvays that are

sensory, imaginate, and innovative.

Perhaps most importantly, producing three straretgbled the formulation and

pursuance of the fourth questioregardingthe structure andsignificanceof performative
ludic interactions between people and their environmergs it dlowed comparisons across
different performance structures to see what patterns connect thelwas keemo see how
play(fulness) manifests differently through differembdes ofperformance as this would
enable me to trace contrasts and commonalitiesldherefore find out more about
play(fulness) than is possible when employing a single m@denparative analysis across
the three strands; 6 KA OK S OK SYLX 2& &aAYLI S | OGADAGASaE
potential, and which are knitted together usiagcommon aestheti¢ makes possible an
investigation into the tension between structure and processrgue that structure
processtension is characteristic of, and fundamental to, play(fulness) itself; it has emerged
as a central theme throughout thiggject, often taking the form of balancing acts to be
negotiated on different levels. Furthermore, structypeocesstension lies at the heart of

I ( S & 2-yelydus yiakioh of the sacred, which | introducelid 1 below, and which
factors into my argument foludic ecologd LIKAf 232 LIKAOFf AAIYATFTAOLl y

As intimated above, environments are taken here as comprised of inseparable,
interrelated, interacting elements: physical, social, and conceptual. All strankssee
facilitate physical, social, and conceptual play(fulness) to varying extents in relation to

various environments. | describe each strand briefly below:

12



Perplexpedition

These interventionforeground the inherent riskiness of play (Huizinga, 128):by
instigating spontaneous, quidke, looselystructured encounters between small groups

and their immediate environmenfor example, using a bikack as a climbing frame

13



Wandercast

These audiewalks(currently) engagéendividualparticipants, inviting recalibration of their
NBfFGA2YAaKALI (2 GKSAN ISyYIORANRYWSyE DR LIINSGESWIC
Cook, 20158) and, crucially, extending this into ludic action during a more sustained

performative engagementn Ep.2, for instare, participants seek out swinging

opportunities

19 This is a still from an unpublished haéavideo (PMLWandercast Videdr utorial§ Raw FootageCanters 20

10-15\Swing King (under)), of which there was going to be a series, demongtrediys to approach the

various tactics contained Wandercast Ep.2: Headphone Adventure Playgrodraborted this element of the
LINP2SOG 0SOIdzaS L 02y Of dzZRSR GKIFIG GKS @ARS2a YAIKG 208
during the podcas thus limiting their agency and creativity.

14



Spinstallation

These workshops constitutbe most durationabnd overtly pedagogicatrand, taking
mediumsized groups gbarticipantsthrough a series of exercises, tailored to the particular
setting, aimngto incrementally increasegrth OA LJF y 1 &4 Q LI F @6 FdzZ ySaao
towards theundertakingof a final ludic taskln a setting featuring many modes of

transport, for example, the final task involved playful travel.

R RS L L BN
nusual way

LN
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All threestrandshave effected performative inquiry into play(fulness) as a philosophical
phenomenon though they foreground different aspect®erplexpeditiorand Spinstallation
highlight the ontological foundations of play(fulness) that | argue are grounded in
produdive ambiguity, wherea8Vandercastoregrounds the way in which both
performance and play(fulness) exemplify realiynstructing processed.set out the
elements of this argument and how it manifests in each of the strands in the Roadmap

section at theend of this chapter(.6¢ 1.6.7).

The triangulatory design also aims to render the project accessible and attractive to
as wide a variety of participants as possible, in order to maximise its validity. Even before
practical explorations began, | hypothesised that few people would adéepilexpeditiof® a
out-of-the-blue play(fulnessinvitation. In order to maximise participation, | decided to
devise opportunities for potential participants to opt in to the projectlaiso to participate
wherever and whenever they choose (thereddgo producing a project with significant
accessibility to future participants, practitioners, and researchers). This was a major reason
for choosing the podcast format ¥¥andercastwhichanyone in the world can engage with
so long as they have internet access, a portable media device, and headpfdhesever,
whereas convenience and flexibility are gained with the podcast form, there is necessarily a
loss of direct corporeal contact withe facilitator. Therefore, | chose also to develop the
Spinstallatiorworkshop, which offers both clear ot and prior information, while

preserving facdo-face facilitation.

