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T
hink

about
play,

an
d

w
h
at

it
m

eans
to

you.

W
h
at

com
es

to
m

m
d?

A
pastim

e?
G

am
es?

C
h
lld

h
o
o
d

activ
i

ties?
T

he
opposite

of
v
o
rk

?
A

source
for

leam
ing?

W
h
at

you’d

rather
be

doing
now

?

T
hink

again:
H

ow
m

uch
do

you
know

about
play?

L
et’s

start
w

itti
a

sim
ple

exercise.
L

ist
your

daily
activities,

the
tasks

th
at

structure
your

day,
from

w
ork

to
leisure

to
those

th
in

g
s

you
have

to
do

th
at

are
neither,

yet
you

have
to

do
them

.

H
ow

do
you

do
these

tasks?
1fyou

are
h
ap

p
y

and
w

ell
rested,

you
m

ay
approach

your
day

in
a

playful
w

ay,
enjoying

w
h
at

you

do.
H

appiness
m

ay
give

you
tim

e
to

pLay,
to

live
in

a
different

w
ay.

T
he

tem
p
tatio

n
of

enjoying
and

living
life

th
ro

u
g
h

play,
of

having
fun,

is
alw

ays
present.

T
o

play
is

to
be

in
th

e
w

orld.
P

laying
is

a
form

of
u

n
d

erstan
d

ing
w

hat
surrounds

us
and

w
ho

w
e

are,
and

a
w

ay
of

engaging

w
ith

others.
Play

is
a

m
ode

of
being

h
u
m

an
.

W
e

live
in

exciting
tim

es.
Y

ou
m

ig
h
t

have
en

co
u
n
tered

the

arg
u
m

en
t

th
at

gam
es

are
now

everyw
here1;

th
at

intellectuals,

artists,
policym

akers,
and

in
stitu

tio
n
s

are
gam

es
for

serious
and

trivial
purposes.

Y
ou

m
ig

h
t

have
also

read
th

at
gam

es
w

ill
be

“the
d
o
m

in
an

t
cultural

form
of

th
e

X
X

I
C

entury.”2
T

here
is

even

1
3

.
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talk
am

ong
gam

e
developers

of
the

hventy-first
cen

tu
ry

being
“the

ludic
[as

in,
play-centric]

century.”3
1

disagree,
to

a
certain

extent.
G

am
es

don’t
m

atter.
L

ike
in

the
old

fable,
w

e
are

the
fools

looking
at

the
finger

w
hen

som
eone

p
o
in

ts
at

the
m

oon.
G

am
es

are
the

finger;
play

is
the

m
oon.

W
hat

is
tm

e
is

th
at

play
is

a
d
o
m

in
an

t
w

ay
of

expression
in

our
First

W
orld

societies.
W

e
play

gam
es,

b
u

t
also

w
itli

toys,
m

i

playgrounds,
w

ith
technologies

and
design.

A
nd

play
is

n
o

t
lust

the
ludic,

harm
less,

encapsulated,
an

d
positive

activity
th

at
p

h
i

losophers
have

described.4
L

ike
any

o
th

er
form

of
being,

play
can

be
dangerous;

it
can

be
hurting,

dam
aging,

antisocial,
c
o

r
rupting.

Play
is

a
m

an
ifestatio

n
of

h
u
m

an
ity

,
used

for
expressing

and
being

in
the

w
orld.

T
o

u
n

d
erstan

d
w

h
at

play
is,

1
propose

here
a

portable
theory,

or
rhetoric,

of
play.

Instead
of

deriving
an

u
n

d
erstan

d
in

g
of

play
from

a
particular

object
or

activity,
like

w
ar,

ritual,
or

gam
es,

1
see

play
as

a
portable

tool
for

being.
It

is
n

o
t

tied
to

objects
b

u
t

b
ro

u
g
h
t

by
people

to
th

e
com

plex
in

terrelatio
n
s

w
ith

and
betw

een
th

in
g
s

th
at

form
daily

life.
W

hy
propose

a
theory

of
play

now
?

In
our

culture,playfiul
has

becom
e

a
positive

w
ord.

T
he

au
th

o
r

of
th

e
2011

biography
of

S
teveJobs

usesplayfiul
as

a
w

ord
of

praise
for

the
design

of
A

pple
com

puters,
originally

conceived
to

contrast
w

ith
dulI

corporate
m

achines.5
A

pple’s
“playful”

design
appropriated

cues
from

an
u

n
d

erstan
d

in
g

of
play

as
a

personal
expression:

beauty,
co

u
n
ter

culw
ral

politics,
and

m
oral

values.
T

hat
is

the
value

and
place

of
play

in
our

culture.

D
espite

its
im

portance,
w

e
are

still
trying

to
u

n
d

erstan
d

play
w

ith
m

odels
inherited

from
the

past.
O

ur
theories

are
m

ostly
derived

from
th

e
w

ork
of

D
utch

culw
ral

h
isto

rian
Jo

h
an

H
u
iz

inga,
w

ho
fam

ously
coined

the
concept

of
H

om
o

L
udens.6

T
his

bonk
is

n
o

t
w

ritten
in

the
trad

itio
n

of
H

uizingan
play,

u
n

d
e
r

stood
as

a
fair

contest
th

at
creates

a
separate

w
orld

w
ith

rules

th
at

are
never

q
u
estio

n
ed

.
T

he
nature

of
play

1
am

advocating

for
here

is
different

from
th

at
of

H
uizinga.

1
am

n
o

t
going

to
oppose

play
to

reality,
to

w
ork,

to
riw

al
or

sports
because

it
exists

in
all

of
them

.
It

is
a

w
ay

of
being

in
th

e

w
orld,

like
languages,

th
o
u
g
h
t,

faith,
reason,

and
m

yth.7

A
nd

play
is

n
o

t
necessarH

y
fun.

It
is

pleasurable,
but

the
p
lea

sures
it

creates
are

n
o
t

alw
ays

subm
issive

to
en

jo
y
m

en
t,

h
ap

p
i

ness,
or

positive
traits.

Play
can

be
pleasurable

w
h
en

it
hurts,

offends,
challenges

us
and

teases
us,

an
d

even
w

hen
w

e
are

n
o
t

playing.
Let’s

n
o

t
talk

about
play

as
fun

but
as

pleasurable,
o
p
e
n

ing
us

to
th

e
im

m
ense

variations
of

pleasure
in

this
w

orld.

