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Abstract

This dissertation provides an analysis of, and critical commentary on, the practice of
playfulness as persistent phenomenon in the arts, technology and theory. Its aim is to
introduce political reflections on agency through tile study of playful technological
artefacts, which were largely ignored in the recent discussions on game and play.
Following the critical analysis of historic discourses and actual studies of play under
differing auspices, and in order to understand play as inherently political agency, this
thesis’ research question addresses the immersive effects of playful agency in

symbolic exchange systems and in the material consciousness of the player.

This thesis conducts an analysis of material cultures, in order to categorise play as
technique of an inherent critique of technological culture. It traces the development of
contemporary technological objects and their materiality in relation to the application
of the concept of affordance in design theory. The author consequently proposes a
new category of ‘play affordances’ in order to describe these new requirements of
play found in consumer technologies. The structure of the analysis in the distinct
chapters 1s informed by a stringent historic, theoretical and arts analysis and an
alternating arts practice. The convergence of these elements leads to insights on
further uses, options and perspectives of the research problems discussed, in particular
in relation to the requirements of playful interaction in contemporary technologies,

which increasingly radicalises the importance of play.

The thesis’ hypothesis states that playful practices in arts and technologies provide
models for political agency, like the strategic use of Con-Dividualities (Jahrmann
2000). This term describes the concept of shared identities in society or social media
consumer technologies, as discussed in historic case studies and the author’s own arts
practice; related to the modification of technologies as methodology of arts research.
In this way the arts practice and theory of playfulness informs the emergence of a new
methodology of research, intervention and participation in society through the arts of

play, which is coined as Ludics, as an original outcome of this thesis.
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Introduction and Qverview
This thesis addresses the emergence of playfulness as crucial category of political
“agency in contemporary technologically determined societies. It puts an emphasis on
the use of play as strategy in arts, which increasingly gave agency to the user. This
thesis’ qualitative analysis distinguishes its theoretical and practical intervention from
games studies, where play is only seen as sub-category of games. Games is seen in
this understanding as rule based activity, whereas play transgresses in creative ways
the borders of games as rule driven systems. Drawing from the systemic distinction of
games and play, this dissertation connects very distinct fields, methodologies,
theories, practices, and discourses from arts, technologies, critical theory, cultural
studies, anthropologies and political philosophy. The methods used in this thesis
comprise a literature survey, discourse analysis and critical reflection of histortc case
studies around the use of technological artefacts and a synthesis of evidences of the
application of methods of playfulness for political agency in present technologies and
arts. Proceeding from a literature review of the research fields of game studies and
political theories, the author synthesises a critical narrative about an emerging form of
Hludics™ and its particular research methodologies to support the processes of
subversive agency in relation to technologies, that are suggested through her arts

practice.

In order to deveiop a hypothesis of playfulness as relevant quality of agency beyond
the closed systems of games, a clear distinction between play and games is crucial. In
his article ,, The Game, the Player, the World: Looking for a Heart of Gameness®,
presented at the Level Up conference in Utrecht, 2003, the game studies scholar
Jesper Juul (2003) argues about the definition of games:

So let's assume that a good game definition should describe three
things: 1) The kinds of systems set up by the rules of a game (the
game). 2) The relation between the game and the player of the game
(the player). 3) The relation between the playing of the game and the
rest of the world (the world). (Juul (2003:2)

Juuls defines the borders of the field of games with the help of classical game models,
which are best expressed in his graphical overview, shown in Figure 0.1:

10
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Figure 0.1 The Game Diagram, Junl, 2003.".

Nevertheless, in this distinct definition of games, which draws on the most important
historic definitions of games, playfulness and the role of objects/ toys are lefi out.
This thesis aims to overcome this lack through analysing electronic artefacts as toys
of electronically networked every day life and arts. This thesis’ method uses a rather
dense writing in the context of very distinct fields and disciplines in a critical
evaluation of strategies and propositions for future arts-research. A literature survey in
games studies identifies the lack of existence of playfulness studies as coherent field

of study in chapter one.

' huuls describes the game diagram as follows:™ In diagram form, all of this can be visualized as two
circles as things considered games having all 6 features within the inner circle, borderline or game-like
cases falling in the outer circle, and decidedly non-game cases falling outside the outer circle as well.*
In Level Up: Digital Games Research Conference Proceedings, edited by Marinka Copier and Joost
Raessens, 30-45. Utrecht
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The first chapter Anthology of Playfulness, defines how this thesis is informed by the
study of play as process and of playfulness as category of agency. It discusses
distinctions of games and play, and understands games as rule-driven systems which
allow processes of agency, as introduced in chapter 1.1 Play as Form: A brief
systemic differentiation of playfulness and in chapter 1.2 Playfulness in Games
Studies: Providing a theoretical framework for the analysis of play as process.
Referring to texts ranging from arts-informed social design (Constant 1959) to
culfural studies (Debord 1958), as a barometer for the importance of the subject of
play, the author identifies new fields of investigation. The thesis describes the
importance of the research field of play, in particular in relation to the requirements of
playful interaction in contemporary social networks of everyday life (Rheingold
2002). The literature survey suggests the invention of a coherent ,,playfulness studies™
(p. 25 ff) as a field of study in order to consider and justify the subject of play as
research object in contemporary technelogically determined realities. Ubiquitous play
is unravelled as a condition of contemporary technological smart mateniality (p. 66 fI).
These reflections upon a playfulness discourse are found in three distinct disciplines,
systems theory (Spencer-Brown 1972), games studies (Juul 2003), and anthropology
(Mauss 1925). From the angel of these fields, the potential of the research question
aboﬁt the efficacy of play in social systems and in arts research is discussed, and a
pattern of problems is synthesised, drawing on apthropological play theories (Bateson
1972 and Geertz 1973) in chapier one.

The analysis of the existing body of theories at this interdisciplinary nexus reveals a lack
of political consciousness in the discourses in relation to play. The thesis introduces a
taxonomy of technological objects as anthropomorphist play objects in chapter two, using
* case studies on the use of artefacts to engage with perception and conscibusness_ theories’
(Ascott 1972; Sutton-Smith 1997; Senneth 2008). It observes the use of these objecis,
which leads to the introduction of a new understanding of technological materiality, by

drawing on philosophic and economic concepts of electronic and media worlds.

% See the cross reference to 4.3 Chindogus as Erotic Toys. Pleasure, play, and consciousness beyond
materialism in this thesis, p. 121 ff..

12



Chapter 2.0 Technology, Materiality and Affordances of Play define the relevance of
toys through a survey of the contemporary field of matenial studies (Norman 1988) in
relation to play. According to observations of developments of consumer technologies
over the last decade, as introduced in chapter 2.0 Technology, Materiality and
Affordances of Play, this chapter introduces the relation of playfulness with the
concept of ,,affordances* (Gibson 1977). With this coinage, Gibson originally
defined object possibilities for action, which are enabled by object properties of
things. Additionally, he reminds us that a subjective dimension -— perception —
drives actions related to things. (Gibson 1979: 129). Chapter two critically reflects
this concept in relation to the contemporary technologies of everyday life. In chapter
2.1 Evidences of Play Affordances an analysis of selected evidence, helps to
demonstrate how the playfulness requiring technological objects has increasingly
influenced the social design of urban spaces, as well as private life. As discussed in
Chapter 2.1.2 Ludic Interfaces, the actual discourse mostly ignores the political
brisance of the influence of technological objects on individual and social life. This
chapter’s angle* embraces the increasing presence of playful interfaces, including its
inherent political potentials in activism and social design. The observation of
consumer electronics as toys is presented in chapter 2.1 Infroducing a taxenomy of
technological play objects in everyday life. Through an empiric analysis of case
studies of contemporary technological gadgets, our contemporary society appears to
be heavily determined by ubiquitous technologies and smart toys with playful

- interfaces, ilicluding so-cz_llled ,,S-mérﬁfz_slcts‘l‘s. In chapter 2.1.1 Smartifacts, are
introduced, according to the cultural theorist Paul Saffo (1997). In short, Smartifact is
a term first coined by the interaction designers at Apple Computers Corporation in the
1980s, under the guidance of the Apple software designer Harry Vertelney, to refer to
new forms of software-based agents. Paul Saffo describes this development from
software towards ,,smart materials and intelligent artefacts™ (Saffo 1997: pp. 93-97).
This in turn, leads to a new political practice of play that is required in order to

* With the coinage affordances Gibson originally defines object possibilities for action, which can be
seen as objective properties of things. Additionally, he reminds us that a subjective dimension —
perception, drives actions related to things. (Gibson 1979: 129)

* See the cross reference to the case study of the author’s project ,,Ludic Society* in the practice
chapter, page 153fT.

® Paul Saffo (1997) understands "Smartifacts’ as smart materials and intelligent artefacts in his study on
“Sensors: The Next Wave of Innovation”. Online available from
http://www.saffo.com/essavs/sensors.php [Accessed: September 2, 2009] .

13
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transcend the inherent control functions of materiality. In order to understand how the
relation of technological thing, object, subject and player consciousness is informed
by the enjoyment of a master-servant relation to the machine as fetish, as elaborated

in chapter three.

In chapter 3.0 The Politics of Play, the central hypothesis behind the practise and research
of this thesis is introduced. It builds on the historic evidence, that, despite games and
ubiquitous computing having become a key to industrial and academic fields, the
peculiarity of playfulness and enjoyment or agency, as introduced in 3.7 Evidences of Play
Politics has begun to influence new methods of politics through creative intervention. The
third chapter studies the political effects of the process of play by an analysis of historic
evidences of how technological play objects were used for political aims. It identifies how
difficult it is for the emerging field of playfulness studies to consolidate agency as a
dimension of play. Examples are given to show the revolutionary brisance for society in
the use of the technological objects as creative tools — an aspect that remained largely
ignored in the concept of Ludic Interfaces, which the chapter revisits as a necessary
political strategy. An understanding of the historic effects of the playing with
technological devices in order to create art, bridges the relevance of the use of the
technological artefact in history to contemporary arts, which will be elaborated in chapter
five. Through this analysis, the author identifies Ludic art as a means of developing
methods of political activism. Each technique of intervention by play with technological
toys 15 used to test theoi’eficél concepts of thing politics, real politics and the historic idea
of political freedom, Freiheit after Schaller, in chapter 3.3 Real Politics of Play. The
chapter maps a history of proto-computational devices, which reverberated as play objects
for creative production in particular moments of time. It shows how the practice of activist
role-play provides a concrete example of how a methodology for the inversion of this

~ direction of relations and dependencies from technologies is implémcnted, by the
subversive play with the technological object, the self and the networked social player

consciousness. This leads to historic examples of political play in chapter four.

In chapter 4.0 the coinage of ,,Con-Dividuality® (Jahrmann 2000) as strategy of
political intervention and the role of the self in play is critically addressed. Evidences
of tactical role-play in relation to media technologies are given in chapter 4.2
Evidences of Political Role-Play. This chapter describes how new forms of critical

14



intervention in role-play, creative work and text began to emerge from the play with
technological gadgetry in everyday life in the history of industrialisation and
technologies. In particular, critical creative works, found in the deviant fields between
irony and subversion in activist and arts Avant-garde, provide evidences for the
development of the idea of play politics, coined aé, .Playsure Politics™ in this chapter.
A selection of tactical solutions in performance and activism are carefully presented
and complemented by an examination through the filter of the technological play
object. This prepares the construction of a new technical, methodological, and
theoretical framework of play agency in chapter five.

In chapter 5.0 Ludic Practice the supporting arts research practice provides a detailed
analysis of nine case studies of the author’s art practice in relation to play, which
highlight the significance of play as method of investigation of the social conditions
entailed by technologies. It interprets the Ludic art works as experiments, which test
the hypothesis of play as method of research. Each project is described according to
the theoretical objectives of the dissertation and tests varicus presented hypothesises
of agency by play. The evidence; support a theoretical interpretation consecutively to
each project description. This chapter identifies art practice as a discrete field of
research, and thus introduces arts informed methods of research. It analyses categories
of conceived, perceived, and lived agency, which support a methodological framework
of the mutual information of theory and practice. The added DVD can be used in
conjunction with this chapter in order to more fully understand the nature of the works
and their reception as theoretical and practical intervention. It puts an emphasis on the
uﬁderstanding of the master servant relation to machines in the internal dynamic of

the player. This practice supports the emergence of a Ludic method of arts research.

Chapter six reflects on the method, which emerges form the synthesis of theory and
practice, Ludics. In addition, chapter 6.0 Summary and Conclusion suggests a
methodological framework of arts research, Ludics, through the integration of
anthropological concepts of play, agency, pleasure and enjoyment in relation to practical
examples of subtle erotic forces in the play with absurd machines. It provides a conclusion
that reflects on the new methodological solution of Ludics and its potentials for theory,
social design, and arts practice, in relation to technological materiality.

15



Ludics in its full potential can be understood as a new concept, in which philosophy and
art practice converge. The practice-led research aims to offer a model of playfulness
studies, which overcomes the lack of agency, pleasure and material consciousness in
relation to play and technologies. With a survey of the dominant understanding of
playfulness in the current electronic culture, this thesis theoretically grounds subversive
practices in play as political activism of everyday life. Through historic and theoretical
analysis it subjects this understanding of playfulness relative to:

1.) A critical assessment of playfulness in historic and contemporary theories and its
synthesis as a particular dimension of political agency.

2.) The classification of technological materiality by an in-depth survey of cases of the
anthropomorphisation of technological objects.

3.) Ubiquitous play as condition of social networks, based on recent activist evidences
and examples of contemporary activist arts.

4.} A multifaceted evaluation of affordances of play in a comparative analysis of

- proto-computational historic artefacts and the observation of an
anthropomorphisation in contemporary playful technologies and its ariefacts.

5.) Political subversion and synthesis in cases of ‘Con-Dividualities’ (Jahrmann
2000), which are identified as role—piay in relation to technologies as precedents of
the contemporary play with the seif _i1_1 social media networks. _

6.) Case studies,. which ;show the pbwcr of piayfulness as a consciousness strategy,
when it is synthesised with theoretical concepts for a new understanding -of politics
in everyday life and technologies.

7.) Case studies of the author’s art-works that have contributed to the emergence of a

new methodology of playful intervention and agency, which is coined as ‘Ludics’.

This thesis grounds its intervention in a practical approach and sophisticated
understanding of playfulness, which, when situated at the edge of art and games, deploys

| the possibilities of interconnection, interaction, and subversion that certain technologies
inherently allow. In this, by means of arts, it inverts the culturally received order of
efficacy against playfulness. This argument is extensively informed by the author's own
practice, questioning the achievements of this practice in relation to its intentions o reveal

deficits as well as insights.

16



This thesis draws on and is stimulated by practice-led research and theoretical reflection,
exemplified by a series of Ludic art by the author. The enclosed DVD contains a selection
of art works an relevant articles by the author, in which the concept and practice of
playfulness can support the development of a sophisticated model for arts informed
methodologies of social analysis and research. The arts projects can be considered as

initial to the topics of the thesis, which are playfulness and agency.
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Glossary of Key Terms

Throughout the thesis, a number of conceptual key terms will be introduced. These are
informed by cultural and historical studies, anthropological and political theories, the arts
and technical language, in order to enable further analysis of the intersection of
philosophy, anthropology, everyday life, and art.

Ludics (Charmante 2006:253) is informed by play as agency. As a synthesis of practice
and theory, the concept of Ludics is an emerging research methodology activities
including a potential for new critical art works. Although it still draws on separate
disciplines, it intrinsically integrates the arts practice as knowledge practice, oscillating
between practical theory and theoretical practice. The playful Ludic method subverts the
ideological complicity of technologies and user control through philosophy and arts.

Con-Dividuality (Jahrmann 2000) is used in order to describe a particularly political
practice of playful activism, which stems from a subversive Avant-garde tradition of role-
playing in the history of mechanisation. This concept is distinct from the idea of an
Avatar, as it represents many individuals in one entity shape. This allows new forms of
political agency. It refers to the altered concept of the self and representations of multiple

and collective selves in relation to social networking practices and activism.

Jouissance (Kristeva 1984) is used as technical term from philosophy, cultural studies and
in“pa'rtic_ular from the perspéctive of political theories to emphasise the quality of
enjoyment and erotic attraction in the agency dimension of play. It is related to concépts of

play and desire as driving forces for agency.

Ludic Interface (Gunalan 2008) is used in this thesis as a political concept, which draws
on a survey of historic evidence of proto computational devices, used for political reasons.
The creative reverberation of the use of these historic objects in contemporary game arts
and everyday life indicates an extension of this term into the field of political agency in

arts and play, where artefacts are understood as tools for political agency.

Material consciousness (Miller 2004: 12) is used to describe the shifts between the status
of the subject and the object, which is expressed in a specific ‘smartness’ of the
technological object. It addresses the dimension of agency in play.

18



1.0 Anthology of Playfulness

Introducing the concept of playfulness as critical research question

This introductory chapter aims to provide a selective overview on theories of
Playfulness. The field of study of playfulness presented here is informed by studies
about games as a cultural dimension and by theories of playfulness in anthropology,
which were identified as the most useful realms of investigation to support this thesis
intervention in interconnecting the dimensions of play and politics. The survey in this
chapter identifies perspectives of games studies and the analysis of play as a cultural
technique, in order 1o shed light on the significance of playfulness in relation to rule-
driven aspects of society. Drawing on disciplines such as systems theory and
anthropology, playfulness is introduced as an increasingly important area in applied
cultural studies. In particular, studies are discussed, which exemplify playfulness as a
method in research that informs theory. Consequently, this critical examination
suggests a new form of ‘playfulness studies’ (Jahrmann 2010:2), as required by the

needs of an electronically networked society.

The analysis of playfulness presented in this chapter emphasises definitions of play as
creative drive and a social category of agency. According to observations made in this
study, the practice of play became an increasingly important area with the rise of
technologies as a constitutive element of everyday life. Playfulness is reviewed from
this angle and introduced as a topic of major contemporary theoretical interest. In the
course of the analysis of play theories (Huizinga 1939, Caillois 1958, Constant 1959,
‘Bateson 1972, Jameson 1981, de Certau 1988, Juul 2003, Galloway 2007) in this
chapter, it became evident that the political is barely understood as a dimension of
. playfulness in the field of study. In contrast, a survey is synthesized, which supports
the reflection of playfulness as a social dimension and perception status of the mind.
This viewpoint will inform the development of the argument about the causal
entanglement of play and politics (chapter 3.0) in technologically determined societies

as key intervention of this thesis.
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Following contemporary developments in technologies of ubiquitous computing® a
theoretically grounded understanding of playfulness will be scrutinised from an
analytical angle of what is commonly covered by the pleasure of play. According to
the Nokia interface designer, Adam Greenfield (2006) ubiquitous computing is
technically defined. Ubiquitous computing is a post-desktop model of human-
computer interaction, in which information processing has been thoroughly integrated
into everyday objects and activities. As opposed to the deskiop paradigm, in which a
single user consciously engages a single device for a specialized purpose, someone
using ubiquitous computing engages many computational devices and systems
simultaneously in the course of ordinary activities, and may not necessarily even be

aware that they are doing so. Greenfield (2006: 11) argues:

Some of these (terms for ubiquitous computing) are general ‘pervasive
computing’, ‘ambient intelligence’, and more recently, ‘every ware’,
while others primarily concemn the objects involved (*physical
computing’, the ‘Internet of things’, “haptic computing’, ‘things that
think’, and ‘spime’).

Consequently, a leading orientation of modern societies can be noticed in game-like
electronic interfaces, which are increasingly connected to social networks. According
to the game design theorist Zichermann (2008), these social platforms are designed as
ﬁlajzful ‘.Fﬁnware”, which cah be ident_iﬁed as an indicator for the everyday presence
of play in social life. Funware is the use of game mechanics in non-game contexts.
According to the Game Designer Gabe Zichermann, Facebook “looks, feels, smells
like a game”, and he describes Yahoo Answers as “a research game [and also] a status
game.” A particular angle of investigation is required to unravel the multiple facets of
play in such new social systems, which have been designed as competitive games of

social status. These kinds of theories of play have not yet been subsumed so far, but

% On ubiquitous computing Greenfield states 2006: “There are a variety of terms in use to describe this
Earadigm, many of which are associated with a particular instilution or perspective.”,

Facebook as a “non-fiction” game has “so many more users, and hours spent on [it] than any
comparable virtual world”. It’s easy o use, 2D, html. 1§ has tangible benefits in real life. 1¢s free
without any hidden fees. It’s fun, and he describes it as a “socially-propagating story™, and status,
likening it to a “fireplace mantle of trophies, except you don’t need to invite people over to your
house.” (Zichermann 2008:2). Available online from:
http://www.worldsinmotion.biz/2008/02/funware_gaming_the_web.php [Accessed: June 4, 2009].
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can be extracted from a variety of fields of study. A cntical analysis of play will be
the result of a relevant inquiry in this chapter. It aims to present a study of playfulness
as a political tool for an efficient Learning from Las Vegas (Venturi, 1972) in terms of
subtle agency. In contemporary playful life, conscious agency can be understood as
basts for political interventions, which offer options for a re-ordering of social
structures. As consequence, a comparative analysis of philosophies on playfulness can
demonstrate creative and political potentials by effects of play.

From the perspective of sociai design, thas chapter’s literature review discusses
playfulness in a variety of disciplines, e.g. systems theory, games studies, and
anthropology. A contextualisation of these approaches, through the filter of
contemporary electronic life and its objects, firstly demonstrates that systems theory
provides an appropriate frame of thinking to review the formal distinctions between
play and game. Secondly, it elaborates that in the present discourse of games studies,
play has only been considered intermittently, and that the crucial relation of
playfulness and materiality has barely been addressed. Thirdly, the anthropological
angle of analysis is introduced as crucial in order to understand the social urgency of
the dimension of play in relation to critical engagement with social status and
contemporary technology-based hierarchies of agency. Finally, with the intention of
introducing a method of playfulness as model of analysis, the question of what is

play? And what is a game? is critically reviewed.

1.1 Play as Form
A brief systemic differentiation of playfulness

A productive way to more precisely articulate play within the studies of playfulness is
to see it in the light of a systems theory. In order to cope with the complex appearance |
of play-systems, a consideration of formal frameworks supports a clear determination
of playfulness. Both, play and games, cope with complexity, build structural |
dynamics, and deal with forms. This classification understands play as a process in
rule-driven systems. By departing from this simple perspective of play in games and
adding the filter of the everyday culture of play in present societies, an essential
distinction can be made, which alters the dimension of playfulness in its meaning for

social life. The coupling of cultural agency and social practice is generated by the
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efficacy of play in technological environments. This coupling of the play principle
and the social system can be identified as specific systemic method, which results in a
new, meaningful view of play as a practical form of social agency, informed by the

practices of playfulness.

According to the system theory of ‘marked space’ (Spencer-Brown 1972), a process
can be identified as a self-referential form of social agency. In this type of marked
space, a form is generated by a differentiation in the moment when a distinction is
made. Spencer-Brown introduced a formal conception of a method, in which three
ways of the handling of a differentiation generate a form®. This operation is based on
an internal distinction and self-referentiality. In that self-referential sense, form is
made inside the differentiation as a marked state. Qutside, the differentiation is the
form’s unmarked state. The differentiation itself is determined as call or cross, and
additionally a sign for the re-introduction of the differentiation in system theoretical
language is called re-entry. Therefore it can be said that play follows a conceptual
movement of a social form, in interaction with object and subject. From this kind of
systemic perspective, play culture can be introduced in this section’s synthesis as an
interpretative organisational form, as an incorporation of syntactic relations. In order
to achieve a definition of this kind, playfulness can be seen as marked space, which
applies laws of form, game-like, laws of calling and crossing, play, and is supported
by the p0551b1hty of re-entry ina soclal system. This system theoretical perspective

" can be applied to identify dlscrete processes of interaction between subjects and
objects in society, in particular between players and technological objects. This kind
of consciously observed relational structure expresses what Frederic Jameson (1981)
called the Poetics of Social Form. Social forms are identified in playfulness in this
thesis in the chapter on the author’s art practice, 5.0 Ludic Practice in particular in the
collective art piece Nybble-Engine-toolZ, 2004. This observation can serve as a
contribution to the understanding of the relation between social formations and
cultural forms. This understanding suggests a model of an analysis of playfulness,
which builds on the formation of a principle of agency in the social realm. Beyond the
cultural form of games, this analysis provides a new understanding of the form of play

% In the context of this is useful to compare the aspects of form elabbrated by Dirk Baecker {1993)on a
calculus of form.
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as a systemic process of interaction. In this conceptual model, play is not analysed as
a given status of society, but as an interaction process in social discourse.
Communication and meta-linguistic structures will then later be identified as elements
of play that support agency. Consequently, a systemic relation of play and interaction
can be introduced in this section, as a precondition for the development of a new form

of an analysis of playfulness as a meta-level of activist communication.

From the perspective of play as meta-communication in a systems-theoretical field,
the epistemologist and anthropologist Gregory Bateson (1972) described how
psychological frames are affected in the ecology of play objects. In his inquiry into
the symbolic exchange of play-processes, he identifies play as ritual action. This
particular position of Bateson is discussed in this context, because as an
anthropologist he regards play within a system of meta-communication. According to
Bateson’s observations, play constantly indicates what is play. Social creativity is
shaped in the moment when the assumption is questioned, whether an action is play or
not. This kind of frame of symbolic exchange playfully shapes the player’s
consciousness and alters structures of dominance and hierarchy in an Ecology of Mind

as system. (Bateson 1972: 180) He further proposes:

Now, this phenomenon, play, could only occur if the participant
-organisms were capable of some degree of meta-communication, i.e.,
of exchanging signals which woulci carry the message ‘This is play’.

(Bateson 1972: 316).

This dimension of consciousness appears as most relevant in further observations in
this thesis around the question of play as condition for agency and political
intervention. Influenced by a view of play as a process of creativity, certain properties
of playfulness come to the fore, which affect communications and creativity. Bateson
summarises a paradox of play by drawing on his observations of young monkeys,
descfib'mg how “the playful nip denotes the bite, but does not denote that, which
would be denoted by the bite” (Bateson 1972: 319). He identified this symbolic action
of play in the course of his study as extremely fruitful for discussions of frame and
context in culture and psychology. In thas thesis, this type of insight appears crucial
for a future understanding of art and play as symbolic denotation, in relation to
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current sociologies of trompe I’0eif’ in networked realities. A systemic analysis of
relationships between messages and psychological effects of play offers a range of
interpretation of consequences for the player’s consciousness. From this perspective,
creativity appears as shaped in the relational play of the paradox denotation of the
symbolic with modern technologies.

Drawing on the observed modern technologies of computer games, playfulness and
the systemic differentiation of game and play are crucial. This focus will be
introduced in the next section by an inquiry into the contemporary discipline of games
studies. Although all major definitions of game and play refer to rules and constraints
as categories, systems theory in relation to play as form has mainly been ignored
inside the discipline of games studies. As an exception, one significant current
discussions of games and play by the games studies scholar Jesper Juul (2003) deals
very directly with structure and formalisms. In support of the need to develop a

playfulness discourse and terminology, he argues:

For example, rules describe games as a formal system. That a game is
outside ordinary life describes the relation between the game and the
rest of the world. But that a game has an object, to be obtained,
describes the game as formal system and the relation between the
player and the game. (Juul 2003: 3)

Although Juul builds upon the distinction from transgressions of spatial, temporal, or
" conceptual boundaries of games, as distinct from real life, he emphasises the systemic
relation to the player. According to this understanding, he rejects the exclusion of
moral consequences and free unsettled play for the player. However, the endeavour to
introduce a focus on the formal boundaries of games is useful from the perspective of
this thesis. In the way Juul treats rules in a systemic perspective lies a significance of
consideration for the differentiation of playfulness from games in new technologies.

Juul presents a classification of games in relation to computers and software:

® Accord ing to the online Artlex {http://www.artlex.com) Trompe l'oeil (French for ‘deceive the eye’)
is an art technique, which gives the appearance of three-dimensional realism. It flourished from the
Renaissance onward. The technique toys with spectators' seeing to raise questions about the nature of
art and perception. This section compares this effect of insight by a technique on recipients and players.
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1) Rules: Games are rule-based. 2) Variable, quantifiable outcome:
Games have variable, quantifiable outcomes. 3) Value assigned to
possible outcomes: That the different potential outcomes of the game
are assigned different values, some being positive, some being
negative. 4) Player effort: That the player invests effort in order to
influence the outcome. (I.e. games are challenging.) 5) Player attached
to outcome: That the players are attached to the outcomes of the game
in the sense that a player will be the winner and “happy™ if a positive
outcome happens, and loser and “unhappy” if a negative outcome
happens. 6) Negotiable consequences: The same game [set of rules]

can be played with or without real-hfe consequences. (Juul 2003: 3)

The categories borrow from the idea of a magic circle of games by Huizinga (1938:
12), in terms of their cultural, spatial and temporal definition. There the understanding
of playfulness was merely scen as a subset or necessary distinction from the game. In
extension, Juul doubles this conceptual circle. His theory consists of two concentric
circles to define the boundaries of games by describing .its fields and effects. At the
Level Up conference at the University of Utrecht, this rule-oriented analysis of the
boundaries of games was recognised as éuﬂ'nciently significant to be identified as a
cornerstone of contemporary computer games studies. Accqrding to an in-depth

' analy'sis in this section’s survey, the inilner and the ouér circle take processes of play
as identification factors for games, but exclude playfulness as an autonomous cultural
category worth analysing as an independent body of research. In contrast, in the
following section certain positions in a particular strand of games studies will be
introduced, which censider play as a relevant process of cultural analysis, in order to

study play as process.

1.2 Playfulness in Games studies

Providing a theoretical framework for the analysis of play as process

This section outlines some of the major deficiencies of methods and subjects in the
current field of games studies. In this way, it provides details about how the

introduced research field of games studies and its sources differ from the
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understanding of play in an emerging field of playfulness studies by distinguishing
between games and play as inherently political agency. The analysis of this
contemporary discourse sheds light on views of play as a cultural strategy, which
open up a range of possibilities for insight, if freshly contextualised.

The theory strand of games studies has been developed over the last ten years,
deriving from cultural studies and informed by literature theories. Games studies
found its anchor in the analysis of computer games as a cultural phenomenon. Under
the premises of the digital era, a new classification system of games was introduced
(for example by Pias, 2000; Frasca, 2001 and Kiicklich, 2002), which focused on the
technological functions of computer games. This scholarly field of games studies
builds on the analysis of games as subject, and uses frameworks and taxonomies that
are constantly re-modeiled. Its main research strand can be seen in the analysis and
definition of games, whereas playfulness was mainly considered as subset of a
cultural practice, which was necessary for the analysis of games as a leading cultural
orientation. Games were defined and understood as rule-driven systems in opposition
to play as a vague terrain of agency. Playfulness only served to define certain types of
games and player behaviour. However, in this particular matter, the scholars in this
discipline frequently refer back to three key writers, Huizinga (1939), Caillois (1958)
and Sutton-Smith (1997).

The seminal cultural anaiys;is Homo Ludens by Johan Huizinga (1939), for example,
provides a useful analysis of the process of play as cultural agens (Latin: acting) as
synonym for agency, as introduced in chapter 3.2 Materiality of Play Politics, page
99. The title, Homo Ludens. A study of the Play Element in Culture refers to an
understanding of play as a driving force for cultural achievements, which leads to
discussions about play as a practical source of human culture. A notion of this kind
emphasises the dimension of play as inevitable energy for creative processes and
cultural systems. As consequence, Homo Ludens became one of the most imﬁortant
bboks for the evolving discipline of games studies, but in the reading of the text, the
focus was shifted towards an understanding of games as a necessary frame for play.
Contrary to this understanding, Huizinga originally expressed the understanding of
play as a source of all culture in an appealingly radical manner. This condition was

frequently overlooked in its relevance for the recognition of the role of the process of

26



play in contemporary life. The cultural theorist Huizinga (1938: 9) claimed:

Hence, modern fashion inclines to designate our species as Homo
faber: Man the Maker. But though faber may not be quite so dubious as
sapiens it is, as a name specific of the human being, even less
appropriate seeing, that many animals too are makers. There is a third
function, however, applicable to both human and animal life, and just
as important as reasoning and making -- namely, playing. It seems to
me that next to Homo Faber, and perhaps on the same level as Homo
sapiens, Homo Ludens, Man the Player, deserves a place in our

nomenclature.

This view, as expressed in the quote above, is informed by a capitalist understanding
of society, in which work is opposed to play. Homo Ludens is described in opposition
to Homo Faber, working man, which indicates that play and game are clearly
differentiated from one another by the phenomenological division of functions. By
contrast, nowadays, in a society defined by technological play, work time and
playtime disperse. A development like this was anticipated in an understanding of the
cultural relation of man, play and games. Similarly, the French social scientist and
novelist Roger Caillois (1913 - 1978) discusses the cultural relation of man and play
in his book Les Jeux ef Les Hommes (Caillois 1958) by introducing categories of
players; He is recognised as a significant author in games studies for this
categorisation. Considering how his categorisation circles around the
phenomenological player, he also can be identified as particularly significant in the
context of the analysis of playfulness. A review of his seminal writing supports the

. introduction of the topic of playfulness as a contemporary category of life in this
thesis. In addition, in this analysis it is important to take into consideration that
Caillois was a poet, surrealist and member of the prestigious Académie Francaise. An
analysis of his role as researcher and as renowned poet, who embeds his theori_es in
his poetic writing, allows drawing parallels from his writing as an example of arts as
research. Indeed, even the book’s original title Les Jeror et Les Hommes (1958)
translates better as mankind and its forms of play, which indicates an emphasis on the
creative process of play as research focus. In contrast, the published title of the

English edition, which is Man, Play and Games (1961), induces an overemphasis on
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the categorical importance of games as condition for play. However, Caillois’ main
effort lies in the categorisation of types of play, which describe the mental state of the
player as achieved in certain forms of play. In order to describe altered states of mind,
which are induced by particular practices of play, he introduces four categories of
play experience. The distinction between Paidea and Ludus (Latin: play and game) is
introduced above these categories, which emphasises the observation of player
behaviour, between rule-driven and free play. Under Alea (Latin: chance) he
subsumes addictive play practices following the principals of chance, as in casinos.
The category Agon (Latin: competition) describes a further state of affective
involvement of the player by competition or conflict fights, as common in sports. To
complement this perspective, he talks about Mimicry (Latin: imitation) to describe
playful imitation and improvisation, in which players mimic and simulate life by
make-believe. From the angle of this chapter’s analysis, the fourth category, Ilinx
(Latin: vertigo), appears as crucial, because it addresses a temporary disruption of
perception often caused by physical play forms. Similarly, in the real-time application
of newly released computer games certain visual effects can cause temporary illness

or epilepsy, which can be considered as a new form of catharsis.