1.3.1.1: Humour

As | discuss in the Case Studies, the formal charatitsrand structural dynamics of each
strand call for distinct modes of facilitation and invite participation with differing qualities,
illuminating the inquiry from multiple angles. Nonetheless, all strands embody the same
LudicrousPilgrim aesthetic, i.eny sense of playfulnesslumour is central to playfulness

(Barnett, L., 2007: 95%;ieberman, 1977x)T AY RSSRX AU A& LI} | @ FdzZ ySa

20 My intention is to harness mobile devices and headphones to open participants out into their environments,
reversing the inwardocus typically associated with these technolodiefs Myers,2011a: 79¢80; Arnold,
2003:245¢246) | discuss this in more detail@hapter 6
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component (Proyer & Jehle, 2013). Therefore, playfulness, like humowcessarily

individual. Humour c6LINA 8 Sa + O2NB aLlsSot 2F nt Qa L2 Lz
humour! also plays a key role in realising play(fulnessphilosophicaljphenomenon. |

contend that life is simultaneously magnificent and ludicrous, meaningful and arbgrary

this project, these two poles snap together through what | aadlverent reverencé?

The ludic behaviour that this project has facilitatégupports my argument that
LI I & F dzbogrisllasalyspedifigéd | ONRPaa& AYRAQGARdzZI faz b2 02NN
4 ¢ emphasis original); though singular, playfulnesses necessarily overlap. If this were not
the case, playful interactions between individuals would not be possible, nor would sharing
a joke?* | suggest that by developing three operationaligtinct modes of 4P, | have
YFEAYAASR GKS OFLI OAdGe FT2NI 20SNIFLI 2F Yeé f dzR
playfulnesswithin the limitations inherent in a solo project. Nonetheless, just as not
everyone will find the same joke funny, not everyone wisim with my notion of the ludic;
therefore, this project cannot claim universal appeal or validity. Indééahdercashas
attracted some negative feedback and a participant has walked a8pifstallatioron two

occasions.

1.3.1.2: Pedagogy

This projet employs and manifests a Freirean (1972) pedagogy of mutuality. Participants
hopefully gain insight into their own play(ful) potential and that of their environments, i.e.
GKSANI t dZRAO SO2f 238> gKSNBFa LI NIAOALIYyGaAaQ L
practice; each party both teaches and learns. Mutuality also manifests in that all parties

perform. The project aims to propagate ludic ecology by creating perfepasicipants, or

perficipants Perficipants play a double role here as participardathlin the performances

211 would describe my sense of humour as a cross between Vic & Bob, Josie Long, and The Mighty Boosh.
22 seeAl.2for further discussion/explanation of irreverent reverence.

2 For example: making a stunt out of getting close to a treRdrplexpeditiorfsee
http://ludicrouspilgrim.co.uk/tre-legendarytrio/ or PMLPerplexpedition Videdt10 The Legendary Trio),
FGGSYLIGAyY 3 (2 3INI owWdndeastEp. B, & ivingla tur of the @i Zodhiry
Spinstallationseehttp://bit.ly/2vGcUuxor PM\ Spinstallation Vided3 Ludic StantEiFi & PhaidaCar Zoo).

24 SeeA2. 1for further discussion of playfulnessserlap and humour.
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http://ludicrouspilgrim.co.uk/the-legendary-trio/
http://bit.ly/2vGcUux

and the research, with myself in the role of perfornfacilitator, orperfilitator.?®> More

properly, perficipants can be considerediowestigators’®

Perfilitation here comprises the devising and refining of ketiological 4P
structures and implementing them so as to give participants the licence and confidence to
become performers and engage in play(fulness). | have found that the latter is achieved
most effectively by engendering as equitable a relationship as possible eetmgself and

perficipants. Crucially, the above also means that, although | am its main author, this PaR

O2YLINR&ASa y20 2yfeée Y& LINFYOGAOS: odzi | faz2 LISN
other.