Play
can

be
dangerous

too:M
it

can
be

addicting
and

destructive

and
m

ay
lead

to
different

types
of

harm
—

physical
injuries,

lost

friendships,
em

otional
breakdow

ns.
Play

is
a

dance
betw

een
cre

ation
and

destruction,
behveen

creativity
and

nihilism
.

P
laying

is

a
fragile,

tense
activity,

prone
to

breakdow
ns.

lndividual
play

is
a

challenge
to

oneself,
to

keep
on

playing.
C

ollective
play

is
a

b
a
l

ancing
act

of
egos

an
d

interests,
of

purposes
an

d
in

ten
tio

n
s.

P
lay

is
alw

ays
on

th
e

verge
of

destruction,
of

itself
an

d
of

its
players,

and
th

at
is

precisely
w

hy
it

m
atters.

Play
is

a
m

o
v
em

en
t

betw
een

order
an

d
chaos.9

L
ike

tragedy,
it

fulfills
its

expressive
purpose

w
h
en

it
m

anages
a

fragile,
oscillating

balance
betw

een
b
o
th

.

T
his

echoes
the

concept
of

dark
play,’°

exploring
th

e
boundaries

betw
een

play
an

d
n
o
t

play,
betw

een
perform

ance
and

secrecy.1’

D
ark

play,
w

ith
its

p
o
ten

tial
dangers

and
exhilarating

resuits,
is

an
o

th
er

exam
ple

of
th

e
nature

of
play

as
a

w
ay

of
being

in
the

w
orld—

a
dangerous

one.

Play
is

carnivalesque
too.’2

P
lay

appropriates
events,

stru
c

W
res,

an
d

in
stitu

tio
n
s

to
m

ock
th

em
an

d
trivialize

them
,

or

11—

le
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5

m
ake

th
em

deadly
serious.

T
he

carnival
of

th
e

M
iddle

A
ges,

w
ith

its
capacity

to
subvert

co
n
v
en

tio
n
s

an
d

in
stitu

tio
n
s

in
a

suspension
of

tim
e

and
pow

er,13
w

as
a

sym
ptom

of
freedom

)3
C

arnivalesque
play

takes
control

of
th

e
w

orld
an

d
gives

it
to

the
piayers

for
th

em
to

explore,
challenge,

or
subvert.

It
exists;

it
is

part
of

the
w

orld
it

turns
upside

dow
n.

T
hrough

carnivalesque
play,

w
e

express
ourselves,

taking
over

the
w

orld
to

laugh
at

it
an

d
m

ake
sense

of
it

too.

T
hinL

about
the

fam
ous

T
w

itter
b
o
t-n

o
t-b

o
t

Izorse_ebooks.’5
Initially

a
spam

bot,
th

en
a

piece
of

au
to

m
atic

found
art?

and
finally

a
piece

of
perform

ance
art,

H
orse_ebooks

is
th

e
perfect

exam
ple

of
carnivalesque—

dangerous
play

and
playfulness

in
this

age
of

co
m

p
u
tin

g
m

achinery.
B

y
taking

over
a

social
situ

a
tion

an
d

technoL
ogy,

this
(not)-bot-com

e-art
piece

played
w

ith
our

expectations,
broke

our
hearts,

and
show

ed
us

a
new

w
ay

of
seeing

the
w

orld
and

u
n

d
erstan

d
in

g
ourselves.

H
orse_ebooks

w
as

appropriated
by

a
perform

ance
artist

to
explore

new
horizons

by
im

p
erso

n
atin

g
a

tw
itter

bot
in

M
arina

A
bram

ovic-inspired
d
u
ra

tional
arts.

B
y

faking
being

a
bot,

the
artist

Jacob
B

akkila
teased

our
perception

of
T

w
itter

an
d

th
e

technologies
to

w
hich

w
e

relinquish
our

en
tertain

m
en

t.
T

he
sense

of
betrayal

th
at

som
e

feIt
w

hen
H

orse
ebouks

w
as

revealed
to

be
h

u
m

an
can

be
u

n
d

er
stood

only
as

an
exam

ple
of

carnivalesque
dark

play
and

the
w

ays
in

w
hich

it
can

painfully
enrich

our
lives.

T
his

is
ak

o
not

a
theory

of
play

tiiro’agh
gam

es.
G

am
es

don’t
m

atter
th

at
m

uch.
T

hey
are

a
m

anifestation,
a

form
of

and
for

play,
just

n
o
t

th
e

only
one.

T
hey

are
the

strongest
form

,
cu

ltu
r

ally
and

econom
ically

d
o

m
in

an
t.

B
ut

th
ey

are
part

of
an

eco
l

ogy
of

playthings
and

play
contexts,

from
toys

to
playgrounds,

from
political

action
to

aesthetic
perform

ance,
th

ro
u

g
h

w
hich

play
is

used
for

expression.
T

his
book

explores
this

ecology,
from

co
n

v
en

tio
n

al
co

m
p
u
ter

and
board

gam
es

to
sports,

activism
,

critical
engineering,

in
teractio

n
design,

toys,
and

playgrounds.

Play
is

the
force

th
at

ties
these

cultural
expressions

to
g
eth

er
and

m
akes

th
em

m
atter.

1
am

aw
are

of
b
o
th

m
y

am
bition

and
the

obvious
lim

ita

tions
of

w
hat

1
can

do.
M

m
e

is
a

rom
antic

theory
(or

rhetoric)
of

play,
based

on
an

idea
of

creativity
and

expression
th

at
has

been

developed
in

the
highly

postrom
antic

cultural
en

v
iro

n
m

en
t

of

the
early

tw
enty-first

c
e
n
tu

ry
.

1
w

rite
this

theory
of

play
as

a

reaction
to

the
instrum

entalized,
m

echanistic
th

in
k
in

g
on

play

ch
am

p
io

n
ed

by
p
o
stm

o
d
ern

culture
industries.

T
his

is
a

theory

th
at

acts
as

a
calI

to
playful

arm
s,

an
invocation

of
play

as
a

stru
g

gle
against

efficiency,
seriousness,

an
d

technical
determ

inism
)7

1f an
d

w
hen

this
era

passes,
m

y
theory

w
ill

be
rendered

o
b
so

lete.
B

ut
right

now
,

w
e

need
to

th
in

k
about

play
m

atters
and

reclaim
play

as
a

w
ay

of
expression,

a
w

ay
of

engaging
w

ith
the

w
orld—

not
as

an
activity

of
co

n
su

m
p
tio

n
but

as
an

activity
of

p
ro

d
u
ctio

n
.

