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Abstract  
 

This practice-as-research project investigates the interrelations between performance, 

playfulness, and ecology, highlighting these as constituting an important nexus of study in 

the current ecological context.  I explore ways of performatively facilitating ludic 

interactions between people and their environments, investigate what benefits might 

accrue from doing so, examine the structure and significance of these interactions, and 

consider the role of performance training in their facilitation.  Conducting practice-as-

ǊŜǎŜŀǊŎƘ Ψƛƴ ǘƘŜ ǿƛƭŘΩ όŎŦΦ IǳǘŎƘƛƴǎΣ м995) provides a unique and valuable perspective from 

which to interrogate current and historical thinking regarding play.  The rigorous supporting 

rationale provided suggests potential areas of impact and value for the practice beyond the 

performances themselves.  The qualitative evidence presented supports my argument that 

ƭǳŘƛŎ όǇƭŀȅŦǳƭύ ǇŜǊŦƻǊƳŀƴŎŜ Ŏŀƴ ǇƻǎƛǘƛǾŜƭȅ ǊŜŎŀƭƛōǊŀǘŜ ǇŀǊǘƛŎƛǇŀƴǘǎΩ environmental attitudes 

and relations.   

In order to conduct this practical inquiry, I reflexively develop an original 

methodology: Popular Participatory Peripatetic Performance, or 4P for short.  I fully 

integrate playfulness into three replicable models of practice, derived from 4P, each 

employing a different modality of peripatetic performance.  They are: Perplexpedition ς an 

intervention in public space; Wandercast ς an audio-walk podcast; and Spinstallation ς a 

performance workshop.  Each of these forms a dynamic and responsive live artwork, 

enacted and documented in numerous iterations, which allows for reflexive development 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 project accessible and 

attractive to as wide a variety of participants as possible, thereby maximising its validity and 

the generalisability of its findings. 

9ŎƻƭƻƎȅ ƛǎ ŦƻǊƳǳƭŀǘŜŘ ƘŜǊŜ ƛƴ ƭƛƴŜ ǿƛǘƘ DǊŜƎƻǊȅ .ŀǘŜǎƻƴΩǎ άŜŎƻƭƻƎȅ ƻŦ ƳƛƴŘέ ό[1972] 

2000: xxiii), which seeks a holistic understanding of living systems through the recognition of 

far-reaching patterns and formal regularities.  ¢Ƙƛǎ ǇǊƻƧŜŎǘ ōǳƛƭŘǎ ǳǇƻƴ .ŀǘŜǎƻƴΩǎ ƴƻǘƛƻƴ ǘƘŀǘ 

play constitutes one such pattern to develop the conceptual framework and practical 

approach that I term ludic ecologyΦ  L ŀƭǎƻ ŜƳǇƭƻȅ WŀƳŜǎ WΦ DƛōǎƻƴΩǎ όмфтфύ ŎƻƴŎŜǇǘ ƻŦ 
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affordance ŀƴŘ ŘǊŀǿ ƻƴ .ŀȊ YŜǊǎƘŀǿΩǎ όнллтύ ŜŎƻƭƻƎƛŎŀƭ ŀǇǇǊƻŀŎƘ ǘƻ ǇŜǊŦƻǊƳŀƴŎŜ ǎǘǳŘƛŜǎΣ 

using them interdependently to structure and support this project from both practical and 

theoretical perspectives.   

This project contributes primarily to three fields: ecological performance, through an 

original methodology and modes of practice; practice-as-research, through a novel 

theoretical stance and documentation techniques; and play-studies, by refining a distinction 

between play and playfulness and elucidating their philosophical status.  This writing aims to 

clarify these contributions and thus position the project as άǇǊŀȄƛǎέ ƴƻǘ ƻƴƭȅ ŀǎ άǘƘŜƻǊȅ 

ƛƳōǊƛŎŀǘŜŘ ǿƛǘƘƛƴ ǇǊŀŎǘƛŎŜέ όbŜƭǎƻƴΣ 2013: 5), but also practice imbricated within theory. 
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https://www.youtube.com/watch?v=dyIbAZn3HlQ (PML\Perplexpedition Videos\#3 The Family 

Vault CASE STUDY VERSION) ς original video available at http://ludicrouspilgrim.co.uk/the-family-

vault/ (PML\Perplexpedition Videos\#3 The Family Vault) 

Fig.24: LudicrousPilgrim asks Freddie if his dad should have a go, Perplexpedition #3: The Family 

Vault. https://www.youtube.com/watch?v=dyIbAZn3HlQ (PML\Perplexpedition Videos\#3 The 
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Family Vault CASE STUDY VERSION) ς original video available at http://ludicrouspilgrim.co.uk/the-

family-vault/ (PML\Perplexpedition Videos\#3 The Family Vault) 

Fig.25: The dad has a tech rehearsal, Perplexpedition #3: The Family Vault. 

https://www.youtube.com/watch?v=dyIbAZn3HlQ (PML\Perplexpedition Videos\#3 The Family 

Vault CASE STUDY VERSION) ς original video available at http://ludicrouspilgrim.co.uk/the-family-

vault/ (PML\Perplexpedition Videos\#3 The Family Vault) 

Fig.26: An abortive attempt, Perplexpedition #3: The Family Vault. 

https://www.youtube.com/watch?v=dyIbAZn3HlQ (PML\Perplexpedition Videos\#3 The Family 

Vault CASE STUDY VERSION) ς original video available at http://ludicrouspilgrim.co.uk/the-family-

vault/ (PML\Perplexpedition Videos\#3 The Family Vault) 

Fig.27: Dad vaults bollard, Perplexpedition #3: The Family Vault. 

https://www.youtube.com/watch?v=dyIbAZn3HlQ (PML\Perplexpedition Videos\#3 The Family 

Vault CASE STUDY VERSION) ς original video available at http://ludicrouspilgrim.co.uk/the-family-

vault/ (PML\Perplexpedition Videos\#3 The Family Vault) 

Fig.28: Female perficipant asks a question, Perplexpedition #10: The Legendary Trio. 

https://www.youtube.com/watch?v=TUdF17TPdHM (PML\Perplexpedition Videos\#10 The 

Legendary Trio CASE STUDY VERSION) ς original video available at http://ludicrouspilgrim.co.uk/the-

legendary-trio/  (PML\Perplexpedition Videos\#10 The Legendary Trio)  

Fig.29: The Editor feigns ignorance, Perplexpedition #10: The Legendary Trio. 

https://www.youtube.com/watch?v=TUdF17TPdHM (PML\Perplexpedition Videos\#10 The 

Legendary Trio CASE STUDY VERSION) ς original video available at http://ludicrouspilgrim.co.uk/the-

legendary-trio/  (PML\Perplexpedition Videos\#10 The Legendary Trio) 

Fig.30: Reality dawns on The Trio, Perplexpedition #10: The Legendary Trio. 

https://www.youtube.com/watch?v=TUdF17TPdHM (PML\Perplexpedition Videos\#10 The 

Legendary Trio CASE STUDY VERSION) ς original video available at http://lu dicrouspilgrim.co.uk/the-

legendary-trio/  (PML\Perplexpedition Videos\#10 The Legendary Trio) 

Fig.31: David Attenborough character improvisation, Perplexpedition #10: The Legendary Trio. 

https://www.youtube.com/watch?v=TUdF17TPdHM (PML\Perplexpedition Videos\#10 The 

Legendary Trio CASE STUDY VERSION) ς original video available at http://ludicrouspilgrim.co.uk/the-

legendary-trio/  (PML\Perplexpedition Videos\#10 The Legendary Trio) 

Fig.32: Ludic helpfulness, Spinstallation S-ZERO: Penryn Playfulness. 

http://ludicrouspilgrim.co.uk/penryn-playfulness/ (PML\Spinstallation Video\S-ZERO Penryn 

Playfulness) 

Fig.33: Spontaneous ludic sociality, Spinstallation S-ZERO: Penryn Playfulness. 

http://ludicrouspilgrim.co.uk/penryn-playfulness/ (PML\Spinstallation Video\S-ZERO Penryn 

Playfulness) 

Fig.34: Installation of Twiglet bandstand and soup station, Spinstallation S1: The Realm of the 

Twiglets. http://ludicrouspilgrim.co.uk/the-realm-of-the-twiglets (PML\Spinstallation Video\S1 The 

Realm of the Twiglets) 
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Fig.35: /ŀǇǘŀƛƴ [ǳŘƛŎǊƻǳǎΩ {н ¢ƻǘŜƳƛŎ CƛƎǳǊŜ, Spinstallation S2: Playfulness & Creativity 

[Unpublished]. 

Fig.36: Red Chief Hopelessly Late ς The Climb, Spinstallation S2: Playfulness & Creativity. 

http://bit.ly/2FhqeIi (PML\Spinstallation Video\S2 Playfulness & Creativity\Red Chief Hopelessly Late 

ς The Climb) 

Fig.37: Cosmic Chaos ς The Bins, Spinstallation S2: Playfulness & Creativity. http://bit.ly/2Em4Vnq 

(PML\Spinstallation Video\S2 Playfulness & Creativity\Cosmic Chaos ς The Bins) 

Fig.38: Master of Disaster ς Balls of Hercules, Spinstallation S2: Playfulness & Creativity. 

http://bit.ly/2CHkkOH (PML\Spinstallation Video\S2 Playfulness & Creativity\Master of Disaster ς 

Balls of Hercules) 

Fig.39: The Barking Dog ς Nose Trail, Spinstallation S3: Ludic Stance. http://bit.ly/2CQqfEy 

(PML\Spinstallation Video\S3 Ludic Stance\The Barking Dog & Rebecca the Happy Foot\The Barking 

Dog ς Nose Trail) 

Fig.40: Phaida ς So this is the World, Spinstallation S3: Ludic Stance. http://bit.ly/2FfpGCP 

(PML\Spinstallation Video\S3 Ludic Stance\FiFi & Phaida\Phaida ς So this is the World) 

Fig.41: Rizzie ς The Valley of the Cigarettes, Spinstallation S3: Ludic Stance. http://bit.ly/2mfgeqQ 

(PML\Spinstallation Video\S3 Ludic Stance\Rizzie & Kacke\Rizzie ς The Valley of the Cigarettes) 

Fig.42: Spidy ς Mother Mission, Spinstallation S4: Playfulness, Creativity & Imagination. 

http://bit.ly/2D8GNp6 (PML\Spinstallation Video\S4 Playfulness, Creativity & Imagination\Spidy ς 

Mother Mission) 

Fig.43: Sendbad ς Sanctitree, Spinstallation S4: Playfulness, Creativity & Imagination. 

http://bit.ly/2CS9ppL (PML\Spinstallation Video\S4 Playfulness, Creativity & Imagination\Sendbad ς 