The Ilinx quality of hybrid reality play* (Jahrmann 2008), as introduced in the
authors’ artwork Objects of Desire'®, is indicated in this section as the basis for a new
1dent1ﬁcat10n of the urgency of playfulness in electronic worlds. This practice based
theoretical mtcrventlon of a hybnid reality play informs studies of ,,rule-driven™
games, but reaches beyond the theoretical study into efficacies of , free” play in real
life. A new differentiation of playfulness at odds with the field of computer games is
supported by an analysis of the practice of electronically networked social media and
virtual worlds. The aforementioned categories of player types are very suitable for
theoretically grounding contemporary forms of play with hybrid technologies. In
particular, the category of Ilinx can be identified in new forms of play, which require
the player to constantly switch between realities. The description of the form of these
games 15 discussed in the genre of Altemate Reality Games (ARGs)'' research. The
ARG consortium argues:

1% 4 This art piece is discussed in chapter 5.0 Ludic Practice in subsection 5.2.7.
" The term is claimed by the International Game Developers Association IGDA in a white paper 2606.
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The contents of (ARGs) constantly intersect with actuality, but play
fast and loose with fact, sometimes departing entirely from the actual
or grossly warping it - yet remain inescapably interwoven. Twenty-four
hours a day, seven days a week, everyone in the country can access
these narratives through every avﬁlable medium — at home, in the

office, on the phones; in words, in images, in sound. (IGDA, 2009)

However, this definition excludes the anatysis of the Ilinx effects on the player’s
consciousness, but pays attention to the political dimension of playfulness, in the

moment when technologies intersect with real life:

Aliernate Reality Games take the substance of everyday life and weave
it into narratives that layer additional meaning, depth, and interaction
upon the real world. Modern society contains many rﬁanaged narratives
relating to everything from celebrity marriages to brands to political
parties, which are constantly disseminated through all media for our
perusal, but ARGs turn these into interactive games. Generally, the
enabling condition is technology, with the Internet and modern cheap
communication making such interactivity affordable for the game
developers. (Martin and Chatfield, 2006: 6)

This kind of Alternate Reality Games provides a new field of investigation in research
in playfulness. However, if the aim is to broach theories of play in the context of the
practice of everyday life and technology, a more concrete focus of playfulness is
required. To analyse this genre’s effects on the player, and consequently on society, a
new theory of the dimensions of playfulness as an intervention dimension in ARGs
still needs to be elaborated. Up to now, the relevant literature has not accepted hybrid
play in ARGs as a new form of interaction, but has regarded it as an expanded game
system. However, the massive preseﬁce of play can be analysed in physical
computing and has only recently been conceptually defined by the investigation of
urban gaming — understood as the application of gaming rules to the city — and urban

Ontine available from http://archives.igda.org/arg/whitepaper.htm] [Accessed: November 2, 2010].
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play — understood as improvisational self determined activity in public space.

Katie Salen (2005) coined the concept ‘Urban Gaming’ in relation to alternate

realities games. The exemplary application of this concept is further discussed in the
case study of the author’s artwork Plymouth Play'?, 2007. In recent case studies, she
suggested the term ‘big games’, to describe games that are modelled afier computer
games, but are played in physical space. In order to change the view of the meaning of
play as a creative act in the age of videogames, plays in urban space were developed
by Salen and others as a process to evoke public behaviours, which lead to new forms
of thinking about performance art. Based on the notion of ‘Transformative Play’
(Salen and Zimmermann 2005), the intentional changing of rules by free form play by
is identified as subcategory of such games. In the academically insightful and well
informed studies on Alternate Reality Games by Jane McGonigal (2006), the question
of what a game might be is characterised under the auspices of the ubiquity of
technologies, performance and meaningful play. In her work as both game designer
and scholar, she is interested in influencing reality by gaming. This approach is
diametrically different from the first generation of games studies researchers such as
Juul (2003), who aimed to set out the definition of the boundaries of games from
within the computer game systems. However, even up to the present, play is
underrated in this strand of theory as too ambiguous to be identified as a primary
object of investigation. Nevertheless, a detailed survey reveals a few exceptions in the
field of games sfudies, whereirer the foc-:uslt.)f investigation is shifted from a definition-
based to a perception-based inquiry. Accordingly, an emphasis of investigation on the
player perception and consciousness as relevant for further insights requires a
completely new reading of the cultural study of games. In order to detect the elements
that justify the subject of play as significant research object, it is particularly useful to
‘examine the contemporary social realities of technologically determined angmentation
in hybrid play. In these forms of playfiilness, which take place in systemic
configurations between the virtual and the real, an emphasis on the definition of the
boundaries of games is no longer required as a basis of study. On the contrary, a focus
on play as perception process is required, in order to conduct an analysis of the

cultural phenomenon of playfulness as a driving force of agency. By focusing on

12 4 See reference of this art piece in chapter 5.2.7 Ludic Practice.
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hybrid realities, an understanding of the boundaries of game worlds as permeable is
identified as most appropriate for a contemporary theory of play. Consequently, the
question of what is necessary and sufficient for something to be a game appears to be
obsolete in the study of electronically networked interactive collective environments.
In games studies, however, the discourse framework of the boundaries of games has
remained largely unquestioned up to now, although it was inherently discussed in

earlier theories of game and play.

As early as in 1997, the literature theoretician Espen J. Aarseth (1997) provided a
figure, which is highly valuable for a theory of play as process. He introduced the
concept of Ergodic play in reference to the technique of hypertext and games. The
concept derives from the Greek words ergon, meaning work and #odos, meaning
path. By addressing the work of finding a way through an environment as a playful
action, he presented a theory of playful decision-making. According to his analysis,
individual experiences are worked out by following a certain path in the game, which
calls for an active understanding and agency from the player. Aarseth points out the
playful dimension by insisting on the definition of games being both process and
object. He insists that the Ergodic must be played to come to life. A play cannot be
understood by being passively consumed, which indicates the relevance of the
cognitive interaction of the player. It took a decade for this point to be taken up in
games studies, in order to carefully draw attention to playfulness:

If games must be played, and if this is the crucial anchor point to
understand games as cultural concept, then the process, the play is the
relevant subject of investigation tied to the object of games. (Galloway,
2007: 24)

This section’s study of games studies scholars, who investigate playfulness and the
process of play, identified the necessity for an in-depth survey of the play process.
Therefore, this chapter has taken up this challenge by proposing the subject of
playfulness as a requisite grounding for a new arts-informed theory of playful agency.
Interest has been focused on a few exceptional theories, which consider the player
consciousness and cognitive processes in play. An ei‘nphasis on playfulness as a

framework for cognitive processes and creativity achieved by play suggests revisiting
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viewpoints on the intertwining of play and art. This becomes evident in an interview
with the international curator Daphne Dragona from Greece, who also curated the
author’s art work as discussed in chapter 5.2.5 Ludic Wheel, 2007, page 141, about
the tactical relation of arts and play:

[Nowadays it is necessary] to see play as a tactic and as a practice, that
can reverse mechanisms anﬂ reveal structures. I think that this brings
us to the game versus play “battle” and the need to differentiate these
two. So, I see play more as an instinct, a mood, a tactic, inherent in the
human behaviour and a game more a system, a structure, a form. I like
to correlate play and game to tactics and strategies respectively. If
according to de Certeau (1988), strategies are to be found in the
systems of orders imposed by authorities, and tactics in the ways
people react to those to break through, then in our case, the system and
the strategies form a game-space that the players try to reverse based
on playfulness. And the artistic interventions in particular are such
tactics of questioning the mechanisms and its formalities and reversing
structures. (Interview Daphne Dragona, at the occasion of the show
Homo Ludens Ludens, Gijon 2009)

This kind of tactical questioning o_f_ tf:veryday life technologies by art was already
cxp;essed in precedent fﬁrms of urban games and play, in activist art of the 20th
century. In particular, the arts movement of Situationism can be identified as a
theoretically informed art of political intervention, with the aim of a social re-design.
The thinkers of Situationism understood play as a method to reorder and establish
social and economic relations and to evaluate new systems of thought. In the
beginning of this kind of theory, a political social utopia was outlined, in which
aesthetics and arts are considered as the mam vehicles of the creation of society. This
aesthetic realm was expected to support the evolvement of a political field and society
in play. Foremost Guy Debord (1958) theoretically expressed a particular activist
definition of play in an essay with the distinct title 4 Situationist Definition of Play. In
this, he countered a critique of capitalist restrictions and limitations of society by a

proposal to use play as revolutionary practice. In the magazine Internationale
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Situationniste #1, which served as inspiration for the Ludic Society Magazines”,
2006-2010, play was radically introduced as method and vehicle in order to reclaim
urban spaces, to appropriate hegemonic power and to overcome social restrictions of

love and life by free Ludic time and space.

Play, radically broken from a confined ludic time and space, must
invade the whole of life. {...) The element of competition must
disappear in favour of a more authentically collective concept of play:
the common creation of selected .ludic ambiances. The central
distinction that must be transcended is that established between play
and ordinary life; play kept as an isolated and provisory exception.
{Debord 1958: 11)

Further Situationist writing described the city of the future as site of total
mechanisation; in which the need to work is replaced with forms of a nomadic
creative play. In particular, in regard to the role of technologies and mechanisation the
Dutch artist Constant (1959) introduced the idea of a ludic society. The author’s
concept of ,,Ludic Society” as an arts association is introduced in chapter 6.0 Toward
A Ludic method. The idea of an utopian ludic society is based on creativity as process
of public play. This fictional model was based on an idea of social design by an
intelligent architecture, where mechar_lisati_c_m qffers a pgsitive chance to overcome
capi.talist demands of rwork. In summa, Constant suggested a playful social interaction
and creativity model, enabled by technologies. He spoke about the invention of a
ludic society, liberated from the domination of time and labour, which is redeemed by
mechanisation. In the magazine Potlatch (1959) Constant positioned his idea of a
mechanically liberated Homo Ludens. In the following quote, some words are left out,

for better understanding. These left outs are marked with brackets:

The creative man, Homo Ludens, can only claim his rights on rare
occasions. The opposite of utilitarian society is ludic society, where the
human being, freed by automation from productive work, is at least in

a position to develop his creativity. (...) He learns by playing. (...) Such

13 4 See reference of this art piece in chapter 5.0 Ludic Practice, p.155 f¥.
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play is possible due to the integral technical control of all those
elements. which thus become a conscious creation of the environment.

(Constant 1959: 6)

By using the expression Homo Ludens. Constant borrows from the Dutch theoretician
Huizinga (1938) and his idea of a culture that emerges from play. but interprets it in a
socio-political way. Considering the thesis expressed in Constant’s quote. that Homo
Ludens ~dispenses with education™ (Constant 1959: 6). it can be said that artists often
also aim to transport their utopian ideas of society and social interaction using
educational frames. Such an angle necessitates a brief view on the radically playful
work of the artist Roy Ascott (1963) in arts education. in particular in the 1960s. As is
evident in the relevant literature (Ascott. Shanken 2007: 34). Ascott introduced the
practice of play in arts education as result of his conceptual cybernetic investigations
in art. In addition to other practices of social play. an educational toy. the Calibrator
for Selecting Human Characreristics (1963). was developed as student work in the

Ground Course held at the Ealing School of Art in London (1961-64).

Figure 1.1: The Calibrator for Selecting Human Characteristics. Ascott. 1963




By its shape and playful mechanics, the object evokes associations with a
combinatory wheel of Raimundus Lullus, as discussed in chapter 3.1 Evidences of
Play Politics. Historic Ludic Interfaces and real pofitics. In comparison, the wheel of
play for education in “the construction of change” (Ascott 1964: 98), as developed in
Ascott’s programme, can be understood as a logical machine, which comments on
behavioural aspects and psychology. Ascoft applied processes and methods such as
inverted logic, chance operations, and behavioural psychology in small discrete
groups of six students, in a sort of social participatory work. Such experiments
corresponded to play in physical space. In a conversation between the author and
Ascott in 2007, he described the object’s function as a particularly enjoyed playful
‘torture’ to his students. In order to develop the graphical representation of their
behaviours, the students had to introduce a framework for play records, which were
expressed as mind maps and play experiments. In distinct student groups of six, for
example, the physical ability to move was limited for one member of the group, by
being tied to a trolley. The rest of the group had to interact playfully with their
colleague and to integrate him in the group, without loosing their ability for agency as
a group in order to reach a goal. One of the former students in Ipswich, the artist,
musician and composer Brian Eno (1986), described Roy Ascott’s radical method as

foitows:

One procedure employed by Ascott and his staff was the mind map. In |
this projéct, each student had to. invent a gﬁme that would test and
evaluate the responses of the people who played it. All the students
then played all of the games, and the results for each student were
compiled in the form of a chart—or mind map. The mind map showed
how a student tended to behave in the company of other students and
how he reacted to novel situations. In the next project, each student
produced another mind map for himself that was the exact opposite of
the original. For the remainder of the term he had to behave according
to this alternative vision of himself. (...} For everybody concerned this
... extraordinary experience . . . was instrumental in modifying and
expanding the range of interaction each student was capable of. (Eno,
Mills, and Poynor 1986: 40)
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According to the qualitative interview conducted by the author with Ascott in 2008
for this study (July 12th, University of Plymouth, School of Computing and
Communication), he considered such behavioural experiments on play as social
dimension as his most radical interventions of this kind in terms of teaching projects.
Such insight on the play experiment in arts education is comparably highlighted by
the games studies scholar Sutton-Smith (1997), who highhights the psychology
dimension of play as a creative learning process in terms of the development of an
individual’s values. Comparably the Ludic Method of the author, as suggested on page
168 ff, integrates educative aspects of the artand politics of play. Brian Sutton-Smith
argues that play contains a dimension, which provides a form of mental feedback that
reinforces animal and human creativity. Supported by a respectable developmental
psychology study of play, he presents a seminal theory on the ambiguity of play as
rhetoric of emotional survival. Consequently, he describes play as a constitutive
element of such cultural realms, which facilitate technmiques of psychological stress
management. With an emphasis of this kind, this study is unique in the field, because
it identifies discrete dimensions of the conceptual amb'i‘guity of play in a positive way.
In a systematic analysis, it describes the practice of plﬁy as driven by personal
interests and obsessions, but recognises its values for the development of identity,
progress, fate power, the imaginary, frivolity and the self. With these six dimensions,
Sutton-Smith introduced a rhetorical canon for a discourse on how to understand play,
but with his emphasis on the rhetoric of play, he also facilitated understanding how
foi'ms and experiences can be constructed in.the acadennic discipfine of play. He
draws on psychology and sociology, but also allows other expertise in his study, as
rhetoric, by applying a particular trope of playfulness in his writing. In that sense, his
analysis of play appears as an example for the contingency of a second order study.
He allows self-referentiality on the subject investigated by an exemplary research on
play. Such research is grounded in psychology, it uses reference to empirical

- investigation, but on top of that, it provides an idea about joyful research. Although
his writing is organised as proper scientific study based on field studies and evidence,
it also applies playful association as a method, and with this kind of practice, it is able
to successfully link elements of educational psychology with a variety of
interdisciplinary realms from sociology to design. However, in the growing field of
games studies Sutton-Smith is often cited as a researcher, who addresses games as

systems of organised play and mainly analyses the how and the effects of play.
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Sutton-Smith asserts that we are so burdened by play in terms of action
and epistemology that it becomes a paradoxical task to overstep this
framework and gaze upon play in a neutral and ontological fashion.
The how obstructs the what. (Kampmann 2003: 12)

By analysing the developmental psychology effects of play, Sutton-Smith argues for a
categorisation based on affects, and emphasises the consequences of play for the
individual’s development as a personality. Children’s play is exemplarily analysed in
order to understand how multi-facetted social intelligence is developed, which will be
discussed in more detail in the next section on play anthropologies. The added value
of this kind of particular playfulness study lies in the insights gained into the functions
of play that reach into the realm of essential abilities for life. In this sense, the
understanding of play introduced by Sutton-Smith goes far beyond a position of
regarding play as a recreational leisure time activity. Such a farsi ghied viewpoint can
be identified in stark contrast to a common sense negative definition of playfulness as
a vague aimless activity, which is only worth being analysed in contrast to games. He
proves that, on the contrary, on the one hand games as rule-driven systems work for
the training of activities, but on the other hand play as free developmental ability

supports self-determined experiences.

The conclusion can be drawn that the ambiguity of play provides the individual with a
positive opportunity for intervention. This conclusion is applied in the case study
5.2.1 Plymouth Play, 2007, page 131, where the brutal surgical implant of an RFID
chip under the artist’s skin as a live performance of a public play with the self and
identity in a gallery space, allows an ambiguous reception of the play situation. An
analytical reading of psychological case studies introduces a view on play as a
creative principal of self-empowerment. From the perspective of this thesis, the meta-
discourse on the ambiguity of playfulness as a rhetorical principle, as suggested by
Caillois, allows the deduction of a playful research methodology. The suggestion of a
trans-disciplinary method might shed light on the analysis of further aspects of
playfulness in this thesis. This thesis’ original intervention proposes a new form of

investigation, which draws on the added value of trans-disciplinary approaches.
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Summing up this section’s selected overview of games studies and play in different
disciplines, it can be said that even in arts-informed studies of play, the key authors
Huizinga, Caillois and Sutton-Smith are taken as references to explain something
external to games by an analytical focus on play. In their distinct fields of cultural
analysis, psychology and rhetoric, play is mainly understood as discourse and
language structure. A contemporary analysis of their statements enables identifying
the play principle as a relevant research question in the culture of the ubiquitous
technology-based hic-et-nunc, (Latin: here and now). In a new theory of play, as
proposed in this thesis, such techmques of presence and perception will be informed

by anthropological viewpoints, as described in the following section.

1.3 Playfulness in Anthropologies

Foundation for the analysis of play as social network dimension

Thas particular section illustrates a survey of theory, which highlights the cultural

meaning and the use of play in social network configurations of everyday life. In

anthropologies of the 20th Century, some analysts have attempted to draw fine
distinctions between the social and the cultural in playfulness. This anthrbpological
discipline can be understood as an emerging field in the investigation of social
dimensions of life. Significantly, playfulness is analysed in several key texis of the
-genre. The analytical observation of playfulness with an emphasis on the efficacies of
the process of play on the social realities of players, has led to a sharpened
understanding of play as strategic practice in everyday life in this field of study. In
addition to such cultural synthesis, play has also been discussed as a method of

theoretical practice in anthropologies.

In the analysis in this section, cultural anthropology emerges as pivotal approach to
playfulness for new insights into the efficacy of play in political life. Preliminary
work by thinkers of the philosophical strand of Structuralism (Derrida 1978) informed
the idea of playfulness as structure of a social network of contemporary play itself. In
a practical philosophy, some of the writings support a reflection of society as a
political construct from a particular angle of play interactions. In this understanding,

play provides a distinct practice of purposeful social interaction. In particular, the
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French philosopher Derrida (1978) understood play as a principle marking the
permanent shift of relations among elements in a society. In processes, which he calls
free play (Derrida 1978: 196), he describes how constituting elements of structures
are shifted. A description of playful structures of this kind includes a deeper
understanding of play relations as seminal for the emergence of a free and open
society. Inside society, the free movement of play is interpreted as an associative
agency of thought. In corresponding free agency, play serves as an external pattern for
generating a dynamic structure — for a coming post Structuralist society, where
everything is possible and acceptable. The structure of how to move social relations is
analysed as a question of intervention design. As such, play is applied in order to

entail a practice of creativity and to generate a field of meaning. Derrida states:

The function of this centre was not only to orient, balance, and
organize the structure - one cannot in fact conceive of an unorganized
structure - but also above all to make sure that the organizing principle
of the structure would limit what we might call the free play of the
structure. (Derrida, 1978: 196)

Derrida questions how things come into play in the chain of signification of things as
a structure, which organises play. Besides the tension of free play with history, there
is also the tension of free play with presence. Free play is the disruption of presence.
The presence of an element is always a signifying and suﬁs.timtiv_f: reference inscribed
in a system of differences and the movement of a chain'*. In language and semiotic
contexts, Derrida addresses the symbolic, meaningful function of play by describing
the process of the generation of a siginifier and signified. His survey Structure, Sign
and Play in the Discourse of the Human Sciences (1978) introduces reflections about
the meaningful dimension of ‘free play’. In this regard, Derrida’s theoretical
statement oﬁ free play as a crucial element of agency in society can be considered as a

grouﬁdbreaking manifesto of an emerging playfulness discourse'”, which announces

" To indicate a focus on critique of discourses, the title of the investigation, which includes the concept
of free play, names sciences as a field of investigation: “Structure, Sign and Play in the Discourse of
the Human Sciences”. Compare the online published text on
http:/hydra.humanities.uci.edu/derrida/sign-play.html [Accessed: May 6, 2009].

'* «“Explicitly and systematically posing the problem of the status of a discourse which borrows from a
heritage the resources necessary for the deconstruction of that heritage itself.” (Derrida 1978: 199).
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potential post Structuralist societies. With a profound critique of society as too static
in its present configuration, Derrida marks methodological references to play. Free
play is of course introduced as method of soft social revolution, but can also be
understood as a soft structure for new possibilities in research in networked societies,
which overarches one-dimensional research methods. As consequence of such
synthesis and convergence of principles of social design, research and play, the
necessity of the methodological separation of the investigation of play and play as
method can be subsequently critically questioned. The free play idea is used in
particular art works of the author, as referenced in chapter 5.2.6 with the work GoApe
Chindogus, 2006. In this art work the related concept of social hierarchies and Deep
Play (Geertz 1973) was applied, as a particular methodological objectification from
the broader context of anthropologies. The study Deep Play by Geertz (1973) builds
on the mutual information of investigated subject and research object. The social
analysis method of thick description was introduced with a case study of Balinese
cockfighting as a particular play practice with highest social impact. An analysis of an
immersive betting game answers the question of how social hierarchies are embodied
by play. This also inherently identifies how to ask and frame research questions of
playfulness. Geertz observes and tries to understand players, who bet on fighting
cocks and gain or loose social reputation, money, and credibility. By doing so, the
researcher causes a conceptual migration of the soctal structure, as observed in his
social reputation system. He participates involuntarily in the social hierarchy game. In
the analysis, Geertz describes this particular situation of embodimeni olf phenomena

as follows:

What makes Balinese cockfighting deep is thus not money in itself, but
what, the more of it that is involved the more so, money causes to
happen: the migration of the Balinese status hierarchy into the body of
the cockfight. (Geertz 1973: 441)

This view is supported by the identification of play as a frame for the formation of
social status, which demonstrates how political and social consequences entirely
outside play can be embedded in it. The coinage ‘Deep Play’ is a word play, informed
by interpretations of the effects of betting and winning on social status, and how the

player’s social hierarchy deeply incorporates a play result. As Geertz reminds us, play
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is experienced as embodied social relations. However, in terms of playful
methodology this intervention emphasises play using the method of ‘thick
description’ '®. By definition, thick description is a very dense view of certain actions,
close to an incorporation of the matter investigated. Such research coinages play with
the immersion of investigated research subjects and in research hierarchies. It
describes the dense involvement of the researcher in the phenomenon investigated,
which results in the accuracy of the terminology developed in a discipline. The
observation of how a society integrates play principles into social life is indicated as
‘status hierarchy’ (Geertz, 1973: 444). Under this term, it details a play system of
(living) toys as an indicator of hierarchies in contemporary social networks. This
original insight by Geertz is based on the observation that the cockfight not merely
represents and ‘plays out’ social hierarchies, but that it is a self-reflexive vehicle for
the Balinese to narrate and reiterate these relations among themselves'”. It is one

indicator of many other facets to be found in their culture, where Geertz claims:

Quartets, stitl-lifes, and cockfights are not merely reflections of a pre-
existing sensibility analogically represented; they are positive agents in

the creation and maintenance of such a sensibility. (Geertz 1973: 444)

According to this kind of anthropology of playfulness, the objéct’s role in the
framework of a socially informed exchange is elaborated in its symbolic dimension.
The value of playful social interaction via objects as vehiclé is introduced as anti-
thesis to a capitahist understanding of objects as tool to generate individual surplus. In
contrast, the action of how an object is exchanged as gift, the moving of an object
from one point to another, appears to be relevant for the identification of social
dimensions and hicrarchies. A particular form of social intelligence and creativity is
féqujrcdto identify objects, which are suitable for symbolic exchange. This
observation by Geertz underlines this thesis’ argument about playfulness as a political

vehicle for activism and agency.

** Geertz compares the method of thick description of an interpretive anthropologist, who accepts a
semiotic view of culture, with the method of the literary critique when analyzing a text: “ Analysis,
then, is sorting out the structures of signification—what Ryle called established codes—and
determining their social ground or import.” hitp://academic.csuohio.edu/as227/spring2003/geertz.htm
[Accessed: February 21, 2009].

' The author thanks Martha Blassnigg for calling attention to this playfulness relation in
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The following section introduces an analysis of the function of playfulness rituals
associated with the exchange of gifts'. In his seminal cultural analysis on the gift
Marcel Mauss (1925) argues that gift exchange can be read as a system of social play.
Accordingly, this chapter suggests the adoption of this social theory of symbolic éift
exchange for a contemporary theory of playfulness as frame of exchange of symbolic
capital in electronically determined realities. The anthropologist Mauss’ survey of the
form and function of excessive gift exchange draws on his observations of an
extremist form of the construction of social relations by a culture of unavoidable gift
exchange among the native Chinook tribes in America. He analysed the concept of
‘Potlatch’, which meant ‘nourishing’, but which nourished a process of the de-
valuation of the most precious objects in exchange for the rise of social status of the
donor. By giving a precious object as a gift, the donator gives a part of his entity but
receives social status. The rules of play demand a more precious gift in response. In
comparison, Mauss describes the meaning of the object before the Roman Justinian
law'®. The Roman family consisted of res, thing, and personae, persons (Mauss 1990:
124). In this type of social understanding, things have personality and power as
constitutive elements of social ties. Surveys such as that conducted by Mauss have
shown that an anthropomorphised perspective of objects of playful exchange is
possible and productive. It allows conclusions about our contemporary system of laws
of exchange, which in the following will be applied to the social gift exchange in
electronic networks. According to this thesis’ observations of contefnﬁorary culture,
an understanding of objects as a playful identifier of social status is increasing.
Personal mobile electronics are used as social status objects in modem societies. They
serve as vehicles for the private exchange of software objects, which are often

considered or treated as “gifts’, even if they are not. As anthropomorphist objects,

anthropologies.

¥ The topic of gifts, of de-pricing the world of commodities, is exemplified in the artwork performance
Plymouth Play. Tagging the City, 2007, as presented in chapter 5.0 Overview of Arts Practice. .

' In the field of contemporary law Giorgio Agamben (1999) suggests playing with {aws in states of
exception, which he identifies increasingly in everyday life: “There is a third function, however, {...)
and just as important as reasoning and making -- namely, playing. It seems to me that next to Homo
Faber, and perhaps on the same level as Homo Ludens, Man the Player, Homo Sacer, Man the sacred
applying the law of free play (...) deserves a place in cur nomenclature.” (Agamben 1999: 243). In
theories of sovereignty and state, as discussed by Agamben in his theoretical figure of a being beyond
law, Homo Sacer, appears as a deviant figure in urban zones of passage and transfer (as at airports).
This figure can be discussed from this perspective as an extended nomenciature of a playfulness
society, which resists rules and regulations under conditions of the exception in this manner of play.
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these technological ‘things’ reverberate in particular forms of playful modern gift
exchange in Free and Open Software culiures. The relations of Potlatch and the
economy of gift exchange have been theoretically elaborated by the Harvard Law
School, in particular by Lawrence Lessig (1999). He defines code as matter of social
control in an Internet gift economy. An aspect, which has not yet been considered in
Lessig’s arguments about software culture, is the crucial element of playfulness
involved in the social game of exchanging code, in order to develop creative
commons as a Potlatch-like protocol. This relation of code, software as symbolic
things and social exchange, will be exemplarily referenced in the practice chapter 5.0
of this thesis, in example 5.6 GoAdpe Engine. This project technically mirrors elements

of dominance and hierarchy in open source societies in a play system of social status.

A synthesis of anthropological play theories, as introduced in this section, draws on
the immersive effects of playful exchange systems as a constitution for social agency.
Agency in relation to playfulness as a framework can be considered as a basic
cognitive structure by using the concept of frame analysis by Erving Goffman (1974).
In order to guide the perception and representation of reality, he argues:

I assume that definitions of a situation are built up in accordance with
principals of organization, which govern events and our subjective
involvement in them; frame is the word I use to refer to such of these
basic elements, as I am able to identify. (Goffinan 1974: 10)

| .lf we consider a socially informed meta-level of playfulness as framework, it is
important to notice that play has effects outside playfulness as reference. Playfulness
can be understood as a model for research situations, because playfulness as a
framework helps to address what Goffman described as the need to “transform
serious, real action into something playful” (Goffman 1974:11), and to gain new
insights through this transformation. The transformation of p]ay from a cultural
practice to a practice of insight with significant consequences for real life and social
relations, contradicts the ‘irrelevance’- ‘relevance’ dichotomy, which is attributed to
play in certain general assumptions. Instead, the anthropological view on play
strengthens an understanding of differentiated levels of social efficaciousness, which

will be critically analysed in the following conclusion of this thesis’ introductory
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chapter on playfuiness theories.

1.4 Critical Analysis of the Present Playfulness Discourse
Suggesting steps towards a new ecology of play objects

This chapter’s analysis of structural theories of playfulness reflects on contemporary
conditions of the entanglement of phenomena and practices. Its inquiry deals with the
ways in which the evidence has been discussed in theoretical approaches to
understanding play as process and the structural framework of playfulness in a range
of research disciplines, from social design to cultural theory. The following
conclusion evaluates the methodological dimensions of these investigated theories
and paves the way to a theoretical understanding of some of the ways in which play as
practice of everyday life has evolved from the last century into our digital times.
Finally, it sheds light on particular dimensions of agency in play. Drawing on the
existing debate in games studies and in cultural studies, this chapter synthesises the
survey of such a selection of scholarship of playfulness, which goes beyond the study
of computer games into tracks on play as social practice. It embraces theories of
games and play and looks into the notion of play in a wider spectrum of playfulness as
a tactic of cultural critique. According to contemporary theoretical interventions, play
is being reformed and reversed into a crucial social technique of a critical theory of
culture. As a strategy, it embodies acts and raises social and political issues; it
becomes a tool for activism. Play and the increasing presence of the technﬁiogical toy
mingle the virtual and the real world. From the perspective of ubiquitous presence
observed in technologies, play revitalises other disciplines, raises new questions on
social conditions of status, and offers different understandings of practices of play as
highly significant phenomena in everyday life. This notion leads to a new definition
of pléyfmness as a category of social agency in everyday life that matters!

The classic thinkers of play like Johan Huizinga and Roger Caillois or Brian Sutton-
Smith formed a kind of basis for the understanding of playfulness in games studies as
a cultural technique, but additionally had sections in their study, which regarded
playfulness as research matter. From the perspective of this thesis® synthesis, play has
become an increasingly important area in an applied critique of technologies, in the

sense of a new ‘playfulness studies’ on play agency.



This chapter’s conclusion argues that play has been enriched as a tool for interveation
by different play theories and fields of study and arts. An emphasis can be placed on
the cultural ambiguity of play in the sense of Sutton-Smith (1997) in relation to
psychological and emotional effects on players. Only this perspective includes the
multiple psychological dimensions of play, which are crucial for the player’s political
consciousness. Accordingly, an emerging new discipline of playfulness studies will
theoretically analyse how the consciousness effects of play influence a critical
perspective on cultural value and capital. This perspective on play as intervention has
been preparéd by an anthropological approach of analysis, which considered the
contextual breadth of playfulness as a social strategy. In retrospect system theoretical
views on play as a cultural form can be identified as the best way to organise the

scattered knowledge on playfulness in different fields of study and design.

Embracing playful tactics is appropriate in an era of technological social networks,
which opened the survey in this chapter by referring to Funware in the introduction of
 this chapter. New theories of playfulness come either from resources of art like the
- Situationists, or from contemporary alternate reality and urban game art theories.
Scholars such as Salen (2005) and McGonigal (2006) identify today’s world as a
game space. In these new playful public spaces, play is a factor of an improved
empowerment for agency. It allows posing questions about hidden ideologies inherent
to present technologies of everyday life. | | |

Play principles can serve as a vehicle of practical intervention. As consequence of the
observation of contemporary cultural techniques, it can be suggested that play no
longer stands for a symbolic action alone of larger issues in life. Rather, the larger
issues in life have become play themselves, as a principle in economics and politics as
well as in social interactions. Based on this chapter’s survey, it is possible to identify
a need to consider playfulness in relation to social hierarchies of everyday life. In
contemporary worlds, this approach of revisiting playfulness as relational play on
social status will subsequently be examined as inherent to the structure and
requirements of technological objects. As a reaction to the growing number of mobile
gadgets, the seductive power of playfulness leads to an ongoing desire for consumer

electronics, neglecting evident restrictions of individual freedom.
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As a solution, a new critical sensibility with an emphasis on playfulness as a research
topic will be introduced in the course of the following chapters. This will draw on

conditions of playfulness technologies in physical and social realms of everyday life.
The dimension of consciousness foreshadows what can be identified in the following

chapters as quality in the relation and agency of the player.

A distinct analysis of the field identified a lack of attention for the technological
object as toy within games studies analysis. The toy has so far largely been excluded
from the discourse. The next chapter aims to introduce a strong focus of interest on

the technological object materiality as toy and political thing.
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2.0 Technology, Materiality and Affordances of Play
A synthesis of the contemporary field of study

The theoretical intervention of this chapter is nourished by a practice-informed
analysis of technological objects of every day life, the mobile gadgetry of ubiquitous
computing, as for example smart phones, Global Positioning Systems and game
consoles with network features. Building on the swrvey of technological evidences and
its theoretical analysis, the practicesof the use of technological objects will
demonstrate that new requirements for agency emerge through the particular
m&teriality of the new electronically networked gadgetry. This chapter coins these
material requirements as ., play affordance  in regards to technology. As basis fort
his argument, the concept of ‘affordances’ in design studies in relation to the
particular materiality of technological objects are investigated in this chapter. It will
address the question: ‘what is play affordance?’ by highlighting a particular relation
of materiality and play through the original definition of ‘affordances’ by Gibson
(1977), which describes interaction possibilities of an object in relation fo its user. By
analysing the concept of affordance, this chapter puts a focus on theoretical and
practical aspects of the inquiry of technologically enhanced playfulness and considers
player interactions. From this angle, it aims to question materfalitjf as such. Starting
Jrom an outline of some key definitions of materiality in cultural theory, this analysis
will open up the meaning of materiality for playful interaction and contemporary
technology. This allows a richer understanding of the strong presence of a new

category of ‘play affordances’ in everyday life and media based arts.