L
ike

literature,
art,

song,
an

d
dance;

like
politics

an
d

love
an

d
m

ath,
play

is
a

w
ay

of
engaging

an
d

expressing
our

being
in

the
w

orld.

In
fact,

play
is

a
ftn

d
am

en
tal

part
of

our
m

oral
w

eil-being,
of

th
e

h
ealth

y
an

d
m

ature
and

com
plete

h
u
m

an
life.

T
hrough

play

w
e

experience
th

e
w

orld,
w

e
co

n
stru

ct
It

an
d

w
e

destroy
it,

an
d

w
e

expL
ore

w
ho

w
e

are
an

d
w

hat
w

e
can

say.
Play

frees
us

from

m
oral

co
n
v
en

tio
n
s

but
m

akes
th

em
stil)

present,
so

w
e

are
aw

are

of
th

eir
w

eight,
presence,

and
im

portance.

W
e

need
play

precisely
because

w
e

need
occasional

freedom

and
distance

from
our

co
n
v
en

tio
n
al

u
n
d
erstan

d
in

g
of

the
m

oral

fabric
of

society.
P

lay
is

im
p
o
rtan

t
because

w
e

need
to

see
values

an
d

practice
them

an
d

challenge
th

em
so

they
becom

e
m

ore

th
an

m
indless

habits.

ii—
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h
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W
e

play
because

w
e

are
h
u
m

an
,

and
w

e
need

to
u

n
d

erstan
d

w
hat

m
akes

us
h
u

m
an

)8
n

o
t

in
an

evolutionary
or

cognitive
w

ay
b
u
t

in
a

h
u
m

an
istic

w
ay.

P
lay

is
th

e
force

th
at

puils
us

together.
It

is
a

w
ay

of
explaining

the
w

orld,
others,

an
d

ourselves.
P

lay
is

expressing
ourselves—

w
ho

w
e

w
ant

to
be,

or
w

ho
w

e
don’t

w
ant

to
be.

P
lay

is
w

hat
w

e
do

w
hen

w
e

are
h

u
m

an
.

So
w

hat
is

play?

For
a

long
tim

e,
m

y
day

has
been

stm
ctu

red
aro

u
n
d

play.
L

ego
bricks

and
toy

cars
precede

m
y

breakfast,
as

D
rop7

and
SpellT

ow
er

lull
m

e
to

sleep;
N

oby
N

oby
B

oy
helps

m
e

w
ait

by
the

printer,
and

D
esert

B
us

accom
panies

m
e

in
academ

ic
m

eetings.
M

y
life

takes
place

in
th

e
tim

e
behveen

play.
T

his
is

perhaps
the

reason
1believe

th
at

play
articulates

tim
e—

th
at

a
day,

a
w

eek,
a

m
o

n
th

,
and

a
year

are
just

arbitrary
segm

ents
th

at
w

e
use

to
keep

track
of

th
e

tim
es

w
e

play.

L
et

m
e

foolishly
try

to
define

w
hat

play
is19

Play,
like

any
o
th

er
h
u
m

an
activity,

is
highly

resistant
to

form
alized

u
n

d
e
r

standing.
S

ince
1

w
ill

fail
too

in
trying

to
define

it,
1

w
ant

to
do

so
w

ith
a

m
inim

al
d
efin

itio
n

of
play,

aw
are

of
its

ow
n

frag
iie

co
n

n
ectio

n
w

ith
a

present
tim

e.2°
Let’s

start,
then,

by
u

n
d

e
r

standing
w

hat
play

is.

P
lay

is
coiitexh:al.21

In
a

colloquial
u

n
d

erstan
d
in

g
of

play,
th

at
co

n
tex

t
of

play
is

the
form

ally
b

o
u

n
d

space
d
eterm

in
ed

by
th

e
m

les
an

d
the

co
m

m
u

n
ity

of
play.

B
ut

co
n

tex
t

is
m

ore
co

m
p

li
cated;

it’s
a

m
essier

netw
ork

of
people,

rules,
negotiations,

lo
ca

tions,
and

objects.
Play

h
ap

p
en

s
in

a
tangled

w
orld

of
people,

things,
spaces,

an
d

cultures.

A
n

obvious
exam

ple
is

provided
by

sports.
T

he
law

s
of

so
c

cer
d
eterm

in
e

the
space

in
w

hich
the

gam
e

should
be

officially
played:

a
“natural

or
artificial”

surface,
“according

to
the

m
ies

of

1

th
e

co
m

p
etitio

n
”

(law
1).

B
ut

if
w

e
are

to
u
n
d
erstan

d
sem

ip
ro

fessional
soccer,

the
co

n
tex

t
should

also
inciude

th
e

stadium
or

train
in

g
grounds

open
to

spectators,
as

w
ell

as
th

e
location

of

th
e

grounds
in

the
larger

urban
space.

It
is

n
o
t

the
sam

e
to

play

pickup
gam

es
of

soccer
in

poor
n
eig

h
b
o
rh

o
o
d
s

as
it

is
in

m
ore

afilu
en

t
ones:

the
m

ateriality
of

the
gam

e
changes,

an
d

so
do

the

in
terp

retatio
n
s

of
th

e
m

ies
and

even
the

play
sty

le
s.

C
o
n
tex

t
com

prises
th

e
en

v
iro

n
m

en
t

in
w

hich
w

e
play,

the

technologies
w

ith
w

hich
w

e
play,

and
th

e
p
o
ten

tial
co

m
p
an

io
n
s

of
p

lay
»

C
o
n
tex

t
is

the
netw

ork
of

things,
people,

an
d

places

needed
for

play
to

take
place.

A
playground

is
a

pure
play

c
o
n

text:
a

separated
space

devoid
of

any
o
th

er
fu

n
ctio

n
ality

th
an

being
a

co
n
tex

t
for

playing.
B

ut
it’s

also
tw

e
th

at
alm

ost
any

space
can

becom
e

a
playground.

H
ow

do
w

e
know

th
at

a
particular

co
n
tex

t
is

a
co

n
tex

t
for

play?
O

ften
there

are
cues

em
bedded

in
objects

th
at

signal
th

at
a

space,
th

in
g
,

or
collective

are
there

to
play.