Sanctitree) 

Fig.44: Bearry ς Pedestrian Race, Spinstallation S4: Playfulness, Creativity & Imagination. 

http://bit.ly/2mdLRRL (PML\Spinstallation Video\S4 Playfulness, Creativity & Imagination\Bearry ς 

Pedestrian Race) 

Fig.45: M Unit ς Budget Meeting.  A withering critique of university administrative practices, 

Spinstallation S5: Creativity & Imagination. http://bit.ly/2gOfrNL (PML\Spinstallation Video\S5 

Creativity & Imagination\M Unit\Budget Meeting) 

Fig.46: J Unit ς Cruel Laughter. One of ten chapters charting a mythical tale of power and love, 

Spinstallation S5: Creativity & Imagination. http://bit.ly/2mbIriA  (PML\Spinstallation Video\S5 

Creativity & Imagination\J Unit\5. Cruel Laughter) 

Fig.47: C Unit ς The Final Adventure.  El Jefe (of J Unit) comes to the aid of MDMA and Crap-Pot (of 

C Unit), but sadly leaves Captain Camembert stranded, Spinstallation S5: Creativity & Imagination. 

http://bit.ly/2xSkAZs (PML\Spinstallation Video\S5 Creativity & Imagination\C Unit ς The Final 

Adventure) 

Fig.48: Amused perficipants, Perplexpedition #11 [Unpublished]. (PML\Perplexpedition Video\#11) 
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Fig.49: Mock-Vulcan-nerve-pinch, C Unit ς Calamitous Life Support, Spinstallation S5: Creativity & 

Imagination. http://bit.ly/2mdWzYs (PML\Spinstallation Video\S5 Creativity & Imagination\C Unit ς 

Calamitous Life Support) 

  

http://bit.ly/2mdWzYs
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Preface: Guide to this Thesis  
 

This text is interpolŀǘŜŘ ǿƛǘƘ ǊŜŦŜǊŜƴŎŜǎ ǘƻΣ ŀƴŘ ƻǇǇƻǊǘǳƴƛǘƛŜǎ ǘƻ ŜƴƎŀƎŜ ǿƛǘƘΣ ǘƘŜ ǇǊƻƧŜŎǘΩǎ 

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

(www.ludicrouspilgrim.co.uk).  Hyperlinks to content published 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 appears alongside the above-mentioned hyperlinks 

(or when I reference unpublished content).  Media Library locations are provided in brackets 

in the following form: (PML\Name of Strand & Type of Media\Name of File).  For example: 

(PML\Perplexpedition Video\#3 The Family Vault). 

 

As this is a PaR project, I 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 and appreciate 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 non-habitual ways, this writing offers many opportunities to divert from 

linear progression through the text.  I 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 concepts and discussions or trace threads in the web of argument.  I am 

not suggesting that the reader should engage with the writing in this way, only that one can 

if one wishes.  Where hyperlinks connect to an appendix I 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 internal to the main text are one-

way only. 

 

http://www.ludicrouspilgrim.co.uk/
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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 also many footnotes which are similarly 

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

ŦƻǊƳ ŀ ƪƛƴŘ ƻŦ ΨŜȄǇŀƴǎƛƻƴ ǇŀŎƪΩ ƻŦ ǘƘŜ ǎƻǊǘ ŀǾŀƛƭŀōƭŜ ŦƻǊ ŎŜǊǘŀƛƴ ǾƛŘŜƻ ƎŀƳŜǎΦ  ¢Ƙƛǎ ŜȄǇŀƴǎƛƻƴ 

pack provides additional, supplementary 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 wide-ranging interdisciplinarity 

of this proƧŜŎǘΦ  ¢ƘŜ ŜȄǇŀƴǎƛƻƴ ǇŀŎƪ ŘŜƳƻƴǎǘǊŀǘŜǎ ǘƘŜ ŜȄǘŜƴǎƛǾŜ ǎŎƻǇŜ ƻŦ ǘƘƛǎ ǇǊƻƧŜŎǘΩǎ 

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 expansion pack 

also factors into the mechanisms for engaging with this writing in the non-linear fashion 

described above.  ¢ƘŜ ŜȄǇŀƴǎƛƻƴ ǇŀŎƪ ǎŜǊǾŜǎ ǘƻ ōǊƻŀŘŜƴ ǘƘŜ ǇǊƻƧŜŎǘΩǎ ǎŎƻǇŜ ŀƴŘ ƛƴŎǊŜŀǎŜ 

ǘƘŜ ƭŜǾŜƭ ƻŦ ŘŜǘŀƛƭ ŦƻǊ ǘƘŜ ƛƴǘŜǊŜǎǘŜŘ ǊŜŀŘŜǊΤ ƘƻǿŜǾŜǊΣ ǘƘŜ ǘƘŜǎƛǎΩ ŀǊƎǳƳŜƴǘs can be 

understood without engaging with this additional detail.   

 

PLEASE NOTE: A small number of footnotes are highlighted in yellow.  These do not form 

part of the expansion pack and should be read by all readers in order to avoid 

misunderstanding, since these footnotes contain important qualifying information. 

 

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

redefined. 
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Part I: Contextualisation  
 

Chapter  1: Introduction  
 

1.1: The Aim of the Game  
 

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

decidedly fraught, resulting from rapid technological, geophysical, and societal change 

ό{ǘƻƪƻƭǎ Ŝǘ ŀƭΦΣ нллфύΣ άό²ύŜ Ƴǳǎǘ ǊŜǘƘƛƴƪ ŀƴŘ ǊŜŦŜŜƭ ƻǳǊ ƴŀǘǳǊŜ ŀƴŘ ŘŜǎǘƛƴȅέ ό²ƘƛǘŜΣ мфстΥ 

1207).  Participatory performance practitioners have an important role to play in this, not 

ƻƴƭȅ ōȅ ƛƴǾƛǘƛƴƎ άǘƛƴȅ ŀŎǘǎ ƻŦ ƳƛŎǊƻǇƻƭƛǘƛŎǎ ǘƘŀǘ ƳŀƪŜ ŀ ŘƛŦŦŜǊŜƴŎŜ ǘƻ ǘƘŜ ƳŀŎǊƻǇƻƭƛǘƛŎǎ ǘƘŀǘ 

ƳŀƪŜ ŀ ŘƛŦŦŜǊŜƴŎŜέ όaƛƭƭŜǊΣ нлллΥ ммтύΣ ōǳǘ ōȅ ŦƛƴŘƛƴƎ ǿŀȅǎ ǘƻ Řƻ ǎƻ ǘƘŀǘ ŀǊŜ ǎƛƳǳltaneously 

άŘƛǎǊǳǇǘƛǾŜ ŀƴŘ ƛƴǘŜǊǾŜƴǘƛƻƴƛǎǘΧŎƻƴǎǘǊǳŎǘƛǾŜ ŀƴŘ ŀƳŜƭƛƻǊŀǘƛǾŜέ ό.ƛǎƘƻǇΣ нллсΥ ммύΦ  L ǘŀƪŜ ǳǇ 

this participatory artistic baton in order to address this ecological imperative by seeking 

ecological recalibration through participatory practice-as-research (PaR), thereby 

conducting my inquiry άthrough the mechanic of felt experiencŜέ όIŀǊǇƛƴ ϧ bƛŎƘƻƭǎƻƴΣ 

2016: 3). 

!ƴ ŜŀǊƭȅ άƘǳƴŎƘέ όYŜǊǎƘŀǿΣ нллфŎΥ ммоύ ǿŀǎ ǘƘŀǘ playful practice could enable the 

forging of potentially beneficial new environmental relationships and that playfulness itself 

might hold particular interest in this regard.1  Any practice intending to explore, and perhaps 

ŎƘŀƴƎŜΣ ǇŜǊǎƻƴŀƭ ŜŎƻƭƻƎƛŜǎ ǿƻǳƭŘ ƴŜŜŘ ǘƻ ƻǇŜǊŀǘŜ Ψƛƴ ǘƘŜ ǿƛƭŘΩ όŎŦΦ IǳǘŎƘƛƴǎΣ мффрύΣ ƛΦŜΦ 

meet participants where they are.  For PaR, this means operating outside of formal 

performance spaces and intervening in the everyday.   

L ǳǎŜ ǘƘŜ ǘŜǊƳ ΨǇŜǊǎƻƴŀƭ ŜŎƻƭƻƎƛŜǎΩ ǘƻ ǊŜŦŜǊ ǘƻ ǘƘŜ ŜǾŜǊ-shifting systems and patterns 

of environmental relations in which a person is implicated, taken from 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 I also hoped that implicating playfulness into the practice would help to practically facilitate the work, both 
technically, in that play has always been fundamental to my performance training and practice, and 
pragmatically, since I hypothesised that participants might more readily engage with light-hearted practice.   
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ecologies by individuals, nor to indicate any endorsement of individualism, but rather to 

foreground our ambiguous status as manifestly agentive subjects that are always-already 

ǇŀǊǘ ƻŦΣ ŀƴŘ ƛƴǎŜǇŀǊŀōƭŜ ŦǊƻƳΣ ŜŎƻƭƻƎƛŎŀƭ ǎȅǎǘŜƳǎ ǘƘŀǘ ǿŜ Ŏŀƴƴƻǘ ŎƻƴǘǊƻƭΦ  L ǊŜŦŜǊ ǘƻ ΨǇŜƻǇƭŜΩ 

ŀƴŘ ΨƛƴŘƛǾƛŘǳŀƭǎΩ ƛƴ ǘƘŜ ƛƴǘŜǊŜǎǘǎ ƻŦ ŘƛǎŎǳǊsive parsimony; whether or not it is most 

ecologically and philosophically accurate to refer to people as individuals (cf. Hermans, 

2001), I do so here.   