Drawing from the differentiation of game and play in relation to technologies in
chapter 1.0, this chapter shows, how a closer observation of developménts of
consumer technologies over the last decade has led to a dominance of play in
interaction with technologies. This observation is introduced in the analysis of
contemporary case studies of ,,Factual Play Objects” in the following section. In a
comparative field study, toy-like technological gadgeits are identified to intrinsically’
establish play as a predominant condition of contemporary life. Accordingly, the
sources for a new categorisation of play consist of the social qualities and political

inscriptions of technological objects, interplayed with materiality. This hypothesis
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will be tested by an analysis of technological evidences in the following section.

2.1 Factual Play Objects in Public, Private and Hybrid Play
. Evidences of technological play objects in everyday life

The classification requirements for the following evidences of play are taken by
means of how the objecis are used, in public, private and hybrid play situations.
Public and private overlap sometimes, in the use of factual”® objects, which the
following examples will demonstrate. An effect of the everyday use of the
contemporary technological objects is an increasing ,.anthropomorphosis™ of play
objects. This occurs when human (Anthropos is Greek for human) qualities are
-imputed to the raw material of technological gadgets, such as the iPhones or other
ubiquitous computing devices, which connect with electronic networks through
playful engagements. Through the objects play affordance the ,,smart“ object is
emotionally transformed (,,morphed*).

The category of public play introduced in this section concerns factual objecis, which
are used in department stores and supermarkets, the RFID, Radio Frequency
Identification tags for commodities. According to the Fraunhofer Institute”’, RFID can
be understood as one of the most influential hybrid technologies, which connect
materiality and immaterial databases. Its impact lies in relation to its commercial and
expected future economic applicaﬁoné. Since thén, electronically networked 6bjects
are extended into virtuality. The virtual intrudes physicality, in terms of a ubiquitous

~ potential for electronic detection. The technology was developed to make goods

electronically detectable, in location and history:

A radio wave is sent to a transponder — more commonly called ‘RFID
tag’ -, which (...} consumes the energy of the initial radio wave and
sends back data to the sender/receiver unit. Through the 1950s to1960s,

?® The adjective factual is used in this section in order to explain how a particular materiality of
technologies is charged with the ability to constitute reality.

?! In a publication as consequence of a workshop in 2006 entitled How I learned to love RFID, ed.
Hartware Medienkunstverein Dortmund. Representatives from Fraunhofer Institute Germany in
dialogue with artists speculated and presenteg facts about the economic interests in RFID technologies.
See particularly page 15 and following of the publication.
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this concept was developed into electronic anti-theft devices that were
in fact 1-bit RFID tags. They could be set either on or off and would
signal if a person has paid and the cashier did subsequently deactivated
the tag. So, the thefi alarm devices that are positioned on each
entrance/exit of shops are very basic RFID readers. (Hartware 2006:15)

The complete electronic surveillance of all facts associated with a physical object is
enabled by the technological materiality of RFID. RFID is a technology used for
tracking objects. In this way, facts are embodied into materiality, which is used in
public configurations, and objects become factual objects in a very literal sense. The
connection of physical commodities to electronic networks is increasingly made
possible by RFID based ubiquitous computing devices. An example of such a factual
object, influencing public play, is named NFC, Near Field Communication’’ enabled
mobile phone. NFC, basically, means that a RFID reader is built into a mobile phone.
In a commercial context, Nokia, for example, released NFC handhelds and describes

their aim on the mission statement of their research page as follows:

Touch is a research project that investigates Near Field Communication
(NFC), a technology that enables connections between mobile phones
and physical things. We are developing applications and services that
enable people to interact with everyday objects and situations through
their mobile devices. (Nokia 2008:1)

By contrast, the activisis Rob van Kranenburg investigated the RFID critically. He
introduced these technologies as enhanced states of public surveillance. The sensual
dimension of objects, as observers were the subjects of his inquiry. He subtitled his
analysis of ambient technology the 4ll-seeing Network of RFID in 2007. His practical
investigation can be seen in the tradition of critique on technological objects,
expressed in an activist’s description. In this perspective, the RFID technology, which

he declares as synonym for the Internet of Things, declares each commodity and each

2 On the Nokia research page commentaries on the planned use of NFC in public space are posted:*
NFC is discussed as being immediately suitable for developed markets where there is infrastructure
already in place (such as RFID ticketing and credit card systems such as Oyster and Visa Wave).*
hitp://www.nearfield.org/2008/05/thoughts-on-nokias-nfc-developments [Accessed: June 7, 2009]
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object as an elaborated entity with its own history and traceable time and way of
nascence. The conscious shift of personal empowerment over the world of things is
altered in this way. These personalised worlds of things change the role of the
subject/object dualism. The important point is how electronically marked things
influence the shape of society by play as practice, and how critical practice and
discourse can alter the given condition of factual objects by play. Accordingly, the
key aspect emphasised in this chapter’s analysis is to exemplify how a factual object
is used in order to demonstrate the advantages and dangers of play in technological

objects.

The effects of factual objects on society can be subsumed under the following
perspective: In RFID equipped stores customers are permanently under suspect.
Control of the subject by ubiquitous traceability is established by the networking
ability of this technology. Furthermore, the possibilities of drawing conclusions from
patterns of movements of both objects and persons give another meaning to the idea
of leaving their mark on an object. However, as counter-reaction to this trend of
surveiltance, for example the RFID theft protection is inverted by its public use on
subjects. In reference to the public play with RFID technologies, the following quote
expresses, how the original intentions are inverted. The aim to produce a smart supply
chain that thinks, responds and adapts, can become a playful target of public play, as
IBM representative Hesseldahl (2004: 6) had to admit:

All the things that radio frequency identification technology was
supposed to do for retailers, simplifying inventory management and
supply chain issues, (...) creating a new type of theft weren’t one of

them. But that is exactly what could happen.

Through this observation, we can draw the conclusion that only creative play will
change the commercial object into a public object, which redirects suspicions. In
opposition to rigid technological features of commodities tracking technblogies, an
activist play-scene around electronic tagging technologies evolved. With the arts
performance Evening of the Ludic Society (Jahrmann 2007), as presented at the Ro
theatre Rotterdam at the Dutch Electronic Arts Festival 2007, the RFID (and NFC)

technology was used for a subversive arts play with mobile phones as factual objects.
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As described in chapter 5.0 Ludic Practice this work tests the category of public play
and the concept of factual objects.

Evidences of inversion of surveillance technologies are to be found numerously on the
online Hackers Guide to RFID”. An enhanced awareness about surveillance qualities
of RFID, at least among those who play with the technology, becomes evident in

these online forums. They describe how to use the technology as gadget for public
play. Supported by the availability of industrial technologies online, RFID-tags, -
readers and technological process instruction, explain how to program a new
autonomous usage of industrial technologies in a playful Do it yourself way. The
introduction of this specific use aims to provide an understanding about the
advantages of play with factual objects in everyday life. The example demonstrates
how a playful use of technology can change the consciousness about the materiality of

technologies.

The second category introduced in this section is private play. It concerns electronic
objects, which were constructed and sold for play in the private realm, but which are
frequently used for other means, as it is the case with game consoles for example. The
use of game consoles in accordance and in certain moments in opposition to the
category of private play is exemplified in the author’s artwork Objects of Desire,
2007, presented in chapter 5.2.7. Private play enables a certain ‘otherness in use’ of
highly critical industrial technologies, as game consoles. Game consﬁles aré sold as
toys for private use in order to consume games, but by closer examination, it becomes
clear that the technological toys are fully functioned networking computers®”. This
smart materiality allows a use beyond gaming, which induces a metamorphosis of
these toys into creative play objects. For example, the Wii remote game controller can
be identified by its intended use as a private play object. It was promoted by the
producing industries as a revolutionary new kind of interface, which allows the
private use of advanced technological sensor developments for free movements to

interact with the game console, which was before only accessible in public arcades

 Hackers Guide to RFID is a very accessible site, describing the public play with RFID.
http://www.forbes.com/2004/67/29/cx_ah_0729rfid.html [Accessed: May 12, 2009]

i Although built for private use, the features of game consoles, as the Nintendo DS, allow a ubiguitous
Internet access. http://www.akkit.org/dswifi/ [Accessed: May 12, 2009]
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and controlled environments of technological institutions. However, the privacy of
use opened the possibility to deliberately recognise the ambiguity of technological
smart materiality by trial and error, which allows a wider range of applications. For
example, Lee (2008) changed the toy into a cheap gesture detection device. Asa
developer of interfaces as derivates of game console technologies, Lee (2008:

online?) argues in a DIY (Do It Yourself) description of his experience:

Using the infrared camera in the Wi remote and a head mounted
sensor bar (two IR LEDs), you can accurately track the location of your
head and render view dependent images on the screen. This effectively

transforms your display into a portal to any virtual environment.

This DIY instruction caused a rush of hardware manipulation of the game interfaces
in a new form of creative private play. Nerd pages as the Spark fun webpage’ ¢ give
evidence of this rush of the private play of game consoles for other means than
playing only games, as which these game console interfaces are sold by computer
game industries. This example of private play addresses the materiality in itself,
‘which makes a big difference in empowerment with regards to terms of the conditions
of the media. According to the analysis of the use of factual play objects, a
communication of experiences made with the object allows it to shape shift a user’s
dependency from technological materiality into a player empowerment. This '
technological play is identified as outcome of private play in this section. It is based
on the pleasure and attraction of the machine, where the engineer Johnny Chung Lee
(2008) demonstrated a participatory use of the game controllers material abilities for
movement detection. Lee inverted the use of this interface, also in terms of cultural
direction, from a focus to control the body, to a focus on the consciousness about

being controlled by the interfaces.

The third category introduced in this section is hybrid play. It demonsirates that
aesthetically shaped technologicat objects can become tools of economic and

* Such a Nerd-Page contains textual D1Y instructions and images, which shows systematically how to
modify a game controller. http:/johnnylee.net/projects/wiif [Accessed: May 12, 2009]
2 The creative practice of changing technologies is described on the Spark fun webpage.

http:/Awww.sparkfun.com/commerce/tutorial_info.phpTwtorials_id=43 [Accessed: May 15, 2009]
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technological power. The hybrid play concept of an aesthetically anthropomorphised
technological object is tested in the artwork Ludic Wheel, 2007, in chapter 5.2.5.

Hybrid play addresses the personal identification with the technological object as
addition to the way of the use of factual objects materiality, as addressed in public and
private play. The playful identification with a technological object as hybrid between
the private and the public goes so far, that it conceptually changes the object into
another being. The physical materiality of the technological gadget and its seamless
integration to network connectivity in order to support the players identification with
the object is identified as main indices of hybrid play. This relation is demonstrated
through the press release text of Apple’s iPhone in June 2008, praising its global
positioning abilities and promising the possibility to the users to always remain in
contact with their friends, if one is represented through the technological object,
which further demonstrates the power of factual objects. The ‘I, in other words the
self, becomes a part of the objects’ name ..i-something®. This message is very clearly
communicated.- The personalised iPhone is the subject of anthropomorphosis. The
iPhone’s touch screen with its gesture sensitive interface draws on the tangible
quality, which enforces emotional ties caused by playful interaction. The
“affordances” of the gadget include stroking the touch screen, giving names and
personalised access to the object, direct connections to personal data and person

. -related data. Similarly, the application Nintendogs, on the Nintendo DS exemplifies
these principles. The player has to stroke little puppies on the screen which would
react. These touch applications express the discovery of materiality of the
technological object by industries in order to build on the mutual exchange of the
principals of interaction affordances and an emotional immersion of self-identification
by technological objects. The gadget transforms then, as final surplus, into a hybrid
play object, enhanced by ubiquitous network availability for a selected social status
group, which supports the physical location of the identity of the player. Here the
Google Latitude® program comes into play. The ubiquitous computing gadget detects
the geographical location of the user, of friend’s online on the fly. As consequence of
the technological mateniality, the user’s social status develops by the instantaneous

%’ The PR text from the official Google website features a social use of the phone as gadget to connect
to a community. http://www.google.com/intl/en_us/latitude/intro.htm! [ Accessed: June, 6 2009]
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rating of presence®®, which can be identified as a practice of hybrid play, between the
private and the public play. The individual is shifted into a forced competitive play
mode, including negative connotations of pressure and loss of decision-making. From
an angle of privacy, the permanent monitoring of an individual’s presence forces
subjects to become public objects in hybrid play”® in order to connect real and virtual
movements and activities, to support an anthropomorphic identification with the

»Smart™ object.
2.1.1 Introducing Smart Materiality

Contemporary networked data are characterised by what could be called “smart
materiality*. Following such an understanding of smart materiality, as a dimension of
networks, these technological objects can be defined as fact-holders, supporting the
factual power of things, which affects the consciousness of the individual player. The
cultural theorist Richard Senneth (2008: 119) introduces what makes objects

interesting:

Rather than get lost in this philosophical forest, it might be better to
focus on what makes an object interesting. {...) We become particularly
interested in the things we can change. (...) People invest thought in
things they can change, and such thinking evolves around three key

issues: metamorphosis, presence, and anthropomorphosis.

Drawing from this observation of Senneth, the factual materiality of “clay*® can be
taken as an analogy with the smart materiality of current technological objects ina
contemporary context. In this kind of smart materiality, the player’s consciousness
merges with the technological material. This kind of ,,anthropomorphosis® is

registered by leaving a mark of ,.presence™ in the object — through a personal login to

28 This particular kind of social surveiltance appears as opposed to DIY cultures, which were described
as practice of independence from the objects’ technological matertatity in the iast section.

% The hybrid is often used as metaphor in games. Examples are monsters, She-devils, griffins. They
can be identified as anthropomorphised hybrids of technology and medieval symbolism. Such
examples are given in computer games, which use medieval aesthetics but also combine with hybrid
monsters: Elexis Sinclair, SiN, Ritual Entertainment (1998), Resident Evil (2003), Mary Sheeva,
Mortai Combat (1993), Final Fantasy X (2006), Second Life Furys (2604).

*® Senneth describes these attributions to the material among crafismen working with clay.
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the connected networks. The change of the object into a personal object is registered
as “metamorphosis™ in the factual object. By focusing on the material as power
structure, as Senneth termed it 1n the quote above, the pure uttlitarian aspects of the
technologies are faded out. This is what makes its substance culturally consequent.
This personal marking of the electronic gadget, like spray-painting, is identifted as a
political act of “anthropomorphosis®, in order to reclaim the object by the cultural

practice of re-engineering.

The cultural act(ivity) of customizing objects finds its expressions in technological
DIY (Do It Yourself) practice. A whole culture of DIY attitudes evolved around the
technological objects of everyday life, describing the possibilities for change of these
objects with images, software and hardware manipulations. This cultural practice of
manipulation also informed the author’s artwork, as exemplified in chapter 5.2.8
Nybble-engine-toolZ, 2004, which was based on a manipulation of a computer game
engine. The ability to alter the private technological toys of computer game
technologies, introduced a new critical dimension to the technological positivism
common around iechnological toys. The “factual’ activist dimension of subverstve
DIY activities cannot be underestimated. It means that personal identification with the
object serves as an opening to an independent use of technologies in general. The
observed connection to practical implications of these smart materiality of
contemporary life give ground for a theoretical intervention on _techno materiality

itself.

As consequence of the analysis of these examples of the use of present technologies,
newly informed conclusions about the materiality of play are possible. The examples
suggest a turn towards the physical in a new culture of factual objects and hybrid
play, which in the following will be situated and grounded in theoretical models of
materiality (Miller 1998). Through the acknowledgement of agency the observations
which Gibson (1977) termed ,,affordances™ comes into sight. The above discussed
case studies support a deeper understanding of play in relation to technologies énd
every day life as an emerging element of art, design and creative endeavour, which
finds a critical reflection in the new idea of play affordances, as suggested in the next

section.
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2.2 Introducing Play Affordances

The analysis of subjects and technological objects materiality sets up the platform for an
introduction of a particular discussion of interaction design studies in this section, which
connects factual play objects and agency, drawing on the analysis of objects of the
everyday. The interaction design theory of “affordance’ is discussed in contemporary
usability theories (Gaver 1996, Hartson 2003), but was originally introduced as
psychological model. The following brief excursion into an application of a psychological
perspective to interactivity in design practice connects with the analysis of play objects in
the previous section and will be tied to the insights gained by material studies, which will

follow a short introduction to the origin of the idea of affordance.

The perceptual psychologist J. J. Gibson introduced ,.The Theory of Affordances” in
1977. In this work, Gibson points out that perception drives actions related to things.
He refers to actionable properties between the world and an actor. Originally, Gibson
defines object possibilities for action, which can be seen as objective properties of
things. Additionalty, he reminds us that a subjective dimension — perception, drives
actions related to things. Gibson claims that the physical quality of objects can be
understood as the most relevant aspect of an analysis of mateniality in the context of
psychology. He is explicit in stating that this insight of the relevance of how the
physicality of an object is perceived had previously been overlooked in psychology.
Gibson (1977: 129) argues: o

An affordance cuts across the dichotomy of subjective-objective and
helps us to understand its inadequacy. It is equally a fact of the
environment and a fact of the behaviour. It is both physical and -

psychical, yet neither.

The design-theorist Donald Norman (1988) applied Gibson’s concept of affordances
to the way designers could address the user’s eu‘gag.ement with design objects with his
influential work The Psychology of Everyday Things (1988). He understands
‘affordances’ as action possibilities as being posed by objects in the context of the
everyday. In his study, Norman draws on the perception of the interaction with an

object as a property of the thing. Norman (1988: 43) details:
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Affordance refers to the perceived and actual properties of the thing,
those fundamental properties that determine just how the thing could
possibly be used. (...) Affordances reflect the possible relationships

among actors and objects: they are properties of the world.

In the second edition of the book, he changed the title into The Design of Everyday
Things (1990) and prepared the ground for practice oriented design theories in the
1990s, which focused on the peculiarities of electronic interaction. These theories of
design tried to make affordances pragmatically usable for computer interface design.
In the course of the reception of his studies, Norman himself tried to differentiate, that
besides focusing on conceptual ideation and the role of constraints, he especially was
interested in “talking about perceived affordances”. In the second edition of his book
Norman (1990: 39) states:

- In graphical, screen-based interfaces, the designer primarily can only
control perceived affordances. The computer system already comes
with built-in physical affordances.

Norman’s concept of affordances is influential for new approaches to studying and
designing interaction in New Media. Later on, in his online published essay |
Affordances and Design (2001), he explains the theoretical concept of affordances
through his observations of contemporary design practice in the technologies:

The computer system, with its keyboard, display screen, pointing
device (e.g., mouse) and selection buttons {e.g., mouse buttons) affords
pointing, touching, looking, and clicking on every pixel of the display
screen. All screens afford touching: only some detect the touch and are
capable of responding. But the affordance of touch ability is the same
in all cases. (Norman 2001: 2)

Norman’s approach towards the materniality of technelogical objects did not consider
the playful aspects. This particular affordance will be introduced in the following

section, according to the observations of everyday use of technologies, as analysed in
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the introduction of this chapter 2. I Factual Play Objects. In this chapter’s application
of affordance, theory the play is unravelled as crucial in order to develop individual
uses of technologies. This differs from Norman’s approach in terms of the option for a-
free decision to be made by the active player, in relation to technological affordances.
Therefore, it is necessary to take a critical position to this theory of affordance,
particularly since it only constitutes one, although a key, component of a more
complex network of relations of use and materiality. The object of investigation is not
to be understood as the process-related affordance alone, but also as its inscription
into the materiality of the physical objects. In summa, affordance theory is important
in relation to play objects, because it ties the play quality to the contemporary

- dimension of the player’s engagement with technological objects. This proposition
needs to be first situated in the context of the material studies of objects, which
followed ten years after Gibsor’s seminal work. The following discussion will draw
on the matenal culture discourse and synthesize it with particular evidences of

technological play objects.

In the following section it is argued that attempts to theorise materiality are crucial for
the aspect of the efficacy of play with materiality, which will also be tested in relation
to art practice in chapter 5.2 Overview of Arts Practice. The author’s position towards
affordances as design theory is especially exemplified in her arts practice, which
considers play as inherent quality of technologies. These exemplary experiments
through arts practice take player interactions by free will into account, whj;:h are not
forced or predetermined by the materiality of the design object. The practical inquiry
of electronic objects by the author’s artwork emphasizes how the study of objects not
only contributes to an understanding of artefacts but to effective means for studying
social values and contradictions in contemporary electronic cultures. The joint
reflection of theory interwoven with arts practice of the author is elaborated in the
interpretation of the individual artworks in chapter 5.1.3 Reflections upon Arts
Practice. This evidence of artworks makes it necessary to bring the fields of
affordance studies in design together with the (ethnographic) study of maierial
culture, in particular under the aspect of the material culture discourse by Miller
(1998).

Daniel Miller (1998) laid out the idea of a contextually informed material culture. He
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proposed this new wave of analysis of artefacts of everyday life in the second wave of
material studies in the late 20™ century, in order to constitute a relational model of
artefacts. From this perspective of the mutual contextualisation of material worlds,
play affordances address relational models, which reflect the conditions of the social
interaction within a networked technological materiality. This appears as valuable in
correspondence to practical artwork, as tested in the case study 5.2.1 Plymouth Play,
2007, because this art work includes claims to transcend materiality and subject-

object relation. Miller argues (1998:3):

The volume demonstrates what is to be gained by focusing upon the
diversity of material worlds, which becomes each other’s contexts
rather than reducing them either to models of the soctal world or to

specific sub disciplinary concerns.

The observation of new technological materiality and its play affordances inevitably
requires “a theory that claims to entirely transcend the dualism of subjects and
objects” (Miller 1998: 13). The observed and analysed objects serve as placeholders,
for example, of viriual figures of self-representation, as it is the case with

* technological toys of the present. In that sense, the technologically defined materiality
of new objects of everyday life can be seen as a ‘transcendent materiality’. It shifis
between the status of the subject and the object, which is expressed in a specific
‘smartness® or more or less intelligent technological identity of the object. It follows
that technological materiality as cultural dimension inherently holds play instructions.
As a logical consequence, the practice of play will affect the meaning of the objects

materiality in the interaction with electronic objects.

Miller and his school aim to answer the question: What is materiality’'? Miller draws the
surprising conclusion that, “objects are important, not because they are evident and
physically constrain or enable, but often precisely because we do not see them” (Miller
1998: 18). This viewpoint appears to be most relevént in mediated worlds of playfulness

*! Miller also draws on The Sense of Order by the art historian Gombrich {1979), on which he argues
that Gombrich focused not upon the artwork, not the frame in which the artwork was set. His source is
frame theory, as coined by the sociologist Goffman (1975). He argued that much of our behaviour is
cued by expectations, which are determined by the frames and this constitutes context of action.
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such as electronic online environments as Second Life (2004), for example. The
Whitenoise Morphosis (Moswitzer 2008) Second Life artwork and video at Golden Thread
Gallery/ ISEA 2009 Belfast and the Semiautonomous Puppet Architectonics® exemplified
the subject-object relations®®, which open these environments as field for a new kind of
~play affordances”. Second Life art works often deal with invisibility of the objects of
desire, which are just represented by avatars. These collaborative virtual environments
technologies become increasingly accepted, and ubiquitously useable through mobile
electronic objects, which inevitably require a reaction on their intrinsic play affordances
from the user. As the evidences demonstrate, the interaction with the object’s affordance
evokes a multiplicity of uses and effects, which facilitates a new practice of technological
critique not merely in terms of industrial applications but also from a critical
understanding of play as a subversive, creative process, as demonstrated in selected art
works by the author in chapter 5.0 Ludic Practice. Consequently, this section will provide
a new classtfication of play affordances, which will serve the further discussion of social

and political dimensions of art practice,

This chapter coins the term ,,play affordance® in order to describe the playful qualities
in relation to technological materiality. These qualities were up to now hardly
considered in the theories of affordances. One of the few exceptions found in the
culture of material discourse, which reflects play as a dimension, which can be related
1o affordances, is critically reviewed as follows. This critical review is necessary in
order to see the requirements for a new play affordance. This was also left out by the
theories of Kudrowitz (2009), which discuss a classification of toys and creativity.
Based on a qualitative study of toy objects, the MIT based researcher Barry
Kudrowitz (2009) published The Play Pyramid: A Play Classification and Ideation
Tool. \n 2009, He developed this study based on practice of toy design at the
Massachusetts Institute of Technology, MIT Toy lab*, Mechanical Engineering

*? Subject-object relations, as detailed by Miller (1998: 13), are exemplified in the artwork of
MosMaxHax. This Second Life art work is based on a huge number of Alternate Avatars,

** Both artworks were exhibited at Odyssey, a gallery and reposiory in Second Life, dedicated to.an
and performance and at IDIA (Institute for Digital Intermedia Arts) Artists in Residence Exhibition,
For a play with particular Second Life objects see as reference the ars electronica Second Life
Architecture Award 2007, awarded to this artist. http:/mosmax.wordpress.com [Accessed: September
21,2010]

** The MIT analysis aims to clarify whether a potential toy product has play value, which mainly is
evaluated in terms of commercialisation. It can be said, that in this play affordance definition the
materiality of an object is recognized a as main anchor to define “play value” for an aim, which seems
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Department, Boston. This link to the practice of object design makes this study
relevant for the development of this chapter’s theoretical intervention of play
affordances, which is tested in the arts work which considers toys of everyday life in
chapter 5.2.7 Objects of Desire, 2008.

Upfront of this critical review of The Play Pyramid it needs to be pointed out that
although this study integrates arguments about play, psychology, the materiality of the
toy and affordances studies still is exciuded as well as the analysis of play effects of
electronic materiality. However, some of the categories presented by Kudrowitz
(2009) on the creative effects of play on children are useful for the arts research. The
aspect of creativity in play, which he pointed out, can be further developed towards an
explicit acknowledgement of the concept of agency according to the particular
conditions of play with technological materiality. First, however, it is important to
understand that Kudrowitz distinguishes four different play types in his analysis,
which he names Construction, Fantasy, Sensory, and Challenge. The classification’s
functioning mechanism is best highlighted by an example from the writing of
Kudrowitz (2009: 5):

Guitar Hero, a video game developed for PlayStation 2, 1s perhaps a
good example of a successful and award winning toy that could be
placed near the centre of the Pyramid. This is a game in which the
player uses a Mini“Gibson SG Gﬁitar éonﬁ'olier (Fantasy) to create
(Construction) music (Sensory) to match the notes that are presented

on the screen (Challenge).

Kudrowitz interprets play in relation to consumer toys. He sees the limitation by
materiality as chance, counting on an endless number of affordances (of play) for any
given product. In general, the Play Pyramid concept of Kudrowitz draws on the
developmental psychology of the mind of children, and applies the insights taken in
this discipline to the whole life span of a human. The classification .model borrows

heavily from Jean Piaget’s (1972) four stages of cognitive development. The

to be highly critical —: the operationalisation of creativity in design by play. The courses at the Toy lab,
modelled on the systematic investigation of toy and play, aim to find a contemporary canonisation of
the functionality and design of toys materiality, focusing on the industries.
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- categories introduced are normally adjectives to play, such as ‘social’ and ‘active’.
Kudrowitz alternatively speaks of “sliding scales of play”. By using this thinking
figure, he aims to describe a slide between the poles of Involvement, Social
Involvement, Level of Restraint, Mental/Physical, and Gender. These poles are
amplified by corresponding terms, informed by the physical process of play; Sensory
(from sensory-motor); Fantasy (from pre-operational); Construction (from concrete
operations); and Challenge (from formal operations). The main category of sensory
play in this model draws on a dimension of play, which previously was already
located by Huizinga (1938) in musical and plastic arts. As this relation was not
published in his paper on play, Kudrowitz answers the following question in an
interview, conducted by the author at the ,, Toy-Lab®™ of the Massachusetts Institute of
Technology (2009: April 12):

Musical instruments and toys both involve play. In Huizinga’s book,
the Homo Ludens there is this one hine, which says, when we sing we
do not call that play, but when it involves musical instruments, and
then we say it is playing. His reasoning was, when it involves
movement of hands (i.e. interaction with an object) then it is called
musical play. That is, why we focus on physical play in the

development of new toys.

.N.otably, he remarks that up to this point, the historic classification of play by
Huizinga was not sufficient for design issues. Accordingly, Kudrowitz’ classification

>3 The view on this newer

includes an understanding of ‘transformative play
classification of play serves the purpose of industrial toy design production very well,
This is expressed in the following statement of Kudrowitz (2009:1): “A toy is in the
mind of the user, but a toy product is in the mind of a designer.” But this approach

appears to be too simplistic*® in a research focus beyond gaming, which has to

* This observation, of course, draws on Salen/Zimmermann's notion of creative free form play, which
they named as ‘Transformative Play’ {(Salen 2003:13).

3€ As visiting artist guest critic at the ‘MIT Toy Lab’ in April 2009, the author met industries
representatives, from US companies such as Hasbrow or Matteil, who were constantly involved in the
student research and development process. in short, the methodology applied: ‘ Toy Product Design,
Mechanical Engineering course, is a hands-on, project based introductory course in product design
targeted at freshmen at the Massachusetts Institute of Technology. In this course, students work in
small teams of 5-6 members to design and prototype new toys. ... After each team proposes a toy

62



proceed from the observation, that in the course of the 20" century, the uses of media
technologies have increasingly manifested as creative practice through playfulness.
Through the qualitative analysis of technological materiality in this chapter, it
becomes evident that, for example, material interfaces and gadgets connect and shape
the online worlds. This inherently asks for play as ‘modus operandi’, which this
section suggests to translate as play affordances as ‘mode to interact’ with

technologies.

By practice and observation, this chapter’s systematic analysis of technological
materiality and agency in relation to play identifies the change of acknowledgement
about object materiality and immaterial networks in the last decade’’.

This entanglement of the mateniality of the technological object and the immateriality
of the immaterial economies provides the economic necessity for the theoretical
intervention of play affordances. It is grounded in network technologies economic
histbry. The ﬁrsf emphasis on networked play worlds as immaterial economies’ 10
generate material capital in the 1990’s, prepared the ground for a practice of play as
condition of everyday life, as discussed in the author’s art work in chapter 5.2.8
Nybble-engine-toolZ, 2004. The critical net arts practice culminated a better

understanding of the entanglement of play, economic immateriality and materiality.

_ Economic viewpoints on the immaterial networks, which allow generating material
capital through its ,,play affordances®, as it is comed in this section, Were intrﬁducecl
into the cntical theory discourse in the book Ludocapitalism (Dibbell 2007). The
report built on a one-year experiment of the jowrnalist Julian Dibbel. He lived during
this time exclusively from money that he had generated in playful online
environments. Mainly by trafficking virtual goods of the classic MMO, Massive

concept in the form of a poster, they are asked to review the Play Pyramid and Scales of Play to see
how they can alter their concept to suit different audiences or enhance the play.” Available online from:
hitp://web.mit.edu/sp. 778/ www/pages/toylab.himl fAccessed: March 3, 2009]

* The wide reception of immateriality led to a higher commercialisation of networked technologies.
This insight is supported by the Dark Fibre book of Geert Lovink (2002): The Californian digerati of
Wired replied that the Internet was destined to multiply the power of capitalism, to open vast
immaterial markets, and to upset the taws of the economy, which predict crisis and delays and
decreasing incomes and falls of profit. (Berardi 2002: 2)

3% The broad advent of network technologies in the 1990°s, the immateriality and its economies were
highly celebrated: Underpinning the new economy, is what one could call an ideology of immateriality.
It says that the privileging of the immaterial over the material is a recessary, technology-driven process
that will reconstinute society to fulfil our true human potential. (Felix Stalder 2000: nettime reader)

63


http://web.mitedu/sp.778/www/pages/toylab.html

Muitiplayer Online Game called Ultima Online, the journalist drew conclusions about
the relation between immaterial object trade and the generation of material capital
through play. Dibbel (2007: 24) argues:

In the strange new world of immateriality toward which the engines of
production have long been driving us, we can now at last make out the
contours of a more familiar realm of the insubstantial—the realm of

games and make-beheve. In short, I am saying that Marx had it almost

right: Solidity is not melting into air. Production is melting into play.

This kind of economic materiality was not yet understood as it was tied to the play
affordance of online worlds. As a backlash to this discourse, synthetic electronic
worlds are identified in this section as technologically enhanced materiality. From this
point-of-view, the quality of play is based on its connected perception as a
requirement of a technological materiality. It can be, or affect, both materiality and
immateriality. In order to understand this relationship better, we need to look into a
purposeful systematic analysis of play affordances and its objects. In the following
‘section, a systematic of play affordances in relation to technological artefacts and

immaterial networks is introduced.
2.3.1 Anthropomorphesis through Smartifacts

This section emphasis the observation of ,,anthropomorphosis® of electronic networks
and its objects that deal with the particular quality of play affordances. It classifies
networked objects through dis_tinc_t examples of the qualitative use of technological
 gadgets in contemporary' everyday networks. Today, networked objects of everyday
life are encoded as cultural artefacts and filled with technological abilities. By
recognizing the spectacle and the absurd demands of these objects, a form of
resistance is introduced via materiality and changes the technological object into a
Ludic Interface. The agency achieved with anthropomorphised smart objects as a
praéticc in the arts shows us how to develop strategies of resistance by the play with

the electromagnetic worlds as paraliel network.

The interaction designer Harry Vertelney (1986) talked about technologically



networked objects as ‘Smartifacts’. A view on the networked materiality of
technological objects demonstrates how these objects inherently afford play. Physical
technological means generate social virtual spaces out of databases and networks. In
the following analysis, play appears as ramification of these kinds of networks made
from personalised objects. This concept continues to draw on practice-based
observation and on the significantly different modalities that those technological
objects afford from the user, which directly contain memory and networked data.

A transcending of subject/ object dualism in technological objects can be recognized
as an identification category for particular anthropomorphised Smartifacts. The
following section’s arts related analysis of the concept of the networked Smartifact
goes beyond the common technological definition of Smartifacts by Vertelney (1986).
[t combines fictional ideas of technological networked objects with the performance
aspects of intrusive technologies, which invade the human body. The science fiction

author Sterling (1986: 6) argues:

Tech [that] sticks to the skin, responds to the touch...pervasive, utterly

intimate. Not outside us, but next to us.

This fictional concept of an intrusive smart networked object technology is
exemplified in the RFID syringe performance artwork in chapter 5.2.1 Plymouth Play,
2007. A view olrla coﬁceptual evider;ces of Sm&rtifacts” éuppons the identiﬁcation of

- them as fictional play objects in the beginning of Cyberpunk era in the 1980°s.
Cyberpunk*® science fiction texts of the 20‘h-century spoke of a new material fetish
with the qualities of networked entities. The Cyberpunk genre during the 1980s
served as mantle to investigate technologies of the present and near future, which

made these texts into seminal subjects of emerging cultural shifts and into blueprints

3% This footnote aims to give a particular view on Smartifacts as Devices of wonder (Stafford 2007).
The historic term ‘philosophical toy® addressed harbingers of the cinematic apparatus and mechanic
androids of the 17th century. Such sensationai machines find their contemporary equivalent in
Smartifacts.