M
asks

and
disguises,

m
erry-go-rounds,

an
d

co
m

p
u
ter

controllers
all

p
o
in

t
to

th
e

idea

th
at

play
is

possible
in

th
at

context.
Players

in
terp

ret
spaces

and

situations
as

p
o
ten

tially
open

to
play

w
h
en

th
ey

perceive
those

cues
•21

A
rtificially

created
objects

or
situations,

th
en

,
can

signal
play.

Play
happens

m
ostly

in
contexts

designed
for

th
at

activity.25
It

is

im
p

o
rtan

t
to

u
n

d
erstan

d
th

at
play,

unlike
o
th

er
form

s
of

ex
p
res

sion,
can

be
designed.26

It
is

n
o
t

designed
exclusively

in
the

B
au

haus-inspired
trad

itio
n

of
a

creator
w

ho
shapes

an
object

for
a

function,27
but

in
a

w
eaker

sense:
designed

as
m

ediated
by

th
in

g
s

created
to

facilitate
th

e
em

ergence
of

play.

T
his

is
w

hy
play

an
d

com
puters

get
along

so
w

ell.
A

s
u

n
iv

er

sal
m

achines,
com

puters
need

to
have

in
stm

ctio
n
s

designed
for

th
em

50
th

ey
can

execute
an

activity.
S

im
ilarly,

play
requires

a
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certain
elem

en
t

of
design,

m
aterial

or
co

n
tex

tu
al

or
b
o
th

,
so

w
e

know
w

e
can

play,
or

w
e

can
be

playful.
T

his
is

w
hy

play
thrives

in
the

age
of

co
m

p
u
tin

g
m

achinery.

A
w

ay
of

u
n

d
erstan

d
in

g
how

these
contexts

are
designed

is
to

th
in

k
about

rules.
F

rom
the

strictly
observed

m
ies

of
p
ro

fes
sional

sports
to

the
fluid

and
unstable

m
Les

of
chiidren’s

gam
es,

play
and

m
Ies

go
togetheL

28
R

ules
are

the
form

al
in

stm
m

en
ts

th
at

allow
the

creation
and

shared
identification

of
a

co
n
tex

t
of

play.
A

ll
contexts

of
play

have
m

ies
of

som
e

type.

M
uch

bas
been

w
ritten

on
th

e
nature

of
m

ies,
and

It
is

not
m

y
in

ten
tio

n
here

to
explain

or
debate

w
hat

rules
are.

Play
is

derived,
m

ediated,
and

situated
by

the
use

of
m

ies.
A

m
le

d
eter

m
ines

w
here

w
e

play,
w

hen
w

e
stop

playing,
an

d
w

h
en

w
e

can
reenter

th
e

play
context.

A
m

le
is

w
ritten

on
a

piece
of

paper
or

in
several

lines
of

code,
u

p
h

eld
by

a
referee

or
a

piece
of

circuitry
or

a
group

of
friends,

or
even

h
isto

iy
and

spaces,
like

house
m

ies.
R

uLes
are

facilitators
th

at
create

a
co

n
tex

t
of

play,
fram

es
w

ith
in

w
hich

play
takes

place.29
H

ow
ever,

m
Les

are
only

one
ele

m
ent

of
the

co
n
tex

t
of

p
la

,
and

not
th

e
m

ost
im

p
o
rtan

t.
T

hey
are

necessary
but

not
sufficient

for
play

to
exist:

players
and

a
certain

w
ill

to
play

are
needed

to
engage

in
play.3°

M
ore

im
p
o
r

tant,
rules

are
n
o
t

sacred.3’
T

hey
are

nodes
in

the
com

plex
n
e
t

w
ork

of
the

co
n
tex

t
of

play,
servants

to
the

action
of

playing.
R

ules
are

an
o

th
er

prop
th

at
can

be
targeted

by
the

tran
sfo

rm
a

tive
capacities

of
play.32

T
raditionally

m
ies

have
been

seen
as

the
only

im
m

utable
eL

e
m

en
t

of
play.

1fm
ies

w
ere

broken,
play

w
ould

finish
and

w
hoever

broke
the

m
ies

w
ould

be
m

orally
guiity.33

M
ore

m
o
d
ern

takes
on

play
see

the
m

ies
as

m
ore

flexible
and

interpretive.34
D

iscussing
an

d
in

terp
retin

g
m

ies
is

a
cm

cial
part

of
th

e
play

activity.
T

his
negotiation

consolidates
the

co
n

tex
t

of
play.

A
key

in
g
red

ien
t

of

playing
is

th
in

k
in

g
,

m
an

ip
u
latin

g
,

changing,
and

adapting
m

ies.
R

ules,
sen’ant

to
the

context,
evolve

w
hile

w
e

play
to

address
the

necessities
of

particular
play

situations.

P
lay

is
also

an
activity

in
tension

betw
een

creation
and

destm
ction.35

Play
is

alw
ays

dangerous,
dabbling

w
ith

risks,
cre

atin
g

an
d

destroying,
and

keeping
a

careful
balance

betw
een

b
o
th

.
Play

is
betw

een
the

rational
pleasures

of
order

an
d

creation
an

d
the

sw
eeping

euphoria
of

d
estm

ctio
n

an
d

rebirth,
behveen

the
A

poilonian
and

th
e

D
ionysiac.36

For
N

ietzsche,
tragedy

sum
m

ed
up

tw
o

colliding
tensions

in

G
reek

culture:
th

e
culture

of
order

and
the

culture
of

d
m

n
k
en

disorder,
the

art
of

scuipture
and

the
art

of
m

usic.
W

hile
a
rt

ists
m

oved
betw

een
b
o
th

,
the

genre
of

the
G

reek
tragedy

effec
tively

m
erged

b
o

th
.

T
he

order
an

d
sobriety

of
th

e
A

pollonian
w

as
tensely

opposed
by

th
e

em
bodied,

passionate,
irrational,

an
d

irreverent
D

ionysiac
arL37

T
he

A
poL

lonian
an

d
D

ionysiac
tendencies

explain
how

p
lay

ers
navigate

the
co

n
tex

t
of

play.
W

hen
piaying,

w
e

stm
ggle

to

m
ake

sense
of

th
e

w
orld

by
constm

cfing
our

actions
w

ithin
a

context.
T

hat
stm

ggle
is

not
only

w
ith

the
obstacles

and
needs

th
at

play
im

poses
on

us,
but

also
w

ith
the

p
erm

an
en

t
tem

p
ta

tions
th

at
h
ap

p
en

in
play:

the
tem

p
tatio

n
of

breaking
th

e
c
o
n

text,
brealdng

the
m

ies,
co

rm
p
tin

g
play.

or,
on

the
opposite

side,
letting

go
of

all
the

eiem
ents

of
rationality

an
d

stw
ctu

re
an

d
le

t
ting

ourseives
loose

in
the

in
to

x
icatin

g
pleasures

of
play.