As I explore in Chapter 4, this ecological stance troubles the putative objective-

subjective boundary in that ecological systems of relation objectively exist yet are 

contingent upon ƻƴŜΩǎ ǎǳōƧŜŎǘƛǾŜ ǇŜǊǎǇŜŎǘƛǾŜΦ  ¢Ƙƛǎ ǇǊƻƧŜŎǘ ƛƴǾŜǎǘƛƎŀǘŜǎ ǘƘŜ ŎŀǇŀŎƛǘȅ ƻŦ 

ǇŜǊŦƻǊƳŀƴŎŜ ǘƻ ǎƘƛŦǘ ǇŀǊǘƛŎƛǇŀƴǘǎΩ ǇŜǊǎǇŜŎǘƛǾŜǎ ŀƴŘ ŀǎǎŜǎǎŜǎ ŀƴȅ ǊŜǎǳƭǘŀƴǘ ŎƘŀƴƎŜ ǘƻ 

personal ecologies.  I use the term recalibration to 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 are co-constituted by those ecologies.  I suggest 

ǘƘŀǘ Ƴȅ ǇǊŀŎǘƛŎŜ Ŏŀƴ ŜŦŦŜŎǘ ŀƴ ƛƳǇƻǊǘŀƴǘ ǊŜŎŀƭƛōǊŀǘƛƻƴΦ  9ƳǇƭƻȅƛƴƎ CǊŀƴŎƻ .ŜǊŀǊŘƛΩǎ 

terminology, this recalibration could be said to involve a shift from functional, machine-like 

άŎƻƴƴŜŎǘƛƻƴέ ǿƛǘƘ ǘƘŜ ŜƭŜƳŜƴǘǎ ƻŦ ƻƴŜΩǎ ŜŎƻƭƻƎƛŜǎ ǘƻ ŀŜǎǘƘŜǘƛŎΣ ŀƳōƛƎǳƻǳǎ άŎƻƴƧǳƴŎǘƛƻƴέΣ ƛƴ 

which ontological change takes place (Berardi, 2014: 18).   

 

My essential argument here, as demonstrated by my practice and articulated in this writing, 

ƛǎ ǘƘŀǘΣ Ƨǳǎǘ ŀǎ άώ[ϐƻǾŜ ŎƘŀƴƎŜǎ ǘƘŜ ƭƻǾŜǊέ όƛōƛŘύΣ Ǉƭŀȅ ƴƻǘ ƻƴƭȅ ŎƘŀƴƎŜǎ ǘƘŜ Ǉƭŀȅer but does so 

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 ecological (Bateson, 

ώмфтнϐ нлллύ ƛƳǇƻǊǘŀƴŎŜ ŀƴŘ Ƙŀǎ ƴƻǘ ōŜŜƴ ǎǘǳŘƛŜŘ ǘƘǊƻǳƎƘ ΨǿƛƭŘ tŀwΩ ƘŜǊŜǘƻŦƻǊŜΦ  tŀw ƛǎ ŀ 

strong methodological candidate, however, since performance and play are intimately 

intertwined.2  This project thus investigates the interrelations between performance, 

                                                           
2 The close and significant interrelations between play and performance are widely recognised (e.g. Schechner, 
2013; Shepherd & Wallis, 2004: 122ς127; Turner, 1982; Sutton-Smith, 1979a). 
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playfulness, and ecology,3 seeking to contribute to our understanding of enduringly 

enigmatic playfulness, and hypothesising the potential for positive ecological change 

through playful performance.  I describe playful person-environment interactions as ludic 

ecology.  

The initial germ of the project was my interest in walking art as a means of 

ƛƴǾŜǎǘƛƎŀǘƛƴƎ ǇŜǊǎƻƴŀƭ ŜŎƻƭƻƎƛŜǎΣ ƻǿƛƴƎ ǘƻ ǿŀƭƪƛƴƎΩǎ ŎƘŀǊŀŎǘŜǊƛǎǘƛŎŀƭƭȅ ƛƴ-the-wild nature.4  

The drawing of focus from walking itself to playfulness both revealed originality and 

ǇǊƻƳǇǘŜŘ ŀ ōǊƻŀŘŜƴƛƴƎ ƻŦ ƳŜǘƘƻŘƻƭƻƎȅ ōŜȅƻƴŘ ΨǇǳǊŜǊΩ ŀǇǇǊƻŀŎƘŜǎ ǘƻ ǿŀƭƪƛƴƎ ŀǊǘ όŎŦΦ 

Fulton, 2010), entailing the formation of Popular Participatory Peripatetic Performance (or 

4P for short).  Although the popular pillar facilitates playfulness, 4P has been specifically 

designed as a flexible methodology appropriate to various contexts,5 hopefully providing a 

widely applicable research outcome.  Playfulness assumes its integral position in the 

ŘŜǊƛǾŀǘƛƻƴ ƻŦ ǘƘƛǎ ǇǊƻƧŜŎǘΩǎ ǇǊŀctice from 4P.  Together, 4P and my practice form one of my 

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

 !ƭǘƘƻǳƎƘ L ǎƘŀǊŜ .ŀȊ YŜǊǎƘŀǿΩǎ όнллфŎύ ŀƴŘ wƻōƛƴ bŜƭǎƻƴΩǎ όнлмоύ ǊŜǎŜǊǾŀǘƛƻƴǎ 

regarding questions in PaR, my initial inquiry and methodological development gained 

clarity by extracting from the above hunches the following questions: 

1. How can performance be structured and implemented so as to integrate playfulness 

into daily routines? 

2. What recalibration (if any) of ǇŜƻǇƭŜΩǎ environmental relations might this provoke? 

3. What benefits (if any) might this have? 

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

άώƳƻŘŜƭǎϐέ ό.ŀǘŜǎƻƴ ϧ .ŀǘŜǎƻƴΣ мфутΥ отύ ŀƴŘ ǘƘǳǎ ǘƘŜ ǇǊƻƧŜŎǘ ƛǘǎŜƭŦ ŀǎ ŀƴ ŜȄǇƭƻǊŀǘƛƻƴ ƻŦ 

interǊŜƭŀǘƛƻƴǎΦ  ¢Ƙƛǎ ŜǾƛŘŜƴŎŜǎ YŜǊǎƘŀǿΩǎ ƻōǎŜǊǾŀǘƛƻƴ ǘƘŀǘ ǉǳŜǎǘƛƻƴǎ άǎƛƎƴƛŦƛŎŀƴǘƭȅ ώǊŜǎǘǊƛŎǘϐ 

                                                           
3 Performance has long engaged implicitly with matters of ecology through site-based 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 of Performance Research: On Ecology, edited by Stephen Bottoms, Aaron Franks, and Paula 
Kramer in 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 & Nicholson, 2012).   
4 A keen walker since childhood, I had been introduced to the notion of walking-as-arts-practice by Laura 
.ƛǎǎŜƭƭ ŀƴŘ 5ŀǾƛŘ hǾŜǊŜƴŘΩǎ ǇŀǇŜǊ at the 2014 TaPRA conference (Performance and the Body Working Group).   
5 I make some suggestions as to other potential applications in the Conclusion (see 8.6). 
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ǘƘŜ ŜȄǇƭƻǊŀǘƻǊȅ ǉǳŀƭƛǘȅ ƻŦ ǊŜǎŜŀǊŎƘέΣ ǎƛƴŎŜ ǘƘƛǎ ǊŜǾŜŀƭƛƴƎ ƻŦ Ƴȅ ǇǊŀŎǘƛŎŜ ŀǎ ŎƻƴǎǘƛǘǳǘƛƴƎ 

investigative models was seemingly spontaneous and scarcely connected to the above, 

ƘŀǾƛƴƎ ƳƻǊŜ ǘƻ Řƻ ǿƛǘƘ ǘƘŜ άǊŀŘƛŎŀƭ ƻǇŜƴƴŜǎǎέ όнллфŎΥ ммнύ ƻŦ ƭǳŘƛŎ ǇŜǊŦƻǊƳŀƴŎŜΦ  L ƴƻǘŜ 

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

4. What is the structure and significance of performative6 ludic-environmental 

interactions as revealed by my practice? 

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 participants led to my formulation 

play(fulness), which I argue advances play theory by refining a distinction between play and 

playfulness.   

 The rationality and orderliness of question-formation, however, generates tension 

with the non-ƭƛƴŜŀǊƛǘȅ ŀƴŘ άŘƛǎƻǊŘŜǊƭƛƴŜǎǎέ ƻŦ ŎǊŜŀǘƛǾŜ ǇǊƻŎŜǎǎ ό¢ǊƛƳƛƴƎƘŀƳΣ нллнΥ рсύΦ  Lƴ 

reality, this project is not driven by delineated questions, it is an exploration by live and 

digital practice,7 critical reflection, analysis of participation, and literature-based research, 

which together constitute the thesis, although even these multi-modal arguments 

necessarily cannot articulate everything at play within and around the practice.  

Nonetheless, in this document, certain chapters address certain questions most clearly, as 

expressed in 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 play- to performance-studies to pedagogy.  I aim to clarify these and thus 

position the project as άǇǊŀȄƛǎέΥ ƴƻǘ ƻƴƭȅ ŀǎ άǘƘŜƻǊȅ ƛƳōǊƛŎŀǘŜŘ ǿƛǘƘƛƴ ǇǊŀŎǘƛŎŜέ όbŜƭǎƻƴΣ 

2013: 5), but also practice imbricated within theory.   

                                                           
6 The concept of performativity is a mutable and vexed one (see Shepherd & Wallis 2004: 220ς224).  Here, I 
use the term performative in its general sense 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 project can be objectively categorised as performance is less important than 
whether it bears some of the hallmarks of performance. 
7 The digital practice is hosted on the ǇǊƻƧŜŎǘΩǎ ǿŜōǎƛǘŜ www.ludicrouspilgrim.co.uk and in the Project Media 
Library (PML) that accompanies the hard copy of this writing.  
bŜƭǎƻƴ ƴƻǘŜǎ ǘƘŜ ǾŀƭǳŜ ƻŦ άƛƴǎƛŘŜǊ ŀŎŎƻǳƴǘǎέΣ ƴƻǘ ƻƴƭȅ ŀǎ ŀ ǊŜǎƻǳǊŎŜ ŦƻǊ ǇǊŀŎǘƛǘƛƻƴŜǊǎ ǘƻ ƭŜŀǊƴ ŀōƻǳǘ άƻǘƘŜǊ 
ǇǊƻŎŜǎǎŜǎ ŀƴŘ ŎƻƳǇƻǎƛǘƛƻƴŀƭ ǎǘǊŀǘŜƎƛŜǎέΣ ǿƘƛŎƘ L ŘƛǎŎǳǎǎ ƛƴ ǘƘŜ /ŀǎŜ {ǘǳŘƛŜǎ ό/ƘŀǇǘŜǊǎ рς7), but also to gain a 
άŦǳƭƭŜǊ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ŀōƻǳǘ ǿƘŀǘ ƛǎ ŀǘ ǎǘŀƪŜ ƛƴ ŎǊŜŀǘƛǾŜ ŀǊǘǎ ǇǊŀŎǘƛŎŜέ όнлмоΥ уфύΦ  CǳǊǘƘŜǊΣ L ŎƻƴǘŜƴŘ ǘƘŀǘ tŀw 
provides opportunities to understand more about what stake arts practice has in wider society, as I hope to 
show.  Throughout, I have considered my role as both trained performer and researcher. 

http://www.ludicrouspilgrim.co.uk/
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 The radical openness of performance is here compounded by that of play(fulness) 