* The coinage ‘Metaverse’ by Neal Stephenson {1992} published in the novel Srow Crash gives
another well traceable example of a case how fictional arts concepis of networks, of the immaterial
worlds, the synthetic worlds transfer and exchange inspirations regarding an immaterial world, which
has material effects in real life.
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for further technologies®'. In retrospect, the fiction writing influenced reality. The 21
century brought Cyberpunk visions to fruition. The Cyberpunk key writer Bruce
Sterling (1986) focused on a shift of network principles and social networks, caused
by technological matenality. In the preface to Mirrorshades, the cyberpunk
anthology, he spoke about a vision of something, which we can identify today as
Smartifacts. Tied to the factual technological developments, he further paired his

- observations of contemporary technologies with his weakness for neologisms. He
discussed and presented his poetic concept of Spimes *2 at media arts occasions, such
as Ars Electronica 2005. Sterling's coinage addresses the equivalent of
technologically enhanced Smartifacts. Sterling (2005: 77) argued:

The Spime is a set of relationships first and always, and an object now
and then. The key to the Spime is identity. A Spime is, by definition,
the protagonist of a documented process. It is an historical entity with
an accessible, precise trajectory through space and time. A Spime must

therefore be a thing with a name.

More evidence for cases of anthropomorphosis of technological objects by the
practice of play, which includes fiction as practice of arts, comes from the other end
of the spectrum of playful agency. In wearable technologies, smart fabrics monitor the
wearers pulse, feeling, and behaviour and expose the most intimate information about
an individual publicly. Thése hltfusive technological qualities are mainly |
unquestioned as features of wearables™ in order to serve economies. The scholar
Seymour (2009) presented examples of these Fashionable Technologies in good
commercial overview, but follows a simplistic view on technologies without any
critical distance, and serves industries without question. By contrast, the practice
chapter 5.2.2 Pong Dress, 2006 and 5.2.3 Sema Dress, 2009 will provide two
examples of wearable artwork by the author, which apply game principals to solve the

superstition of the techno material fascination of wearable items in a category, which

*! The science fiction affinity of technology developers were referenced by the paper Labyrinth of the
Web3D developers Marc Pesce and Toni Parisi (1997) anticipated projects as VRML or Second Life.
“2 Sterling spoke at the 2005 Symposium Hybrid - Living in Paradox, which was extensively covered
by Roger Clarke ontine. Available from: http://www.rogerclarke.com/SOS/HAHO03505 html [Accessed:
June 9, 2G09]

** For a glossary of companies and names see the compendium of the status quo in Fashionable




the author coined as “game fashion’.

According to observations made in the author’s arts practice chapter 5.0 Ludic
Practice, the irony of play and games can serve as ironic vehicle to overcome the
connotations of control by Smartifacts. This evidence of understanding the Smartifact
departs from contemporary issues of a new anthropomorphised materiality of
technological gadgets — informed by its practice based activist re-use. Smartifacts |
mount the efficacy of play in relation to affordances of technological materiality,

which the next section will discuss as Ludic Interfaces.
2.3.2 Agency through Ludic Interfaces

This section aims to clarify the role of play avoidances for the playful interface as tool
for agency in the arts and in everyday life. Throughout this following analysis, the
"new coinage of Ludic Interfaces by Gunalan (2008) and Fuchs (2009) is critically

reviewed,

The artist and researcher Mathias Fuchs (2009) describes prime examples for such
interfaces from the field of so called game arts, referring to Mary Flanagan's Giant
Joystick (2004), Leif Rumbke’s Wargame (2003), Jess Kilby’s Center of the Universe
(2007) or to the authors work Pong Dress (2006). However, the playiul contemporary
electronic gadge@ informéci, é decade ago, the.identiﬁcatic;n of a paradigm shift in
regards to interests in the arts around computer games from the modelling of rule-
based systems toward haptic interfaces. Obviously, the description of this shift also
informed Fuchs’s own arts practice . He argues:

Ludic Interfaces take the best from computer games, artistic

Technology: The Intersection of Design, Fashion, Science, and Téchnology by Sabine Seymour, 2009.
© ™ As artist he was active in the beginning of the so-called game arts genre, mainly with electronic
game mods, and not so much with the interface itself, although integrating the affordances of social
interaction in play. He answers a question about this refation to his own body of arts works as follows:
» | am extremely interested in playfulness - as a musical method applied to non-musical fields. [ think
that processes happening in improvisation - guiding and misleading- catching someone in a trap -
fighting against each other - silence - imitation and mockery make a lot of sense when done in the field
of gaming, of scholarly investigation, or of other conceivable activities. 1 use to play with DJs,
musicians as a game artist and watch how we play together, some of us on turntables, others on
computers.” {Interview by the author with the artist Mathias Fuchs, 2009)
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experiment, interactive media, media conversion, social networks and
modding cultures to offer tools, which are adaptive to cultural specifics
and cultural change, are sensitive to gender-related, age-related and
ethnic specificities. (...) Playful, rich in connotative power and surprise,
custom-built, aware of locative aspects, low cost, critical, inviting co-

creativity, and user-generated or user-driven content. (Fuchs 2009: 2)

Fuchs discerns Ludic Interfaces from traditionally engineered systems by identifying
properties of concepis, tools and installations, but due to the limits of arts research,
excludes ihc consumer gadgetry toys. By contrast, this chapters analysis of evidences
of technological play objects in everyday life in chapter 2.1 Factual Play Objects in
Public, Private and Hybrid Play supports the identification of Ludic Interfaces as
present not only in ‘game arts’ but also in consumer gadgetry in this section. This
quality was unseen and only became clear, when it came to the creative re-use of
electronic materiality in everyday life. The investigation of electronic ‘toys’ offers a
chance to understand radical interventions in consumer orienied use and market
mechanisms and the ‘playful’ use of such gadgetry allows an individual shift towards
creativity. A proof of evidence for these functions of particular Ludic Interfaces is
given through the presentation of electronic circuit board designs as aesthetic objects
in art exhibitions, which were since the late 1990°s exhibited in Device Art Shows™.
Numerous artists create artefacts by merging the user interfaces and the virtual by
applying differing qualities 6f hybrid piay, the intrusive technologtes and
performance. For example, the American media artist Amy Alexander (2009:
Interview by the author) describes her playful strategy in relation to electronic

materiality, arts and performance in the following words:

But maybe here is that questions of whether it is art intervening into
play culture or rather just naturally intersecting. I should also mention
that my earliest background is in music performance. As I mentioned
above, I brought game instruments into my VJ performances partly as a

conscious reaction to clerical style computer performance. One part of

4 Compare a recent exhibition of Device Art, 2006. http://Awww kontejner.org/monowheel--and--
goape-chindogus-new-bachelormachines-english [Accessed: September 23, 2009)
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this awkwardness is the business paradigm (typing) that computers
bring to performance. Unlike traditional mechanical musical
performance, there is usually not a direct connection between gesiure
and instrument response in computer keyboard based performance...
So the gadgets I use in my VJ performance are not only visible
interventions (game pads, dance pads, air mouse, etc.) - they are also
functional. They allow me to design a more gesturat performance,
which is helpful for me as someone who was trained as a non-computer
musician. Lately gestural controllers have become more mainstream in
both musical and visual performance, so some of my gadgets, like the
game pad, are becoming commonplace as performance instruments.

On the other hand, lately 1 am discovering that the humble track pad is
useful as a gestural controller.

This point of view corresponds to the author’s practice as discussed in chapter 5.0
Ludic Practice, which heavily draws on physical interfaces. There, the Ludic Interface
is best described by using examples from everyday gadgetry. Ludic Interfaces as
phenomenon of techno cultures and contemporary forms of play bridge emotional
involvement technology. Under this angle, the concept of Ludic Interfaces can be
equally reshaped by a consideration of present arts practices and the practical use of
everyday life. In regard to the everyday use of consumer gadgetry, arts and popular
cﬁlﬁu‘e inform eacil other in play. The understanding of Ludic Intefface§ can be
extended by observing the methods, whjéh are used to change interfaces of control
into artefacts of individual freedom. The Ludic principle is adapted to an interface in
order to achieve certain targets as intervention to given technological conditions. This
- sections synthesis informs a third category in play affordances, described as semi-

synthetic play in the following section.
2.3.3 Semi-Synthetic Play

This last section elaborates the theoretical concept of play affordances by the
embracing of play and a critical consciousness of materiality. In order to support the
handling and shaping of our teclmdlogical realities according to a self-responsible life,
a new understanding of play between the matenality of technological objects, the
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anthropomorphisation of gadgets and the subversive quality of Ludic Interfaces
appears as consequence of practice and analysis of the permeability of synthetic
dimensions and materiality. This section’s philosophical grounding of the play
affordances model is informed by the idea of the semi-material (Punt 2008). The
philosopher and artist Michael Punt introduces the idea of the semi-material as a
fetish-like dimension of memory, driven by affection with a media-object. He
describes a particular understanding of how the lﬁeaning of a technological artefact
for individual memory is produced. He historically analyses the synchronicity as
quality of the power relation between the human and to the technological
arrangement. Punt (2008: 226) argues:

The fact that technologies rapidly become associated with a class of
objects that are fundamentally material should not deflect our attention
forms the semi-material: another class of objects that emanate in our
fullest relationship with the world as necessary mnemonics to our

affective dimension.

The affective dimension of early media objects, as photography or film, as described
by Punt, can be compared to the affection induced by the networked smart materiality

and Ludic Interfaces of the present. Consequent on a closer observation of immaterial

because they are synthesised by the technological affordances and their implied
memories. This can affect the player and have consequences on the life of the users
beyond play, in terms of surveillance and engagement with technologies as a basis for

life in contemporary societies.

For example, the engagement with a play currency, as Lindéndo!lars {from the known
social online environment of Second Life, 2004) affects the individual players
personal memory. This phenomenon was exemplified in the author’s artwork
discussed in chapter 5.2.9 Ludic Society, 2006-2008. In the course of these series of

* The idea of the semi-material was presented in the context of the Consciousness Reframed
conference Vienna 2008. The paper was published under the title *Synchrony and the Semi-material
Object’) in the book New Realities: Being Syncretic edited by Ascott, Bast, Fiel, Jahrmann, Schnelt.
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art works the Linden Dollars currency’” was handed out to visitors of the Dutch
Electronics Arts Festival in order to establish a personal memory fetish fort he

* evening — or to pay for their dinner. For this evening, the play currency was accepted
by the festival caterer. This evidence demonstrates how the synthetic is shape shifted
by an increasing materialisation of virtual realms, into a semi-synthetic materiality.
The player experiences, on one side, a tangible objects appearance, and on the other
side, locates its memory value in immaterial networks. In extension to the two above-
mentioned concept of the semi-synthetic, the addition of play affordances to the
model is suggested in this sections conclusion. The combination of both ideas
supports the understanding of reality and memory constituting effects of the play with
smart materiality. The proposed theoretical concept semi-synthetic play targets the
social importance of play in synthetic environments and in material objects as
memory objects of these environments. Semi-synthetic play is an expression, which
subsumes the affordances of play in the specifics of technological materiality. It
draws on the philosophical model of the semi-synthetic as a concept that is enabled by
the technological smart materiality, but which is made manifest in the artefact.

This understanding of semi-synthetic play as category of play affordances directs
towards the aspect, that technology can be seen as the basis for the investigation but
not as its conclusion. The theoretical intervention on the affordances of play
combined with the critique of the teéhnological object, sheds a light on another aspect-
of ﬁﬁterialityé fhe playful And creative use of m-ateliality in sﬁbversive rﬁanners,
against certain aspects of control by technology. Semi-synthetic play as creative
practice can be equally identified as political behaviour in everyday life and in the
arts, as the driving force for change of the negative aspects inherent to technologies,
such as surveillance or suppression of individual creativeness. This trajectory
precedes the efficacy of semi-synthetic play between two positions, which address the
electronic object as ‘middle-thing’ between a social and anti-social gathering place,
related to electronic social networks and real life, in order to identify the advantages
and dangers of agency of play — leading to the idea of a particular politics of play.l

*"In issue 5 of the Ludic Society Magazine, which corresponds to the artwork ,,Evening of the Ludic
Society”,Castronova (2005) describes the economic relation of the synthetic and the real as process of
play. He draws parallels to the political consequences of the economic crisis of the 1920°s to the
contemporary online play currencies wealth and immaterial virtual worlds economies.
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3.0 The Politics of Play

How practices of play inform potential revolutions

This chapter draws on the insights on affordances (Norman 1988: 43) of play inherent
to technologies, as gained in chapter two, in particular in the subsection 2.1
Introducing a Taxonomy of Play Affordances. Evidences of technological play objects
in everyday life. Drawing from this understanding of affordances as impact on the
behaviour of the player, this chapter introduces a dimension of play, which
consolidates agency. It suggests to understand play with artefacts of technology as
inherently political. Therefore, this chapter examines historical evidence of such
immanence of political agency. This inquiry is informed by creative practices of play
that treat technological things as expressions of inherent political tensions in current
technologies. Evidences of creative play with technological artefacts and of activist
play, can be jound in various times of political suppression, from the 17th century to
the present. The historic evidence unravels the deeply masked political aspect of the
practice of play. In pervasive computing and electronic gadget culture appears the
politics of play emerges as possible solution to the actual aspects of surveillance and

control.

In order to provide a theoretical grounding to the argument of play as powerful

~ practice, precedents of play politics are traced back to the times of medieval crusades,
the Baroque, German Romanticism, 19th century concepts of real politics and 20th
century thing politics (Latour 2005). According to the historic evidence, the attraction
of play can be exploited as both a suppressive negative, and as a positive deliberating
practice. A particularly critical perspective defines the practice of play as political
thing. This chapter describes theoretically how contemporary social web applications
like the Web 2.0 art works presented in éhapter 4.2.2 Public Intellectuals and Minor
Media Operators in Web 2.0 must be critically reviewed as competitive plays of
oppression,. This review identifies play as a contradictory strategy in relation to the
technological artefact. However, this chapter’s analysis will result in shaping a
positive possibility of play politics as a basis for a future critical social utopia, which
is aware of an emerging material consciousness in the player. Based on such

observation and experience in arts it can be argued that in the trajectory of historic
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and contemporary Avant-garde practices, politics plays a crucial role; a role, which is
embedded in the materiality and sensations of objects. Technological materiality can
be identified as politically charged, according to the qualitative historical analysis of
the use of these technological objects in history, they can be considered as objects of
‘Playfare’ (Home and Mannox 1991). This term originally excludes the technolegical
dimension, and was introduced in relation to performance by arts activists in the
1980s. The concept is understood as wordplay on warfare, which refers to distinct
practices of play as tools for powerful social intervention. The artworks Blitz Play
Bergen (Ludic Society 2008), or as Constraint City*® (Gordan Savicic 2007) can be
seen as influenced by the author’s artwork discussed in chapter 5.2.1 Ludic Category I
Perceived Agency: Plymouth Play, 2007 and 5.2.7 Objects of Desire. These artworks
integrate contemporary electronic toys as a new kind of ironic Playfare objects. The
aim of this emerging genre of contemporary performance artwork with technologies is
to fight surveillance dimensions in the electronic realm of wireless communication

and interaction.

As investigated in the previous chapter 2.0 Technology, Materiality and Affordances
of Play, technological artefacts very directly afford play as a method of interaction.
Similarly, it is observed in this chapter, that the process of agency, which is required
to handle electronic objects, evokes political interventions. By revisiting selected
his_toric moments, which dealt with technological objects, th(_e highly consequential
interrelations of politics and play can be discussed. Such striking relations between
objects, subjects, play and politics can be identified as a time continuum in western
culture. This media archaeology (Zielinski 2002) analysis necessitates a new political
interpretation of historic technological toys and contemporary technological artefacts.
It examines how an introduced discourse of artefacts can be situated within the
contemporary context of technology-criticism and the playful re-creation of artefacts.
The historical evidence of political agency in technology permits the unravelling of

some of the tensions and convergences of present ideas about play cultures. For a

¢ Constraint City, http://pain.yugo.at/, reacts to open or closed wireless networks. A simple corsage,
wom by the artist in a performance regulates the tight lacing. In 2007 this work was a final degree
work of the University of Applied Arts Vienna, Visual Media, where the author teaches since 1998,
Read the article in the first folder to the project (Jahrmann 2007).

73


http://pain.yugo.at/

better understanding of these, the following section will re-examine historic

technological objects in relation to play.

3.1 Evidences of Play Politics

Historic Ludic Interfaces and real politics

In this section, a comparative study of historic and present day objects of play
identifies a shift towards playful agency. This assembly draws on the concept of thing
politics, as developed by the cultural theorist Bruno Latour (2005). It identifies the
symbolic level of play for agency by regarding the relation of technologies and things.
This insight is driven by an inquiry of materiality of technological artefacts and toys.
On top of that, a qualitative analysis of historic proto-computational objects suggests
to regard selected historical artefacts as precedents of contemporary technological
gadgets, which can be considered as equally politically effective as the discussed

histortc political ,toys®.

An analytical inquiry of past prestigious technology supports the understanding that
many of the processes and discourses of present emerging fields of play materiality
are charged with political intentions. Aspects of intervention for political purposes can
be found in historic technological artefacts, as made by the Catalan monk Raimundus
Lullus, also known as Ramon Lull (1232-1316), in the 12" century. He constructed a
ldgical play object, in order to prove the existencé of god and o persuade the Muslims
about the validity and political dominance of Christianity by means of logical
stringency. The aim was to achieve hegemonic power through a dominance of
science. These artefacts can be newly interpreted as a tool for political intervention. A
technological website describes the political play aspect of the object as follows
(http://history-computer.com/Dreamers/L lull.htm]. Accessed September 12 2010):

Imagine the strategic play of Lullus, bearing in mind the inscribed
words of the Prima Figura. These nine words are none other than the
attributes of God. Combined with a table of nine questions, it is
possible to construct the skeleton of the so-called Proofs of God. The

machine shows all possible statements and declarations on this subject.
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PRIM A FIGV R A.

Figure 3.1: Ars Combinatoria. Combinatory Wheel, Lull (1232-1315)

According to the literature survey, the artefact can be described as proto-
computational ‘Thinking Wheel’, constructed from rotating wheels. By the

- construction of the object, a playful logical combination of the wheels to each other
was enabled. Werner Kiinzel (1986) sees this material object as the source of
computation, which is rooted in the antique concepts of a logical art named Ars

Combinatoria. Kiinzel describes the object (1986: 34):

Lullus condensed the bible’s principles to nine essential key terms (as
eternity, magnitude, etc.) and related nine single letters from B to K,
excluding J. Five different modes can be used to differentiate the key
terms, and to relate the 9 letters in all possible combinations. Lullus”

painted the nine letters, which contained the deeper hidden meaning

* Luils combinatory is based on nine divine principals, divine inspiration, but more traceably
influenced by Kabala. He draws on 13th century Spanish ecstatic Kabala to develop an objective
formal-computational system of composing and deriving philosophical-theological statements. In
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and combination possibilities, on two concentric bands and one spinner
disc. This mounting around one central axis allowed a counter wise

rotation.

Kiinzel considers this historic play wheel of Ramon Lull as first known object-
oriented logical thinking machine of Western culture. In this thesis, these artefacts,
due to their inherently playful force to think, are referred to as Thinking Wheels.

The artwork presented in chapter 5.2.5 Ludic Wheel tests this theoretical idea of
intervention as hypothesis in the contemporary context of new artifice electronic toys.
Raimundus Lull’s object anticipates the tactical spread of objects that express the
belief systems of their producers. From this perspective the Thinking Wheels forced
its users to accept a dominant religion as power structure, Comparably, the historic
evidence can be seen as a synthesis of the art of logical combination and
interpretation, and the effort to make the complex text of the bible universally
accessible to all cultures. According to numerous authors, (Kiinzel 1986; Zielinski
2002) Lull’s combinatory wheel was considered a weapon for Christianisation at this
time. The objects created to implement a belief system were indeed made with a
specific political intention. According to the theoretical discussion, 12th century
Thinking Wheels were used for serious political aims.

In the light of this analysis of pléy objects as carriers of belief systems, it can be seen
that the historic Thinking Wheels enabled the construction of a total world. This
totality cane compared to the thinking systems of contemporary technology. The
statement on the Kroatian exl_u'bition text fort he 2006 show ,,Device Art*
contextualises the artwork discussed in chapter 5.2.2 Ludic Wheel. The director of the

gallery publishes online (http://www.kontejner.org/monowheel--and--goape-
chindogus-new-bachelormachines-english. Accessed 12 November 2020):

The Monowheel Reality Engine Device, built for the playing the game
- and the reality engine either-way, the Ludic-Soctety Monowheel

straps down a 3-axis micromachined accelerometer for keeping balance

Hebrew, letters and numbers are mapped into the same notation of the “alefbet”. (Cramer 20035: 29)
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on the one hand; then again slipping in its spiral-curved printed circuit
board layout, it unhinges the player as well as the engine. rotation.

In comparison in with the help of the historic toy-like wheel-objects, the totality of
religious beliefs were expressed. The need to publicly express these beliefs, formed
the basis for the advent of such think toys. In contrast to the common interpretation of
the combinatory objects as proto-computers’, this section’s understhnding of these
logical proto-computational objects as playful Thinking Wheels explains the long
lasting interest and force of conviction attributed to these objects. According to the
literature, the combinatory wheel was built as a strategy to convert Pagansto -
Christianity through the artifice and excellence of technological objects based on
algorithms and mathematics. This historic relation also sheds a different light on
¢ontemporary game scholar’s views on technological gadgets as weapons.
Comparable to the historic evidence of the Thinking Wheel, contemporary
technological object’s artifice and excellence seduces users to accept the capitalist
principles of requirements of constant renewal of technological materiality. In the
historic example of the crusades, the strategy applied was to change morals through
play. Following this observation, the modern Ludic Interfaces can be identified as
Thinking Wheels, in the sense of political objects. These new electronic gadgets are
used for serious games®' in its original military meaning. Analogous to the historical
evidence, the actual living worlds of augmentation, hybrid reality and pervasive
gaming require semi-lsynthetic play as practice. Most ilﬁportant]y, combared to the

tendencies of pervasive games and computing in present times, their functions were

* The enjoyment of ideas by play is almost ignored in the common analysis of these objects. Among
others, the contemporary German media-analyst Florian Cramer (2005) talked extensively in his
research about algoerithmic poetry and literary machines of the 12th century. In his anthology on the
combinatory wheels as proto-computers Cramer calls the syntax and code of such machines tools of
Computations of Totality (Cramer 2005: 2). To closer identify the relations of the algorithmic artefact
culture and its construction motives Cramer hints to principles of Ecstatic Kabala, which were extended
by the political intention of the wheels. New in this Christian use of Kabala was the missionary

urpose, which is as such unknown in Jewish tradition.
°! The attribute serious was introduced in 1970 to indicate a strategic military meaning to games as
battlefield simulation. According to the U.S. Department of Defence researcher Anne Derryberry
(2007), the relation of toys, weapons and simulation was suggested to be considered, with the aim to
give a positive impression about clean technologies in warfare. Atthough rowadays mainly educational
and heaith supporting games are addressed with the term serious games, the U.S. Department of
Defence coined the expression serious games in its public communication with the congress. This
public communication originally targeted the use of war games, either as recruitment or training tools
for the battlefield and interfaces as remote controlled video game like shooters. As evidence see the
white paper of Anne Demryberry from 2007. http//www.imserious.net, [Accessed: June 6, 2009].
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physically implemented by means of a tangible interface with the aim of tactically
convincing opponents in religious questions. The physicality of these objecis appears
as crucial in this analysis. The embodied artificial intelligence of smart objects
implements and executes political issues by algorithms inscribed into materiality.
Thus, an analysis of historic logical toys helps to identify a political dimension in
contemporary playthings, and these playthings of everyday life can be recognised as
political ‘things’.

A better understanding of the historical use of technological toys as tools to assert
political interests can be achievéd by an application of the concept of Archaeology
and Variantology of Media by the German media philosopher Siegfried Zielinski
(2005). The idea of Variantology addresses the purposeful variation of media-object
in order to affect its meaning in society. By concentrating on what Zielinski calis
“deep time of media” (2006: 12), and what a cultural analysis of the history of
artefacts means, one can draw conclusions from present network sociologies. An
insight on the deep time of media allows for the undertaking of a comparative media
study at particular momenis of political brisance, as distinct from the comparison of
different media systems of one particular period. Accordingly, in the next section the
appearances of Thinking Wheels over time in relation to other historic technological

objects will be compared to present day artefacts.

In the times of the Baroque period the combinatory wheel was ﬁéwly interpreted aﬁd
factually remade. In poetry-communities in the 1700s combinatory wheels were used
under the name Denckring. In the following, this reassembling is identified as a
playful creative project, to result in a distinct process of socio-political execution of
art by play, which supports the theory about agency in earlier described confemporary
technological pléyful interfaces, as discussed in the example catalogue of chapter
2.1.2 Agency through Ludic Interfaces. Playful processes, suppo?ted by the
affordances of a physical object, are 'mterpreted n tlns section’s analysis as a political
statement for the equality of individuals, in a time of a general political suppression of
the individual. According to the media archacology studies of Zielinski (2005), an
Italian philosopher of the 17" century, named Della Portas re-engineered and re-built
the logical combinatory wheel of Raimundus Lullus, He distributed the wheel, printed
as inlay with two connected wheels, in a publication of 1663. The user could lift the
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wheel, which was mounted on a book page. By doing so, the reader became a player,
as this chapter suggests, and completed the object. The baroque individual received a
three-dimensional ciphering and deciphering machine, in order to think of further
possible uses for this technological toy. Zielinski describes (Zielinski 2002: 105):

Two details of a playful ciphering and deciphering machine by Portas:
The centre wheel is movable. It can be lified with the help of a golden
thread. The wheel is mounted via the image of a cloud with the finger

of god, to the page of the book. (Author’s translation).

When Zielinski speaks in the above quoted playful tone about combinatory wheels, he
is one of the rare media-theoreticians to identify a playful aspect as a reason for the
grdwing contemporary fascination for these logic machines. He describes the
combinatory wheel not so much as a logical and computational machine, but as an
object to be played with. Although he did not call the user a player, he insists that the
individual would playfully gain insights about the world by the physical interaction
with the wheel as a tangible interface. This viewpoint emphasises the particular
quality of experiences gained by the play with the tangible construction and
technological use of the object. The shifting of wheels from one to another in a certain
manner was the physical instruction of how to combine the databases, which were
organised by a formal logic. But this known peculiarity of the wheel objects 1S nOW
extended by the increasing purpose of creativity. The play is considered as part of a. |
creative act. The prestigious technological object has become a logical toy for private

use, but it still has serious effects on belief systems.

The re-print of the Thinking wheel of the 12th century as playful poetic or
cryptographic wheel can be understood as a Variantology to its original matcrialit_y,
which extended and shifted its meaning. In the mediated print publication, the wheel
was made from papér and tied together by a golden thread. Conceptually the Thinking
wheel appears in a Baroque remake as i‘e-chargéd with play affordances in order to
reflect on creativity, arts and political dimensionality. In order to point out a
dimension of further intrinsic elements of play politics in the use of the Thinking
wheels, the effects of new classification systems on society will be briefly considered

in the following section.
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The Thinking wheels offered a new way to classify and organise categories. This
aspect can b¢ seen as politically relevant in relation to hierarchical systems in séciety.
The logical toys offer a neutral way of classifying contents by logical structures only.
The combinatory principles of the wheel offered an option for knowledge
classification, by secularising an originally theological device, the bible, by a rational
method. Historic combinatory objects became rationally oriented analogue computers,
which organmised contents — although often in a contradictory manner. The cultural

theorist Florian Cramer (2005) concludes:

In the 17th century, the joining of opposites became a principle of witty
or conceited poetics and poetry. This literature later became
historicized as anti-classicist, mannerist or baroque. Wit, or acumen,
was a part of rhetoric and poetics since the 16th century. It became
systematically taught in Jesuitical academia. (Cramer 2005: 22)

The combinatory poetry concept was played and exercised with the combinatory
wheel in Baroque associations, as Cramer reports. Nevertheless, combinatory play as
principal was conceived by the clerical educators of the time. This practice of an order
determined by logics instead of god — or an emperor - had to be covered as arts or

~ play, and not as a principle, that expresses a possible political order of society.

The Baroque poetry plays with the téchnoldgical whéels had tfaceéble effects on the
thinking system of state and philosophy>. Formal strictness appeared at that time as
opposed to the sense making of subjective or content wise categorisation.
Classification systems, however, also followed a cosmological order, which was still
used, until the advent of encyclopaedias by afphabetic order. The following section
will consider how radical shifts in the organisation of knowledge followed, providing

evidence for the efficacy of play with combinatory wheels.

*2 Media Archaeology researchers, such as Zielinski (2002), and from a socio-political angle Senneth
(2008), direct towards a political paradigm shift, caused by the materiality of technologies. Empiricism
with the radically new concept of research by observation as new leading orientation was based on the
interplay of observation and technological artefact. Thinking in rule systems was then declared as
obsolete. Observation with the help of the apparatus, was increasingly considered as only valid
principle; formulas became empirical devices in order to describe natural phenomena.
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The development of the efficacy of play with combinatory objects on systems of
hierarchy and politics, found its strongest impact in the late 18th century
encyclopaedias, which presented knowledge by following an alphabetic order. In
relation to the meaning of the alphabetic encyclopaedia as rule system, Senneth
(2008) notes, that the political dimension opened up with the introduction of this new
classification system. As a consequence of the newly introduced alphabetic order, a
certain anti-hierarchical order was introduced, in contrast to the subjective
classification systems of science and power of former times. This chapter identifies
this paradigm shift as being introduced by the playing with a Variontology of
technological objects. '

As identified in this section, this new order of knowledge was introduced before the
encyclopaedia; with the appearance of the wheels and combinatory play as its
affordance. The play of contradiction as principle was in particular promoted by the
use of the combinatory wheel for creative production. The paradox carries
explosiveness in terms of political agency. Play is unmasked as a political process, in
the moment when the Thinking wheels generate nonsense and useless poetry. The
combinatory principals create art and this particular kind of art, which resulted from
the play with the technological artefact. The self-sufficiency of agency is the first
political aspect of this production principle. The second is a growing dimension of
equality, enabled by the vehicle of the toy, because by using the combinatory wheel
art production became accessible to everybody. In order to understéildl fhis dimenéion
of the political efficacy of play with technological objects more fully, a further
investigation of political interventions tied to the objects as tools for creative practice
is necessary. According to the literature (Kiinzel 1990: 65), the playful combinatory

- objects have been neutrally understood as expert systems, although the wheels were
also used for early physical cryptography and as playful creativity enhancers for
poetry in the Baroque period. At this time, the very particular use of these objects as
poetry tools was common in play affiliations. These historic play societies became
associations for poetic and political revolutions, which have put forward thé ideas of

the enlightenment.

The literature survey demonstrated, that although the practices of play promoted in

Baroque associations were focused on poetry, the social configurations around the
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think toys were explicitly of political interest. Around the use and creation of
algorithmic toys in the 1700s, specialists” associations were founded to discuss and
practice the new technologies of the time. The historic brotherhoods formed around
the use of Thinking Wheels in the Baroque period stood in stark contrast to harmless
poetry. As associations, they followed very distinct political interests under a

particular emancipator perspective, However, they formed around technological

artefacts of the time, as described below.
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. Figure 3.2 Fiinffacher Denckring, Harsdorffer (1617 — 1680)

The Five-fold Thought Ring of the German Language (German: Fiinffacher
Denckring der teutschen Sprache) was a physical object made by the Baroque poet
Harsdorffer. 1t was mainly used in poeiry associations in the 17th century. According
to Kiinzel, it was created under the premises of artists® society of the ﬁme, the fruit
bearing society, which gathered from 1617 to 1680 in Niirnberg. This is how the
Denckring was constructed:
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Stem words, one-syllable words, were compressed on to four
concentric wheels. In the way they were mounted, all possible
combinations of words were offered. The object should permit anyone
to generate all existing and potential words of the German language by
the combination of syllables. As the German language is based on
stems, they could be endlessly combined to new words. (Author’s

translation of Kiinzel 1990: 91)

This kind of hardware computer was a play device for inventing word-play poetry. It
took shape as a serious game, played with a thing, with the aim to create poetry. The
Thinking Wheel had become a creative poetry wheel. As powerful extended

~ combinatory wheel the object was publicly used as a poetry machine. The use of
combinatory objects as poetic toys was cultivated in the society gatherings, which
meant that everybody could become a poet by playing with the wheel. As this
evidence of play politics demonstrates, play was equally valued as method for poetic
creation as well as a method for logical research. A separation of methods for research
or arts did not exist. The creator of the Baroque German Denckring never considered
such a separation of play and method. The author broached this idea in

correspondence with Cramer:

For Harsdorffer there was no difference between playing and
researching, no difference between linguistics, the scientific study of
language and poetics, the artistic use of language, between machine

and play, research and play. (Interview with Florian Cramer, 2009)*

| At the time of the Baroque, the Denckring was clearly understood as a logical
combinatory toy, with the outcome of art. With the help of a logical toy, everybody
could do poetry. Inside the 17th century play association; Harsdorffer was called ‘Der
Spieler’, which translates from German as “the player’.I This aiter ego for the creator
of a technological play object expresses that the value of play for creativity was

33 1n June 2009 the author conducted an interview with Florian Cramer. In the interview's progress,
issues about insight potential of art and play as method, about immanent politics of play, and the role of
historic togical toys, as early computation devices, were broached.
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recognised highly, at least at the same level as scientific research. In the Baroque play
associations, poetry and creative act were completely based on the playing with a
technological object. Its egalitarian political efficacy was made evident by public use
in a protected affiliation, a society, where everybody could take the role of the poet
and communicate his or her results to the social peer group. Considering the previous
section’s discussion on the efficacies of these societies, it can be suggested, that a
historic democratisation of poetry is exemplified by this equation of arts, technology
and creativity. This perspective appears as precondition for the use of contemporary
computational toys as acts of political play, as discussed in chapter 4.2 Evidences of
Political Role Play in Activism, which elaborated in particular the use of technological
gadgets in international contemporary artworks in chapter 4.2.2 Public Intellectuals
and Minor Media Operators in Web2.0.

According to the observations of the shifting appearances and uses of Thinking

Wheels over time, it can be argued that they transport an inherent political efficacy.

This section expands this idea by putting an emphasis on the social use of the artefact.