L
ego

provides
an

exam
ple

of
this

tension.
W

hen
building

so
m

eth
in

g
w

ith
o
u
t

follow
ing

any
pians

or
in

stm
ctio

n
s,

1
so

m
e

tim
es

feel
the

tem
p
tatio

n
to

build
the

tallest
possible

stm
cture,

lust
to

see
it

fail.
1

pile
pieces

on
top

of
pieces,

in
precarious

b
a
l

ance,
just

to
reach

the
highest

possible
p
o
in

t.
1

th
en

look
at

m
y

oeuvre
and

p
u
sh

It.T
he

pleasure
of

the
w

asted
tim

e,
of

th
e

pieces

L
.
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scattering
as

th
ey

h
it

the
floor,

is
the

pleasure
of

destructive
play—

the
D

ionysiac
en

d
in

g
to

m
y

A
pollonian

w
orld

building.
Play

is
this

struggle
bebveen

order
and

chaos,
behveen

the
w

ill
to

create
and

the
w

ill
to

destroy.u
Play

as
an

affirm
ation

of
h
u
m

an
ity

occurs
because

w
e

have
to

strive
to

balance
it—

to
tie

our
dem

ons
and

m
ake

th
em

coexist
w

ith
our

passion
for

order39
w

ith
o
u
t

falling
in

th
e

m
indless

focus
th

at
lures

us
tow

ard
stm

c
tured

play.4°
W

e
play

by
taking

only
m

oderately
seriously

the
A

pollonian
strucw

res
of

the
gam

e
an

d
n

o
t

letting
the

in
to

x
icat

ing
destruction

deprive
us

of
th

e
virtues

of
su

b
m

ittin
g

to
order.

H
ow

do
w

e
keep

th
e

ten
sio

n
betw

een
the

A
pollonian

an
d

the
D

ionysiac
in

order?
H

ow
does

play
m

anage
to

explore
an

d
express

w
ith

o
u

t
spiraling

into
its

ow
n

destm
ction?

In
classic

theories
of

play,
the

answ
er

w
ould

be
th

at
playing

is
a

pretense,
requiring

a
particular

attitu
d

e
decoupled

from
reality,

so
it

w
ould

alw
ays

be
possible

for
participants

to
disengage

w
ith

the
activ

ity.41
B

ut
play

is
n
o

t
detached

from
th

e
w

orld;
it

lives
and

thrives
iii

the
w

orld.
So

how
do

w
e

play
betw

een
excessive

order
and

com
pulsive

destruction?

Play
m

anages
th

at
balance

hecause
it

is
a

carnivalesque
activ

ity.42
T

he
carnival,

as
R

ussian
p
h
ilo

so
p
h
er

M
ikhail

B
akhtin

described
It,

is
an

o
u
tco

m
e

of
the

expressive
capacity

of
play,13

m
anaging

the
careful

relations
betw

een
creation

and
d
estm

c
tion.N

B
akhtin’s

carnival
is

m
ore

th
an

the
tim

e
in

w
hich

the
pow

er
in

stitu
tio

n
s

of
th

e
M

iddie
A

ges
allow

the
co

m
m

o
n

people
to

express
them

selves
th

ro
u

g
h

satire
and

hum
or.45

T
he

carnival
foreshadow

s
m

odernity—
the

rise
of

a
critical,

self-aw
are

in
d
iv

id
ual,

a
body

w
ith

a
m

m
d

n
o

t
sub

ject
to

in
stitu

tio
n
s

d
eterm

in
ed

from
an

o
th

er
w

orld,
but

from
rationality

itse
lf.

C
arnival

Iets
Iaughter,

n
o

t
fun,

h
ap

p
en

.
B

y
tem

porarily
d
is

m
issing

th
e

oppressive
forces

of
th

e
establishm

ent,
lau

g
h
ter

takes
over

an
d

allow
s

for
a

bodily
form

of
know

ledge
th

at
creates

tm
th

,
and

it’s
free.

L
aughter

requires
freedom

,
an

o
p
en

in
g

from
the

in
stitu

tio
n
al

w
orld,

but
it

also
creates

freedom
.

M
odernity

could
be

a
consequence

of
laughter,

of
th

e
possibility

of
ex

p
res

sion
afforded

in
th

e
carnival.47

L
aughter,

critical
an

d
h
u
rtin

g
an

d
enjoyable

an
d

deeply
em

bodied,
m

akes
carnivals

m
atter.

L
aughter

an
d

the
carnival

give
us

an
in

stru
m

en
t

against
seri

ousness,
restoring

the
“am

bivalent
w

holeness”
th

at
is

opposite
the

in
stitu

tio
n
s

w
e

live
in-38

G
am

es
are

an
exam

ple
of

carn
i

valesque
behavior

th
at

leads
to

a
festive

liberation
in

search
from

freedom
,

expression,
and

tm
th.49

S
om

e
gam

es,
like

B
.U

.T
T

O
N

.,
w

ith
its

row
dy,

physical
perform

ativity,
or

even
th

e
early

G
rand

T
heftA

uto
titles

and
its

fascinating
renderings

of
possible

w
orlds,

p
o

in
t

to
the

im
p
o
rtan

ce
of

carnivalesque
Iaughter

in
th

e
c
o
n

struction
and

experience
of

play.5°
A

gain,
the

result
is

n
o
t

fijn
b

u
t

laughter—
pleasurable

b
u
t

risky,
and

p
o
ten

tially
harm

ful.
P

lay
is

carnivaiesque.
It

finds
equilibrium

betw
een

creation
an

d
d
estm

ctio
n

in
the

em
bodied

laughter.
It

also
presents

a
n
u
m

b
er

of
characteristics

th
at

em
body

this
carnivalesque

tensions.
Plak’

is
appropdaffi’e,

in
th

at
it

takes
over

the
co

n
tex

t
in

w
hich

It
exists

and
can

n
o

t
be

totally
p
red

eterm
in

ed
by

such
context.