1.3.2: Writing - Towards a Ludic Academic Aesthetic

| follow May in understanding academic writing as a practice of key importance in PaR

(2015:6@Cc p 0 @ | 26 SOSNE GKA& gNAGAY3I 3F2Sa o0Se2yR

LI F@oFdzZ ySaao Ay F2NX | yR 02y 8sgijEatesor y a i A ( dzi

[1972] 2000: 1) One of my greatest challenges has been negotiating formal, textual
play(fulness) whilst fulfilling academic expectations. The marked use of foothates
appendices represents one such strategy (also providing signpustsugplementary
information), another being the generation of neologisnihis pay is notnecessarily

intended aMunQ Ay O KS . &a ganededigned éhg phi®sopher lan Bodast,
requires diligent worlon a system of material@n the hopes that it might blush before you
and release itst S O NED1i6208). | have drawn together a variegated system of academic
materials representing the implication and significance of play(fulness) in many fields from

ethology to psychology to philosophy.

In developing my lines of thinking and constructing my arguments, | have made
SEGSyaAr@dS dza S 2, Fhidn,deAbertEiidtein(2988 25060, is & ¢

25 Unless otherwise indicated, references to myself as perfilitator or to my patifiin address the issue of my

role in the work.

261 discuss this specifically 4. 1

271n this | draw inspiration from David Woods (2005), of Ridiculusmus Theatre Company, who made similarly
extensive use of footnotes inis PhD thesis. Footnotes are also recognised as having played an important role
in the development of scholarship in history (Grafton, 1999). | characterise my expansive footnotes and

FLIWSYRAOSE a4 o0SAy3 | oAl tA1S Iy WSELIy&aAzy LI O1Q 2y
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quintessentially characteristic of productive thoughtThus,in a sensethis documentisa

theoretical kaleidoscopédringing the organic processes of-areation into academic

writing. For me, play, like life, exists in tension between order and chaos, structure and

freedom, determinism and probabilifef. Bateson & Bateson, 198Tgim formy project to
embody this tension/ NHzOA I t f 82 (KA & LINR2SOGQa G4SEddzZ & I
cohesive, holistic, internally y 4 SN OGA @S aAy@SaidAal GAPS &Ll OS
findings manifested in numerous epistemic modalities fre@lgulate and impact one

another.

There is no har@dndfast distinction made here betvem ludic and nodudic writing;
to separate the two would effectively create a dichotomy discordant with the overall tenor
of thisproject. Insteadtwo voicesintermingle. Occasionallan overtly playful tone is
perceptible; at other times it may be covertly at work in alliterative word choicgightly
ludicrousphrasing LudicrousPilgrins immanent within this text, the glint of his eye
occasionally flashing fro the page as when a comedian signals a joke with the subtlest of
looks (Double, 2014829). Thisperformativewriting can be seen as an exampleLaida
| dzi OKS2y Q&4 dR2dzo0f & O2RSRé¢ y20A2y 2F LI NBPReé:
subject (1989101) The subject herasthe project itself whichaims to beboth rigorously

ludicrousand ludicrously rigorousthereby manifesting formal play(fulness)

| F dAy3 a1 SUOKSR 2dzi G4KS LINRB2SOGQa& YIFAY O2ydN
keypl&@ SNBA Ay GKS F2N¥dz | A2y 2F GKS LINR2SO0Qa

their major concepts on which | have drawn.