Informed by the historic evidence it can be argued, that the creative aspect in play is

considered as productive category in the moment when the technology is socially re-

used with new editions of the object, as it was the case with the Thinking Wheels,

which have become poetry wheels in the 17th century. Affiliations served as an

- organisational form to strengthen the political efficacy of the practice communicated
by the object’s use. Accordingly, a social kndwlédge trahsfef for creativity can be best
achieved by play with the technological artefact. This creative and autonomous aspect
of use was not intended before, when the technology itself first appeared, neither in
the historic evidence, nor in the contemporary artefact, as described in the previous

. chapters analysis of play affordances of technological gadgets.

As conclusion of a view on these historic evidences of political play with
technological things, a drift of cultural meanings of play objects can be observed over
time. According to the historic survey of this section, the intentions charged into
objects can be altered according to the dimension of enjoyment and play in social use.
This shift of meaning of play developed from the 12th century to the 17th century, as
expressed in the example of the Thinking wheel. The plaything was used in the
beginning for fomenting political goals but moved towards a poetic practice in the
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Baroque period. Surprisingly, the less activist attitude towards the vse of the object in
the 17th century poetic play practice can be identified as more effective on crucial
questions of creativeness and social properties. It implied efficacy by the purposeful
agitator use of technological objects, which proved the theory of play politics as
inherent to technological objects. By extending historic inquiries, this section’s
analysis combines the historic observation with the insight gained in actual media
theories and experiences made in contemporary arts practice. According to the
previous historic survey it can be further argued, that, in the moment of the re-
building of things, the reverberation of a concept follows. For example in the 17th
century, playful method and behaviour were socially accepted. The same practice was
not considered as play in the 12th century. It can be concluded that the contemporary
requirements of technologies for play as affordance of Ludic Interfaces and as social
practice in electronic networks is not the basis for the advent of material objects, but

its reverberation in time.

In the context of this practice-based thesis, which refers to nine case studies of the
author’s artwork in chapter 5.0 Ludic Practice. Emergence of solutions through art
practice, the evidence of arts practice will necessitate very particular conclusions
about the political efficacy of play with contemporary technological objects. This
section’s analysis of historical evidence leads to contemporary discourses of things
. that matter and a new theory of ,,play pol_i_ticss_ 4 « (Jahrmann 2010). In order to
establish this conclusion the materiality of play politics will be analysed in the next

section.

3.2 Materiality of Play Politics
Reassembling thing politics in technological materiality

Informed by the appearance of play politics in the previous section’s analysis of
historical evidences of objects, this subsection suggests a move towards the
conceptual analysis of the political efficacy of play with things. The conceptual

grounding of play politics in relation to technological objects draws from a new

> The concept of Play Politics was published by the author in a chapter in the book on Ludic Interfaces
Coded Cultures, 2010. (eds.) Supemet, Springer Verlag, Vienna.
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understanding of the thing, as distinct from the philosophical idea of thing politics. In
this section, this discourse is situated within contemporary ideas of political agency,
and detects that these contemporary political theories were informed by earlier

concepts of real politics from 18th and 19th centuries.

The understanding of the thing in contemporary everyday life is informed by a
technological and pragmatic perspective, which is related to the practice of play. Play
as agency factor shifts the meaning of the technological thing from a passive to an
activist concept. In the previous chapter, things were already discussed as matters in
dispute from the viewpoint of play affordances, which constitute meaning and
political consciousness. In this chapter, an inquiry of the material semiotics of ‘risky
objects’ by the cultural philosopher Bruno Latour (2005) helps to substantiate a
particular move towards an activist understanding of play, as an intervention method
in social conditions. The role of the thing for play can be compared to the idea of
risky objects. According to Latour these objects are intermediaries” with silent
qualities beyond the ostensible. These qualities become operative once they are put
into certain networked relations, which recognise the thing as equal to the human
actor in terms of agency. The cultural theorist Latour (Latour 1992: 243) argues:

[All objects] have taken on another quality: (...) The distinction
between humans and non-humans, embodied or disémbodied skills,
impersonation or 'machination’, are less interesting than the complete

chain along which competences and actions are distributed.

In this chapter the conclusion can be drawn, that also historically spoken play “objects
too have agency™ (Latour 2005: 63). A counterpart to an idea of the agency factor as a

risk for consolidated order in society is recognised in this chapter’s analysis by a

> Felix Stalder as scholar of network theories contextuatises the meaning of intermediaries the
following: “An intermediary is anything that "passes between actors in the course of relatively stable
transactions.” (Bijker, Law, 1992: 25) It can be a text, a product, a service, or money.

[ntermediaries are the language of the network. Through intermediaries actors communicate with one
another and that is the way actors translate their intentions into other actors. Considering the definition
of actors as element "which makes other elements dependent upon itself and translates their will into a
language of its own” (Callon, Latour, 1981; 286), the possibility to command intermediaries lies at the
heart of action, which is translating an actor's will into other actors.” Quote avaiiable online from the
nettime mailing list: http://amsterdam.nettime.org/Lists-Archives/nettime-1-9709/msc00012.himl
[Accessed: December 12, 2009].
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repeated reference in various contexts to so called Smartifacts. These hybrid risky
play objects are ubiquitously present and networked in contemporary every day life.
This agency-based argument deals with things of contemporary everyday social life,
where gathering and meeting is no more conceivable without the use of technological
things. In regard of this coniemporary meaning of things, Eatour primarily reminds us

of the original Indo-German meaning of the thing as a gathering place.

Thing: ORIGIN: Old English, of Germanic origin: related to German
Ding. Early senses included meeting and matter, concern as well as

inanimate objects. {The Oxford English Dictionary 2005: 244)

A physical gathering circle as the thing is defined by objects, which differentiate its
opposing realities. Considering the ineluctability of the thing in contemporary worlds,
this reference to the political meaning of the old word thing appears as equally
imporiant as the concept synthesis of the term thing. A theoretical framing of a view
on thing as concept builds on theories of Martin Heidegger (1951). Heidegger first
spoke about a particular nature of the thing. He remarks:

Thing or dinc becomes the name for an affair or matter of pertinence

matters in dispute — taken as so many issues. (Heidegger 1951: 174)

An etymological grounding of the term thing in the sense of Heidegger includeé the |
meaning of the location, the fopos as communicative setting. Heidegger proceeds to
define thing in relation to the Roman meaning of res, as matter, which includes an
understanding of thing as matter for discourse. This discussion of the thing
commences with an obscure fourfold of structural elements of things, of earth, sky,
gods, and mortals. The system described, reminds us of a relational network,
especially when Heidegger states, “each of the four reflects the others in its own way”
(Heidegger 1951: 172). This viewpoint will be key in the critical reflection of current
game-like playful environments in electronic networks, as discussed in this chapter’s
last section. There the thing’s fourfold is informed by the meaning of thing beyond
physicality in a ubiquitously networked sociology. Drawing on the insights of
Heidegger, Latour describes the thing by an emphasis on the expression’s

philosophical and etymological sources. He emphasises a tradition that considers
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politics as operation in the thing. When Latour states, that the Indo-German term
thing translates as gathering place, which then can be understood as an early form of a
parliament, we are empowered to give new meanings to the contemporary thing
which connects people in technological gatherings. The observation of these new
practices of a playful collective, which is embodied in the things, requires a new
adoption of the term ‘thing politics’. Bruno Latour introduced the expression thing
politics in the book Making Things Public (2005: 40). The term reflected the relation
to the problem of the representation of certain conditions by artefacts. In order to go
beyond this assumption, Latour identified the importance of the mateniality of things
for politics. In his analysis, he looked closer to a classical metaphorical image of the
state corpus, the Leviathan iconography of Thomas Hobbes. He argues (Latour 2005:
17:

But in addition to the visual puzzle of assembling composite bodies,
another puzzle should strike us in those engravings. A simple look at
them clearly proves that body politic is not only made of people! They
are thick with things: clothes, a huge sword, immense castles, large
cultivated fields, crowns, ships, cities and an immensely complex
technology of gathering, meeting, cohabiting, enlarging, reducing, and
focusing. In addition to the throng of little people summed up in the

crowned head of the Leviathan, there are objects everywhere.)

These metaphors of politics in relation to the meaning of things in society as

| constituting elements of thing politics, serve as inspiration for the suggestion of this
chapter, which is the idea of a politics of ‘playthings’, as discussed by Castronova
(2004). With this turn to an object orientation in mind, it makes sense to compare the
playful and joyous trade of objects in synthetic worlds markets, as it is undertaken in
chapter 2.3 Introducing Semi-Synthetic Play. The artworks related to these theories, as
discussed in chapter 5.2.7 Objects of Desire, 2008 draw on three categories of Latour:

a- politics is no fonger limited to humans and incorporates the many
issues to which they are attached; b- objects become things, that is,
when matters of fact give way to their complicated entanglements and

become matters of concern; ¢- assembling is no longer done under the
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already existing globe or dome of some earlier tradition of building
virtua) parliaments. (Latour 2005: 80)

This listing opens possible comparison to technology and synthetic objects in the
context of contemporary play cultures. In view of that, it can be said that objects
become things, in the moment when its complex relations replace facts. If thing
politics is as well regarded in a relational way, it brings efficacies of things and play
into the field of view. This perspective directly results from a shift of focus from an
understanding of politics as intentionally organised agency towards an experience of
politics as constant intervention inherent to the affordances of technological things.
The new contemporary form of ubiquity enforces this dimension of political agency,
from nation states towards conceptual forms of social live. By accepiance of the
political reality and social efficacy of things, technological objects and play are put to
centre stage of a material consciousness, as introduced in chapter 2.0 Technoiogy,

Materiality and Affordances of Play.

The contemporary discourse of conditions of politics in relation to things helps to
substantiate a rhetoric shift from thing to real politics, as main intervention in this
chapter. In contrast to Latour this section will show, that real politics is not dissolved
by thing politics, but needs to be re-introduced as a crucial consequence of thing
politics. Therefore, minor inconsistencies in Latour’s theory must be analysed. F ir_stly,
the theoretical intervention of thing politics borrows from the software terminology
 the expression object-oriented. However this can be considered as a pure rhetorical
trope, because the use of the term object-oriented in the context of social analysis
misleads the understanding of social relations as a dimension of class, which are still
used in object-oriented programming, as categories to be maintained. Conversely, in
cohtcmporary technologically defined realities, the real politics effects of an
orientation towards things, does not affect the role of the social classes as much, as
the role of the individual. This is expressed in an anti-materialist view on the object.
In a double bind, the technological object offers viable aspects for a particular use the
thing in semi-synthetic play, as it was elaborated in the last chapter. Oriented towards
immateriality, the conception relates actual practices of intervention from causal

interaction towards unintentional play.
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Secondly, Latour’s analysis of reality can be critically revised. His emphasis on an
understanding of things as constituting elements of a political reality remains limited
to the clear definition of the borders between materiality and immateriality. In the
perspective of the semi-synthetic play, these technological borders are permeable,
which expands constituting dimensions of things for all kinds of realities, virtual,
immaterial and social. Nevertheless it must be said, that in this concern the
etymological understanding of the thing as gathering place, which is elaborated by
Latour, is highly useful in a theory informed arts practice, as presented in 4.2.3 Bad
Subjects and Con-Dividuals in Networks. From this perspective of investigation, an
emphasis can be put on political aspects of the consfruction process of society,
governed by technologies and its representations in the arts field. In a new form of
object-orientation, which is understood as political concept, this chapter focuses on
the simple idea of the playful manipulation of electronic artefacis as reality
constituents, which was earlier introduced in the systems theoretical view on the
concept play m relation to games as system in chapter 1.1 Play as Form. A brief

systemic differentiation of playfulness.

According to the analysis of historic evidences of play politics, those players with
technological artefacts, who considered their doing as arts, became educated users,
who were increasingly aware of an objects’ inherent political brisance, as earlier
c_lescribed by Jahrmann in her article on Wunderkammer toys, published in
Technoetics Art Journal in 200?. This déscribed purposéful use of t(;ys .is applicable
in present times, considering the observations made in the analysis of technological
gadgets in the affordances chapter 2.1 Infroducing a Taxonomy of Play Affordances.
Evidences of technological play objects in everyday life. A critical awareness of the
effects of use is burgeoning precisely due to the kind of sophisticated use required by
the play objects material affordance. It can be concluded, that the material affordance
- of play intrigues consciousness, which leads to an intentional politics of play. A
consequence is the suggestion to use the passive voice cxpressioh agens (Latin:
acting) in this sect.io.n, in order to reflect the passive universal principals of i::lay,
which result in an active agency. The real politics of play is informed by thing politics
and shifts the understanding of play as a politically passive act to an acceptance of
play as method for active agency. This agency dimension can be identified as real

politics of play. A political efficacy of play for the individual is provoked by
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contemporary technological objects at the border between materiality and
immateriality, with inherent playful interaction affordances. The idea of the passive
voice agens, which has effects in active agency, equals the force of a driving élan,
which is tied to the interaction with an object. The role of the player in relation with
this object constitutes the crucial aspect of this theoretical analysis of the poﬁﬁcs of
play. In the arts practice of others, related to these theories, in particular the idea of
live action role play and of concepts of game figures in arts are discussed in chapter
4.2 Evidences of Political Role Play in Activism. Subversion and pleasure in play with
the self as a political strategy. In order to explain this relation of player, object and
the political system in more detail, the particular contemporary cultural theory strand
of Actor Network Theories is touched upon in the following section.

Actors Network Theories is abbreviated and reféerenced in the discourse of cultural
theory as ANT as a useful relational explanation model of the player as active
participant in the formation of a social network. In ANT a relational explanation
model of actors, objects and social networks is introduced. Based on this chapter’s
historic observations of a shift from mateniality to politics, this particular ANT view
of relations is adapted in this chapier’s intervention on a politics of play, which is
further expressed in the practice chapter in the art work on the relation of
technological object and subject in chapter 5.2.8 ToyGenoSonic, 2009. If analysed in
its political dimension, material affordances of play find their place in the critical
téchﬁologieé discourse context of ANT. This section draws on these relations and puts
a distinct angle on a new form of object-oriented relational agency found in play
practice. The thinking school of Actor-Network-Theory evolved most influentially
from the work of Science and Technologies Study scholars, such as Michel Callon
(1986), and Bruno Latour (1987), among others. Callon concentrated on moments of
translations, introducing four categories of these, as problematizing, interessement,
enrolement, and mobilization of allies. According to this classification, networks
consist of differing elements, as social groups, artefacts, devices, and entities. The
theory’s anchor point is not that these network-constituting. elements are U'eate&
symmetrically but that they are defined relationally. Relations and their representation
in things are identified as political dimension, as a process of delegation. Both,
humans and non-humans hold assumed identities as actors in this network. Their

operative identity qualities are defined during negotiations. In this thinking model the
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act is associated with all of its influencing factors. This relation of actor and network
accomplishes the term Actor-Network-Theory. According to ANT, subjects or objects
may be both, actants, which equally designate symbol qualittes to entities ahd objects.
This clarification appears as highly relevant for this section’s focus on a relational
materiality as network constituting element in play politics. According to this theory,
objects undergo a process of semiotic hybridisation, as expressed by the cultural
theorist and ANT scholar Bernd Frohmann (1995). He points out (Frohmann 1995: 2):

ANT's rich methodology embraces scientific realism, social
constructivism, and discourse analysis in its central concept of hybrids,
or quasi-objects, that are simultaneously real, social, and discursive,

developed as an analysis of scientific and technological artefacts.

Relational network aspects, as described by Frohmann, provide a fertile theoretical
grc_mnding to this chapter’s intervention on the hybridisation of technological material
and the understanding of semi-synthetic play as practice between the material’s
semiotic and its social use, as introduced in the last chapter 2.0 Technology,
Materiality and Affordances of Play‘ These insights can be applied for the theoretical
intervention of a politics of play in regard to the new technological materiality, where
electronic things have become social networking devices. The resulting networks link
together technical and non-technical elements. In that sense, the social network theory
of ANT leads to the contemporary technological theory of networked things., as the
artwork 5.2.6 GoApe Chindogus, 2006. The actors between these two concepts can
apply the practice of play, when it comes to the political. In regard to this
interpretation of a relational explanation model of play and materiality towards
politics, the question arises of how far practices of play can be applied to suggest a
creative re-use of control mechanisms inherent to technologies. As argued in the
literature survey in the first section of this chapter in the discussion of historic play
societies, social configurations are influenced and shaped by technological
materiality. This allows the unravelling of the role of this kind of technological
materiality, which requires playfulness from the individual for interaction. The
experiences made with technological materiality support a formation of a
consciousness about the individual’s potentials for agency in relation to the social

environment, which informs consequences in real politics.

92



The analysis of mechanisms of play politics under newly traceable conditions of
technologies in everyday life reveals mechanisms of hegemonic power. These
political power structures become evident in social network technologies of Web 2.0.
The social quality of these networks in their new forms of Web 2.0 is based on play,
evenly distributed in the everyday practice of playful use and in the interventionist
practice of strategic play with the technologies. Here this relational condition for a
contemporary play politics is understood in the following meanings: Firstly the things
are functioning as literal gathering places, like in electronic networks, which are
accessed by artefacts. Secondly, this viewpoint is informed by the identification of
intrinsic affordances of play in technological artefacts, which increasingly affect
agency and consciousness dimensions. The identification of such aspects requires a
new understanding of what it means to be potitical in contemporary social networks.
A particular new idea of politics as omnipresent activity with effects in the reality, as
it is suggested in this chapter by real politics, can be elaborated when it comes to deal
with networked play, players, gadgets, and electronic things. This new political
understanding of play is introduced in the following, by going back in a full circle to
the idea of freedom in relation to real politics in the 19™ century. This pragmatic
historic understanding of politics will affect the next section’s analysis of the present

social networks as a seminal field of real politics of play.

3.3 Real Politics of Play

Play as a dimension of agency according to Schiller’s concept of freedom

This section’s analysis will question which concepts prepared the ground for a real
politics by play. Accordingly, the idea of freedom according to Schiller’s concept of
‘Freiheit’ (Schiller 1795) is analysed and will be revealed as a revolutionary
intervention closely related to the practice of play in western society. This concept of
freedom was coined as slogan in German times of revolution. Friedrich Schiller
(1759-1805) defined the concept under the perspective of play. In his understanding
of Freiheit, a practical kind of personal freedom of the citizen is shaped by play as
new form of agency. Play paved the way to self-determined acts, which would not
require the mechanisms of social control by the state. The following analysis will

exemplarily demonstrate, how such ideas were developed in a particular moment in
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~ history, when Freiheit and play converged. Particular play related historic theoretical
reflections about the role of art and playful art education, as discussed in the artworks
of the Ealing School of Art in 1.2 Playfulness in Games studies. In history educational

play was considered as a vehicle to achieve an ideal political state based on freedom.

The description of freedom as Freiheit by a revolutionary aesthetic practice of play as
the core of society can be found in Schiller’s Letters upon the Esthetical Education of
Man from 1795. In this writing aesthetics is defined as relevant to the education of
independent individuals. This appears in itself as a political act of declaring rights -
for example to education - of the individual. Once the idea of an individual is put
forward, play and art is considered as statement of sovereign freedom. Here Schiller
discussed play as strategy for self-education, and derived from educative and arts
suggestions, a political concept. Key in this concept is the self-conception of the
active player as creator in a network of relations, as artist and political active entity.

Schiller states:

Art, like science, 1s emancipated from all that is positive, and all that is
humanly conventional; both are completely independent of the
arbitrary will of men. The political legislator may place their empire
under an interdict, but he cannot reign there. He can proscribe the
friend of truth, but truth subsists; he can degrad_e __the artist, but he
cannot change art. (Schiller 1795: 86)

According to this descripfion, art is like ideal science immune to hegemonic power. In
the moment when Schiller equalizes play and arts with science, the artist claims the
right and duty to develop programs for society. In order to evaluaie methodological
principles of play for political intervention, this classification of the artist’s role
relates the freedom of arts to the freedom of play for everybody. The pragmatic social
u_topia_ of Schiller did not fo_cus on play as content, but applied play as a practical
principal for the creation of a world in freedom. He introduced arts as a political
condition for the evolvement of an enlightened self in a society of free citizens. He
then talked about how this state could be achieved and comes to play, in particular to
a description, how plays affects creativity and sclf—awaréness. According to these

insights, society can only be changed for the better by self-determined life and work,
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which is prepared by an aesthetic education that includes play practices. Concerned
with a Sturm und Drang dictum of freedom, play was considered as meﬁod to alter
society. This radical political program, taken from Schiller, prepared a new form of
democratic mechanisms as part of the movement towards the project of
enlightenment. By considering play as practice for arts and education it cleared the
way for what is called real politics in the sense of present German pragmatic politics
of agency of the individual citizen. It anticipated the understanding of play politics as
the contemporary condition of play as cultural practice. This act of play is identified
as a basis for real politics in the present éra of the electronic thing, in its multifaceted
meaning, as introduced in the qualitative analysis of artefacts in chapter 2.2 Public,
Private and Hybrid play in Play Affordances. Factual Play Objects in technological

realities.

The idea of real politics was introduced in a time, when politicians tried to replace the
ideas of social revolutions of the 17th century. Although the endeavours to create a
free society through revolution were promising, they resulted, contrary to all
expectations and hopes, in terror regimes. As consequence, a new pragmatic policy
was raised in support of the maintenance of the everyday life. The German statesman
Otto von Bismarck (1815-1898) had to deal with naked power relations, which he
tried to overcome by introducing instead a certain dimension of social control. He
comed the term real p_q]itics, which meant a dimension of pragma_lism beyond the |

discourse on ideologies. Latour describes real politics in the following words:

The German language has provided us with the word Realpolitik to
describe a positive, materiali_st, no-nonsense, interest-only, matter of

fact, way of dealing with naked power relations. (Latour 2005: 14)

This pragmatism was key for the success of his idea of real politics. In order to
understand the positive implications of pragmatism, its double meaning has to be
considered. Pragma translates from Greek as thing or as act. These etymological
implications of the term pragmatism foreshadow the emphasis of this section’s
.analysis of real politics of play in relation to things and agency. Here pragma is
identified as the agency dimension in the practice of play. It embraces agency and the .

thing in play. Drawing on the ideas of Bismarck, the pragmatic dimension of play
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provides the precondition of politics. Considering the contemporary use of Funware,
as discussed in this chapter’s introduction, even the idea of social control can be
found in the pragmatic play in electronic networks. This condition of technologies
must be reviewed critically and according to a material consciousness, under a second
perspective of play, which is freedom. However, the relation of play and real politics
can be further built on a reconsideration of Bismarck’s approach of real politics in
correspondence to the earlier idea of freedom. This reminds us, that Bismarck
suggested oppressions in regard of failed revolutions. In contrast, Schiller addressed
political play with impacts on society as practical intervention. He discussed the role
of the individual, subjectivity and ideas aboui autonomous freedom by a reference to

the practice of play as revolutionary method to shape the individual.

From the viewpoint of an artist, Schiller emphasised the role of the artefact in order to
illustrate a political quality of play in relation to individual freedom. His definition of
freedom as the basis of society, allows light to be shed on a certain understanding of
play and arts, which demonstrates the issue of agency. This helps to round off the
argument about agency. Its trajectory moves the understanding of play from a passive
play modality as leisure seduction into a pro-active activist political agency of play.
This perspective allows for a new interpretation and the recovering of some under
explored dimensions of politics and playing in the writings of Schiller. This political
direction of the scholarly Schiller reception is known, but often ignored in the
discourse about play, art and politics. Nevertheless, it is identified as key for the idea
of play politics. German Idealism departs from Romanticism in a straightforward way
by stressing the revolutionary aspects of playfulness. Although these writings, which
refer to games and play as educational tools are frequently quoted in the European
games studies discourse (Kiicklich 2002), these theories rarely discuss the aspect of
real politics in relation to play and arts. Schiller identifies this particular
‘Interwinedness **® of play and the arts as a necessity in order to prepare political
revolutions through aesthetic practices. The idea of Freiheit and aesthetic freedom of
the individual stood in stark contrast to suppressive state systems of the time. The
political power of play in these kinds of arts writings by Schiller provided a critical

56 Margarete Jahrmann and Christa Schneebauer introduced Intertwinedness, in a book of the same title
in 1999, The concept expresses a relational aspect of culture, technologies and network practices.
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momentum to trace play as social practice from Baroque to Romanticism towards a
conternporary real utopia — a concept of real politics by play. An analysis of
Schiller’s political writing demonstrated that he preceded the concept of real politics
related to play, which are transported by the artefact, as demonstrated in the practice
chapter 5.2 Overview of Arts Practice. The main challenge of the next chapter will be
to recombine these contradictory approaches, of pragma, real politics and the idea of
play as a self-determined and enjoyed element of freedom.

To énsure substantial resonance of this concept, the dimension of enjoyment in play
becomes important. In the following chapter a look at Schiller as a political
philosopher who focused on playful practices, helps to compound knowledge and
insight toward contemporary developments. In crucial growth areas of technologies,
the so-called fun, enjoyment and the concept of Jouissance will be considered. Play is
here understood as operative political method in relation to desire and fulfilment. Play
as erotic dimension and the enjoyment of creative play as a practice of aesthetics will
be examined. Joy as driving force in the use of objects in play will open up new
political dimensions of free creativity and living. This is identified as the grounding of
political play in the dimension of joy, and 1is the subject of theoretical investigations in

the following chapter.
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4.0 Playsure Politics

Jouissance as subtle erotic dimension of play politics

This chapter provides the theoretical preparation for the following arts practice
chapter. This theoretical foundation for the incorporation of the idea of playsure
politics in artworks will be tested in particular in the artworks 3.2.2 Pong Dress,
(2006) and 5.2.3 Sema Dress (2009). This chapter supports the bridge between play
and political theories, which commonly are considered as antipode to play, through
historical examples in the materiality and cultural theories of politics and agency. In
a survey of historical sources of a political use of playfulness, combined with an
analysis of the current practices of play in art activism, it extends the analysis into the
mental conditioning and quality of playfulness in the player. This is where the concept
of Jouissance, understood as the political conscious enjoyment as a subversive
agency, will inform an emerging politics of play. According to a theoretical
clarification of the Jouissance concept in relation to play, this chapter will provide
evidence for the intersection of play and joyful activism. The connection of joy and
politics will be compared to particular practices in electronic and networked life,
which includes the play with Chindogus (Kawakami 1997), the Japanese concept
about absurd gadgets, and the absurd technological gadgets of everyday life in
Europe. The effects and strategies of agency by play with Chindogus will be subsumed

under the term ‘Playsure Politics’.

According to the previous chapter’s theoretical and histortc anchoring, a new concept
of pleasure through play can be added as an element of play politics. In the last
chapter two dimensions of play politics were unravelled, first the idea of thing
politics, the artefact, which brought “thing politics’ to the fore, and second, real
pélitics; which pﬁt an emphasis on agcﬁcy by play. In this chapter the important third

dimension of play is described through the concept of ‘Jouissance” "%,

% Jouissance is often defined psychoanalytically and culturally: “The usual English translation,
"enjoyment"”, does not carry the sexually orgasmic connotation of the French term, it does adds to the
idea of taking pleasure in something. In Lacanian circles, Jouissance is distinguished from pleasure
(plaisir) in that the fatter indicates simply the search for psychic balance {homeostasis) through the
release of tension, whereas the former is supposed to being in a perpetual state of and in violation of
the pleasure principle. There is thus an implicit analogy drawn between demand and desire (see
transgression). Julia Kristeva offers a slight development and a bit of wordplay: she uses plaisir for
sexual pleasure and Jouissance (or j'ouis sens, *"I heard meaning’"} as total joy due to the presence of
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This chapter will combine the theoretical concept of Jouissance with the erotic
dimension in play with mobile electronic objects. Originally Jouissance as political
idea is informed by the origin French Jowir, which means to playfully enjoy.
According to the Oxford English Dictionary (2009) Jouissance is defined as ‘The
possession and use of something affording advantage in the sense of enjoyment’. In
order to introduce the conceptual entanglement of play and the meaning of Jouissance
as ‘French for pleasure’, the trust of playfulness as a creative drive is used to identify
the agency potential of the concept for a new form of play politics. |

Lacan (1972) introduced Jouissance in his critique of psychoanalysis as a theoretical
concept of agency through enjoyment. This angle seems to be crucial, considering the
relational entanglement of subject and technological object, as it is tested in the
artworks of the author in chapter 5.0 Ludic Practice. In his famous Seminars XX at the
University of Paris, Lacan (1972) suggested the use of the term for a sophisticated
form of pleasure, which was informed by the relationship between objects, subjects
and the creation and shifts between different aspects of enjoyment and the desire of
the self with its complex appearances. By analysing this form of joy, Lacan constantly
refers to Hegelian dialectics of ‘a master and a servant’ retationship. The ‘master and
servant relationship’ as described in the theoretical object is produced out of the
“enjoyed or obsessive relationship between subject and object. In contemporary
technological networks, this master and servant relation becomes unsharp and has to
be criticatly questioned. The Lacanian desire for ‘plu.é-de-_;’oair’ (Pfaller 1997: 82) can
be understood as a wish for more enjoyment through play, which is tied to the object.
Lacan suggested that the object of desire as an ‘objet petit a” (Pfaller 1997: 27). This
object of desire, which is also used as title of an artwork of the author, presented in
chapter 5.2.7 Objects of Desire, 2008, constitutes enjoyment, which nowadays
particularly includes the technological object. This is a reminder of the frame of
technological materiality, where the bond to materiality is substituted with the surplus
of enjoyment by play. Through the analysis of this particulaf artwork of the author,
the enjoyment of technological materiality can be identified as contemporary practice,

which overcomes the limitations and rules tied to the relationship between the object

meaning.” http://www.arts.ouc.be.ca/fina/glossary/j_listhtml [Accessed: March 6, 2009].
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of desire and enjoyment, by free play with the object. According to Derrida’s
treatment of freeplay in Structure, Sign and Play in the Discourse of the Human
Sciences (1978), freeplay appears as associated with insight, desire and pleasure.
Drawing on the idea of freeplay, this divide of insight and play can be unmasked as
pure construction of hegemonic suppression. The thinking framework of pleasure and
play is based on concrete ideas of structural processes in society as dimensions of
aesthetic education and enjoyment. In this argument, the anti-thesis of reason and
sensuality are dissolved in a practice of identification-with a political driven desire for

a certain kind of ‘freeplay’. Derrida (1978:2) argues:

And, as always, coherence in contradiction expresses the force of a
desire. The concept of centred structure is in fact the concept of a
freeplay based on a fundamental ground, a freeplay, which is
constituted upon a fundamental immobility and a reassuring certitude,
which is itself beyond the reach of the freeplay.

The fundamental force of the desire for freeplay, which Derrida describes, opens up
the 'contemporary discourse into political efficacy of freeplay. Accordingly, play can
be identified as the key element in understanding the mental aspects of Jouissance as
crucial for political agency. This section considers an idea of enjoyment of the
attraction of technological materzality in play for political aims. It draws from a
popular orientation of a political theory on enjoyment, also towards a critical
dimension of popular play in the *Funware’ (Zichermann 2008) of social media

network technologies.

This section’s observations of a pragmatic real politics of play and enjoyment in
mbb_ilc and network technologies are supported by an analysis of the Jouissance
concept by the political philosopher Slavoj Zizek (2005), who newly interprets and
draws on Lacan. He discusses a conscious form of enjoyment in contemporary
mediated real politics. This theory emphasises the pleasures of popular culture and
popularity, particularly in how ZiZek declares joy and sexual pleasure as political.
According to ZiZek, the ‘other’ and ‘violation of constraints® and ‘limitations’ take an
important role in Jouissance. In this thesis, the constraint is considered as synonym

for ,,rules” of play. In this particular interpretation of Zi%ek’s thesis, enjoyment
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becomes paradoxical if it is combined with the necessary transgression or violation of
constraints. ZiZek also talks about the obscenity of Jouissance, emphasising the
concern of fetish theories in relation to sovereignty. In that sense, he approaches the
politics of Jouissance masked in popular culture. This angle allows to draw parallels
to the contemporary Jouissance in technologically enhanced play. In present times,
comparably, smart objects and the performance of multiple selves in media networks
infiltrate popular culture, as this chapter in section 4.2 Evidences of Political Role
Play in Activism will demonstrate. Corresponding to the observations of political role-
play in activism, art activism applies the subtle enjoyments of play with the self.
Playful arts practice, as one of the few remaining kinds of self-determined work, is
identified in this section as a particular form of enjoyment, based on contemporary

concepts of obsession and Jouissance.

Accordingly, a critical reading of Kristeva’s discussion of Jouissance - Feminist And
Pb!itical Applications Of Jouissance (1984) suggests, that playfully taken roles are
closely tied to the shift of subjectivity and identity for political agency. In this sense,
Jouissance embraces physical and intellectual pleasure, delight, or ecstasy. However,
it should be added, that this shift goes beyond its constraints in terms of social effects,
considering the ubiquity of contemporary mobile technology and social media
networks. However, Kristeva (1984) spurred on the contemporary understanding of
Jouissance, as eroticism with political dimensions, in more depth. Her argument |
investigates the entanglements of politics and popular cultures by personal affection.
The concept emphasises individual lust as a vehicle to deal with symbolic order of
power. A particular reading of Kristeva’s theoretical reflection of Jouissance supports
the argument of identifying enjoyment, including, yet going beyond lust, which is
normally less subtle and not so pb]itica]ly conscious. The subtle lust-oriented political
concept of enjoyment inspired the argument about the joy of play as political
dimension of networked creative life. The dimension of pleasure includes the
politically most pbwerﬁll immersive quality of play processes. This particular concept
of enjoyment and pleasure, from the perspective of play, has a theoretical, but also a
more mind centred psychological grounding. Joy and enjoyment form the socio-
political principals for efficacy of the play with technological objects. The observation
of its efficacy on the subject is formed by the concept of enjoyment and pleasure as a

dimension of a critical consciousness,
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According to this section’s synthesis of actual cultural definittons of Joussance, the
joy of freeplay with technologies can be identified as a dimension of political agency.
A critical reading of the contemporary relationship of play and Jouissance in the
context of networked techﬁologiés introduces enjoyment as antipodes to the rattonal
demands of utilitarian society, which is usually associated with technologies. The
proposed understanding of a p]ayﬁ.il generation of a political consciousness by
enjoyment (Jouissance) of interventtons through freeplay with objects of technology,
finds a profound grounding in contemporary and historic activist arts practice — which
contextualises the author’s artwork as reflected in chapter 5.0 Ludic Practice as

activist work of an emerging ,,Playsure Politics“.

The conclusion drawn from the introduction above of play activism shows that
Jouissance appears to constitute a key dimension for a political dimension of play
with technologies. This reveals the player consciousness as a process that can be
identified as ‘acting out agency’ through art activism. The next section will show how
this quality is not bound to a material functionality but subversively directed toward a
subversive worldview, embedded inside the contemporary technological object’s
absurd materiality. This argument is grounded on a literature survey about useless

objects of 20th Century.