F
rom

the
co

n
tex

t
of

use
of

a
toy

to
a

gam
e,

from
a

ritual
to

a
playground,

co
n
tex

t
becom

es
servant

to
the

activity
of

play-
ing.51

T
w

o
physical

gam
es

can
serve

as
exam

ple:
the

gam
e

N
inja

is
often

played
in

public
spaces,

from
parking

lots
to

the
co

rn
m

o
n

areas
of

schools
and

dorm
s

(figure
1
J
)u

T
he

m
Ies

of
N

m
nja

are
sim

ple:
players

m
ake

a
circle,

staying
at

arm
’s

len
g
th

from
each

other.
A

t
th

e
co

u
n
t

of
three,

players
m

ake
a

n
in

ja
pose,

paim
s

extended.
T

he
goal

of
th

e
gam

e
is

to
hit

any
o
th

er
players’

open
paim

s,
an

d
o
n
ly

th
e

paim
s.

1f you’re
hit,

you
have

to
leave

th
e

gam
e.

T
he

gam
e

co
n
tin

u
es

until
only

o
n
e

player
is

left.
T

he
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catch?
it’s

a
turn-based

gam
e,

and
only

one
sw

ift
m

ove
of

attack

an
d

defense
is

allow
ed—

no
stopping,

no
flurry

of
gestures,

just
one

m
ove

to
attack

or
to

defend
in

each
tu

rn
.

N
inja

m
akes

p
lay

ers
take

over
a

location,
form

ing
a

circie
th

at
soon

loses
its

form

an
d

spreads
around

the
space,

effectively
co

n
q
u
erin

g
It.

B
ut

N
inja

also
appropriates

th
e

space
in

a
sociocultural

w
ay:-w

hat

used
to

be
a

parking
lot

becom
es

a
battiefield,

reclaim
ing

th
e

ground
for

pleasure.
A

nd
in

th
e

public
space

of
a

school
or

a
w

orkplace,
N

inja
can

reclaim
th

e
im

p
o
rtan

ce
of

laughter
to

su
r

vive
th

e
long

days
of

w
ork

and
obligations.

N
inja

appropriates

th
e

spaces
it

takes
place

by
m

eans
of

its
spraw

ling
nature.

A
m

ore
aesthetically

o
rien

ted
approach

is
provided

by
Johan

S
ebastian

Jor:st,53
also

a
physical

gam
e,

in
this

case
au

g
m

en
ted

th
ro

u
g
h

the
use

of
technology:

Joustis
a

n
o
n
g
rap

h
ics

video
gam

e
in

w
hich

players
hold

a
P

laystation
M

ove
controller

in
their

hands.
T

he
players’

m
o
v
em

en
ts

are
d
eten

n
in

ed
by

the
tem

po
of

m
usic:

1f
it

is
played

at
a

high
tem

po,
players

can
m

ove
quickly,

and
if

it
is

played
at

a
slow

tem
po,

only
careful

m
o
v
em

en
t

is
allow

ed.
T

o
w

in
Joust,

players
need

to
shake

any
o

th
er

players’

controllers
so

m
uch

th
at

th
ey

are
elim

inated.
T

he
in

ten
sity

of

the
shaking

is
m

easured
by

the
controllers’

accelerom
eters

an
d

related
to

the
tem

po
of

th
e

m
usic,

w
ith

th
e

results
calculated

by
the

com
puter.

Joustdoes
n
o
t

appropriate
the

co
n
tex

t
by

the
sheer

n
u
m

b
er

of
players

but
by

a
careful

w
eaving

of
different

aesthetic
cues.

T
he

P
layS

tation
M

ove
controller

th
at

players
w

ield
has

a
glow

ing

LED
th

at
gives

players
in

fo
rm

atio
n

about
th

e
state

of
the

gam
e.

F
igure

1.1

N
inja

takes
over

IT
U

niversity.
(P

h
o
to

by
Flickr

userJoao
R

am
os.

C
C

-B
y

N
C

2.0.
h
ttp

://w
w

w
.flick

r.co
m

/p
h

o
to

s/jo
ao

ram
o

s/5
6

2
1
4

6
5

8
1

4
/sizes/o

/.)

1

e1—ed
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Joust
is

also
a

m
usic

gam
e,

5
0

it
has

to
be

heard,
n

o
t

just
seen.

A
nd

th
e

gam
e

perform
s

like
a

dance.
S

eeing
Jozistbeing

played
is

like
w

itnessing
an

im
p
ro

m
p
tu

dance
w

ith
m

agical
candlelight,

rein
terp

retin
g

m
u

n
d

an
e

locations
of

play
into

perform
ance

spaces,
m

esm
erizing

players
and

spectators
in

a
choreography

of
m

oving
lights

and
playftil

ex
h
ilaratio

n
(hgure

T
he

play
object,

be
It

a
gam

e
or

a
toy,

is
just

a
prop

for
play.

R
egardless

of
all

the
in

ten
tio

n
s

and
m

eanings
em

bedded
in

the
design

of
play

ohjects,
play

w
ill

alw
ays

farce
us

to
contexw

aL
ize

the
m

ean
in

g
of

the
things

involved
in

playing.
Play

appropriates
the

objects
it

uses
to

com
e

in
to

existence.55
Pia;’

is
disniptive

as
a

consequence
of

being
appropriate.

W
hen

it
takes

over
th

e
co

n
tex

t
in

w
hich

play
take

place,
it

breaks
the

state
of

affairs.
T

his
is

often
d

o
n

e
for

the
sake

of
laughter,

for

en
jo

y
m

en
t,

for
passing

pleasures.
B

ut
like

all
o
th

er
passing

p
lea

sures,
play

can
also

disruptively
reveal

our
conventions,

assu
m

p

tions,
biases,

an
d

dislikes.
In

d
ism

p
tin

g
the

norm
al

state
of

affairs
by

being
playful,

w
e

can
go

beyond
fun

w
hen

w
e

ap
p
ro

priate
a

co
n
tex

t
w

ith
the

in
ten

tio
n

of
playing

w
ith

and
w

ith
in

it.
A

nd
in

th
at

m
ove,

w
e

reveal
th

e
in

n
er

w
orkings

of
the

co
n
tex

t

th
at

w
e

in
h
ab

it.