(Barnett, L., 2007).  LudicrousPilgrim is the manifestation of my playfulness, his name 

binding playfulness to walking art within my practice;8 this persona ensures that my practice 

both renders 4P in ludic form and employs ludic content.  In order to establish a relationship 

between form and content in the writing also, and so that coherence obtains between 

written and practical components, both I and LudicrousPilgrim speak within this text.  There 

is no authorial separation, however, since we are one and the same person.  Though this has 

made for an artistically and academically stimulating process, at times LudicrousPilgrim has, 

ŀǎ Ƴȅ ǎǳǇŜǊǾƛǎƻǊ ƻōǎŜǊǾŜǎΣ άŎƻƳŜ ŎƭƻǎŜ ǘƻ ǎŀōƻǘŀƎƛƴƎέ ǘƘŜ ǿǊƛǘƛƴƎΩǎ ǎŎƘƻƭŀǊƭȅ ǎŜǊƛƻǳǎƴŜǎǎΣ 

ǊƛǎƪƛƴƎ ǘƘŜ ǇǊƻƧŜŎǘΩǎ ǊŜǎŜŀǊŎƘ-credentials.9  Therefore, in the interests of research-

intelligibility, this document is arguably more conventional than my practice, with 

[ǳŘƛŎǊƻǳǎtƛƭƎǊƛƳΩǎ ƛƴŦƭǳŜƴŎŜ ƻƴƭȅ ōŜŎƻƳƛƴƎ ǇŜǊŎŜǇǘƛōƭŜ ŀǎ ǘƘŜ ǿǊƛǘƛƴƎ ǇǊƻƎǊŜǎǎŜǎΦ10   

Lƴ ǘƘƛǎ ƛƴǘǊƻŘǳŎǘƻǊȅ ŎƘŀǇǘŜǊΣ L ŦƛǊǎǘ ƻǳǘƭƛƴŜ ǘƘŜ ǇǊƻƧŜŎǘΩǎ Ƴŀƛƴ Ŏƻntributions to 

knowledge, introducing the main methods involved in the practical and textual aspects of 

this research enquiry.  Next, I address these practical and textual research methods in more 

detail, sketching out how the different elements of my pracǘƛŎŜ ǊŜǾŜŀƭŜŘ ǇƭŀȅόŦǳƭƴŜǎǎύΩǎ 

philosophical attributes and highlighting the important roles that humour and pedagogy 

Ǉƭŀȅ ǿƛǘƘƛƴ ǘƘƛǎ ǇǊƻƧŜŎǘΦ  L ǘƘŜƴ ƛƴǘǊƻŘǳŎŜ ǘƘǊŜŜ ƛƳǇƻǊǘŀƴǘ ǘƻǳŎƘǎǘƻƴŜǎ ƛƴ ǘƘŜ ǇǊƻƧŜŎǘΩǎ 

conceptual framework: the ecological thinking of Gregory Bateson, Baz Kershaw, and James 

J. Gibson.  As the conceptual framework that I develop is founded on ecological thinking, I 

often refer to it as an ecological framework.  After having sketched certain of the above 

ǘƘǊŜŜ ǎŎƘƻƭŀǊǎΩ ǎƛƎƴƛŦƛŎŀƴǘ ŎƻƴŎŜǇǘs, I ōǊƛŜŦƭȅ ŘƛǎŎǳǎǎ ǘƘƛǎ ǇǊƻƧŜŎǘΩǎ ŜǇƛǎǘŜƳƻƭƻƎȅΣ ǿƘƛŎƘ ƛǎ 

relational, experiential, and interdisciplinary.  This chapter concludes with an overview of 

the remaining chapters. 

  

                                                           
8 IŜƴŎŜ ƴƻ ƎŀǇ ōŜǘǿŜŜƴ Ψ[ǳŘƛŎǊƻǳǎΩ ŀƴŘ ΨtƛƭƎǊƛƳΩΦ 
9 As will become clear, play(fulness) and seriousness are not mutually exclusive; however, in the context of a 
PhD, it is important that a project be both intelligible as research and taken seriously.  
10 Apart from possibly in a footnote or two during earlier chapters. 
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1.2: Contributions  
 

As I intend to demonstrate through my writing and documentation, this project contributes 

primarily to PaR, ecological performance, and play-studies.  The ordering below does not 

imply a value-ranking.  The practice offers a new methodology for, and modes of, ecological 

performance and also new means of studying human play(fulness) in the wild; I 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 PaR documentation. 

 

1.2.1: Practical Methodology & Models  
 

The 4P methodology came about for the following reasons.  Popular ς i.e. novelty-seeking, 

present-tense, persona- rather than character-based, and using direct-address (Double, 

2017: 8) ς in order to engage 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, facilitating participation, and take participants through environments, 

facilitating exploration.  Though the present aim is to propagate ludic ecology, 4P can be put 

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

refined:  

 

Perplexpedition ς an intervention in public space;  

Wandercast ς an audio-walk podcast; and  

Spinstallation ς a performance workshop.11   

                                                           
11 I note the similarity of, and inspiration drawn from, certain other practices to mine.  Chapter 6, the 
Wandercast Case Study, contains a brief practice review for this strand and A6.1 provides information on 
further performative audio works.  For practices relating to Perplexpedition and Spinstallation, see A5.3 & 
A7.6, although the reader might find it useful to read these appendices in conjunction with, or after having 
read, these strandǎΩ /ŀǎŜ {ǘǳŘƛŜǎ ό/ƘŀǇǘŜǊǎ 5&7). 
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Together, they effect a triangulation of practical inquiry into play(fulness), 

performance, and environment, producing insights into their interrelationships.  While their 

comparative looseness varies, all three aim to preserve participant agency and promote 

creativity by employing a general looseness of structure and significant interpretative and 

interactional flexibility.  My tripartite approach also allows multiple effectivities of 

play(fulness)-through-4P to be concurrently investigated; I designed three strands with 

minimal overlap iƴ ƻǊŘŜǊ ǘƻ ƳŀȄƛƳƛǎŜ ǘƘŜ ǇǊƻƧŜŎǘΩs comprehensiveness.   

 

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).  I also comment on PaR documentation (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, 2013: 33ς37).  

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

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

the project as simultaneously constituting both PaR and practice-based-research.  In making 

ǘƘƛǎ ŎƭŀƛƳΣ L ŀŘƻǇǘ bŜƭǎƻƴΩǎ ǳǎŀƎŜ ƻŦ the term practice-ōŀǎŜŘ ǘƻ ǊŜŦŜǊ ǘƻ άǊŜǎŜŀǊŎƘ ǿƘƛŎƘ 

ŘǊŀǿǎ ŦǊƻƳΧǇǊŀŎǘƛŎŜ ōǳǘ ǿƘƛŎƘ ƛǎ ŀǊǘƛŎǳƭŀǘŜŘ ƛƴ ǘǊŀŘƛǘƛƻƴŀƭ ǿƻǊŘ-ōŀǎŜŘ ŦƻǊƳǎέ όƛōƛŘΥ млύ ƛƴ 

addition to my own sense that practice-based connotes outcomes that can reach beyond 

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

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

PaR and practice-based-research, when employed on their own, are each able to 

facilitate both practical and theoretical knowledge-production, but I contend that my 

ǇǊƻƧŜŎǘ ŜȄŎŜŜŘǎ tŀwΩǎ ǳǎǳŀƭ ǊŜƳƛǘ ƻŦ ŎǊƛǘƛǉǳƛƴƎ ǘƘŜƻǊȅ ƛƴ ƭƛƎƘǘ ƻŦ ǇǊŀŎǘƛŎŀƭ ƪƴƻǿƭŜŘƎŜΣ ƭŜŀŘƛƴƎ 

to the significant theoretical contributions noted above.  I describe my project as practice-

based-research to give a sense of ǘƘƛǎ ΨƎƻƛƴƎ ōŜȅƻƴŘΩΦ  IƻǿŜǾŜǊΣ Ƴȅ ǊŜǎŜŀǊŎƘ ƛǎ ƴƻǘ Ƨǳǎǘ 

based upon my developing arts practice; my enquiry has taken place through and within my 

practice.  This is evidenced by the fact that key insights emerged from the doing of the 

practice, such as the important role that both ambiguity and humour play within the 
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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 examined as such.  Therefore, I characterise my project as equally also PaR. 

I 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 framework of PaR and others by that of practice-based-research.  Broadly 

speaking, practice-based-research tips the balance in Part I, with PaR doing the same in Part 

II (see 1.6: Thesis Roadmap).  Crucially, however, each and every element is inseparably and 

causally interrelated, which is why I stress both/and; nothing in this project is unequivocally 

one or the other.  This description is a means for me to understand what I have done in 

terms of research methodology, it does not indicate an approach that I rationally 

formulated in advance and consciously followed in shaping the project. 

I suggest that practice-based also connotes broader conceptual reach across the 

academy.  For example, my play(fulness) theory arose from interplay between practical, 

ŜȄǇŜǊƛŜƴǘƛŀƭ άƪƴƻǿƛƴƎέ όbŜƭǎƻƴΣ нлмоΥ нлύ12 and the process of reviewing play studies 

literature.  The practice-based theory could potentially be understood without experience of 

my practice-as-research, yet could not have beeƴ ŦƻǊƳǳƭŀǘŜŘ ƛƴ ƛǘǎ ŀōǎŜƴŎŜΦ  ¢Ƙƛǎ ΨōƻǘƘκŀƴŘΩ 

abstraction emerged in hindsight; in the moment I made no distinction, hence the 

simultaneity of both/and.  This stance emphasises the extent to which, as research directly 

involving arts practice becomes more established, it has the capacity to employ its 

ŎƘŀǊŀŎǘŜǊƛǎǘƛŎ ƛƴǘŜǊŘƛǎŎƛǇƭƛƴŀǊƛǘȅ όƛōƛŘΥ опύ ǘƻ ǊŜŀŎƘ ōŜȅƻƴŘ ǘƘŜ ǇǊŀŎǘƛŎŜΩǎ ƘƻƳŜ ŘƛǎŎƛǇƭƛƴŜ 

whilst retaining its practical footing and constructive άŘƛǎƻǊŘŜǊƭƛƴŜǎǎέ ό¢ǊƛƳƛƴƎƘŀƳΣ нллнΥ 

56).   