4.1 Chindogus as Erotic Toys
Pleasure, play, and politics beyond function

The concept of ‘Chindogu’ (Kawakami 1995) describes a state of mind that is based
on pleasure, attraction and amusement in regard to technological artefacts. It
addresses a particular kind of absurd technological objects, which become toys for
amusement and joy, only by changing the attitude towards the object’s materiality.
This particular pleasure is gained only by the existence of the artefact, not by its
function. The angle of Jouissance contains a dimension of subversive attraction,
which is very much bound to the arts practice of the author, as exemplified in the
artwork 5.2.6 GoApe Chindogus, 2006. The joyful play with the Chindogu as an
artefact is understood as a way to gain a perspective beyond function, which can be

identified as crucial for the development of a critical consciousness through play.
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The Japanese journalist Kenji Kawakami (1995) coined the term Chindogu. The
philosophy of Chindogus is described as a concept in order to reach a particular
consciousness in regards to useless objects. In Ten Tenets of Chindogu (1995) Kawakami
refers to the real satire®® aspect of contemporary gadget industries. However, he excludes
the digital gadget, which is of course most relevant for the author’s and other artworks of
the present times. This exclusion happened probably, because the concept was coined just

at the beginning of the electronic network area. Kawakami (1995: 10) argues:

Every Chindogu is an almost useless ebject, but not every almost useless
object 1s a Chindogu. In order to transcend the realms of the merely almost
useless, and join the ranks of the really almost useless, certain vital criteria
must be met. It is these criteria, a set of ten vital tenets that define the gentle

art and philosophy of Chindogu.

The evident uselessness of the object evokes joy and pleasure by their appearance. This
means that when looking at a device you cannot imagine its use at the first glance, but
enjoy its aesthetic beauty of absurdity. It is obvious that their use is not the main target of
invention. These Chindogus are symbolic artefacts, toys between arts and amusement in a
social configuration, which ironically mirrors established power structures. The
_association around the investigation of Chindogus expresses a particular interest in the
gadgets used in everyday life for the deliberation of amusement. As part of this
amusement by objects, a word play between ‘thing” and ‘penis’ can be identified in the
term ‘Chindogu’. The association reflects on erotic dimensions of the term ‘Chindogu’.

This is what the Website of the Interrational Chindogu Society states:

Well, dogu is Japanese for "tool"” and chin is Japanese for "weird" (not to be
confused with the Japanese for "penis", which is also chin). Thus, a

Chindogu is a weird tool. Likewise, chinchin is a weird penis. However,

*% The graphic artist Rube Goldberg made created a particular critique on the absurd machinery of
everyday public life public. He was a well- known cartoonist of the age of Fordism, which is
understood here as the industrialisation period in the first half of the 20th Century. Uselessness kinds of
~ machines were conceptually introduced by the art of Goldberg. The later political cartoonist was
originally trained as engineer, which supported the realistic drawing of impossible machines as images
of insights on absurdity of reality and its political dimensions.
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under no circumstances is Chindogu ever a penis tool. At least not yet!
http://chindogu.com/chindogu/ [Accessed: Jan 12, 2010].

This statement expresses the above-discussed political dimension of Jouissance, of the
convergence of the erotic and political consciousness in the player. The inherent
dimension of anarchy is identified in the case of Chindogus in the sexual enjoyment

combined with uselessness. Kawakami (1995:4) argues in the Chindogu manifesto:

Well, inherent in every Chindogu is the spirit of anarchy. Chindogu are

man-made objects that have broken free from the chains of usefulness.

The aspect of freedom merges in the useless object with the Jouissance of erotic attraction.
In the case of the Chindogu, as described by Kawakami, the gaze on useless objects
follows a path of ‘fetishisation’. Similar to an erotic toy or a fetish, the joy of the existence
of the object replaces its use and function. Nevertheless, the project of the Chindogu
Society uses means of expressing politics, as it is evident in the style of the manifesto 7en
Tenets of Chindogu (Kawakami 1995). It claims that Chindogus are not only collected, but
also produced. In paragraph two of the manifesto, it states that a Chindogu must exist, that
you are not allowed to use a Chindogu, but it must be made. The main quality of the
gadget of everyday life is, according to the manifesto, found in its intentional uselessness,

when creating the object. Kawakami argues (1995: 12):

A Chindogu cannot be for real use: It is fundamental to the spirit of
Chindogu that inventions claiming Chindogu status must be, from a

practical point of view, (almost) completely useless.

Uselessness is defined as a joyful quality in analogue technological gadgetry, according to
the manifesto. This atraction ;:)f uselessness can be now applied to an emerging
contemporary attitude of enjoyment in relation to electronic devices and the machines of
technological cultures, which Kawakami (1995) has so far excluded in his collection of
more or less useless analogue artefacts; this extension of his original conception is

introduced in the following section.

A particular interpretation of the Japanese concept of absurd objects can be found in the
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present design schools, which frequently refer to Chindogu in order to inspire surreal

artwork. The artist Joseph deLappe (2009: mailing list Empyre, November 28) reports:

The [Chindogu] project helps to introduce a number of thematic and
theoretical constructs from furthering the consideration of Duchamp's
concept of the "Readymade” to allowing for a humorous first leap into

a critical assessment of over consumption and object fetishism.

In contrast to the Asian interpretation of Chindogu, the artists group Critical Art Ensemble
(1994) spoke about The Technology Of Uselessness™, addressing an activist program
against technological dominance by publishing newspaper advertisements about useless
technologies. Critical Art Ensemble (1994: 72) argued:

The expectation that technology will one day exist as pure utility is an
assumption that frequently surfaces in collective thought on the
development of society and social relations. (...) Having once left the
production table, the technology that lives the godly life of state-of-the-art
uselessness has no further interaction with humans as users or as inventors;
rather, humans serve only as a means to maintain its uselessness. The
location of the most complex pure technology is no mystery. Deep in the

core of the war machine!

Most importantly, the artists introduced uselessness and erotic attraction to
technological fetish objects connected to play, as a subversive guality to critique
hegemonic power conditions. In the technological dominance by the production chain
of objects, the idea supports this section’s suggestion of a ,Ludic Chindogu*®® with a
clear political interest, in contrast to the Japanese understanding of naive amusement.

By a critical analysis of the phenomenon of Chindogu, a contemporary European

% The whole essay of the critical Art Ensemble on Useless Technology was originally published in the
electronic journal Ctheory. It is accessible online from: http://www.critical-art.net/books/ecd/ecd3 . pdf
[Accessed: January 10, 2010]

% Chindogu has been a mainstay of my Digital Media 1 classes for several years now - each student
concepiualizes, creates and documents the creation of Chindogu useless invention. (...} This term |
updated the project to include a second step which involves each student producing and infomercial for
their inventions (lends well to a critical consideration of the nature of TV advertising, etc.).” Joseph
DeLappe, 2009, 28. November, posted in “Empyre mailing list™.
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philosophical strand of playfulness and enjoyment can be touched, which is - again
not surprisingly — embracing the dimension of playful Jouissance, sexual enjoyment
and politics. The idea of a ,.funny“ Chindogu is inherently juxtaposed with a radical
philosophical positicn on Jouissance and uselessness, which is taken from political
scholars such as the philosopher Robert Pfaller (2003). He coined the term
Interpassivity (Pfaller 2000: 3) to describe the uselessness of the imperative
interactions of certain technological interfaces relating it to the erotic atiraction of
technological objects. Interpassive consumption machines and the placeholder
function of technology for enjoyment form the anchor points of his analysis The
subtitle of his study Distributed Enjoyment, refers to the delegation of Jouissance in
objects, which substitute sublime sexuality into technologies. The motive of
substitution and enjoyment is further elaborated in Pfaller’s declaration of a rising
emphasis on pleasure reached by technology’s cultural domination as a fetishisation
process (Pfaller 2002: 160). Summing up, this philosophy supports the understanding
of erotic pleasure in play caused by the appearance of technological objects, which
appear increasingly useless, according to market mechanisms. Thas directs this
section’s focus towards the aspects and relevance of politically conscious subversive
erotic joy and pleasure. In short, Jouissance is related to the immatenial qualities of
attraction regarding the technological object. Playful enjoyment in the interaction with

the technological object can be identified as subtle erotic dimension of being political.

As conclusion of this section on the idea of Chindogu it can be said, that the erotic
pleasure gained by a look on hermetic machines appears as optional experience of
every day life. It is an optional affordance of the objects in technologically determined
life in industnal culture, which is a particular form of subversive user’s agency.

~ Enjoyment and amusement, caused by the absurdity of technological objects of
everyday life, are identified as key element in agency. The understanding of
Jouissance as dimenston of play is supported by the conception of the absurd artefact
as tool for critical enjoyment by play. The Chindogu is identified in this analysis as
crucial vehicle of Jowssance practices. The element of pleasure by the presence of
uselessness gives the individual the ability to feel free to play with the technological
object and to critically take position. By subversion of functionality, certain useless
objects offer a soluiion to circumvent the materialist imperative of capitalist society.

In a simple role-play between the technological object and the subject the master-
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servant relation is abandoned. This enables a more profound political activism that
goes beyond pre-defined boundaries of subject-object relationships. That relationship
does not drive on consumption of technology but on the erotic attraction in the

purposeful activist role-playing as practice of playful agency in arts.

4.2 Evidences of Political Role Play in Art Activism
Subversion and pleasure in play with the media self as a political strategy

In the course of this section, Jouissance is tested by an analysis of practices in art
activism, as for example fake role-play. These tactical interventions and its historic
sources will be discussed as the most effective and powerful strategies for
intervention in electronic networks. This analysis gives an overview on various
approaches to play related to activist art in relation to media technologies and its
criticisms, political activism, in particular the play with fictional identities. The
pleasurable enjoyment of the play coupled with the self is analysed in this section in

order to demonstrate how it transcends materiality of play affordances.

Considering the observation of contemporary practices of play with technological
materiality, fake role-play can be newly interpreted. Practices of political role-play
demonstrate how to become active and conscious by using a dimension of play and
lust, gained in the inter-play of the self, the object, and the other. The pleasure gained
by play with the self is important as a motivation for agency. According to the
following case studies, the political practice of the activist’s role-play is driven by
enjoyment of the new meaning introduced in regards to agency. According to the
literature survey on activism, Umberto Eco (1967) coins the expression ‘semiological
guerrilla’ (1967: 3) to describe this shift of meaning in communication. This term

describes a practice of inter-play of objects, meaning and subjects. Eco (1967 142)
argues: ' '

The battle for the survival of man as a responsible being in the
communications era is not to be won where the communication

originates, but where it arrives.

Semiological guerrilla tactics invert the communicated messages; in the moment, they
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- arrive at a public audience and are enjoyed by role-play practices. In these cases,
fictional identities are invented as a cover or a mask for political and activist
purposes. The following evidence will display how political role-playing, as an
Avant-garde arts practice, allows one to develop an understanding of the joyful
agency mechanisms of play politics. The art practice discussed in the following
supports the experimental approach of the arts practice found in artworks as 5.2.2
Pong Dress, 2006, which can be seen as experimental setups informed by practices of

political intervention in'Neoism and Punk.
4.2.1 The Joy of Playfare in Neoism and Pank

This chapter’s first example of playful art activism will be analysed according to
Jouissance as an observed side effect of political role-playing. Particularly, the Punk
culture as emerging arts-avant-garde out of the 1970’s supported the understanding of
political agency as achieved by the lust in the inter-play of fictional identities and
technologies. A particular form of interventionist arts practice beyond painting was
developed in Neoism®'. As described by the Neoist figure Cantsin (1984) Neoist
activisis performed role-plays and used the technologies of publishing media for
political aims. Neoism formed itself as a genre out of the Punk culture in the 1980s.
As social net workers, which we can see nowadays reverberated in social networks
online, the Neoists applied means as performances and role-playing, as well as

publishing under Alter Egos. Cantsin (1984: 6) reports:

In the performance of Neoism actual performance pieces play an
important role because in Neocism we have chosen to perform a late
twentieth century movement whose precursors are Situations and
Fluxes, it logically follows that the artistic substance of Neoism will be
performance and text, especially manifestos, rather than painting which

characterizes nineteenth century art movements.

These manifestos, which were published as fanzines and in sub culturat networks

¢! Compare Anthologies of Neoism, as shown on this repository, guerrilla Playfare: unusual interactions
&/or interventions in environments where such incidents are unexpected - see #s 39, 40, 41,43, 44, 49,
50 - 53, 55, 57_, 59, 63, 65,66, 67,99, 163, 108, 109, 113, 114, 135, 142, 143. (Cantsin 1984: 4)

108



played an important role to make these fictional identities public. Role-playing and
Alter Egos are seen here as popular culture practices in creating identities. The
magazine SMILE, for example, publishes this as part of a Neoist manifesto. Cantsin
(1984: 12), a fictional name, is mentioned as publisher of this manifesto:

The Neoist projecis her desires onto herself. She defines identity
through never specified business. Her desire is commoditised. In her
longing for man-woman-machine-hybrids, wish machines, she destroys

her property and ends up in self-containment.

Serious interventions, flavoured by playful practices, enjoyment and irony are
identified in this quote. Its fictional intent by the author is to describe how societies in
general and identity in particular are constructed,'by desire and enjoyment. It is key to
emphasise the double structure described by the particular Neoist methods of the
enjoymeht of a confused identity and a serious political intervention can be compared
to Jouissance and play. The according practice is found in real life role-play of
Neoists as artistic form of play with sexual, political and technological identity and
media. Although labelled as art, these interventions carry a clear political interest. In
the Anthologies of Neoism, Stewart Homes (1991) edited and reprinted texts of such
performances in order to prove that these writings are far beyond dry theory. They are
an ironic format of faop-encoded arts for activist intervention. As poetic and equally
political texts, they stem from the serious background of arts manifestos. The writers
developed a playful modification of manifests, which became a tool to describe rules
of interventionist play. Neoist original pamphlet text style applies a fomenting irony
of an identified constitutive relation of subject, object, technology and the main
vehicles of sexual desire and play. The interventionist efficacy of Neoist role-playing
practices can be evaluated much higher, in retrospect, considering their presence in
contemporary popular culture. Particular contemporary practices correspond to
Neoism in terms of the use of role-playing in mobile and social media networks as a

form of protest.

For example, the self-organised gathering of mobile phone users in certain ‘roles’
appear as tactical enjoyment strategy in so called ‘Flash Mobs’, which were described
systematically by the cultural analyst Howard Rheingold (2002). He coined the
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expression of ‘Smart Mobs’® in order to describe the self-organisation of players in

public spaces. This appears as crucial for the qualification of such playful
interventions as statement-tools in arts and politics. Through the participatory re-use
of the commercially shaped materiality of technologies, parallels can be detected to an
almost forgotten self-determined craftsmanship, which dives through in the hybrid
practices of play and arts with technological objects and networks. Today,
contemporary technologies materiality is used in performances of Flash Mobs®,
which are organised by mobile phones text messaging and online functions connected
to social media networks as Facebook, Twitter, Foursquare, My space, and Google. A
new agenda of performance as tool of agency is expressed by poetic texts, drawing on
the attraction of the machine and the electronic network as latest apparatuses of
control. Flash Mob can be understood as a self-mobilising mass, in which each
individual plays a certain role similar to that of an actor. Such an example is provided
in the case of Frozen Grand Central® in 2008, where hundreds of self-organised and
networked peoples do not move at all for three minutes, whereas all other people on
the railway station in New York are in a constant hurry. A Flash Mob acts like a
swarm, which uses the pseudo intelligence of mobile, ubiguitous electronic gadgetry
and network abilities for social organisation and for protest or intervention.
Strategically applied elements of play and enjoyment synthesise in these activist role-
play practices, which intentionally use play with no identitics for politics. From the
effects of play within the concepts of subjectivity, further contemporary practices of

playful agency in contemporary electronic networks come into sight.
4.2.2 Public Intellectuals and Minor Media Operators in Web 2.0

" The political theorist Hermes Spiegel (1997) describes play and joy as method
enacted by ‘public intellectuals’. This section’s analysis suggests identifying public

® The people who make up smart mobs cooperate in ways never before possible because they carry
devices thai possess both communication and computing capabilities (...} microprocessors embedded in
everything (...) are beginning to permeate (...} with invisible intercommunicating Smartifacts. This is a
summary of Rheingold’s book. hiip://www smartmobs.com {Accessed: June 3, 2009].

% Compare the analysis of technologically supported self-organised contemporary playful societies,
which only gather temporarily in Rheingold, Howard 2002. Smart Mobs: The Next Social Revolution.
% The Flash Mob Frozen Grand Central is described on a participant’s blog: “On a cold Satwrday in
New York City, the world’s largest train station came to a sudden halt. Over 200 Agents froze in place
at the exact same second for five minutes in the main concourse of Grand Central Station.”
hitp:/fimproveverywhere.com/2008/01/3 1/frozen-grand-central/ [ Accessed: January 30, 2008]
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intellectuals as a particular form of role-playing. This is relevant for the contemporary
arts practice in electronic networks, as identified in this section in contemporary
artworks. These are comparable to the artworks of the Ludic Society by the author, as
exemplified in chapter 5.2.9 Ludic Society, 2006-2008. Thts concept of a figure,
which enacts playful politics, is discussed in the following in relation to the new
appearances of fictional identities in Web 2.0 (the participatory form of the Web on
social platforms). If we take a perspective, drawing on literature survey (Spiegel
1997), the practice of using a political play figure for a particular means of
intervention or sabotage is no more understood as arts but as activism. Drawing on
conceptions of discourse from political theory of the 1980s, the idea of an organic
public intellectual comes to the fore. Spiegel (1997) described a new form of public
discourse inspired by thoughts about public political figures of the 20th century such
as [talian Marxist Antonio Gramsci (1891 - 1937). He tried to establish the necessity
of a public figure, capable of articulating themselves within a wider social and
political field, beyond personal interests and the confines of academia. Such a public
intellectual translates the work of academia for a larger public by his particular
performance of ideas and attraction. Gramsci’s historic concept of hegemony resisted
the domination of certain forms of cultural expression, which we would call today
high culture or the mass media production. He suggests particular practices of minor
interventions® in smaller media forms, and of a different use of technologies for the

public communication of ideas.

Considering the contemporary role-play of the artist in the electronic realm, requests
for minor interventions can be redefined in the context of networked arts. The curator
Andreas Brockmann (2001) introduced the term *minor media operator’ﬁf' in relation
to the phenomenon of .,net art“ of the 199(°s. He describe an artist as an activist
ﬁg.ure, similar to this section’s discussion of a political role-player. In that sense,

performing playful arts in electronic neiworks has its effects. With the start of the

% The culturat studies scholar John Fiske (1989) was one of the first theoreticians to combine the
political ideas of Gramsci, with the knowledge of techniques of behaviour, in an agency focus. By
applying these political lines of thinking with the investigation of consumer practices, Fiske called the
resulis ‘micro politics of everyday life’ (Fiske 1989: 132).

% As described by Brockmann electronic network were earlier considered to be as suspicious by the net
art scene itsetf, especially in Europe. This critical middle-European condition still can provide some
advantages in contrast to techno positivist’s views under the angle of a Californian ideclogy, as
Brockmann and others publicly called the technology driven euphoria. This, which was noticed at the
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network arts scene in the mid 1990°s, the term minor media operator was inspired by
a trust in the efficacy of minor interventions on power structures generally inherent in
technologies. As a method of role-play, the concept of minor media operator
introduces the artist as equivalent to the attractive public intellectual. In reference to
the description of the role of the artist as an activist player in the media, the 1990s
genre of net art can be compared to actual playful arts practices in game arts and
interventionist fine arts, as exemplified in the authors artwork Nybble-engine-toolZ,
2004, described in chapter 5.2.8. In very recent forms of art such as Web 2.0,
similarities can be observed towards interventions in real-life social systems and in
activist role-playing. According to observations of role-playing in popular electronic
social networks, a subversive dimension of role-play activism can be identified in
Web 2.0. Critical but joyful art can be increasingly found in these platforms, which
represent a contemporary form of role-playing. Contemporary artwork serves as
evidence to test the ways of how practices of play inform potential revolutions, as
déscribed in chapter 3.0 The Politics of Play. For example, the ironic Web 2.0 Suicide
Machine® of the art group Moddr (2010) exploits the enjoyment of destruction and
intervention of big company structures in social web services. The service deletes
individual Web 2.0°® accounts and calls this script based action suicide of the online
self. It draws its brisance from the relational structure of standardised social online
environments and the double bind of such artwork. It only gains content if it is
communicated through further reporting in the realm of the mass media. In this case,
play and pleasure, the role-play of the artist as liberator from the suppression 6f big

companies of social intercourse merge with the capitalisation of friendship and love.

beginning of WWW in the early 90s of the 20th century.

¥ Moddr describes the Web 2.0 suicide mission online. It describes it in an ironic joyful, playful and
with a subversive ion attitude the following: ¢, We believe everyone should be able to commit suicide
in social networks! We are doing our best io expand possibilities of erasing your entire presence,
however it is a work in progress. Please note, that we are not deleting vour accouni! Our aim is rather
to remove your private content and friend relationships than just deactivating/deleting the account!’
http://suicidemachine.org/ [Accessed: January 21, 2010]

“ The Web 2.0 worlds of playful social enjoyment can be critically discussed as a tool to capitalize on
friendships. in present political media theories, Geoff Cox (2009) unravels the capitalising of the self in
¢elecronic social retworks.. Cox expressed in the online curatorial text of project Amolfini 2008,. “By
“anti-social™, I do not mean (to be) unfriendly but to highlight that social networking platforms are
already anti-soctal in as much as they display contradictory tendencies (both connecting and
disconnecting socialites). (...) Instead, the emphasis in these notes is to draw atteation to how the
production of non-aniagonistic social relations has become central to economic production and social
control. To take a typical target, the politics of Facebook, with its 59 million users, reveals how social
exchanges are mediated by the wider culture and political economy*,
htip://project.amoifini.org.uk/projects/2008/antisocial/notes.php [Accessed: May 12, 2009]
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This does not mean that the artists who created the Web 2.0 suicide machine
disappeared from the social web for the required publicity machinery of arts. By
contrast, they exploited the communication in Blogs and news feeds for publicity into
the extreme. This section identifies such contemporary interventions as practices of
role-play, which adapt existing consumer technologies for political intervention, like

classical net art of the 1990s did before in.more subtle minor media operations.
4.2.3 Bad Subjects and Con-Dividuals in Networks

This section suggests to theoretically ground the minor media operations of the
practical play with the self in network art as a joyful play practice of intervention. In a
particular activist intellectual discourse of the 1990°s, the author’s best practice
examples of theories of net arts interventions, are elaborated in chapter 5.2.8, in
particular the Nybble-engine-toolZ, 2004. In the particular moment in time, the
beginning of the net art in the 1990°s, the critical expression switched from the
academic canon to the inner knowledge of a social group in arts, literate in particular
technologies. In this way the coinage of ,,Bad Subjects™ was frequently heard in this
arts context. The concept was derived from the work of Louis Althusser (1918 - 1990)
on repressions of the individual by the state apparatus. The literature survey in the
alumni magazine ‘Bad Subjects’ ®, Berkeley, California, shows, that networked role-
play is claimed in arts as intrinsically political. The magazine of these Berkley
intellectuals opposed the contemporary Californian ideologies of techno positivism,
and was entitled Bad Subjects. The author Sartelle (1992:1) claims in the magazine:

Bad subjects (...) on occasion provoke the intervention of the
detachments of the (repressive) State apparatus. But the vast majority
of (good) subjects work all right ‘all by themselves,” i.e. by ideology.

By this notion, the idea of public intellectuals can be transferred in this section’s

analysis to the collective joy of using ‘Con-Dividuals*™ in networked environments.

% Bad Subjects is still published enline, borrowing from Public Inteltectuals, as described by Sartelle
(1992). (Issue 1, ed. Newitz and Sartelle) htip://bad.eserver.org/ [Accessed: June 12, 2009}

7 Blissett coined as Con-Dividual in the writing of M. Jahrmann (1999) is referenced in academic
research, as published by Susan Miiller (2001), Net: Art/Activism; Geniekult vs. Kollektiv; In: Seminar
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A Con-Dividual has to be understood in opposition to an avatar. An avatar means, in a
common sense of the networked age, a representation of a single self in a play
environment. In contrast to this, the Con-Dividual represents many and applies
Jouissance, joyful practices of play, prank, fake, hoax in the networks of media, by
any means, electronic and in real life performances. The idea of embracing the
physical and the virtual worlds, the individual and the multitude, is the historic
dimension of the collective Con-Dividual. This practice was used in Germany by the
so-called ‘ Kommunikations-Guerilla’ (1997) for political activism, which applied arts
practices of performance, instead of militant interventions. However, this expression
was not coined by this group, but introduced by the author in the books
Interwinedness (eds. Jahrmann, Schneebauer 1999) and Biophilista Congress (ed.

Feuerstein 2000)in order to describe these activities.

A practical example for the use of a Con-Dividual can be found in the project Luther
Blissett {(1992). This name is frequently used by a number of individuals, in real life as
well as online. Blissett is referenced for political interventions and for art projects on an
equal level. But Bhssett is far more than a nom de plume. He 1s a political activist; he
holds speeches and publishes handbooks for activist interventions (Handbuch der
Kommunikationsguerilla 1997) and supports servers for activist material (contrast.org
since 1997). Also the commercially successful Italian novel entitled O was published
~under the name of Luther Blissett in 1999. This concept differs from the introduced
practice of “alter-ego™ in literature, because Blissett usually involves more than one
individual, it is a collective alter-ego, often used for agency. In the case of the book O, a
collective of four authors from Bologna, Italy, ..,committed” the writing of the conspiracy

l-”

Novel ", after the first rush of success.

of the Johann Wolfgang Goethe-Universitit, Prof. Dr. Birgit Richard. Frankfurt am Main.
htip://web.uni-frank furt. de/fb09/kunstpaed/indexweb/frank furt/referate/blissett/Luther%20Blissett.htm]
[Accessed: September 1, 2010] '

’L.aWe are Roberto Bui, Giovanni Cattabriga, Luca di Meo und Federico Guglielmi. All you are going
to know about us is that we are based in Bologna. We are from 26 up to 35 years old. Some of us work
as bouncers at night ciubs [...] We have been active in the Luther Blissett Project since its beginnings,
and integral parts of the Bologna scene since the late Eighties. We had and keep having problems with
the Law. Our names are far from being important. Our biographies are even less relevant. We are the
team that actually wrote "Q", and yet we are less than the 0.04% of the LBP. The fact that we are
coming out does not comprise our self-spectacularization, we do not intend to give up our privacy to
become (moderately) "young" fashionable novelists and talk show guests, which would be a very
dishonourable end. If that ever happens we hope that other Blissetts will finish us off like wounded
horses. Quite the contrary, our move is aimed at showing that we are a collective entity, not a single
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According to this section’s evidences of the net art context of the 1990°s, Con-
Dividuals appeared as concept out of an activist movement of creative writing and
intervention. By adopting an attitude of fun, irony, enjoyment, pleasure, intellectual
and art activity, it can be understood as political and play can be one of its valences.
But the phenomenon of Con-Dividuals appeared even before, under different names
over the history of capitalist societies for political action and agency. The following
section’s survey in activism enacted by ,,masked” identities, commences from an
example of a more serious Con-Dividual who has become a necessity in distinct

political resistances.
4.2.4 El Sub Commandante Marcos, Unmasked

A Con-Dividual as entity shape stands for particular ways of interventions but
protects the real identity of a person. This becomes particularly important in moments
and regions of political and social crisis. In such zones of transition, the play with
dentity is recognised as a critical practice contradicting the seriousness of
suppression and power. The example of a contemporary political activist, E]l Sub, the
masked Zapatista leader in South America is unmasked in this section as a playful
Con-Dividual, which is determined by its properties, its particular ,,fashion”. The
fashion as activist Con-Dividual property is tested in its principles? in chapter 5.2.3
Sema Dress, 2009.

The investigation of the political figure £l Sub Commandante Marcos demonstrates
how the principles of role-play can be used effectively for real politics interventions.
According fo a survey on media reports, El Sub’s identity is unknown. All images
published in the press media and in online networks, show a person wearing a black
racing mask often accompanied by a pipe and uniform cap. As proof of evidence, that
El Sub is a Con-Dividual, the multiple photographs online show female El Subs as
.well as male activists or children, who since the 1990°s fight for the rights of the

indigenous population in South America, all wearing the same properties, and stating

"Auther”. Behind Luther Blissett (and behind ‘Q’ as well) there is no boss, no mysterious scholar, nor
have we been the only Blissetts who contributed. It is the network the future of creative writing” (In:
http:/~/vww. wumingfoundation.com). [Accessed: September 1, 2010]
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that they are El Sub™.

The appearance of El Sub, his properties: cap, mask, pipe remind us of the context of
games of player properties in a role play, which equally enables the play figure, the
activist and the political leader to become immortal. Everybody becomes El Sub by
wearing the mask. In the political fight, this masking of ‘faciality’ is recognized as
crucial. Compared to the appearance of other revolutionist leaders, having one clear
identity, such as Che Guevara, the absence of an icon-like face is the condition for an
eternal survival of the political figure. By contrast Che Guevara was killed and the
photograph of his dead face was published. In this particular moment, the ideas and
movement of real politics could be affected. This is impossible for the empty faciality
of El Sub. He could never die, because the activist El Sub has no face, only game like
properties. This appearance is marked by the means of costume role-play. The joy of
masquerading becomes vital and serious, a form of Jouissance. This activity of a Con-
Dividual is understood as agency and a driving force for a political consciousness.
The positive energy of the enjoyment of wearing the revolutionary properties can be
seen in contemporary public events, such as press conferences, where multiple El

Subs perform like models of resistance.

El Sub can be understood as a serious although joyful role-play — play for real politics
purposes, as a kind of activist game-fashion, which will be later_ discussed in the
artworks in chapters 5.2.2 Pong Dress, 2006 and 5.2.3 Sema Dress, 2009. This serious
activist Con-Dividual is not defined by its faciality, the physiognomy of an individual,
but by its possibility of action. Although this particular Con-Dividual appears in
reality and gives a significant political commentary by his actions in real life, he is

collectively constructed in a playful way as a subject with numerous abilities.

“This section’s analysis concludes that the strategy of a Con-Dividual offers an “entity
shape’ to be used by an arbitrary number of individuals in situations of political
urgency, as is the case of El Sub in the contemporary Latin American resistance to

social conditions. In order to historically trace back the emergence of the concept of

2 The leader is communicated as an indigene identification figure, becoming a universal symbol for a
tactic of deliberation by his staterents and actions against suppression and colonial exploitation.
htip://chiapas.indymedia.org/display.php3?article_id=116929 [Accessed: April 12, 2009)
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the Con-Dividual as a Jouissance practice, one of the first historic public play figures
for political means of protest, General Ludd is introduced in the following section.

4.2.5 General Ludd, Smashed Up

In this section, Con-Dividuals are traced back to their first appearance at the
beginning of mechanisation. Joseph-Marie Jacquard (1752-1834) developed the
punch card driven Jacquard-weaving machine, which was revolutionary into fostering
mechanical production. Historic analysis shows that the development of the punch
card driven weaving machine entailed an important step towards computerisation
(Wurster 2001). This historic source is introduced, as it is crucial in order to establish
the link of playful practices of agency with the precedents of electronic objects and
computers, as it 1s exemplified in the artwork in chapter 5.2.5 Ludic Wheel, 2007.

During the 18th century, the new mechanic looms dramatically changed conditions of
labour and life. In England, under situations of radical industrialisation, the playful
strategies of the incorporation of fictional revolution leaders as activist role-playing
evolved as a necessity due to very oppressive social conditions of mechanisation.
‘General Ludd’” was invented as revolutionary leader of a ‘run against the machine’.
The frames of weaving machines expressed the repression of individual creation.
_Therefore, thg meqhanical loom became the target of destruction by weavers in and
around Nottingham. The movement was called ‘Luddism’ after Ludd’s namesake.
According to newspaper reports of the time, the phenomenon of General Ludd that is
identified in this section as Con-Dividual role-play became the very distinct vehicle
for political action. The Nottingham Review reported on the 20™ of December in the -
year 1811 that “... an apprentice named Ned Ludd smashed a master’s machine near
Leicester and hence gave his name to the action”. According to the literature survey
of the historian Sale (1999) the historic analysis of such activities shows us that these
desperate aggressions were performed by self-organised groups of weavers, who

feared to be replaced by machines, but were never led by an individual. As a political

7 «“That, at any rate, was the first anack on textile machines by men who called themselves followers of
General Ludd, who would convulse the countryside of the English Midlands for the next 14 months -
and would go down in history, and into the English language, as the first opponents of the Industrial
Revolution and the quintessential naysayer to odious and intrusive technology.”
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play figure, General Ludd became a placeholder for a community of empowered
individuals, who felt the need to become an interventionist political leader for the
duration of the intervention. Ludd enacted an identity play for the performance of a
forcibly desperate run of weavers against the punch card driven weaving machines in

18th century England.

Since the beginning of the industrial revolution, the phenomenon to mobilise
suppressed masses appeared unexpectedly to come out of nowhere. During the time
when the phenomenon appeared, the only acceptable explanation was that one
individual led the massive interventions. Further investigations by the historian Sale
(1999) clarified, in retrospect that the existence of a person named Ludd cannot be
traced. The historian Sale (1999:29) argues: .

In one sense, it could be said that Luddism began on the night of 4th
November 1811, in the little village of Bulwell, some four miles north
of Nottingham: When a small band of men gathered in the darkness,
counted off in military style, hoisted their hammers and axes and
pistols, and marched to the home of a 'master weaver' named

Hollingsworth.