A
u

in
teresh

n
g

exam
ple

of
the

p
o
ten

tial
dism

ptiveness
of

play

is
the

activist
perform

ance
C

am
oveL

56
In

C
am

over,
players

are

encouraged
to

destroy
C

c
lv

cam
eras

in
a

specific
urban

en
v
i

ro
n
m

en
t

and
are

aw
arded

p
o
in

ts
for

doing
so—

the
p
o
in

ts
are

m
ade

available
and

visible
on

a
w

ebsite.
T

his
political

(and
ille

ga])
action

uses
gam

elike
elem

ents,
such

as
points

or
th

e
creation

of
a

shared
play

co
m

m
u
n
ity

th
at

evaluates
the

players’
p
erfo

r

m
ance,

to
co

m
m

u
n
icate

a
political

m
essage.

C
am

over
dism

pts

the
urban

context
th

ro
u
g
h

violent
and

dangerous
play,

engaging

w
ith

the
political

situ
atio

n
in

the
urban

space
w

here
the

play
is

taking
place.

A
s

an
in

terv
en

tio
n

th
ro

u
g
h

play,
C

am
over

uses
the

appropriative
n
atu

re
of

play
to

m
ake

a
co

m
m

en
tary

on
social

and
political

actions
as

th
ey

take
place.

T
he

dism
ptive

n
atu

re
of

play
allow

s
us

to
u
n
d
erstan

d
the

p
e
r

ils
of

play
as

w
eLl.

B
y

d
isru

p
tin

g
the

co
n
tex

t
in

w
hich

it
takes

place,
play

is
a

creative,
expressive

force.
B

ut
this

force
has

its

dangers
too.

D
ark

play
is

an
exploration

of
the

w
ild

side
of

play

in
w

hich
players

decide
to

engage
in

an
activity,

like
C

am
over,

to
force

an
em

o
tio

n
al

response
in

those
w

ho
do

n
o
t

recognize

th
ey

are
actually

playing.57
T

he
disruptiveness

of
play

is
used

to

shock,
alarm

,
an

d
challenge

conventions.58

T
he

disruptiveness
of

play
can

be
extended

to
m

ore
d

an
g

er

ous
realm

s
to

o
.

Play
can

d
ism

p
t

our
m

ental
balance.

It
can

be
addictive

th
ro

u
g

h
gam

bling,
for

exam
ple,

buying
lottery

e1—0S:d

F
igure

1.2

is
Jo

u
st

serious
duelers.

(P
h
o
to

by
B

ennett
F

oddy.
h
ttp

://w
w

w
.fo

d
d
y

.net.)
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tickets
or

playing
slot

m
achines

designed
for

tem
p
tin

g
our

base
im

pulses
w

ith
a

calculated
chain

of
w

ins
an

d
losses.6°

T
he

d
is

ruptiveness
of

play
m

eans
th

at
som

etim
es

it’s
n

o
t

the
w

orld
w

e
look

at
th

ro
u
g
h

the
lens

of
play

but
an

abyss—
the

p
ro

fo
u
n
d

c
o

n
fradictions

an
d

risks
th

at
our

fragile
m

inds
accept

taking.
1f

w
e

are
only

m
ildly

tem
pted,

w
e

becom
e

spoilsports,
cheaters;6’

if
w

e
are

deeply
enthralled,

w
e

lose
ourselves

in
play.

Play
is

d
isru

p
tive,

and
it

can
be

dangerous
th

ro
u
g
h

its
disruptiveness.

P
lay

is
autotelic—

an
activity

w
ith

its
ow

n
goals

and
purposes,

w
ith

its
ow

n
m

arked
d
u
ratio

n
an

d
spaces

an
d

its
ow

n
co

n
d
itio

n
s

for
ending.62

T
his

is
a

co
m

m
o
n

p
o

in
t

w
ith

co
n

v
en

tio
n
al

u
n

d
e
r

standings
of

play.63
H

ow
ever,

th
e

boundaries
of

autotelic
play

are
n
o
t

form
ally

rigid;
there

is
no

d
ear

dem
arcation

bebveen
the

w
orld

of
th

e
gam

e
and

the
w

orld
at

large.64
Play

is
autotelic

in
its

context,
b
u
t

it
is

also
negotiated.

Its
autotelic

n
atu

re
is

alw
ays

being
discussed

and
negotiated.

W
e

play
by

n
eg

o
tiatin

g
the

p
u

r
poses

of
play,

how
far

w
e

w
an

t
to

ex
ten

d
th

e
influences

of
the

play
activity,

an
d

how
m

uch
w

e
play

for
the

purpose
of

playing
or

for
the

purpose
of

personal
expression.

P
lay

has
a

purpose
of

its
ow

n,
but

th
e

purpose
is

n
o

t
fixed.

P
lay

activities
can

be
described

as
diachronically

or
sy

n
ch

ro
n

ically
autotelic,

focusing
on

how
the

purpose
of

play
evolved

th
o

u
g

h
the

play
session

or
looking

at
w

hat
particular

purpose
a

particular
in

stan
ce

of
play

had
in

a
particular

session.
W

e
can

start
playing

w
ith

a
purpose

an
d

decide
to

change
our

goals
m

id
w

ay,
either

alone
or

in
n
eg

o
tiatio

n
w

ith
others.

Play
negotiates

its
autotelic

goals
an

d
purposes

as
part

of
playing.

L
et’s

look
at

an
exam

ple:
th

e
purpose

of
playing

a
gam

e
like

V
esper.5

th
at

allow
s

players
to

m
ake

only
one

m
ove

a
day.65

W
e

don’t
play

it
for

the
action

or
for

the
w

ay
it

en
tertain

s
us.

V
es

per.5
gives

us
a

ritual
th

at
is

play
too.

W
e

play
it

to
explore,

to

learn
ab

o
u
t

ourselves,
because

w
e

find
it

interesting,
because

it

has
m

ean
in

g
for

us
an

d
w

e
let

it
in

our
lives

every
day:

one
m

ove

and
th

en
a

h
v
en

ty
-fo

u
r-h

o
u
r

w
ait.

T
his

exercise
in

patience—
a

gam
e,

yes,
in

w
hich

w
e

play
m

ore
th

an
just

the
gam

e—
is

also
a

co
m

p
an

io
n
,

a
tim

ed
excuse

for
playing

every
day.

Its
purpose

is

to
exist,

to
let

us
play,

and
the

purpose
of

playing
w

ith
it

is
n

o
th

ing
else

th
an

just
playing.

P
laying

V
esper.5

is
also

n
eg

o
tiatin

g

w
hy

and
how

w
e

play
this

gam
e.