I note that others are also challenging such distinctions, prompting uptake of the 

ǘŜǊƳ άǇǊŀŎǘƛŎŜ ǊŜǎŜŀǊŎƘέ όaŀŎƪŜȅΣ нлмсΥ птфύΣ ǿƘƛŎƘ ǎǘǊƛƪŜǎ ƳŜ ŀǎ ŀ ǳǎŜŦǳƭ ǳƳōǊŜƭƭŀ ǘŜǊƳΦ  L 

ƻŦŦŜǊ Ƴȅ ΨōƻǘƘκŀƴŘΩ ǎǘŀƴŎŜ ŀǎ ŀ ƴƻǾŜƭΣ ŀƴŘ ƘƻǇŜŦǳƭƭȅ ǳǎŜŦǳƭΣ contribution to these debates, 

                                                           
12 bŜƭǎƻƴ ǳǎŜǎ ǘƘŜ ǘŜǊƳ άƪƴƻǿƛƴƎέ ǘƻ ǘǊƻǳōƭŜ ŀ ǎŜƴǎŜ ƻŦ ƪƴƻǿƭŜŘƎŜ ŀǎ άŎƭŜŀǊƭȅ ōƻǳƴŘŜŘέ ŀƴŘ 
ǳƴǇǊƻōƭŜƳŀǘƛŎŀƭƭȅ ƻōƧŜŎǘƛǾŜΥ άƪƴƻǿƛƴƎΧŀŎƪƴƻǿƭŜŘƎŜǎ ŀ ǎǳōƧŜct engaged in the act indicated and perhaps 
ŜƴƎŀƎŜŘ ƛƴ ŀ ǇǊƻŎŜǎǎǳŀƭ ǊŜƭŀǘƛƻƴǎƘƛǇ ǎǇŀǘƛŀƭƭȅΧǇǊƻȄƛƳŀƭ ǘƻ ǘƘŜ ƻōƧŜŎǘ ǘƻ ōŜ ǳƴŘŜǊǎǘƻƻŘέ όнлмоΥ нлύΦ  L ǊŜǘŀƛƴ 
ǘƘƛǎ ǎŜƴǎŜΣ ȅŜǘ ŀƭǎƻ ǳǎŜ ǘƘŜ ǘŜǊƳ ǘƻ ƛƴŘƛŎŀǘŜ .ŀǊƴŜǘǘΩǎ άŎǊŜŀǘƛǾŜ ƪƴƻǿƛƴƎ in situέ όнлмнΥ сф ς italics original), 
ǿƘƛŎƘ ƘŜ ŀǎǎƻŎƛŀǘŜǎ ǿƛǘƘ aƻŘŜ н ƪƴƻǿƭŜŘƎŜ όbƻǿƻǘƴȅΣ {Ŏƻǘǘ ϧ DƛōōƻƴǎΣ нллмύΣ ŀƴŘ Ƙƛǎ άknowing-in-and-with-
uncertaintyέΣ ƻǊ aƻŘŜ оΣ ǿƘƛŎƘ ƛǎ ōƻǘƘ ǇǊƻŘǳŎŜŘ ōȅ ŀƴŘ ǇǊƻŘǳŎŜǎ ǳƴŎŜǊǘŀƛƴǘȅ ό.ŀǊƴŜǘǘΣ wΦΣ нлмнΥ сфύΦ  .ƻǘƘ 
these forms of knowing manifest themselves as significant through-lines within this project. 
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and to 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 might find 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 feedback, each practical strand 

has evolved through mutual modification, i.e. 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: 177ς193) and ethology cites environmental resources as a key factor in animal 

play(fulness) (e.g. Auerbach, Kanarek & Burghardt, 2015; Baldwin & Baldwin, 1976), ludic 

ecology interweaves these threads and more, broadening our understanding of play(fulness) 

through a uniquely13 synergistic approach that positions play(fulness) as a philosophically 

important phenomenon.  Importantly, the central role of arts practice allows for a context- 

and affect-rich experience and understanding, adding unique value.  As Matthew Reason 

observesΣ ŀƭǘƘƻǳƎƘ ŀǊǘǎ ǇǊƻƧŜŎǘǎΩ ŜȄǘǊƛƴǎƛŎ ōŜƴŜŦƛǘǎ όǎǳŎƘ ŀǎ ŎǊŜŀǘƛǾŜ ǇƻǘŜƴǘƛŀƭ ƛƴ ǘƘƛǎ ŎŀǎŜύ 

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 terms practice-led research into play and performance; however, 
IƛƴŘΩǎ ǊŜǎŜŀǊŎƘ ŘƛŘ ƴƻǘ ƘŀǾŜ ŀƴ ŀŎŎƻƳǇŀƴȅƛƴƎ ŦƻŎǳǎ ƻƴ ŜƴǾƛǊƻƴƳŜƴǘΣ ŀƭǘƘƻǳƎƘ ǘƘŜǊŜ ƛǎ ŀ slight methodological 
ǎƛƳƛƭŀǊƛǘȅ ƛƴ ǘƘŀǘ IƛƴŘΩǎ ǇŜǊŦƻǊƳŀƴŎŜǎ ǿŜǊŜ ǇŀǊǘƛŎƛǇŀǘƻǊȅΦ  IƻǿŜǾŜǊΣ ǊŀǘƘŜǊ ǘƘŀƴ ƎŜƴŜǊŀƭ ǇƭŀȅόŦǳƭƴŜǎǎύ ƛƴ ŀƴȅ 
ŜƴǾƛǊƻƴƳŜƴǘΣ IƛƴŘΩǎ ǊŜǎŜŀǊŎƘ ƛƴǾŜǎǘƛƎŀǘŜŘ ŘŜŜǇ ŀƴŘ ŘŀǊƪ Ǉƭŀȅ ƛƴ ŀ ǎǘǳŘƛƻ ŜƴǾƛǊƻƴƳŜƴǘ ǘƘǊƻǳƎƘ macabre, sado-
masochistically-iƴŦƭŜŎǘŜŘ ǇŜǊŦƻǊƳŀƴŎŜǎΦ  IƛƴŘΩǎ ŜƴƎŀƎŜƳŜƴǘ ǿƛǘƘ Ǉƭŀȅ ǘƘŜƻǊȅ ǇǊŜŘƻƳƛƴŀƴǘƭȅ ŀŘŘǊŜǎǎŜǎ /ŀƛƭƭƻƛǎ 
and her conceptual framework focuses tightly on Freudian and Lacanian psychoanalysis.  Therefore, though 
certainly valid in its own right, it does not possess the same generalisability as this project, nor does it allow for 
ǘƘŜ ƛƴǘŜǊǿŜŀǾƛƴƎ ƻŦ ƛǘǎ ǇǊŀŎǘƛŎŜ ƛƴǘƻ ǇŜƻǇƭŜΩǎ Řŀƛƭȅ ƭƛǾŜǎΤ ŀǎ ǎǳŎƘΣ IƛƴŘΩǎ ǊŜǎŜŀǊŎƘ ƻŎŎǳǇƛŜǎ ŀ ŘƛǎǘƛƴŎǘƭȅ ŘƛŦŦŜǊŜƴǘ 
place in the research landscape to that of this project. 
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1.2.4: Documentation 14 
 

My approach to PaR progresses documentation methods.15  Archivability has been built into 

each strand from the outset.16  Most importantly, my methods are intended to allow 

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

 

Perplexpedition is constituted by the collaborative production of videos capturing 

the ludic activity of myself and participants.  The editing process renders the footage 

into affective documentation, meaning that it teases out and expresses the affective 

experiences both of myself and participants, giving a sense of the live event and 

gesturally articulating the practical knowings generated.17   

 

Wandercast ƛƴŎƭǳŘŜǎ ŀ άǎǘŀōƭŜΣ ǘǊŀƴǎƳƛǎǎƛōƭŜ ώŘƻŎǳƳŜƴǘϐέ ό{ǇŀǘȊΣ нлмрΥ 235), i.e. my 

podcast, which both is and documents practice and is always-already ready for 

activation-by-participation.   

 

Spinstallation culminates in ludic tasks comprising collaborative video production.  I 

leave these videos unedited to preserve their DIY quality and indicate the ease with 

which the practice may be replicated.  Although SpinstallationΩǎ ǳƴŜŘƛǘŜŘ ǾƛŘŜƻǎ Řƻ 

not tease out practical knowings to the same extent as PerplexpeditionΩǎΣ ǘƘŜȅ 

                                                           
14 The only elements of practice which are not documented are the early stages of a Spinstallation workshop, 
which mainly involves participants sitting around tables, and partƛŎƛǇŀƴǘǎΩ Wandercast performances, which 
necessarily cannot be documented.  I do, however, gather self-report feedback via questionnaires for both of 
these undocumented elements. 
15 I acknowledge also the innovative approaches of practitioner-researchers such as Joanne Scott, the value of 
whose multi-modal approach I recognise (see 2016: 20ς23).  I argue that my 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. 
16 This follows bŜƭǎƻƴΩǎ ǇŜǊǎƻƴŀƭ ǎǳƎƎŜǎǘƛƻƴ ǘƻ Řƻ ǎƻ ŘǳǊƛƴƎ ŘƛŀƭƻƎǳŜ ǿƛth him at Kent on the 20th of 
November, 2014.   
17 The term affective documentation was coined by my supervisor, Nicola Shaughnessy, to describe the 
approach I have developed.  See http://ludicrouspilgrim.co.uk/category/perplexpedition/ (or 
PML\Perplexpedition Video) and Chapter 5. 
bŜƭǎƻƴ ŀŘǾƻŎŀǘŜǎ ǘƘŜ ǳǎŜ ƻŦ άƎŜǎǘǳǊŀƭ ǇƻŜǘƛŎ ƳƻŘŜǎ ƻŦ ŜȄǇǊŜǎǎƛƻƴέ ǿƘŜƴ ŀŎŎƻǳƴǘƛƴƎ ŦƻǊ ƻƴŜΩǎ ǇǊŀŎǘƛŎŜ ƛƴ ǘƘŜ 
written component of PaR (2013: 35).  I have built this into the practice of Perplexpedition, effecting a form of 
ludic analysis within the strand itself.   

http://ludicrouspilgrim.co.uk/category/perplexpedition/
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nonetheless constitute both digital 4P practice and research documentation.  