It is most likely that the local Nottingham speech was expressed similarly tolt_h_e one

in Cornwall, where ‘sent all of a lud’ meant ‘struck all of a heap, or smashed’ (Sale

1999: 2). This figure was invented for use by anyone for the purpose of protest, only

by repeated appearance and public enactment. The joy of play was, in Ludd’s case,

the joy of empowerment by the destruction of technology. This was driven by vital

necessities and was seriously life risking. According to the media historian Fox

(2002), the growing presence and distribution of print media technologies was the

reason for the public use of the figure General Ludd for the race against the

machine™. In newspaper reports, Ludd had an increasing presence and appeared as
almost romantic figure. Newspapers reported on spectacular protests, ignoring that it

htip://www.mindfully.org/Reform/Luddite-History.htm [Accessed: December 12, 2009}

7 For a detailed study on the race against the machine, led by the fictional political piay figure General
Ludd who obviously was incorporated by a number of people, refer to Nicols Fox’s book of 2002. She
describes the movement of frame breakers and reactions in intellectual and literature milieus of the
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was self-organised. They preferred to report on a fantastic leader, which they named
General Ludd. Only as backlash, the protestors found courage and support by a
number of self-declared General Ludds. The idea of a collective identity as a role,
which can be played out in political agency, was formed by the urgency to survive
against mechanisation. However, it was nrot to the enjoyment of the workers, who
loved to play under an Alter Ego, but for the efforts of media representatives to
suppress the idea of empowerment by self-organisation, who made Ludd as Con-
Dividual ubiquitous. According to the analysis by Fox (2002) Ludd expressed the
wish and materialisation of a political leﬁding figure. The culmination of political
facts and historically based cultural interpretations lead to the political role-playing
practices of General Ludd. This fostered the creation of anonymous characters, such
as Ludd. A Con-Dividual could offer the most efficacies in supporting the

- individual’s feeling of joy in regards to empowerment and to the rising public
awareness of the effects of new technologies — including the media technology of

newspapers and weaving machines as precedent of the computer.

As identified in this section’s analysis, the arts practice of networked Con-Dividuals,
as discussed in section 4.2.1 The Joy of Play in Neoism and Punk and 4.2.2 Public
Intellectuals and Minor Media Operators in Web2.0 can be compared to the historic
precedents of media based Con-Dividuals, as General Ludd. The fact that Eudd’s
identity was never clarified was a precondition, in which he could be constructed as
 political figure similar to that of El Sub in present times. Further historically based
evidence of role-playing in favour of the problematic labour and working conditions
in relation to the rise of technologies and creative responses to these conditions of

mechanisation will be discussed in the next example.
4.2.6 Parlour Games and Con-Dividual Jouissance

Following the critical time of mechanisation, a new form of role-play in parlour
games addressed the broblems of rising technologies that influenced and changed the
liveliness of craftsmanship in Berlin salons in the 19th century. The cultural theorist
Richard Senneth (2008) theoretically investigated the attraction of the playful

time of the industrial revolution in England.
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incorporation of craftsmen as a common practice during this era. He described these
Bourgeois plays with an identity as political act. This section aims to draw parallels
on this historic example of an amusing Jouissance play, charged with erotic atiraction
of playing a role to the contemporary practices of erotic attractive artworks, as
exemplified in the work Pong Dress, 2006, discussed in chapter 5.2.2. According to
Senneth (2008), role-playing a craftsman during one evening generated awareness
with regards to the disappearance of the self-determined worker as an individual.
Role-playing was introduced in the Bourgeois salons because of individual disparity
and the inability to morally deat with the social consequences of industrialisation.
Senneth (2008) describes how the play with identity, its diffusion and loss were
experienced similarly to ecstatic enjoyment. The effort to *stay in character’ of the
worker or craftsman throughout a soirée, caused an emotional appeal among the
participating communities. Caused by the individuals play qualities, even sexual
attraction and the enjoyment of the embodiment of a figure became a form of
politically inspired play. The role-plays caused empathic reactions from the players

and sympathy from other players in the parlour.

The player’s self-identification with a role and its empathic dimension demonstrates
the convergence of erotic attraction and political awareness with play, which was
addressed as Jouissance earlier in this chapter. The power of Jouissance and sympathy
on the consciousness of the players is the most directly effected by the practice of
role-playing in parlour games, which is tested in the scientific society play of the art
work Ludic Society, 2006 -2008 presented in chapter 5.2.9. In contrast to the
contemporary incorporation of the role of the artist as researcher, the particular case
of the historic Berlin Salons, where the playful incorporation of a vanishing craftsmen
was seen as an ethical touchstone against social effects of mechanisation. Senneth
(2008: 81) draws parallels to thé effects of pervasive computing:

Weavers, bakers, and steelworkers have all embraced tools that
eventually turned against them. Today the advent of microelectronics
means that intelligent machines can invade realms of white-collar
labour like medical diagnosis or financial services once reserved for

human judgement.
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The play affordance of present day materiality, perimanently requires to take the role
of a playful interaction, which means the contemporary parlour is identified
everywhere in the world of ubiquitous computing. Following this section’s
conclusion, the erotic attraction in contemporary parlour games of role-playing
addresses both the object and subject including the technological gadgetry of mobile
devices with its playful spheres of electronics as well as live role-playing as a
symmetrical tool of the arts and political agency. In that sense the simulation
researcher Fishwick (1994:2) argues:

The use of simulation is an activity that is as natural as a child who
role-plays with toy objects. To understand reality and all of its
complexity, we must build artificial objects and dynamically act out
roles with them. Computer simulation is the electronic equivalent of

this type of role-playing.

Simulations embrace the fields of subjectivity and electronically invented seives in
the play with identity. A comparative analysis of contemporary strategies of the
production of identity and multiple selves by role-playing and of historic sources of
political Alter Egos supports the introduction of the concept of Jouissance as sirategic
dimension in play. This reminds us to consider playfulness as a political tool, where
the enjoyment and erotic attraction dimension needs to be seen as a core driver of
political activism. Summing up this section’s examples of role-play in activism, it can
be said, that the trajectory goes from a political concept of entangled playfulness and
enjoyment to the more subversive interpretation of activist role-playing as politically
conscious Jouissance. The inquiry demonstrates that the concepts are, particularly in
activism, communicated in individual role-playing, which includes attraction.and

eroticism as a means to an end — politics.

Out of the entanglements of politics and pleasure, coined as ,,Playsure Politics™ in this
chapter, a new methodological framework can evolve, which will be discussed in the
final chapter of this thesis. In the next chapter the author’s arts practice provides the
basis for a Ludic methodology of insight through arts and theory as equal

epistemological dimensions.
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5.0 Ludic Practice

The emergence of research methods through art practice

This chapter introduces nine case studies of the author’s practice, which draws on the
last chapter’s theoretical grounding of the Ludic artworks in Jouissance and political
role-play in social media networks as activist inferventions. The arts evidences connect
the theoretical and philosophical framework of Con-Dividuality and play affordances
in relation to mobile technological objects and networks with the practical evidences
and efficacy of arts. The hypothesis of the thesis of play as motivation for agency is
tested in the nine case studies and put into context of others and the author’s own art.
Publications and reviews of others about the nine case studies are added in the
showcase of each artwork. The complete bibliography is also added at the end of the
thesis.

The concept of Ludics was tested and took shape as category in the author’s art
practice, of which a selection will be presented in this chapter. It identifies arts
practice as a discrete field of research by presenting nine selected examples of
internationally exhibited artworks of the author. Each description of an art piece is
followed by a critical discussion and interpretation of the piece’s research question,
through the filter of this thesis. The sections following the arts evidences reflect upon
the author’s altered understanding of Ludics through a synthesis of practice and
conceptual apﬁtdaches iﬁ this thesis. Both are considered as key for an emerging aris
research practice”. The emergence of a methodology within the art work and its
theoretical analysis, which is viable for social design and theories beyond gaming is
supported by a DVD documentation that accompanies this thesis, which includes a

fuller view on the art works in documentary videos.

" 1n order to provide more contexts for this approach, related documents in .pdf format of the Ludic
Society magazines are added on the enclosed DVD.
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5.0.1 Theories of Playsure Politics in arts practice
On the testing of the Ludic hypothesis of agency

Through a systematic analysis of substantial arts practice, this chapter tests the
concept of political agency by play. The presented analysis is understood as case
study of the Ludic methodology that provides insight through arts and theory as equal

epistemological dimensions.

According to the effects of play on the users’ agency, the suggested categories for
reviewing artworks in this chapter draw on Henri Lefebvre’s (1991) Trialectics™ of
common social spaces. In the Ludic categories of agency suggested in this chapter’s
analysis, his concept of space is replaced by the idea of agency. According to
Lefebvre (1991), social spaces are gradually perceived, conceived and lived. In his

theory, spaces are understood as a cultural history of changes.

Reviewed from the perspective of agency potentials in play with technologies, the
theoretical framework of Trialectics can be applied to an analysis of art works, which
are consequently produced as a reaction to a social history of technological changes.
According to this logic, the art-pieces in this chapter are categorised into three distinct
types of Ludic agency. They are constituted as perceived applications of concepts of
agency in category I Perceived Agency, which means that mainly the model of agency
is demonstrated by the art work, in order to make agency perceivable to the public.
Conceived conceptual work in category Il as Conceived Agency, transport the
invention of concept of agency through the functioning of art works. Lived
interventions of principles a fully experienced by the artists and the audiences in

category 111 Lived Agency.

One of the theoretical concepts is anthropological play as introduced in chapter 1.0

7 According to Henri Lefebvre’s Trialectics common social spaces are simultanecusly perceived,
conceived and lived. “The bourgecisie and the capitalist system thus experience great difficulty in
mastering what is at once their product and the tool of their mastery, namely space. They find
themselves unable to reduce practice (the practice sensory realm, the body, socio-spatial practice) to
their abstract space, and hence new, spatial, contradictions arise and make themselves felt.” (Lefebvre
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Anthology of Playfulness, which is tested in the artworks discussed in Ludic Category
I Perceived Agency of this chapter. The theoretical intervention of play affordances as
elaborated in chapter 2.0 Technology, Maiteriality and Affordances of Play is tested in
this chapter’s Ludic Category Il Conceived Agency. The theoretical reflections on
play politics and materiality as introduced in chapter 3.0 The Politics of Play and the
concept of Jouissance in relation to technologies, as discussed in chapter 4.0 Playsure
Politics are exemplified in the arts practice presented in Ludic Category Il Lived
Agency. In the arts evidences of this chapter arts practice is identified as form of
research, through the methods of categorisation and contextual analysis. To consider
arts practice as research practice is a consequence of each example, and results in
agency as described in the summary. Consequential reflections upon the
contextualisation of arts practice in theories support &ﬁs thests’ core intervention,
which is the introductton of Ludics. The following selection identifies Ludic art

pieces that apply and test the theories of this dissertation about agency and play.

5.1 Introducing Ludics

The practical convergence of theoretical interventions

Ludics in its full potential can be understood as a new concept, which was
strategically tested as hypothesis of agency by the invention of the Ludic Society in
2006, as part of the research practice undertaken for this thesis’’. The Society was
used as a label for the development of a series of works of art as presented in this
chapter, which were accompanied by a corresponding series of theoretical
publications. In its core the concept is informed by approaches to agency, which were
coined as semi-synthetic play in chapter 2.3.3 Semi-Synthetic Play. The theoretical

_intervention of this chapter included the idea of an emerging politics of play by
activist play, which will be tested in the following arts prabtice.

In chapter 4.2 Evidences of Political Role Play in Art Activism the theoretical concept

of the joyful political intervention on surveillance technologies, is elaborated. This

1991: 63)

77 The practice overview sections introduce substantial practical work, which was developed since
subscription for this thesis; with one exception of a seminal game art work, which was developed the
year before, but serves to support a main thrust of political agency most precisely, which is seminal for
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concept is tested by arts evidence in chapter 5.1.1 Ludic Society magazines, 2006-
2008. The magazine’s methodological approach of associative arts texts instead of
pure analytical texts paves the route for Ludics as emerging discipline. The term’s
etymological root Judus embraces game and play in the sense that Judus’™ translates,
according to Lewis (1994) from Latin as both, game and play. Ludics converges game
and play, to gain a clearer understanding of the involved connections to agency and
materiality. Accordingly, Ludic artwork exemplarily embraces a political dimension
by offering practices of resistance to technological domination and regulation, which

are socially established and practically enabled by a new ubiquitous electronic realm.

The author’s personal arts practice informed all theoretical interventions of this thesis,
but the arts practice shown in the Ludic Society works demonstrate in the opposite
way that interventionist arts in electronic networks can be shaped by theoretical

interventions. This is relevant for the new emerging Ludic societies” of the future.

5.2 Overview of Arts Practice
Contextualising Ludic art works

The Ludic Society (2006-2008) artwork embraces play, technologies and discourse
critique. The art pieces published under the label of the Ludic Society are understood
as experimental setups for testing the hypothesis of play as vehicle of political agency,
when it comes to deal with technologically determined realities and its constituting
things. As such, the Ludic Society pieces cover the range of absurd objects, as
discussed in 4.1 Chindogus as Erotic Toys, and the agency that i1s tnggered by
absurdity of electronic objects and social networks. In this art piece, by inversion of

introduced orders of technology and power structures, the theoretical concepts are

the doctoral thesis.

" Ludus: a play, game, diversion. In gen., a play, game, diversion, pastime: “ad pilam se aut ad talos,
aut ad tessaras conferunt, aut etiam novum sibi aliqguem excogitant in otio ludum,” Cic. de Or. 3, 15,
58: “datur concessu omnium huic aliqui ludus aetati,” id. Cael. 12, 28: “campestris,” id. ib. 3, 11: “nec
lusisse pudet, sed non incidere ludum,” Hor, Ep. 1, 14, 36.— B. In partic.1. Ludi, public games, plays,
spectacles, shows, exhibitions, which were given in honour of the gods, etc. Source: Charlton T. Lewis,
A Latin Dictionary (1879)

7 In this sentence Ludic is wriiten with an upper case letter, because Ludics is coined as term in this
thesis. The term soctety is written in lower case in this instance, in order to address society as social
construct in general, as opposed to Ludic Society as arts project, which will be introduced further on in
the art practice.
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examined for its general viability for agency. Anthropological play as introduced in
chapter 1.0 Anthology of Playfulness, is tested in the first project, discussed under the
Ludic Category I Perceived Agency.

5.2.1 Project 1: Ludic Society, 2006-2008

Classification: Ludic Category I Perceived Agency, Gay Science.

Date/ Collaborators: 2006-2008. Eds. Margarete Jahrmann and Max Moswitzer; 49
international authors, who discuss Ludic theories and Ludic art, both of the author and

others. Pdf-documents of the magazines are enclosed as appendix on the DVD.

Technique: Printed Magazines, black and white and one extra colour on cover, 500-

1500 pieces. 16 - 32 pages.

URL: htip://www ludic-society.net

Exhibitions of this Ludic art piece:

2005 Postmedial Condition, Neue Galerie Graz, Austria.

2006 Salon transmediale, Haus der Kulturen der Welt, Berlin, Germany.

2007 I Love Social Hacking, Plymouth Art Centre, Plymouth, United Kingdom.
2008 Homo Ludens Ludens, Laboral Centro de Arte y Creacion, Gijon, Spain.
2009 Enter Act, Kunstmuseum Aros, Aarhus, Denmark.

Published discussion of this Ludic art piece:

Gronberg, C. and Magnusson, J. (eds.) (2010), ,,Reprint of Ludic Society Magazine,
issue 1.“ In OEL Swedish poetry, -art and philosophy magazine, Stockholm.
Ludovico, A. (ed.) (2008), “Dangerous Games.* In Neural Italy, issue 30, Bari.
Jahrmann, M. (2008), “Ludics. A New Discipline in Games Studies. In FROG.
Future and Reality of Gaming, conference proceedings, Vienna.

Charmante, M. (2007), “Ludic Society Manifesto.” In Sudmann, A. (ed.), Eludamos.
01/01. European Journal for Computer Game Culture, MIT Gamebit lab, Cambridge.
Charmante, M. (2006), “Ludics, a Nascent Art Research.” In Santorineos, M. (ed.),
Gaming Realities: A Challenge for Digilal Culture. Fournos Athens, pp. 253- 259.
Ludic Society, issue #1, 2005. Ludics. New Bachelor Machines, Graz, Madrid.
Ludic Society, 1ssue # 2, 2006. Real Players. Ludic Interfaces, Vienna, Zurich.
Ludic Society, issue # 3, 2007. Tagging the City, Plymouth, Zurich.

Ludic Society, issue # 4, 2007. Metaverse and World3, Zurich, Vienna.

Ludic Society, issue # 5, 2008. Objects of Desire, Bari/Vienna.
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http://www.ludic-society.net

I'he Ttalian art eritic and media theorist Alessandro Ludovico (2008: 2) published a

seminal discussion of the [ udic art project Ludic Socieny (2006-2008) in Newral 2

Q-
The Ludic Society magazine imvolves different cultural sectors and
perspectives of the analyvsis of the real. This magazine 1s a precious
imdependent voice. striking 2 discordant note compared to the suddenh
established academic 'videogames studies'. From the "Pataphy sies 10
the role and potential of the graffiu and 1ag in the videogame. until the
'real game’. or the game playved in the public urban spaces. there's a vasl
and free editonial perspective. It is pointed in different directions but
with a common horizon. and it is framed in a 90s zine lay out. comue
size. using striking black and white contrast. Here the 'game rules’ rise
1o the level of’a vital paradigm. implicitly defining Tudology’ as an

ironic social ]I'L sUIencd

Consequently. be added an imterview with Jahrmann on this art project about
Dangerous Games (2009). published 1n the magazine Newral media art hackrivism
enmisic. issue 30 (Ludovico 2009), The full article is available online from

http: www.neural.ivnnews ludie society magazine ¢.him [Accessed: May 12

2009]. Tsssue 30 was pubfished with a cover featuring the Ludic socicty art pieces

n-uJur-al

Figure 3.1 newral Magazine cover. featuring Ludic art. 2008

I'he cover of the magazine shows an art picce with an absurd interface. This peer-

reviewed publication provides evidence of the public media echo on this absurd piece.
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I'he attention given to the artefacts demonstrate the viability of the thesis of 4.1 |
Chindoguys as Erotic Tovs. The Ludic Societs Chindogus caused public attraction by
the absurdness of electronic artefacts. as published in ncwral (2008). The Ludic

Society magazines were featuring such art pieces. which worked as first media
evidence. published by the artists themselves. The issues were exhibited like artefacts |
I MUSSUMS VIIrnes or sujtcases, as it was the case in the first T udic society

exhibition in Newe Galerie Graz 20051 ~In the display case the Ludic Socien

magazine 1s exhibited next to electronic circuit board objects.”™ (Weibe] 2006: 12) |
I'herefore. the aesthetically appealing magazines with graphical ant direction by Max
Moswitzer became collectors” items. Evidence ot such understanding can be seen in

the lact that the Nalian publisher of newral magazine for Arts and Hucktivism.,
Alessandro Ludovico. decided to add issue three as present to the subscribers of his
internationally distributed magazine. In 2010. a reprint of Ludic Socien issuc 1 1s
published in the Swedish media theory journal O/E. which identifies the Ludic

method developed in the colleciive writmg project of Ludic magazines.

Drawing from Luwdic Soctery magazine excerpts. trom 2006- 2008. the project can be
described by the following: The Ludic Society. as an international association of
currently 45 members. exists 1o provoke an artistic research discipline best addressed
as Ludics. According to Friedrich Nietzsche's dictum of the gay science. it 18

prescribing laughter when talking about serious pames studies. Inspired by

Nietzschean tropes. lived Ludic practice leads to a fully gay science, As an oinvroir
(French: garage) for contingency and imaginative solutions. its methods are whatthe |
French would call Zudigue. which is 1o say play ful. amusing and. by extension. really
rather puzzling. The toundation of an arts research association as arts project test the

hy pothesis of the anthropological play on social hierarchies as introduced in chapter |
1.0 Anthology of Plavfulness. The society was founded as unbloody status plas . as
discussed 1n chapter 1.3 Playfulness in Anthropologies. The affiliation was built

svstematically as an analogue social network structure of peers in a particular ficld of

excellence around play . It was launched in opposition 1o electronic social networks
with a magazine in print. real life mectings. and chapters. The Ludic Socieny magazine |

i1s published as a periodical with articles from intemational authors. on tendencies of |

| Jouissance and play ful interventions in arts and theory. The black and white print in
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[he Ludic art works of the Ludic Socien (2006-2008) consisted ol |

* evidences tested the social status play as

thropological play. as introduced in chapter 1.0 dnrhol

[ udic Society provides evidence for an artwork according to the category of

il 4 major event at 14

“perceived agency | as tesii

dic Socien 2007, A documentation



became active players who tricked surveillance sy stems in a networked social play

) ) o - . . S 11 .
and gained agencey through this activity. is published in the V2 archives online™. The
ims itation to this peer-reviewed arts event demonstrated that the status play of the
[Ludic Society project was successful in the sense of gained ageney. It prooted that
audiences follow the invitation to a social status play. but start to guestion it after a

critical arts intervention. The press text of DEAF (2007:1) argues

Lisuallv tor members only. on this night any one can gamble for

membership through a tageing play moving from the city into the

transient zone of Rotterdam's harbour. SMS ‘play tag!

['he Societs launched club evenings at this major media and game arts events with
performance lectures in selected games studies circles. The Ludic Society as arts
project was considered as ironic commentary on existing social power structures in
academia and arts. In a strategic derive from the practices of networking. the
participants of the project borrowed from introduced practices of personal networking
and social engineering. By establishing a peer group via the vehicles of public
attention in conferences and scientific magazines in an emerging field. the Ludic
Society club regulations asked for the development and application ot playvtul texts. In
that sense. the Ludic Society magazines can be seen as proof of evidence of the
success of the theornies discussed in 1.3 Plavfulness in Anthropologies. Most members
relished the invitation 1o associative creative writing with metaphors inspired by the
idea of a gav science by Nictzsche (1882). Addmionally. principals ot role-playing
were adapted with pleasure by many ot the providing authors. who mvented
numerous Alter Egos and Fake identites, as discussed i chapter 4.2 Evidences of
Paolitical Role Play in Art Activism. The Ludic Sociery magazine suggesied a solution
of creative writing in theory as conceptual collectively written ant piece. Asa
conseguence the mainhh well established writers felt free to play with actual strains of
discourse rooted in hacking arts and social critique. which appeared in the Ludic

Socien magazine. displayed m conceptual colours of a “perceived agency™. ina

 Special guest curators. arfisis and theorists who have developed unigue positions in art and culare
are invited o create their own a la Carte "Evening of ...7. as a platform w 2xpose, showease and
question today s state of Unsiable media. Compare the peer-rey tew ed documentanion anline

NP W W 2 il Ecents the-gvanimny-oi-the-ludic- soc et |ALI|.-'-.“\t'd June 3. 2010]
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3.2.2 Project 2: Pong Dress, 20006

C'lassification
Date/ Collaborators: 2006-

lechmigue: Liccl e Black

LRL

Exhibitions of this Ludic art _E'-R'u'
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5.2.3 Project 3: Plymouth Play, 2007
Classification: Ludic Category | Perceived dgency. Urban Game. RFID Judycs C
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Day for Ist Life Game Figures

Date/ Collaborators: 2007. Max Moswitzer. Duncan Shingleton,

Technique: Radio Frequency Identification Tags. custom designed circun boards.

RFID syringe kits. java-application for Googlemaps. Plymouth Thunderbird Cars.

URL: hup: " www.ludic-sociely .net tagged

Exhibitions of this Ludic art piece:
2007 I Love Social Hacking. Plymouth Art Centre. Plymouth. United Kingdom.

2007 Drake Circus Shopping Mall. Plymouth. United Kingdom
| Published discussion of this Ludic art piecg: -

Kurator.org (eds.). (2007). / Love Social Hacking. DV, kurator. Ply mouth,

DEAF Festival (ed.). (2007). Evening of the Ludic Sociery. Festival Fiver DEAF (7,
\'2 lab. Rotterdam. pp. 2-6. |
Dreher. 1. (2009). Summeltipp 2: Spiele im Stadrrawm. Teil 4. Online available under

asl unt-muenchen.Jde .'_1_.5'_»._ i_l_l'_'_j"_‘-.:_::".":k: J |31L'L'li"§"~t,'d'. November 1. :“Iiﬂl |

Entries as hup: eswikipedia.org wiki | udic Sociens |Accessed: November 1. 2010]

The Ludic art work Plymouth Play (2007) made use of popular culture elements. as
introduced in the theoretical concepts of chapter 4.2.1 The Joyv of Plavtare in Neoism
and Punk. The piece consisted of an electronic tagging and an implant session. a
Googlemaps Game and a performance with a sport scar. mamed Plymouth. The project

mission text of the Ludic Sociery (2007) reads as tollows:

Ihis Tagged City Play for Real Plavers in Real Cities uses a Plvmouth
|ear] for the Plymouth Play. A local shop serves as a pit stop/workshop
location: Being Tagged! Tagging! To tag the city. real world objects.
subjectively chosen things. are tagged with working but useless RFID-
Tags. so called ZeroNull Tags. To achieve that. Real Plavers get a
flexible tool-kit suitcase. containing spray cans. stencils. stickers.

which are part of each Real Plaver's inventory. Each Real Plaver is |
personally tagged by a RFID implant. to generate an individual street

art graph. displayved over a satellite online map. The goal is to find and
overwrite tags with zero information. A specially designed toy gadget

snifts and alters the state of RFTD-Tags. the ether refreshing electronic ‘
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: Figure 5.5 Plymowh Play. Online Interface. map of RFID implants. 2007.

5.2.3.1 Reflections upon Project 3

In the ant piece Plymowth Play (2007). the participating player and the performing
artist perceived the humiliating process of having no control over permitting online
data via electronic objects. which emitted waves. In order to participate and play the
urban game. the individual experienced the absurdity of being put on the same level
as a semi-sy nthetic play object. as theoretieally discussed in chapter 2.3.3 Semi-
Svathetic Play. After becoming a numbered and filed entity. critical questions can be
posed by the participants. which the media coverage demonstrates (Guardian 2007,
kurator DVD) as mentioned above in the framed description of the artwork. All
interpretation is completely lefl to the media: media coverage was used as method. as

well as workshops at the Plvmouth Art Centre. which is documented online™. In the

™ Ludic workshop. Wednesday 21-24 March 2007, from 10.00 daily Plymouth At Centre. (for 10
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individual by technologies. which are applied 10 the body in a very direet way. when
watching this provocative act of public harm of the private sphere. The experiences.
which plavers and artists achieved in equal measure. as it was reported through
interviews published on the Social Hacking DN'D (hurator 2007), revealed the fact
that the theoretical concept of semi-marerial plen' became perceivable in this work. It
caused public awareness for hy brid technologies as invaders of privacy. even of the

most intimate space of the body.

In the case of the Plvmowh Plan (200)7), the concept of affordances embraced the new
media field. as it was introduced with the term play affordances in 2.0 Technolog
Vateriality and Affordances of Play. The implant of an electronic tag as crucial
element of the artwork exemplified claims to transcend materiality and subject-object
relation. who was demonstrated through the above mentioned public workshops
(Social Hacking at Plvmouth Art Centre. March 2007), Through the method of
workshops as empiric observation of user behay iour. which showed that user only
move within a certain range of private knowledge (Jahrmann 2007). the specific
contemporary appearance of a technology ol electronic tagging oflered a chance 10
make transparent the hy bnd worlds of semi-matenial play between electronic ohjects

and the subject’s virtualisation.

The work. by means of such effects of ageney on the player. substanually represents
the necessary emergence of the next Ludic categony of Conceived Agency, The Ludic
Category 11 Concelved Agency is best exemplified by examples of Urban Playvs under
the label Ludic Society. Being part of a conceived intervention through =lectronic
artefacts. as introdaced in chapter 2.1 Factial Play Objecis in Public. Privare and
Hvhrid Play enables plavers to discover the invisible network and sunveillance
dimension of common objects in urban space. by play fully opening their black boxes
and reaching the mystery hidden in the tools of our dailv life. Obsen ations of the
relation of the object and the play er desire in urban play. are published in a conference
paper named Ohjects of Desire by Jahrmann (2008) in the Homo Ludens Ludens
book. which accompanied the exhibition in Laboral. Gijon in 2008. as described in the

following case study.
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5.2.4 Project 4: Objects of Desire, 2008

Classification: Ludic Caregory I1 Conceived Agency. irban Game. exhibition game !

Date/ Collaborators: 2008, Rene Bager. Max Moswitzer. Gordan Savicie. Simon

Blihlmann.

Technique: Nintendo game consoles. cartridges. custom designed Radio Frequeney
Identitication readers. printed circult boards. electronic elements. tagged and spraved

play boxes. floor paintings. six WIFI hubs.

URL: hitp: "www. ludic-society .net desire

Exhibitions of this Ludic art piece:
2008 Commissioned work for Homo | udens [udens. Laboral Centro de Arte s

(‘reacion Industrial. Gijon. Spain.

' Published discussion of this Ludic a?p.iu'u'
Jlahrmann. M. (2009). Ohjects of Desire. In Homo Ludens Ludens. Laboral. Gijon.
pp. 348-332 |
Debhatiyv. R (2008). Haomo Ludens Ludens — Desive. In swe make money not art. Blog.
Available from: htp:‘'www.we-make-money-not-art.com ‘archives 2008 03 -i-lived-

the-uncanny.php |Accessed: February 12, 2010]

[he Ludic artwork Ohjects of Desire (2008) most radicallv tested the use of game
consoles m accordance with. and in certain moments 1n opposition to. the category of
private play. which was introduced as theoretical concept in chapter 2.3.1 ‘
Anthropomaorphosis through Smartifacts. The reception of the artwork by the users
was directiy opened to public discussion through a presentation at the games theors
contercnce Homo Ludens Ludens (2008) at the University of Gijon. The discussion
published in the conference book deals with the conceived realities of hybrid phy sical
interfaces from eversday gadgetry. on which the artwork built. The _Ilinx quality of |
hybrid reality play™ (Jahrmann 2008). as discussed in chapter 2.0 on affordances.
corresponds to the arts practice. which the public reception of the artwork confirmed. ‘
These artefacts express their desires. One of the Interfaces was printed as cover 10 the

Laboral program 2008.

.‘L—
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crossed the exhibition architecture and ignored local physical borders. Play-boxes

d with RFID chips emitted commandos for plavers. 1 read with the firmware

dit
flashed and circunt bent game console reader. the object’s desire was displaved on the
console’s screen. In general. each individual participating in the exhibition game was
guided by the desires of an object. Technically the exhibition game transferred an
urban topography of electronic access points into a limited controllable space. The
assemblage of game art works in the exhibition was transtormed back into play
material for an overall game. This absurd backlash of using game art works as objects
of a aame I'his Ludic art [‘jiﬁl..'\.‘ IPP‘ILL]. the PTiltLiplL“_* t.‘f.‘_-"f'h“. affordances. as
discussed theoretically in examples of objects of everyvday life in chapter 2.3.2 Agency

through Ludic Interfaces. It imtroduced a concerved agencey dimension into the

exhibition system of arts in muscums.

LEVEL 1: ALL-NEW URBAN PLAY
L5 8 "

Figure 5.7 Objects of Desire. urban and exhibiion game. 2008

5.2.4.1 Reflections upon Project 4
The online reviews of this Ludic art piece demonstrates that the concept of
fetishisation could be tested as dimension of electronic play objects of contemporan

everyday life. as discussed in chapter 2.5.1 Awhropomorphosis through Smartifacts

With the technological impact used in a creative way. objects express their own
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5.2.5 Project 5: TovGenoSonic, 2009
- S — S S -~ |

Classification: Ludic Category I Conceived Agency. Urban Game. invisible cit

Date/ Collaborators: 2009, Phillip I ammer. Gordan Savigic

Technique: C-Code Audio software tor NDS. Curved Viny | shield. map print

& < v i { r -~ | )
do . ) LTSI IO CHIC L) \ dd L

URL: htip: "www. ludic.priv.attoy genoson

m“ “1._”“& E‘.“L' art [);CE’ o o B o ——— _
2009 Enter Act. Kunstmuseum Aros. Aarhus. Denmark
009 17den Jueeos. NTA Alta Techno ogia Andina ma. Per
201t yled o rex. Ovalhalle MuQua Museun Nodei At Vien \usiria

CTIN { ‘| iTer I'xl stmuseum Aros. Aarhus. pp. 86-93

Dragona. D. (2009). Curarorial Statement. | ieotyegos Tales of Play. ATA Alta
_.;' ologis \ ndi M4, P :- =

lahrmann. N1 (20094, Meramarphos (omniempon Flectronic ol
Colt ' ( tive Emere ey. MUMOK Vienna. Viennd. pp 23-27
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ariented relational 3 850 § () lound in plav practice

lovGenoSonic helps to transter moving patterns of plavers and unigue numbers of
objects of the Internet of Things into a critical aesthetic experience. The map as
constituting element of the installation represents the electronic and logic topography
of conceived conceptual space in evernday life. Electronic elements culminate ina
sound pattern. performed by each player. which integrates the collective audience as
active producer of the work. Players were featured as producers in a remake of the
work. dl the Coded culture exhibition 2010 in Vienna. The Austrian 'V broadcasting
reported about the social dimension of the play in Newron (ORF1).

I'his Ludic art piece tested play affordances of the technological matenality of the
invisible electronic topography of urban space. as described in chapter 2.0

Lechnology. Mareriality and Atfordances of Play. The piece Toy GenoSonic stems
from poetic coneepts about an invisible city. which opens up new ways of social
interaction. Technically. it puts emphasis on a metamorphosis of contemporary
electronic toy s and umgue wdentification codes attmbuted to objects and subjects into a |
new second nature of social life. Radio Frequency identification numbers of |
commuodities were treated as a sort of Genotyvpe to generate sounds. By interacton of
all its constituting elements of play and technical data. sound was expressed as its
Phenotype, In the exhibition. players scan tags. which are mounted on a semi-
transparent curved map. which looks like a front shield of a huge car. It serves as
installation artetact and as kevboard. because with each scan of an electronic tag.

sound and visuals are ssimultaneously generated. Such a neo-psycho-geographic map
was designed with graphical elements of circuit board blueprints of the artisan styled

clectromagnetic antennas. morphed with monitored urban pathways of players. which

were understood and presented as Ludic strategy of intervention in public space.

As a consequence. a heightened awareness about the evervday electronic topography
of the city and its social dimension of control was achieved. By means of an artistic

representation of the invisible topography layered over the existing visible city. plus
the additional layer of social interaction represented on the map. the new ubiquitous

dimension of social networking was made clear. A side effect of political
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educational l'ormat ¢nabled the author to test DIY atmudes cvolving around the

Smartitacts ot evervday lite, as detailed in chapter 2.1.1 Inrroducing Smurt
\f 1o 1t onened un the possibilities 1or chas f 1the alactrom hiects ag
fudle i ibopened up e possiniuliies 10r caange e clecironic ubjecis d

expressed in the following evidence. The following art piece tested the concept of

persuasion through the artifice and loetcal stringency of [“:.E}J\Jl abecls, according I
> i ¥oulipi ITi .3 e G DS Jroutpiy [eppe L
chapter 3.1 Evidences of Playv Palitics. Historie Ludic Interfaces and meal poliiics

5.2.6 Project 6: Ludic Wheel, 2007

Classification: Ludic Cateaory 1 Conceived Agencir. Ludic Interface

Date/ Collaborators: 2006, Gordan Savicie. Inoc Vienna. Max Moswiizer

Technique: 11and ciched clectronic printed circuit board. Atmega8 microcontroller.