28 Combinatorial thinking is also argued to comprise a robust link between play(fulness) and creativity (Runco,
2016: 99) and play(fulness) and learning (Lieberman, 197 ¢1B833.
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1.4: Ecology

1.4.1: Bateson 0 Ecology of Mind

¢KS SOzftz23e 2F G(KAA LINRP2SOG Q& iAdpf;tBe aLINA Yy I &
approach to ecology taken here can be considered largely Batesonian. Bateson

distinguisheseO 2 f 2 3 & (2080 xXikfrdrR the deconomics of energy and materiéls

that commonly comprises ecological studlyid: 466)?° Ecology of mind constites the

study of form, pattern, relationship, interaction, information, ideas, and all immaterial

aspects of living systems that are nonetheless imperative for their understanding (ibgl: 250

251). Though I make use of additional perspectiv&sspecidimportance here is that

Bateson deems mental ecology the only means of understanding playxiiid: He also

alg LXFe a  LRISyd G22f omdTdY MmMcO Ay (KS
approach (ibid: 8), which pursues a holistic untlamgling of the natural world, synthesising

KA a ¢ anthtopology, psychology, evolutionary biology, and communication tkeory

(Cashman, 2008: 45). Connection, for Bateson, is not the matkénprocess denoted by

. SNJI NRAQa dzi | 3 SvaimK (0 2L SYsS v. dvkieByGaraiyc@ayokedall G S Ny
mutability and aesthetic quality that makes it more akin to the meaning that Berardi

FGdF OKSa G2 GKS GSNY aO2yedzy OB sfignskisH nmMnY My
theory of conjunctionwithBaS a2y Qa SO2t 238 2F YAYRO® . GSaz2
FyiKNRLIZ2 OSyYy (i NR GhE rocétsSEniinyad syrngletry bedutyzhide ugliness,

aesthetics, thehuman beird<¥ery aliveness and little bit of wisdém.9@9:5); he aimed to
AOASYUATAORE ONBSRE@P A 18 6§ KEKE G Oibid/ IR Ini KSNJ dzy A €
further exploring links between ecology, play, and also performance, | hope to shed a little

light on these philosophical concerns.

22 Unless indicated otherwise, either explicitly or by context, use of th@semental ecology or Batesonian

§02f 238 KSNBITGESNI NBFSNE (&in.oF (524802 yIOA 523 & SET aY Ay
MPT HPE MPYy T 9 MPOMD {SS fa2 1 2FFYS@8SNE SR®S oO6HnnyL *
preaursor to biosemiotics.

VLG A& AYLERNIFYd G2 LRAYG 2dz2i GKFG . FdSazyQa yiaizy 2
transcendent (1987: 5{B4).
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1.4.2: Kershaw & Ecological Performance

| take an approdtto performance studies informed by Kershaw, arguing that individuals

Oy 06S GLISNF2NXSR 06e¢ OSNIIFIAY LI SNF2NXIFyOS ad
exemplifies, and can help humanity to recognise, the way in which our species is performed

0 & 9 leddldgies) auncturing the belief that we possess unilateral agency with which to

O2y iNRf GKSY S6HAMPY MMpO® ¢tKS LIKSy2YSy2y |If
participation brings heightened attention, and thus increased presence, through a

decenth y3 2F 2y SaAStFI 2N adzyaSt FAy3I¢E OSHAMTOY nc

the intensification | cited in.2.3above.

Kershaw further argues that, due to global forms of change within politics,
economcs, media, and technology, the twentietientury saw humanity develop into
GLISNF2NXI 0A QS a20ASGASaéds 6KAOK | NB & ONHzOA I §
performance pervades every instance of human action and experience (20€172)11
Tetherng this second point to the current ecological crisis, Kershaw characterises the
processes by which performative societies arose and are perpetuated as manifesting
GLISNF2NXI YOS | RRAOGAZ2YE D 9YRSYAO @AOA2dza OA
their performative underpinnings and compound their effects, for instance climate change
(ibid: 1x15).

One might wonder, then, what difference artistic performance can make to a species
defined and trapped by this phenomenon. Is it not like attemptmghange the ocean by
pouring water into it? Not so, says Kershaw (2015). His claim is not that identifiable artistic
performances (that is, those which are meseless objectively framed as performance by
virtue of association with particular traditieh effect instantaneous recalibration between
individuals, communities, or societies and the environments they inhabit. Rather, such
performances afford recognition of relations between humans and their environments
(which, from an ecological perspectiage not strictly separable), forming the precursor

necessary for potential recalibration (ibid: 119).