/ƻƭƭŀōƻǊŀǘƛǾŜ ǾƛŘŜƻ ǇǊƻŘǳŎǘƛƻƴ ŀƭǎƻ ŀƭƭƻǿǎ ŀƭƭ ǇŀǊǘƛŎƛǇŀƴǘǎΩ ǇŜǊŦƻǊƳŀƴŎŜǎ ǘƻ ōŜ 

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  ð The Ludic Triangle  
 

I have developed three different modal strands of practice in order to effect a dynamic, 

wide-ranging, multi-perspectival inquiry, hopefully producing understandings broader and 

deeper than those possible with a single-pronged approach.  Producing one practice with 

three strands allows me to 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 the how question (Question 1) because this design 

allows comparison between structures.  Without the three, it would not be possible to 

effectively weigh up the pros and cons of any one structure.  Each strand constitutes 

research process and outcome, with documentation and digital aspects of the practice 

hosted online.  All strands are informed by my concept of rooted placelessness, which refers 

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

and places are perceived in a new light.18 

Crucially, cross-pollination of discoveries and motifs between the strands has 

occurred throughout, producing one approach in three united manifestations rather than 

three independent practices.  For example, the central role of ambiguity in play(fulness) 

emerged from Perplexpedition before being structured into Wandercast and Spinstallation 

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

                                                           
18 This emerged from my practical explorations during a brief residency with John Fox and Sue Gill, formerly of 
Welfare State, wherein I wrestled with how to make grounded, vital work that would pursue my aims whilst 
being site-non-specific.  The residency ǘƻƻƪ ǇƭŀŎŜ ŀǘ ŀƴŘ ŀǊƻǳƴŘ ǘƘŜ ŎƻǳǇƭŜΩǎ ƘƻƳŜ ƻƴ aƻǊŜŎŀƳōŜ Bay from 
the 18th to the 21st of May, 2015.  See A1.1 for further discussion. 
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The strands are united on aesthetic and structural fronts.  They share a common 

aesthetic, largely derived from my sense of humour.  I outline the importance of humour in 

a little more detail in the coming sub-sub-section.  In terms of structure, while the activities 

involved in each strand may be simple, in each case they allow participants and myself to 

interact with the physical environment, the social environment of our spontaneous 

grouping, and the conceptual environment of the particular situation in ways that are 

sensory, imaginative, and innovative.   

Perhaps most importantly, producing three strands enabled the formulation and 

pursuance of the fourth question regarding the structure and significance of performative 

ludic interactions between people and their environments, as it allowed comparisons across 

different performance structures to see what patterns connect them.  I was keen to see how 

play(fulness) manifests differently through different modes of performance, as this would 

enable me to trace contrasts and commonalities and therefore find out more about 

play(fulness) than is possible when employing a single mode.  Comparative analysis across 

the three strands ς ǿƘƛŎƘ ŜŀŎƘ ŜƳǇƭƻȅ ǎƛƳǇƭŜ ŀŎǘƛǾƛǘƛŜǎ ǘƻ ǊŜǾŜŀƭ ŜƴǾƛǊƻƴƳŜƴǘǎΩ ƭǳŘƛŎ 

potential, and which are knitted together using a common aesthetic ς makes possible an 

investigation into the tension between structure and process.  I argue that structure-

process-tension is characteristic of, and fundamental to, play(fulness) itself; it has emerged 

as a central theme throughout this project, often taking the form of balancing acts to be 

negotiated on different levels.  Furthermore, structure-process-tension lies at the heart of 

.ŀǘŜǎƻƴΩǎ ƴƻƴ-religious notion of the sacred, which I introduce in 1.4.1 below, and which 

factors into my argument for ludic ecologyΩǎ ǇƘƛƭƻǎƻǇƘƛŎŀƭ ǎƛƎƴƛŦƛŎŀƴŎŜΦ 

As intimated above, environments are taken here as comprised of inseparable, 

interrelated, interacting elements: physical, social, and conceptual.  All strands seek to 

facilitate physical, social, and conceptual play(fulness) to varying extents in relation to 

various environments.  I describe each strand briefly below: 
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Perplexpedition  

These interventions foreground the inherent riskiness of play (Huizinga, 1970: 29) by 

instigating spontaneous, quick-fire, loosely-structured encounters between small groups 

and their immediate environment; for example, using a bike-rack as a climbing frame.   

 

 

  

Fig.1: Bike-rack climbing-frame. 
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Wandercast  

These audio-walks (currently) engage individual participants, inviting recalibration of their 

ǊŜƭŀǘƛƻƴǎƘƛǇ ǘƻ ǘƘŜƛǊ ŜƴǾƛǊƻƴƳŜƴǘ ōȅ ǇǊŜǎŜƴŎƛƴƎ ǘƘŜ άǇƭŀȅŦǳƭƴŜǎǎ ƻŦ ǇŜǊŎŜǇǘƛƻƴέ όIƻƳŜ-

Cook, 2015: 8) and, crucially, extending this into ludic action during a more sustained 

performative engagement; in Ep.2, for instance, participants seek out swinging 

opportunities.   

 

19 

 

  

                                                           
19 This is a still from an unpublished how-to video (PML\Wandercast Video\Tutorials\Raw Footage\Canters 20-
10-15\Swing King (under)), of which there was going to be a series, demonstrating ways to approach the 
various tactics contained in Wandercast Ep.2: Headphone Adventure Playground.  I aborted this element of the 
ǇǊƻƧŜŎǘ ōŜŎŀǳǎŜ L ŎƻƴŎƭǳŘŜŘ ǘƘŀǘ ǘƘŜ ǾƛŘŜƻǎ ƳƛƎƘǘ ƻǾŜǊƭȅ ŘŜǘŜǊƳƛƴŜ ǇŀǊǘƛŎƛǇŀƴǘǎΩ ŜƴǾƛǊƻƴƳŜƴǘŀƭ ƛƴǘŜǊŀŎǘƛƻƴ 
during the podcast, thus limiting their agency and creativity. 

Fig.2: Swinging under a bike-rack. 
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Spinstallation  

These workshops constitute the most durational and overtly pedagogical strand, taking 

medium-sized groups of participants through a series of exercises, tailored to the particular 

setting, aiming to incrementally increase partƛŎƛǇŀƴǘǎΩ ǇƭŀȅόŦǳƭƴŜǎǎύ ŀƴŘ ǇŜǊŦƻǊƳŀǘƛǾƛǘȅ 

towards the undertaking of a final ludic task.  In a setting featuring many modes of 

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

 

  

Fig.3: Travelling in an unusual way. 
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All three strands have effected performative inquiry into play(fulness) as a philosophical 

phenomenon, though they foreground different aspects.  Perplexpedition and Spinstallation 

highlight the ontological foundations of play(fulness) that I argue are grounded in 

productive ambiguity, whereas Wandercast foregrounds the way in which both 

performance and play(fulness) exemplify reality-constructing processes.  I set out the 

elements of this argument and how it manifests in each of the strands in the Roadmap 

section at the end of this chapter (1.6 ς 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, I hypothesised that few people would accept PerplexpeditionΩǎ 

out-of-the-blue play(fulness)-invitation.  In order to maximise participation, I decided to 

devise opportunities for potential participants to opt in to the project and also to participate 

wherever and whenever they choose (thereby also producing a project with significant 

accessibility to future participants, practitioners, and researchers).  This was a major reason 

for choosing the podcast format of Wandercast, which anyone in the world can engage with 

so long as they have internet access, a portable media device, and headphones.20  However, 

whereas convenience and flexibility are gained with the podcast form, there is necessarily a 

loss of direct corporeal contact with the facilitator.  Therefore, I chose also to develop the 

Spinstallation workshop, which offers both clear opt-in and prior information, while 

preserving face-to-face facilitation.   

 

1.3.1.1: Humour  
 

As I discuss in the Case Studies, the formal characteristics and 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.e. my sense of playfulness.  Humour is central to playfulness 

(Barnett, L., 2007: 955; Lieberman, 1977: xi)Τ ƛƴŘŜŜŘΣ ƛǘ ƛǎ ǇƭŀȅŦǳƭƴŜǎǎΩ Ƴƻǎǘ ǎǘŀōƭŜ 

                                                           
20 My intention is to harness mobile devices and headphones to open participants out into their environments, 
reversing the inward-focus typically associated with these technologies (cf. Myers, 2011a: 79ς80; Arnold, 
2003: 245ς246).  I discuss this in more detail in Chapter 6. 
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component (Proyer & Jehle, 2013).  Therefore, playfulness, like humour, is necessarily 

individual.  Humour coƳǇǊƛǎŜǎ ŀ ŎƻǊŜ ŀǎǇŜŎǘ ƻŦ пtΩǎ ǇƻǇǳƭŀǊ ǇƛƭƭŀǊΤ Ƴȅ ƭǳŘƛŎǊƻǳǎ ōǊŀƴŘ ƻŦ 

humour21 also plays a key role in realising play(fulness)-as-philosophical-phenomenon.  I 

contend that life is simultaneously magnificent and ludicrous, meaningful and arbitrary ς in 

this project, these two poles snap together through what I call irreverent reverence.22   

The ludic behaviour that this project has facilitated23 supports my argument that 

ǇƭŀȅŦǳƭƴŜǎǎ ƛǎ άboundlessly [specific]έ ŀŎǊƻǎǎ ƛƴŘƛǾƛŘǳŀƭǎΣ ǘƻ ōƻǊǊƻǿ YŜǊǎƘŀǿΩǎ ǇƘǊŀǎŜ όнллфb: 

4 ς 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.24  I suggest that by developing three operationally-distinct modes of 4P, I have 

ƳŀȄƛƳƛǎŜŘ ǘƘŜ ŎŀǇŀŎƛǘȅ ŦƻǊ ƻǾŜǊƭŀǇ ƻŦ Ƴȅ ƭǳŘƛŎ ŀŜǎǘƘŜǘƛŎ ǿƛǘƘ ǇŀǊǘƛŎƛǇŀƴǘǎΩ ƴƻǘƛƻƴǎ ƻŦ 

playfulness within the limitations inherent in a solo project.  Nonetheless, just as not 

everyone will find the same joke funny, not everyone will mesh with my notion of the ludic; 

therefore, this project cannot claim universal appeal or validity.  Indeed, Wandercast has 

attracted some negative feedback and a participant has walked out of Spinstallation on two 

occasions. 

 

1.3.1.2: Pedagogy  
 

This project 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. 

ǘƘŜƛǊ ƭǳŘƛŎ ŜŎƻƭƻƎȅΣ ǿƘŜǊŜŀǎ ǇŀǊǘƛŎƛǇŀƴǘǎΩ ǇŜǊŦƻǊƳŀƴŎŜǎ ŀƴŘ ŦŜŜŘōŀŎƪ ƛƭƭǳƳƛƴŀǘŜ Ƴy 

practice; each party both teaches and learns.  Mutuality also manifests in that all parties 

perform.  The project aims to propagate ludic ecology by creating performer-participants, or 

perficipants.  Perficipants play a double role here as participants both in the performances 

                                                           
21 I would describe my sense of humour as a cross between Vic & Bob, Josie Long, and The Mighty Boosh.   
22 See A1.2 for further discussion/explanation of irreverent reverence. 
23 For example: making a stunt out of getting close to a tree in Perplexpedition (see 
http://ludicrouspilgrim.co.uk/the-legendary-trio/  or PML\Perplexpedition Video\#10 The Legendary Trio), 
ŀǘǘŜƳǇǘƛƴƎ ǘƻ ƎǊŀō ŀ ƳƻƴƪŜȅΩǎ Ǉƛƴƪ ǎƻŎƪ ƛƴ Wandercast (Ep.3), and giving a tour of the Car Zoo in 
Spinstallation (see http://bit.ly/2vGcUux or PML\Spinstallation Video\S3 Ludic Stance\FiFi & Phaida\Car Zoo).  
24 See A2.1 for further discussion of playfulness-overlap and humour. 

http://ludicrouspilgrim.co.uk/the-legendary-trio/
http://bit.ly/2vGcUux
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and the research, with myself in the role of performer-facilitator, or perfilitator.25  More 

properly, perficipants can be considered co-investigators.26   

Perfilitation here comprises the devising and refining of ludic-ecological 4P 

structures and implementing them so as to give participants the licence and confidence to 

become performers and engage in play(fulness).  I have found that the latter is achieved 

most effectively by engendering as equitable a relationship as possible between myself and 

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

ŎƻƳǇǊƛǎŜǎ ƴƻǘ ƻƴƭȅ Ƴȅ ǇǊŀŎǘƛŎŜΣ ōǳǘ ŀƭǎƻ ǇŜǊŦƛŎƛǇŀƴǘǎΩΣ ŀǎ ƴŜƛǘƘŜǊ Ŏŀƴ ŜȄƛǎǘ ǿƛǘƘƻǳǘ ǘƘŜ 

other. 