33Volt maxRR7 voliave

wireless commumication. grey-scale encoder. and 140 steel balls.

'URL: hup: www ludie priv.at ludiewheel

" Exhibitions of this Ludic art piece:
2006 Device Arr. Conteiner Gallery. Zagreb. Croatia
2006 Perauntas sobre Arte. Consciencia ¢ Tecnologia, SESC. Sao Paulo. Brazil
2007 Game T orlds. maugural exhibmion Laboral. (ijon. Spain.
2008 Dada Machinima, Planet Art. Amsterdam. Netherlands

2009 Goghor Festival. Enschede. Netherlands

ator. 3-axis XY /Z micre machine aceelerator. Y600Baud

" Published discussions of this Ludic art piece:
Jahrmann. M. (2008). Morales du Jowjou. In Roy Ascot (ed.). Technoetic 4ris. 4
Journal of Speculative Research. vol. 62, Intellect Books. Bristol. pp. 149-162
Jahrmann. M. (2008). The Ludic \lono Bheel as Paraphvsical Plav and
Snowbalfmachie. In Piruender. G. (ed. ). Schnee bis zur Neige The Svmposium for
the Leap Year. Snowball Association and Ecole Cantonale d”Art du Valais. Chateau

Mercier. Sierre. pp. 28-34.

The Ludic Wheel s (2007) shape can be identified as reference to the historic

combinatory wheels. as shown in chapter 3.1 Evidences of Play Polirics. With the
wheel in public forums. the seducing quality of a technological artefact was tested
I.ive demonstrations of the Ludic Wheel's functions. which are the control of am

software and navigation through virtual 3D spaces. 1t's technological quality as
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limitations of one-directions

IECNNologl

Figure 3.11 Ludic Wheel. New Bachelor Machine Poster 2007

5.2.6.1 Reflections upon Project 6

he Ludic Wheel as absurd object demonstrated through the empiric method of panel
discussions that the poetic use ol absurd electronic objects can function as a
counterstrategy to given discrete conditions m technologically determined societies
Applicd uselessness was introduced exemplarily by this Ludic art piece as category of

Conceived Agency, Paradoxically the object’s futiliny emereed with its growing

degree of technological artifice. which can be read as evidence for Chindogu. The
effect of agency 1 social discourse 1s achieved by a surplus of unnecessary
technological features. driven to the extent of ludicrous interactions. as performed live
on stage. Under conditions of Conceived Agency the object exemplifies strategies of
thing politics. as disecussed in chapter 3.2 Mareriality of Play Politics. Such kind of

arts practice is intended 1o overcome the dictate of technologies™ professionalism in

the temporary autonomous zone (Beyv 1991) of a live performance stage. The positive




audience feedback 1o the Ludic wheel performance was published in the ..Snowball-
Machine 29th February 20008 svmposium in Sierre. in the catalogue edited ba
Georges Pfriindner ( Ptriindner 2008). The performance presented the Ludic Wheel as

toy against a dictate of efficacy in technologies.

Correspondingly. the concept of (hindogu was applied in the development of the arts

research piece Godpe Chindogus. These works apply the idea of free playv (Derrida

1978). and the related concept of social hierarchies as introduced in chapter 1.3

Plaviulness in Anthropologies. The following case studv describes an art piece that |
tested art production in a science research lab as anthropological play. Its evidence in

the following art picce introduces the Ludic Category 111 Lived Agency |

5.2.7 Project 7: GoApe Chindogus, 2006

Classification: Ludic Category I Lived Agency. artist in labs experiment.

Date/ Collaborators: 2006. Arntificial Intelligence Lab. ailab University Zurich. Max

Moswitzer. Daniel Bisig. Jonas Bosch

Technique: 3D game engime. Simulation software. Printed circuit boards. electronic

elements. LEDs. black’ blue circuit board matenial. copper’ tin-plated circuit boards

_ Exhibitions of this Ludic art piece

URL: http: /"www ludic-society net play ‘'objects.php

2008 Posimedial Condition. Neuwe Galerie Graz. Austria.
2005 Processes of Inguiry. Kultur- und Kongresszentrum 1 uzern. Switzerland.
2006 Posmiedial Condition. Arco Electronico. Centro Conde Dugue. Madnid. Spain.

2006 transmediale. Haus der Kulturen der Welt. Berlin. Germany.

Published discussions of this Ludic art piece:

Daniel B.. Basch. 1. (2005). Godpe: an Interactive Multi-Agent Simulation Tool for
Art and Science. Cognition, Brain, Behaviour. Special 1ssue on Studying
Communication in Animals. Romanian Association for Cognitive Science. p 573-382.
Daniel B.. Bosch. 1. (2003). GoAdpe: an Interactive Multi-Agent Simulation Tool for
Art and Science. In Rusu A. S. (Ed.). Studying Communication in Animals. ASCR
Press. 143-151

Bosch. J. (2003) Design and Implementation of a Scriptable Agent-Based

Vultiplatform Simulation Engine. Diploma Thesis. University of Zurich. Artificial
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have a clear identity any more. When we have these abstractions may T

be we can recognise pattern that we may not see otherwise.

This work was made possible through a grant awarded to the author by the Swiss
artists-in-labs programme in 2005. The project produced in this period dealt with a
simulation of a primate society of Macacus apes compared to social rules of
dominance and hierarchy in open source societies. In the anificial intelligence lab of
the University of Zurich. studies of Macacus Ape societies served as model for
simulations of social intelligence. Inspired by such concepts in the sciences. the
project GoApe was planned as strategic Ludic intervention into social systems of
scientific communities by an artists-in- labs experiment. The scientific survey of an
ape population became the general inspiration for the project called GoApe. It
consisted of a modular engine based on embedded neural networks and exemplary
cognitive science features. The simulation aimed for at least four forms of interaction:
modifications of the source code of the open source core engine. modifications and
additions of python scripts which wrap the core engines functionality. modifications
of all simulation parameters through a graphical user interface. and a interface
hardware kit to affect any simulation parameter. This diversity of modification and
interaction possibilides was designed in order to overcome the socially predefined
roles of programmers. scientists. artists. and play ers in the development and usage of
a research platform. A semi-structured approach for analy sis was chosen to combine
mnterests. the aesthetically driven idea. and the interest of scientists in measurable
results in social interaction. The game-like 3 D simulation of a social system with
autonomous agents as sofiware stood in exchange with a ..zoo™ of connected hardware
(the artefacts and robots produced in the artificial intelligence lab Zurich) that was
addressed by the software. As test version. adequate fort he arts context a series of
artisan hardware objects were developed by the artists Jahrmann and Moswitzer
(2004-2003). The artists named these aesthetic objects GoApe Chindogus (2004). In
an experimental setup. the hardware antefacts were connected to the simulation
software. developed by Binsch and Bisig (2004). which included artificial
intelligence elements and a model for social interaction. GoApe as combinator
intertace of simulation and absurd objects -in the sense that these technalogical things

had no proper function in the research lab - was meant as plavtul way to produce a
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Unreal Tournament. In this modified version the visuals as well as the
bot behaviour was completely reworhed. Another important source of
imspiration is the Dom-World system invented by Charlotte Ilemelrijk
and extended by Jan Wantia. This system simulates the emergence of
hicrarchical structures in primate societies. In the period of time. which
was funded by the "Artists in Labs” imitiative. the conceptual basis of
the project was defined and an early software prototype developed. The
initial project 1cam consisted of Daniel Bisig. Jonas Bosch. Margarete
Jahrmann and Max Moswitzer. Throughout this initial project period
the number of people contributing to the project has steadily mereased
and currently mvolves scientists from Biology. Psychology. Etholology
and Developmental Robotics. artists from New Media and Industrial

Design.

The double request of exploration and representation pros ided the necessity for
creating interfaces as aesthetic play objects. which were not required to be useful n
the sense of productivity but inspired by the idea of a ..material intelligence™ which
was frequentls communicated in the ailab in 20042005, In this way the concept of
play tul materiality. as introduced in chapter 2.0 Technology. Materiality and
Affordances ot Play was practically prepared by the art piece. These electronic
artefacts were only considered to correspond as expression of an artist-in-lab
experiment. to a situation of control and dominance of discourse structures. altering
between art and science. This experience led to the foundation of the | udic Society as
arts project. described in 5.2.1 Project 1. Ludic Society. 2006-2008. As outcome of
the observations. a diploma student (Bosch 2003) and a doctoral candidate (Tto 20035)
of the ailab and ETH Zurich artificial intelligence 1ab™ tested a synopsis of seientific
agency potenuals related to the art work. The artificial intelligence rescarchers
Bénsch (2003) and Bisig (20035) discussed The Ludic art piece GoApe as vehicle for
social intervention into svstems of power. The artistic play experiment is defined as
social experiment. in stark contrast to the understanding of an experiment in natural

™ Tsuy oshi Tto (2005). Integration einer Benutzerschnitstelle und Frwicklung cines Spieles in
GOACORE. Diploma Thesis. University of Zurich. . Artificial Imelligence lab ETH Zurich. Basch
Jomas {20035 ) Design and Implementation of a Scriptable Agent-Based Multiplatform Simulation
Engine. Diploma Thesis. University of Zurich. Arntificial Intelligence lab.

160)


file:///ersion
file:///isuals

agency througl ¢ fntertace through the a rh is ple

discussed 1n ¢l 231 nroneety | ¢ Intert

COnscyuen transterred 1IN0 exhibIion spaces | Neue Gale

given an account of the use of aesthet designed electronic objects as cataly st tor

¥ ¥ |
11 FES Wl =TS
S SOCHO-POTT

ith d

'-.'i.|"‘:..41k'\..! nihe tollowl

5.2.8 Project 8: Nybble-engine-toolZ, 2004

Classification: 1_udic Categony I Lived Agency. game modification

Date/ Collaboratars tterdam. Fyvo VO
T 1T Dal 3
I I Podh sl

ser sintered c"i“,:‘x S, Stvrotoam exh tton architecture. ¢c—code

lournament Game |

URL: hitp: www.climax.at

" Exhibitions of this Ludic art piece

2003 Veradura. N Dutch Flectronic Arts Festival. Las Palmas. Rotterdam.

=5 “ YT T 1 ’ 1
2003 DEAT Emerenie Artists. Mama

2003 Interactive Arts Exhibiri

2004 Sofrware arts envard trensmediale. Haus der Kulturen d. Welt.

Published discussions of this Ludic art pi_ccc'
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vas first installed at the exhibion Meradara at the Dutch

Imas exhibition space. SIm ultan eousiN. g

console with the work was exhibited in the gallers Auma in the centre of Rotterdam

[ he simultancous exhibition of the work on two sites built on the works network
abilities. which connecred visitors of both sites. As total conversion of a game engine

- both in meaning (anti-war shooter) and in technologies (networked 1.inux
commandos in a game engine) was developed during a residency at V2 lab
Rotterdam in 2003. Each step of the experiment with a game engine was peer

reviewed by Anne Nighten as director of the V2 lab residency programme. The

expeniment informed the chapter 3.0 The Politics of Miav. How pracrices of pla

mnform potential revolurions. The invasion of Trag by United States military forces

was the syvstemic frame tor this play polities intervention, According w the referees
] j =

press text (DFAF catalogue 20035: 2) the piece illustrates how content. as the activist

mail-out of a protest mail against war .can be fully integrated in a play ful experience

5.2.8.1 Reflections upon Project 8

I'his Ludic prece ol art. which was informed by conceptual approaches and actrvism.

can be considered key to further theoretical and practical interventions about play as

s

ili

method of political agency. in a genre that is called game arts 1oday. Evidence for
impact has been recognised through the award of the software arts transmediule 2004
and Prix Ars Flectronica distinetion in interactive arts in 2003, The work combined
proprictary and non-proprietary software as a statement on the critical ownership
situation of software based arts and industries. It applied p p L.~ fulness as tool for

.

intervention into lived realties and even anticipated tl

not vet fulfilied requirements
of activist art as joytul intervention.

As Lived Ludic Agency the modification of a shooter game engine (Uinreal
Tournament) helped to create a completely ditte
engime. which tested systemic conditions of play through the method of arts
installations at major media events. both in terms of aesthetics and content. On a

svmbolic level of playing. the piece tested a viable setup for lived agency in numerous

worlds. those of arts and exhibitions and those of networked online eames and real
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5.2.9 Project 9: Sema Dress. 2009

Technigue: One colour all over-print on linen and silk. mobile phone software. Java

appheation tor MIDP 1.0 and Free Android 1.5 App "OR Fashion'

URL: hitp:'www_ludic-society.nel sema

Exhibitions of this Ludic art piece
2009 ddcryy off. NLMK Netherlands Media Institute. Amsterdam. Netherlands

2009 [-machine. FEdith-Russ Haus. Oldenburg. Germany

2009 e-mabile arts. State museum. Biennial Thessalonica. Greece.

Published discussions of this Ludic art piece:

Felderer. B, (2009), ~Intelheente Kleidung. Entschuldigung lhr

Presse. 18th August, Wien. pp.18-19

Weils, M. (2009), Kunsrjaln 2009, Kunstve

Weild. ! 1 Dress™. In Annsiz

Himmelshach. S. ted.). (2009). [-ntachine. |

(S | 1 i . e i
1ith-Russ [aus. Oldenbure. (rermam

lahrmann. M. (2009}, = The Third Woman Costume and Performance.” 1n ¢e-mobhile

I - [ i | A, L) L ] e AR
wrr Biennale2. |'hessalonica, Krakow. pp.76-%5.

- M . 1 1 1 Ka M -

i oy \ e 1meT snal codes s > 4 yi Lt BTVEe 3 AL -
The graphical two-dimensional codes named Sema codes™ (1994) serve as basis [or

this fashion design. The eraphical patterns are visnal 2D codes. wh

by particular software on mobile phones. In the case of Sema Dress (2009) each code

contains a cerntain {ractal image. The project website Sema Dresy (2009) clarms

I'he QR-nyvmphet ¢ fashion 2.0. quick-read-code camoutlage

1 . _' il SR . | {EI——" N ot AL
collection the naked CITy —\vaveur survetllance! A ~1[IL1-.1|.;_\

transparent dress: hold your phone over patterns of cloth - and see the
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5.2.9.1 Reflections upon Project 9

The Urban camouflage dress introduces particular Sema code-fashion-patterns as
urban dress code, which makes the wearer invisible for digital eyes. The fashion piece
conceptually aims to trickster mobile phones and surveillance cameras. Popular
cultures of design, particularly of fashion design, are tested in this piece as vehicles
for the evolvement of intervention. It gives evidence to the hypothesis of joyful
political intervention through creatively changed technologies, as introduced in the

chapter 4.0 Playsure Politics.

This practical work tests the concept of play affordances, as introduced in chapter 2.0
Technology Materiality and Affordances of Play. 1t draws on the concept of
‘affordances’ in design studies and the peculiar materiality of technological objects
affordances (Miller 1998) onto critical play principals in the Lived Agency found in an
urban performance. The public reception of this work in the Austrian quality
newspaper Die Presse (18th August 2009: 18-19) reported on users, who were
seduced to take photos, because they recognised code-patterns on the performer. The
coverage of this piece as ,fashion* was intended as method in order to achieve public
attention and feedback in media, in order to test the concept of Minor Media
Intervention, as introduced in chapier 4.2.2 Public Intellectuals and Minor Media
Operators in Web2.0. Published as fashion piece, this work of art suggests é popular
culture vehicle, fashion, to transport a subversive use of an existing common

technology of everyday life by the act of wearing the technology ironically.

In each of the previous case studies new solutions are suggested for interventions into
everyday life. The above discussed evidence shows that it is useful to synthesize '
agency potentials according to categories, which refer to concepts of play and agency,
as introduced in the line of the previous chapters. By such evidence the concept of
Lﬁdics is identified as a relevant pracﬁcal.research outcome of this thesis, which is
synthesised from the analysis of art work, providing the largest set of significant
clusters of play aspects for a contemporary politically active life. As the case studies
demonstrated, Ludics is theoretically grounded, but experienced and realised

practically by pleasure and enjoyment as strategy. Ludic arts as interventionist
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practice Ludics as an emerging practice based method of arts research.
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6.0 Summary and Conclusion

The emergence of Ludics as methodological intervention

This summary and conclusion proposes to treat the issue of agency as unavoidable
category of play through references to the methodologies, theories and practice of
play and arts, as elaborated in this dissertation. The theory chapters one to four, 1.0
Anthology of Playfulness to 4.0 Playsure Politics, posed as leading research question
how far playful interventions can result in agency. The arts practice of the author in
chapter five, 5.0 Ludic Practice, demonstrated the relation of playfulness to
technological artefacts and activist arts, which resulted in the emergence of Ludics as
arts research method. This final chapter will reflect on the Ludic method, which
emerged as synthesis of practice and theory.,

6.0.1 The contextualisation of Ludic theories and arts practice

This surnmary synthesises arts research and theories of agency and play. According to
the last chapter’s evidence Ludic art works, apply playfulness as principal to critically
question technologies and their implications of domination and power. It offers an
overview on the analysis of Ludic interventions as performance works, which
embraces principals of role-play and modification of technologies in arts in order to
subvert the social dimensions of technological ubiquity and surveillance. Mantled in
arts, fashion design and pubiic play, public interventions in theories and practice
provoke responses in contemporary discourses and arts. The observations of the use
of everyday technologies and the critical discussion of these observations through
practical experiments in arts pieces, which test the various hypothesises of the thesis,
are understood as suggestions towards an emerging method of research and agency
through play. The practical strategies of play result in the user’s interaction,
stimulated by electronic artefacts. The purpose of the aﬁalysis of evidences of the use
of technologies in everyday life and of selected exemplary art works, throughout all
chapters, was to understand their methodological concepts. Its political effects were
social interventions and to make technologies transparent as professionally conceived
materiality constituents of a capitalist design of society. Different aspects and
methods of play and intervention were discussed according to the following

trajectory, towards the emergence of a consistent Ludic method.
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Chapter 1.0 Anthology of Playfulness introduced the concepts of games and play in
relation to technologies, social efficacy and political agency. The inquiry of concepts
of game and play in chapter 1.0 Anthology of Playfulness Yed to a deeper
understanding of the necessity of an anthropological angle on the phenomenon of play
as factor of social status and means of intervention in technologies. In its emphasis on
the analysis of an anthropological view on playfulness as practice to generate social
status, this chapter pointed out the emerging focus on agency in social play with
technologies. This chapter synthesised the qualitative analysis of culturally
established techniques of intervention in play with the knowledge about Ludic art
works in the contemporary field of electronic social media networks. The analysis of
chapter one also revealed a lack of study of the technological play object in the

contemporary discourse of playfulness, in particular in games studies.

Chapter 2.0 Technology, Materiality and Affordances of Play introduced a new
understanding of materiality in relation to electronic artefacts and play. It started from
an analysis of the concept of affordances in relation to play. The contextualisation of
arts practices and creative forms of playful interaction with electronic artefacts in
everyday life were understood from this angle through evidences from every day life
technologies. The synthesis of evidences and theoretical understanding of particular
aspects of technological materiality led to the identification of play in social media
networks as emerging form of subversive subtle resistance. On top of the analysis of
evidences of artefacts of every day life, the convergence of the theories and practice
prepared the grounding for methods of agency through play. This chapter has been
based upon the apparent affordances of technological matenality, that engages with an
increasingly radicalised importance of play, and of playfulness, as a cultural

phenomenon in the entire digital culture.

The suggestion of a new category of play affordances in chapter two stood in response
to the increasing requirements of play as established by consumer technologies. The
particular perspective of case studies on enjoyment of play with technologies and its
exploitation in seductive economic strategies, led to a more in-depth questioning of
the impact of play affordances, and technological matenality, on the player’s

consciousness in relation to the material conditions of ubiquitous technologies.
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Evidences of everyday life in chapter 2.1 Factual Play Objects in Public, Private and
Hybrid Play identified the increasing anthropomorphisation of the technological
object. This analysis exposed the appearance of industries and their Smartifacts in
opposition to a rising, technologically informed, play culture in everyday life, where
arts evidence offers solutions. The arts evidence of other artists in social media
networks addressed the question of an unavoidable play affordance in technological
materiality. Hybrid artefacts increasingly emerge in the interface culture of ubiquitous
computing and social networks, as elaborated in chapter 2.3.1 Anthropomorphosis

through Smartifacts, located between symbolic object and technological toy.

Chapter 3.0 The Politics of Play examined in historicat examples of arts, poetics and
play with Ludic objects how the efficacy of play was achieved in technologies. In
chapter 3.1 Evidences of Play Politics observations of the creative use of proto-
computational devices identified play with technologies as tactical means for poetics
and politics. An exemplary survey of practices in the history of technology, such as
the use of proto-computational devices was woven together with the reflection on the
theoretical concepts of thing politics in relation to artefacis. The discussion
culminated in a focal point on politics, real politics and piay. The investigation of case
studies of political activism included examples since the advent of ‘Thinking Wheels’
in the time of Raimundus Lullus, and its reverberation in playful arts societies in the
Baroque period until the beginning of mechanisation. This analysis involved radical
mgthods of role-playing as means for political intervention, driven by the enjoyment
of technologies and agency. This chapter discussed the theoretical dimensions of
tactical Jouissance, as method for political intervention. By drawing on evidences
from art-practice, as Ludic Interfaces, particular aspects of play in real politics and
agency led to a new methodological focus on the political dimension in play.

The artefacts presented in chapter 4.0 Playsure Politics built on the attraction of
futility and irony as agency dimensions. The objects discussed in 4.1 Chindogus as
Erotic Toys consist of a series of absurd technological things, which radically express
resistance to paradigms of functionality in opposition 1o the professional dogma of
usefulness as a requirement of object design. Correspondingly, chapter 4.2 Evidences

of Political Role Play in Art Activism analysed contemporary activist arts and historic
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references. The analysis of political theories in relation to object theories detected the
common ignorance towards the crucial concept of Jouissance as form of political
awareness. By revealing evidence of the mutual attractions between technological
objects and players, this chapter demonstrated how political agency, play, and
pleasure are inextricably related. As an answer to the lack of understanding of
Jouissance, the critical interrogation of contemporary cultural concepts of fetishism in
relation to machines provided a model for new forms of agency. This form was
subsumed under the chapter’s theoretical coinage of Playsure Politics. The suggested
form of agency built on practices of activist play with the contemporary objects of
surveillance technologies. Tt revealed the issues of agency in play through the
observation of the use of Ludic Interfaces as political artefacts. In contrast to the
common understanding of Ludic Interfaces’® as being produced for the art world, new
perspectives on art practice as inherently political dimension were unravelled. As
elaborated in this chapter, Ludics as emerging form of art agency draws on the
convergence of the concept of Jouissance with activist arts. This supports an emerging

understanding of Ludics in the following practice chapter.

Chapter 5.0 Ludic Practice exptored the author’s own practice in relation to play with
technologies as method of arts, research and activism. Drawing from the previous
chapters’ conceptual interventions, play has been identified in Ludic art practice as
main strategy of investigation and agency in technologically determined societies.
The nine case studies of artworks by_the author demonstrated distinct forms of
perceived, conceived and lived agency in order to offer different grades of
intervention to contemporary technologically enhanced society. The case studies were
designed to determine the effect of the dialogue between theoretical practice and
practical theory through juxtaposing text segments of reflection and the description of
the arts practice. These case studies can be seen as mutually informed by theories and
arts, where certain methods of intervention in theory and practice have emerged,
based on politically conscious and enjoyed play. The evaluation of the case studies

requires a reflection of the synthesis of the arts evidence and theories of this thesis.

* The author is invited o participate as consultant and project partner at the newly accepted bid for a
Joint European Masters Programme in Ludic Interfaces, led by Mathias Fuchs, Salford University,
UK, in collaboration with Christa Sommerer, UfG Linz/Austria, Moisés Mailas Universidad
Politécnica de Valencia/ Spain, and University of Poisdam/ Germany. Detailed information available

174



The practice chapter introduced the coinage of the term “Ludics’, which emerged from
a combination of the arts practice of the author, with the activist and political methods
analysed in the previous chapters. The culmination of the thesis’ general theme of
agency in chapter five had exercised methods toward the development of Ludics as
new playful arts-research method. Evidences of everyday life and arts practice were
given over history throughout the complete thesis. The theories addressed social status
play in arts practices, as tested in the Ludic art works in chapter 5.2.1 Project 1: Ludic
Society, 2006-2008. The arts practice identified problems within activism and play in
particular moments in the history of technological materiality. The evidences
informed a methodology of intervention in the arts of political play, which was tested
in the arts practice, in particular in 5.2.8 Project 8: Nybble-engine-toolZ, 2004. This
and the other case studies gave evidence for the potential impact of Ludics as method
for future applications in political and social intervention, arts-research, social design,

and cultural and technological studies.

Drawing from the author’s arts practice, Ludics is conceived as a method, heuristics,
and epistemology rather than an outcome-driven practice, which the process oriented
arts examples suggested in chapter 5.2.1 Project 1: Ludic Society, 2006-2008 to
chapter 5.2.9 Project 9: Sema Dress, 2009. The research methods used in Ludics are
epistemologically and heuristically grounded, as the published discussions of the
artworks proved, which were listed in each subchapter of arts practice. A key theme
of the Ludic kind of approach is the serious intervention into the powerful agency of
playfulness in order to leave a trace in the player’s consciousness, as it was tested in
particular in chapter 524 Project 4: Objects of Desire, 2008. This arts practice opens
up the methodological approach found in arts as research, to be applied as practice

against certain conditions of electronic social design in everyday life.

The Ludic method, which emerges from the synthesis of the theoretical investigation
and the practice in this thesis, draws on the political understanding of hybrid artefacts,
as found in everyday life and in artwork. The insights on play as process of agency
were gained through this convergence of the theoretical intervention and arts practice,

both of which emphasise the political effects of play agency, which is applied in the

from: htip://ereativegames.org.uk/LudicInterfaces/, [Accessed: March 12, 2010]
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BLudics method. Such Ludic practice is intertwined with both theory and arts, and vice
versa. The purposes and principles of the cultural studies of playfulness informed

Ludics as emerging method.

Ludically informed creative practice overarches the intentional application of
conceptual approaches and political agency. According to the public reception, Ludic
art works express in a joint act of Jouissance of antagonism, as pure joie de vivre. The
density and quality of response to Ludic interventions was demonstrated by the
selected case studies in chapter 5, as well as in the published public discussions of
Ludic art works, which are mentioned in each case study. The editors of the
contemporary European games studies magazine Westecott and Jahn-Sudmann
(2007:2) argue in this regard on the method, which emerges from a theoretically
informed practice of art, Ludics:

Ludics tantalisingly offers a new approach to understanding play
through the process of play itself. Here we find play used as a
conceptual catalyst for theoretical thought. In drawing on the
’Pataphysical, it presents a parody of scientific and philosophical
conceptions, or a science of emerging solutions, that functions as

playfulness itself.

The entanglement of rational reflection and playful incorporation of the perception
reality of technologies are literally apphied in current technologies. Such approaches
were mainly worked out in modifications, either of game engines or of social
techniques. The Ludic practice of lived intervention was established by the
establishment of a Ludic research society in order to de-code dominant social and
political orders of thought. In this class of works no directional difference is found
between concepts, conceived professional techniques, and perceived popular
technological and social reality. These categories culminate in the description of an
emerging arts-research method, Ludics. A conclusion drawn from the analysis of
Ludic theories and art works in order to understand an emerging methodology of arts
research as outcome of this thesis, provides the largest set of significant clusters of

play aspects for a contemporary politically active life.
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The convergence of theory and practice as presented in this thesis has led to an
emerging arts-research methodology, which understands the artwork as form of
dissemination of knowledge. It supporis the development of playful interventions that
involve technologies. Each of the intreduced categories of Ludic art works test Ludic
principles of joyous intervention that allow the individual activity to be synthesised
with the activities of a collective intervention. The related works demonstrate forms
of arts through playfulness that exist only in a frame in which performative
intervention and subverted technologies are intrinsically connecied. Practices of Punk,
Neoist art, radical interventions of historic and contemporary role-play supplemented
with practical evidence of play activism and play politics provided the theoretical
grounding of Ludics as arts informed method of intervention to technologies. Ludics
facilitates this requirement as a platform for intervention through political playfulness,
which is discussed in a social network, as the Ludic Society, as presented in the first
case study of chapter 5.2.1 Project 1. Ludic Society, 2006-2008. In this way, Ludics

supports arts practice as research method.

The Ludic Society association”’ as experiment and social platform to develop new
methods of arts-research began to demonstrate the qualities of a socially constituted
repository workshop for creative interventions to institutional arts and science
conference frameworks, as listed in the 5.2.1 Project 1 section about published
discussions of this Ludic artwork. Arts-research, games studies, cultural theory,
anthropology, and art history give a broad basis for a cutting edge to the established
cultural studies of play and arts in relation to an applied play politics, which this thesis
suggests as strategy. Cultural history and different strands of interventions in arts and
technology complete these background disciplines of the Ludics method. The author
considers the critical convergences of disciplines as surplus of a practice based
theoretical research of this particular kind, which implements a dimension of play and
pleasure for the artist-researcher and the ludically armoured research-reader. This
thesis opens the perspective towards a practical theory. Through the emergence of a
methodological approach in Ludics, this thesis intends to provide a valuable

*! The whole range of the Ludic Society as arts-research affiliation proceeds in Quvroirs (French:
workshops), which physically locate an emerging discipline to touch strands of “object theory’.
Ouvrouir as term has been used for the Ludic Society project to indicate parallel real life sites of the
association and was inspired by the "Pataphysician Alfred Jarry (1896) and his followers in the piayful
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contribution to the existing arts-research. In this sense, this thesis intends to open up
new fields of investigation in the study of playfuiness, and expresses a profound
research desideratum in Ludics as a new research method. Enfin, Ludics proposes a
hybrid method as potential in particular kinds of poetic writing, which integrates the
arts practice as knowledge practice to use and gain insights. It contributes to the
existing academic research in the humanities, arts and sciences and opens up the
potential for developing further radical positions of arts-research and Playsure Politics

in present Ludic Society — and future Ludic societies!

The following final section concludes the thesis by reflecting upon the emerging
method of Ludics, indicating how it is affecting current work, conclusive with
research principles in arts-research, and how it might best be used by others. It
focuses on a series of current and near future projects through which the author is
extending this research and applying this method. It draws attention to the use of play
in technologies and contributes Ludics as a further potential to the different ends of

the spectrum of play and political intervention in social media networks.

The methods emerging from the practice and theory include viral seeding, social
media networking, identity theft, privacy invasion, publicity, mobile tagging, and
curatorial practice, gaming and arts production. The Ludic method fosters a
discussion on the efficacy, the “Play/sure” and dangers of electron_ic artefacts and
social networks as reputation substitutes in arts and research. A crucial Ludic method
of arts research includes live intervention in the form of Augmented Reality
performance, as it is suggested as frame for intervention in the practice chapter. The
Ludic method is considered as experiment, including the use of a particular
AR/mobile phone applications and other mobile tagging technologies for the
temporary recruitment of “Ludic Society members” in order to exemplarily construct
a collective “Con-Dividuality” (Jahrmann 2000) by the means of networked social
reputation. The instantaneous creation of a viral reputation network in the Ludic
Society project (2006-2008) is demonstrated as practice-based research on social
media networks, connected to mobile gaming as subversive “Ludic Interface”. Ludics

as method includes the analysis of contemporary technological frameworks for art and

Collége du "Pataphysic, as early artists research association, which applied principles of playfulness.
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“social engineering”, as found in the cross connection of social media networks. The
technical exchange of user data, location-information, and user-generated content
allow new methods of profiling in arts. Evidences were given in the practice chapter
5.0, for example about the Ludic Society (http://www.ludic-society.net) project as
Pervasive Play and real life networking art project. As experts from arts, cultural
management and arts, Ludic Society members discussed and tested fake identities and
role-play, as evidences of political subversion in social media networks and arts.
Artists feel the increasing necessity to critically play with the new awareness
generators. Ludics suggests a critical analysis of a leading orientation of modern
socteties in mobile electronic interfaces, which are increasingly connected to game-
like social networks. Through arts evidence and curatorial practice, Ludics questions
the potential of social networks as critical “fun-ware” (Zichermann 2008) in relation
to arts. It addresses electronic social platforms as a “socially-propagating story”,
compares practices of attention and reputation management in mobile
communtications and arts. Through arts practice as research it analyses the increasing
dominance of technologics of mobile tagging, location based services, and time-based
content. Drawing on arts practice, Ludics (Ludic Society) includes the theoretical

model of .,content-driven identities” in networked arts and real politics.

As outlook in and through Ludics, a suggestion would be to embrace the position of
the creator, and of the recipient, in the actor network of Ludics method in aris-
research. The outcome of this thesis can be applied in future practice-based research |
and cultural studies based contexis. Examples include the potential for Alternate
Reality Game§ (McGonagall 2006) as an opportunity for artists and game designers to
develop pervasive play models that allow the players to see how play with
technological objects can affect political conditions. This perspective promises future
analytical approaches to emerge from creative opportunities that include the user,
consumer, and public as active participants in the shaping of new forms and strategies
of arts-research by play as principle. These insights into the shift of the roles between
agency, distribution and consumption pave the way for future Ludics research. In
particular, for contexts of creative flow and cultural production, complemented by
historic analyses of technological evidence, Ludics can carefully prepare the
unravelling of a lost desire in the player, to emancipate from the demands that

technocratic societies have established. The main aspects of Ludics can be
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summarised by the dominant understandings of playfulness and subjecting those to a
critical evaluation relative to (i) new technologies, (ii) marginalised practices of
playfulness (Jahrmann 2010), and (ii1} a particular attitude to political subversion in
Pervasive Prosumer Plays’ . As a future perspective, these considerations and
experiences will culminate in a new arts-research practice, informed by Ludics as
method. The values of Ludics will be elaborated in further distinct research planned
by the author on political efficacies of hybrid games, urban interventions, and
Funware in social media networks and in new hybrid exhibition formats. This

research will cross the borders between cultural research, social design and arts.

%2 The topic of prosumer will be investigated by applying Ludics as method by the author in the
research project “Pervasive Prosumer Plays (PPP)” at the University of Applied Arts Vienna, which is
funded from the HERA Humanities in the European Research Area programme of the European
Science Foundation. The project is part of the Collaborative Research Project “Technology, Exchange
and Flow: Artistic Media Practices & Commercial Application™, led by Prof. Dr. Michael Punt,
University of Plymouth, Project partners are the Free University Amsterdam, Prof. Dr. Bert
Hogenkamp; the Eye Film Institute Netherlands and the Netherlands Institute for Sound and Vision,
Details available from: http://www.heranet.info/Default.aspx ?1D=356, [Accessed: March 22, 2010].
The output of this research will be a Pervasive Prosumer Play, an exhibition curated by the author.
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