As with cognitivebehavioural therapy, thinking about how one acts can beget
change in how one acts, begetting change in how one thinks. Similagiygiey in, and

being performed by, carefully structured performance activity can promote the recalibration

21



2F 2yS0a LISNF2NXIGAOS SEAaAGSYyOSo LF¥ KdzYl yAdl
perhaps performativébehavioural therapy is called for. Tissvhere LudicrousPilgrim

comesim!. @8 ONBIF GAYy3 LISNALI GSGAO aA0GNHzOGdzZNB&a g KA C
inherent implication in performance, | intend to reveal the abundance of ludic affordances

(which I introduce below) within quotidian situationadto invite their enaction. Iblay is
Grtolea I LIS NISHMmII79229Y theo uckzifioriafices are the ludic
FylFrf23dzS 2F AYAYAYItAal odzyAdae 2F LISNF2NNAY
recalibrationLINE OS &4 &S & 6 H n M psYudimfocus) | @rgue,taffoidsirechlbiitienS O (i Q
that promotesirreverent reverence Kershaw, too, posits the value of taking critical matters

of ecology lightly (2012: 5); extending this, | argue that the ludicrous itself possesses

particular potency in rexaling existential paradoxes. In being ludically, and ludicrously,
LISNF2NYSR 08 2dzNJ SYPANRYYSY (s ¢ &ershawd20ib: RSOS
131) for it, whilst simultaneously marvelling and laughing at, and thus better understanding,

this magnificent, paradoxical world.

1.4.3: Gibson 0o Affordances

L dzaS DAoazyQa O2yOSLIi 2F FFF2NRkyOSa (2 S
SYGANRYYSyYylG aeadsSvao DAoazyQa GKAY{1Ay3 | N
from his first writhg on motion perception in 1938 until his death (Jones, 2003¢108),

a
d

leaving a concept that has been much debated. Gibson first coined the térheifenses

Considered as Perceptual Systeme dpc cY HypOZ fFG0SNI & tRSaONROGA
environment] offersthe animal, what iprovidesor furnisheg SA G KSNJ F2NJ 322 R 2
RSTAYAYI | FF2NRIyOSa | a Sy grenRefortieyninat LINE LIS N
([1979] 1986: 127 emphasis original, see also [1977] 2017: 67). Rather tha

environmental properties, | follow later work by Chemero (2003) and Stoffregen (2003) in

taking affordances to beelations6 SG ¢SSy 2NHFyAavYaQ FoAftAGASa |

311 am being a little playful here; just to be clear, | am not suggestinglhiegbracticeof this project
constitutestherapy, only thait may be viewed as therapeutic within the specific context that Kershaw (2007)
outlines. NonethelessWandercasperficipants commonly reported experiences of a therapeutic nature (|
discuss this i6.4.2).
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features3? For example, books afford reading only to individuals literate in #iqular
language when in sufficiently wait situations. | thus deem affordances properties of

organismenvironment systems.

1.4.3.1: Ludic Affordances

Fig.4 Man vaults bollard.

32 Gibson (1966, [1977] 2017, [1979] 1986) are his key texts on affordances. Later notable contributions to

affordance theory include Heft (1989), Turvey (1992), Greeno (1994), and Reed (1996)osT Fenmous

SYLANROIf &addzRe 2F I FF2NRIFIyOSa A& 2FNNByQa ompynov aid
affordances to be (animaklative) properties of the environment. As noted, | find Chemero (2003) and

Stoffregen (2003) more convincing. edtero (2003) defines affordances as relations between animal and

environment, whereas Stoffregen (2003) takes affordances to be properties of agimviabnment systems.

Though their approaches and foci are slightly different, both authors acknowledgsgthiealence of their

definitions. Therefore, | use them interchangeably according to context.

23















































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