 

1.3.2: Writing  - Towards a Ludic Academic Aesthetic  
 

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

(2015: 60ςсрύΦ  IƻǿŜǾŜǊΣ ǘƘƛǎ ǿǊƛǘƛƴƎ ƎƻŜǎ ōŜȅƻƴŘ άǘƘƛŎƪ ŘŜǎŎǊƛǇǘƛƻƴέ όƛōƛŘΥ срύΦ  Lǘ ŀƛƳǎ ŦƻǊ 

ǇƭŀȅόŦǳƭƴŜǎǎύ ƛƴ ŦƻǊƳ ŀƴŘ ŎƻƴǘŜƴǘΣ ŎƻƴǎǘƛǘǳǘƛƴƎ ŀ άƳŜǘŀƭƻƎǳŜέ ƻƴ ǇƭŀȅόŦǳƭƴess) (Bateson, 

[1972] 2000: 1).  One of my greatest challenges has been negotiating formal, textual 

play(fulness) whilst fulfilling academic expectations.  The marked use of footnotes27 and 

appendices represents one such strategy (also providing signposts and supplementary 

information), another being the generation of neologisms.  This play is not necessarily 

intended as ΨfunΩ ƛƴ ǘƘŜ ǘȅǇƛŎŀƭ ǎŜƴǎŜ.  For game designer and philosopher Ian Bogost, fun 

requires diligent work on a system of materials άin the hopes that it might blush before you 

and release its ǎŜŎǊŜǘǎέ (2016: 90).  I 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, I have made 

ŜȄǘŜƴǎƛǾŜ ǳǎŜ ƻŦ άŎƻƳōƛƴŀǘƻǊȅ Ǉƭŀȅέ, which, for Albert Einstein (1954: 25ς26), is 

                                                           
25 Unless otherwise indicated, references to myself as perfilitator or to my perfilitation address the issue of my 
role in the work. 
26 I discuss this specifically in 7.4.1. 
27 In this I draw inspiration from David Woods (2005), of Ridiculusmus Theatre Company, who made similarly 
extensive use of footnotes in his PhD thesis.  Footnotes are also recognised as having played an important role 
in the development of scholarship in history (Grafton, 1999).  I characterise my expansive footnotes and 
ŀǇǇŜƴŘƛŎŜǎ ŀǎ ōŜƛƴƎ ŀ ōƛǘ ƭƛƪŜ ŀƴ ΨŜȄǇŀƴǎƛƻƴ ǇŀŎƪΩ ƻƴ ŀ ǾƛŘŜƻ ƎŀƳŜΦ 
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quintessentially characteristic of productive thought.28  Thus, in a sense, this document is a 

theoretical kaleidoscope, bringing the organic processes of art-creation into academic 

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

freedom, determinism and probability (cf. Bateson & Bateson, 1987); I aim for my project to 

embody this tension.  /ǊǳŎƛŀƭƭȅΣ ǘƘƛǎ ǇǊƻƧŜŎǘΩǎ ǘŜȄǘǳŀƭ ŀƴŘ ǇŜǊŦƻǊƳŀǘƛǾŜ ǇǊŀŎǘƛŎŜǎ ŦƻǊƳ ŀ 

cohesive, holistic, internally-ƛƴǘŜǊŀŎǘƛǾŜ άƛƴǾŜǎǘƛƎŀǘƛǾŜ ǎǇŀŎŜέ όbŜƭǎƻƴΣ нлмоΥ ооύΣ ǿƘŜǊŜƛƴ 

findings manifested in numerous epistemic modalities freely circulate and impact one 

another. 

There is no hard-and-fast distinction made here between ludic and non-ludic writing; 

to separate the two would effectively create a dichotomy discordant with the overall tenor 

of this project.  Instead, two voices intermingle.  Occasionally an overtly playful tone is 

perceptible; at other times it may be covertly at work in alliterative word choice or slightly 

ludicrous phrasing.  LudicrousPilgrim is immanent within this text, the glint of his eye 

occasionally flashing from the page as when a comedian signals a joke with the subtlest of 

looks (Double, 2014: 329).  This performative writing can be seen as an example of Linda 

IǳǘŎƘŜƻƴΩǎ άŘƻǳōƭȅ ŎƻŘŜŘέ ƴƻǘƛƻƴ ƻŦ ǇŀǊƻŘȅΣ ǿƘƛŎƘ άōƻǘƘ ƭŜƎƛǘƛƳƛȊŜǎ ŀƴŘ ǎǳōǾŜǊǘǎέ ƛǘǎ 

subject (1989: 101).  The subject here is the project itself, which aims to be both rigorously 

ludicrous and ludicrously rigorous, thereby manifesting formal play(fulness).   

 

IŀǾƛƴƎ ǎƪŜǘŎƘŜŘ ƻǳǘ ǘƘŜ ǇǊƻƧŜŎǘΩǎ Ƴŀƛƴ ŎƻƴǘǊƛōǳǘƛƻƴǎ ŀƴŘ ƳŜǘƘƻŘǎΣ L ƴƻǿ ƛƴǘǊƻŘǳŎŜ ǘƘǊŜŜ 

key plaȅŜǊǎ ƛƴ ǘƘŜ ŦƻǊƳǳƭŀǘƛƻƴ ƻŦ ǘƘŜ ǇǊƻƧŜŎǘΩǎ ŎƻƴŎŜǇǘǳŀƭ ŦǊŀƳŜǿƻǊƪ ŀƴŘ ƻǳǘƭƛƴŜ ǎƻƳŜ ƻŦ 

their major concepts on which I 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, 1977: 128ς138). 
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1.4: Ecology  
 

1.4.1: Bateson  ð Ecology of Mind  
 

¢ƘŜ ŜŎƻƭƻƎȅ ƻŦ ǘƘƛǎ ǇǊƻƧŜŎǘΩǎ ǘƛǘƭŜ ǎǇǊƛƴƎǎ ŦǊƻƳ .ŀǘŜǎƻƴΩǎ ƴƻǘƛƻƴ ƻŦ ƳŜƴǘŀƭ ŜŎƻƭogy; the 

approach to ecology taken here can be considered largely Batesonian.  Bateson 

distinguishes άeŎƻƭƻƎȅ ƻŦ ƳƛƴŘέ (2000: xxiii) from the άeconomics of energy and materialsέ 

that commonly comprises ecological study (ibid: 466).29  Ecology of mind constitutes the 

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

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

251).  Though I make use of additional perspectives, of especial importance here is that 

Bateson deems mental ecology the only means of understanding play (ibid: xxiii).  He also 

ǎŀǿ Ǉƭŀȅ ŀǎ ŀ ǇƻǘŜƴǘ ǘƻƻƭ όмфтфΥ ммсύ ƛƴ ǘƘŜ ŘŜǾŜƭƻǇƳŜƴǘ ƻŦ Ƙƛǎ άǇŀǘǘŜǊƴ ǿƘƛŎƘ ŎƻƴƴŜŎǘǎέ 

approach (ibid: 8), which pursues a holistic understanding of the natural world, synthesising 

Ƙƛǎ ǿƻǊƪ ƛƴ άanthropology, psychology, evolutionary biology, and communication theoryέ 

(Cashman, 2008: 45).  Connection, for Bateson, is not the machine-like process denoted by 

.ŜǊŀǊŘƛΩǎ ǳǎŀƎŜ ǘƘŀǘ L ƳŜƴǘƛƻƴŜŘ ƛƴ мΦм ŀōƻǾŜΣ .ŀǘŜǎƻƴΩǎ ǇŀǘǘŜǊƴ-which-connects evokes a 

mutability and aesthetic quality that makes it more akin to the meaning that Berardi 

ŀǘǘŀŎƘŜǎ ǘƻ ǘƘŜ ǘŜǊƳ άŎƻƴƧǳƴŎǘƛƻƴέ όнлмпΥ муύΦ  LƴŘŜŜŘΣ .ŜǊŀǊŘƛ όнлмпΥ моς14) aligns his 

theory of conjunction with BaǘŜǎƻƴΩǎ ŜŎƻƭƻƎȅ ƻŦ ƳƛƴŘΦ  .ŀǘŜǎƻƴ ǿŀǎ ŘŜŜǇƭȅ ŀƴǘƛ-

ŀƴǘƘǊƻǇƻŎŜƴǘǊƛŎΣ ǎŜŜƛƴƎ ƛƴ ƴŀǘǳǊŜ άthe roots of human symmetry, beauty and ugliness, 

aesthetics, the human beinƎΩs very aliveness and little bit of wisdomέ ό1979: 5); he aimed to 

ǎŎƛŜƴǘƛŦƛŎŀƭƭȅ ǊŜǾŜŀƭ ǘƘŜ άǎŀŎǊŜŘ ǳƴƛǘȅέ ǘƘŀǘ ōƛƴŘǎ ǘƘŜǊ ǳƴƛǾŜǊǎŜ ǘƻƎŜǘƘŜǊ όibid: 19).30  In 

further exploring links between ecology, play, and also performance, I hope to shed a little 

light on these philosophical concerns. 

 

                                                           
29 Unless indicated otherwise, either explicitly or by context, use of the terms mental ecology or Batesonian 
ŜŎƻƭƻƎȅ ƘŜǊŜŀŦǘŜǊ ǊŜŦŜǊǎ ǘƻ .ŀǘŜǎƻƴΩǎ άŜŎƻƭƻƎȅ ƻŦ ƳƛƴŘέ όнлллΥ xxiiiύΦ  .ŀǘŜǎƻƴΩǎ ƪŜȅ ǘŜȄǘǎ ŀǊŜ ώмфтнϐ нлллΣ 
мфтфΣ мфут ϧ мффмΦ  {ŜŜ ŀƭǎƻ IƻŦŦƳŜȅŜǊΣ ŜŘΦΣ όнллуύ ŦƻǊ ŀ ŎƻƭƭŜŎǘƛƻƴ ǿƘƛŎƘ ƻǳǘƭƛƴŜǎ .ŀǘŜǎƻƴΩǎ ƛƳǇƻǊǘŀƴŎŜ ŀǎ ŀ 
precursor to biosemiotics. 
30 Lǘ ƛǎ ƛƳǇƻǊǘŀƴǘ ǘƻ Ǉƻƛƴǘ ƻǳǘ ǘƘŀǘ .ŀǘŜǎƻƴΩǎ ƴƻǘƛƻƴ ƻŦ ǘƘŜ ǎŀŎǊŜŘ ŘŜƴƛŜǎ ǘƘŜ Ǉƻǎǎƛōƛƭƛǘȅ ƻŦ ǘƘŜ ǎǳǇŜǊƴŀǘǳǊŀƭ ƻǊ 
transcendent (1987: 50ς64). 
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1.4.2: Kershaw ð Ecological Performance  
 

I take an approach to performance studies informed by Kershaw, arguing that individuals 

Ŏŀƴ ōŜ άǇŜǊŦƻǊƳŜŘ ōȅέ ŎŜǊǘŀƛƴ ǇŜǊŦƻǊƳŀƴŎŜ ǎǘǊǳŎǘǳǊŜǎΦ  CƻǊ YŜǊǎƘŀǿΣ ǘƘƛǎ ǇƘŜƴƻƳŜƴƻƴ 

exemplifies, and can help humanity to recognise, the way in which our species is performed 

ōȅ 9ŀǊǘƘΩǎ ecologies, puncturing the belief that we possess unilateral agency with which to 

ŎƻƴǘǊƻƭ ǘƘŜƳ όнлмрΥ ммрύΦ  ¢ƘŜ ǇƘŜƴƻƳŜƴƻƴ ŀƭǎƻ ƳŜǎƘŜǎ ǿƛǘƘ wŜŀǎƻƴΩǎ ƴƻǘƛƻƴ ǘƘŀǘ ŀǊǘǎ-

participation brings heightened attention, and thus increased presence, through a 

decentrƛƴƎ ƻŦ ƻƴŜǎŜƭŦΣ ƻǊ άǳƴǎŜƭŦƛƴƎέ όнлмтōΥ псύΣ ǿƘƛŎƘΣ wŜŀǎƻƴ ŀǊƎǳŜǎΣ ƻōǘŀƛƴǎ ŀƭƻƴƎǎƛŘŜ 

the intensification I cited in 1.2.3 above.   

Kershaw further argues that, due to global forms of change within politics, 

economics, media, and technology, the twentieth-century saw humanity develop into 

άǇŜǊŦƻǊƳŀǘƛǾŜ ǎƻŎƛŜǘƛŜǎέΣ ǿƘƛŎƘ ŀǊŜ άŎǊǳŎƛŀƭƭȅ ŎƻƴǎǘƛǘǳǘŜŘ ǘƘǊƻǳƎƘ ǇŜǊŦƻǊƳŀƴŎŜέΣ ǎǳŎƘ ǘƘŀǘ 

performance pervades every instance of human action and experience (2007: 11ς12).  

Tethering this second point to the current ecological crisis, Kershaw characterises the 

processes by which performative societies arose and are perpetuated as manifesting 

άǇŜǊŦƻǊƳŀƴŎŜ ŀŘŘƛŎǘƛƻƴέΦ  9ƴŘŜƳƛŎ ǾƛŎƛƻǳǎ ŎƛǊŎƭŜǎ ŀǊŜ ǘƘǳǎ ŜǎǘŀōƭƛǎƘŜŘ ǘƘŀǘ ōƻǘƘ ǊŜƛƴŦƻǊŎŜ 

their performative underpinnings and compound their effects, for instance climate change 

(ibid: 12ς15).   

One might wonder, then, what difference artistic performance can make to a species 

defined and trapped by this phenomenon.  Is it not like attempting to change 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 more-or-less objectively framed as performance by 

virtue of association with particular traditions) 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 perspective, are not strictly separable), forming the precursor 

necessary for potential recalibration (ibid: 119).   

As with cognitive-behavioural therapy, thinking about how one acts can beget 

change in how one acts, begetting change in how one thinks.  Similarly, engaging in, and 

being performed by, carefully structured performance activity can promote the recalibration 
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ƻŦ ƻƴŜΩǎ ǇŜǊŦƻǊƳŀǘƛǾŜ ŜȄƛǎǘŜƴŎŜΦ  LŦ ƘǳƳŀƴƛǘȅ ƛǎ ǎǳŦŦŜǊƛƴƎ ŦǊƻƳ ǇŜǊŦƻǊƳŀƴŎŜ ŀŘŘƛŎǘƛƻƴΣ 

perhaps performative-behavioural therapy is called for.  This is where LudicrousPilgrim 

comes in.31  .ȅ ŎǊŜŀǘƛƴƎ ǇŜǊƛǇŀǘŜǘƛŎ ǎǘǊǳŎǘǳǊŜǎ ǿƘƛŎƘ ŦƻǊŜƎǊƻǳƴŘ ŀƴŘ ŎƻƳǇƻǳƴŘ ǇƭŀȅΩǎ 

inherent implication in performance, I intend to reveal the abundance of ludic affordances 

(which I introduce below) within quotidian situations and to invite their enaction.  If play is 

άŀƭǿŀȅǎ ŀ ǇŜǊŦƻǊƳŀƴŎŜέ ό{ǳǘǘƻƴ-Smith, 1979a: 298), then such affordances are the ludic 

ŀƴŀƭƻƎǳŜ ƻŦ άƳƛƴƛƳŀƭƛǎǘ ώǳƴƛǘǎϐ ƻŦ ǇŜǊŦƻǊƳƛƴƎέΣ ǿƘƛŎƘ YŜǊǎƘŀǿ ǎǳƎƎŜǎǘǎ ƳƻŘŜƭ 

recalibration-ǇǊƻŎŜǎǎŜǎ όнлмрΥ момύΦ  ¢Ƙƛǎ ǇǊƻƧŜŎǘΩs ludic focus, I argue, affords recalibration 

that promotes irreverent reverence.  Kershaw, too, posits the value of taking critical matters 

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

particular potency in revealing existential paradoxes.  In being ludically, and ludicrously, 

ǇŜǊŦƻǊƳŜŘ ōȅ ƻǳǊ ŜƴǾƛǊƻƴƳŜƴǘΣ ǿŜ ƳƛƎƘǘ ŘŜǾŜƭƻǇ άǊŜŦƭŜȄƛǾŜ ǊŜǎǇƻƴǎƛōƛƭƛǘȅέ (Kershaw, 2015: 

131) for it, whilst simultaneously marvelling and laughing at, and thus better understanding, 

this magnificent, paradoxical world. 

 

1.4.3: Gibson  ð Affordances   
 

L ǳǎŜ DƛōǎƻƴΩǎ ŎƻƴŎŜǇǘ ƻŦ ŀŦŦƻǊŘŀƴŎŜǎ ǘƻ ŘŜǎŎǊƛōŜ ǘƘŜ ƭǳŘƛŎ ǇƻǘŜƴǘƛŀƭ ƻŦ ŀƎŜƴǘ-in-

ŜƴǾƛǊƻƴƳŜƴǘ ǎȅǎǘŜƳǎΦ  DƛōǎƻƴΩǎ ǘƘƛƴƪƛƴƎ ŀǊƻǳƴŘ ŀŦŦƻǊŘŀƴŎŜǎ ŀǊƎǳŀōƭȅ ǊŜƳŀƛƴŜŘ ƛƴ ŜǾƻƭǳǘƛƻƴ 

from his first writing on motion perception in 1938 until his death (Jones, 2003: 108ς113), 

leaving a concept that has been much debated.  Gibson first coined the term in The Senses 

Considered as Perceptual Systems όмфссΥ нурύΣ ƭŀǘǘŜǊƭȅ ŘŜǎŎǊƛōƛƴƎ ŀŦŦƻǊŘŀƴŎŜǎ ŀǎ άǿƘŀǘ ώthe 

environment] offers the animal, what it provides or furnishesΣ ŜƛǘƘŜǊ ŦƻǊ ƎƻƻŘ ƻǊ ƛƭƭέΣ ǘƘǳǎ 

ŘŜŦƛƴƛƴƎ ŀŦŦƻǊŘŀƴŎŜǎ ŀǎ ŜƴǾƛǊƻƴƳŜƴǘŀƭ ǇǊƻǇŜǊǘƛŜǎΣ ōǳǘ άƳŜŀǎǳǊŜŘ relative to the animalέ 

([1979] 1986: 127 ς emphasis original, see also [1977] 2017: 67).  Rather than 

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

taking affordances to be relations ōŜǘǿŜŜƴ ƻǊƎŀƴƛǎƳǎΩ ŀōƛƭƛǘƛŜǎ ŀƴŘ ŜƴǾƛǊƻƴƳŜƴǘŀƭ 

                                                           
31 I am being a little playful here; just to be clear, I am not suggesting that the practice of this project 
constitutes therapy, only that it may be viewed as therapeutic within the specific context that Kershaw (2007) 
outlines.  Nonetheless, Wandercast perficipants commonly reported experiences of a therapeutic nature (I 
discuss this in 6.4.2). 
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features.32  For example, books afford reading only to individuals literate in the particular 

language when in sufficiently well-lit situations.  I thus deem affordances properties of 

organism-environment systems. 

 

1.4.3.1: Ludic Affordances  
 

 

 

                                                           
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).  The most famous 
ŜƳǇƛǊƛŎŀƭ ǎǘǳŘȅ ƻŦ ŀŦŦƻǊŘŀƴŎŜǎ ƛǎ ²ŀǊǊŜƴΩǎ όмфупύ ǎǘǳŘȅ ƻŦ ǎǘŀƛǊ ŎƭƛƳōƛƴƎΦ  !ƭƭ ǘƘŜǎŜ ƭŀǘŜǊ ǿƻǊƪǎ ǘŀƪŜ 
affordances to be (animal-relative) properties of the environment.  As noted, I find Chemero (2003) and 
Stoffregen (2003) more convincing.  Chemero (2003) defines affordances as relations between animal and 
environment, whereas Stoffregen (2003) takes affordances to be properties of animal-environment systems.  
Though their approaches and foci are slightly different, both authors acknowledge the equivalence of their 
definitions.  Therefore, I use them interchangeably according to context. 

Fig.4: Man vaults bollard. 










































































































































































































































































































































































































































































































































































































































