P
lay

is
creative,

in
th

at
it

affords
players

different
degrees

of

expression
in

h
eren

t
in

th
e

play
activity

itself.
P

laying
is

b
o
th

accepting
th

e
rules

of
th

e
gam

e
and

perform
ing

w
ith

in
th

em

according
to

our
needs,

personality,
and

co
n
stitu

tio
n

of
a

play-

ing
com

m
unity.

Play
is

th
e

act
of

creatively
engaging

w
ith

th
e

w
orld,

w
ith

technologies,
contexts,

an
d

objects,
from

gam
es

to

toys
and

playgrounds,
exploring

th
em

th
ro

u
g
h

ludic
in

terac

tio
n
.

Play
creates

its
objects

an
d

com
m

unities.
T

o
play

is
to

m
ake

a
w

orld,
th

ro
u

g
h

objects,
w

ith
others,

for
others,

an
d

for

us.
It

is
a

creative
w

ay
of

expression,
shared

b
u
t

u
ltim

ately
p
e
r

sonal.
P

lay
creates

(itself)
th

ro
u
g
h

objects,
m

ies,
players,

situ
a

tions,
an

d
spaces.

A
good

exam
ple

of
this

type
of

expression
is

the
d
ev

elo
p
m

en
t

of
tactics

in
gam

es.
W

hen
playing

a
gam

e,
players

develop
ta

c

tics,
th

at
is,

tem
porally

based
in

terp
retatio

n
s

of
the

co
n
tex

t
of

play
suited

for
particular

m
odes

of
in

teractio
n

tow
ard

particular

goals;
som

e
of

th
em

m
ay

be
a

part
of

th
e

gam
e

and
som

e
are

purely
personal.

T
he

tactics
are

the
on-the-fly

creative
in

terp
re

tatio
n

of
a

gam
e

th
ro

u
g

h
th

e
activity

of
playing

it.

F
inally,

play
is

personal.
E

ven
w

h
en

w
e

play
w

ith
others,

th
e

effects
of

play
are

individual,
attach

ed
to

our
ow

n
sen

tim
en

tal,

m
oral,

an
d

political
m

em
ories.

W
ho

w
e

are
is

also
w

ho
plays,

the
kind

of
person

w
e

let
lose

w
h
en

w
e

play.
O

ur
m

em
ories

are

ieII—ICS:
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co
m

p
o

sed
of

th
ese

in
stan

ces
of

play,
th

e
v

icto
ries

an
d

defeats,
b
u
t

also
th

e
sh

ared
m

om
ents.6

P
lay

is
n
o
t

iso
lated

in
o
u
r

e
v
e
n
t

ful
lives;

in
[act,

it
is

a
string

w
ith

w
hich

w
e

tie
our

m
em

ories
and

our
friendships

together.
Play

is
a

trace
of

the
character

th
at

defines
us.

Play
is

finding
expression;

It
is

letting
us

u
n
d
erstan

d
the

w
orld

and,
through

th
at

u
n
d
erstan

d
in

g
,

challenging
the

estab
lishm

ent,
leading

for
know

ledge,
and

creafing
new

ties
or

b
reak

ing
old

ones.
B

ut
u
ltim

ately
w

hatever
w

e
do

in
play

stays
w

ith
us.

Play
is

a
singularly

individual
experience—

shared,
yes,

but
m

eaningful
only

in
th

e
w

ay
it

scaffolds
an

individual
experience

of
the

w
orld.

T
hrough

play,
w

e
are

in
the

w
orld.68

Play
is

like
language—

a
w

ay
of

being
in

th
e

w
orld,

of
m

aking
sense

of
it.64

It
takes

place
in

a
context

as
a

balance
betw

een
ere

atio
n

an
d

d
estm

ctio
n

,
betw

een
adherence

to
a

stm
ctu

re
and

th
e

pleasures
of

destm
ction.7°

P
laying

is
freedom

.7’
Play

is
being

in
the

w
orld,

th
ro

u
g

h
objects,

tow
ard

others.72
W

e
play

n
o
t

to
en

tertain
ourseL

ves
or

to
learn

or
be

alienated:
w

e
play

to
be,

an
d

play
gives

us,
th

ro
u

g
h

its
characteristics,

the
p

o
ssib

iity
of

heing.
A

s
S

artre
put

it,
“T

he
desire

to
play

is
fu

n
d
a

m
entally

the
desire

to
be.”73

2
P

layfulness

A
n

iP
hone

is
just

a
rectangular

piece
of

m
etal,

glass,
and

plastic;

a
m

ach
in

e
w

ith
few

m
o

v
in

g
parts,

It
does

n
o

t
h

in
t

at
its

p
o
te

n

tial
fu

n
ctio

n
alily

w
h
en

It
is

tu
rn

ed
olf.

B
ut

w
h

en
it’s

tu
rn

ed

on,
w

h
en

softw
are

appropriates
the

hardw
are,’

an
iP

hone
is

a

m
achine

of
alm

ost
lim

itless
capabilities.

It
is

a
tiny

co
m

p
u
ter

equipped
w

ith
a

w
eb

brow
ser,

a
m

usic
and

video
piayer,

a
g
am

ing
console,

a
lever,

a
calculator,

a
cam

era,
an

d
any

o
th

er
th

in
g

th
at

A
pple

allow
s

it
to

b
e?

A
n

iP
hone,

or
any

other
sm

art
p
h
o
n
e,

is
th

e
u
ltim

ate
toy:

an
em

pty
shell

ready
to

be
m

odified
by

the

pow
er

of
softw

are.

T
he

case
of

sm
art

p
h

o
n
es

illustrates
n
o
t

only
the

m
alleable

nature
of

toys
as

playthings,
but

also
th

e
capacity

for
som

e

ob!ects
to

afford
playfuL

behaviors.
B

ut
w

h
at

do
1

m
ean

by
“p

lay

fulness”?
T

he
relation

behveen
play

an
d

playfulness,
m

ore
th

an

just
a

casual
affair,

is
extrem

ely
im

p
o

rtan
t

for
u
n
d
erstan

d
in

g
the

ecology
of

play
an

d
playthings.

M
an

y
of

th
e

tech
n
o
lo

g
ies

th
at

su
n
o
u
n
d

us
to

d
ay

are
so

m
e

w
h

at
in

v
ested

in
lo

o
k
in

g
like

so
m

eth
in

g
o
th

er
w

h
at

th
ey

are
or

w
h

at
th

ey
can

be.
A

p
h

o
n
e

does
n
o
t

w
an

t
to

be
a

p
h
o
n
e

b
u

t
a

m
u

ltim
ed

ia
em

o
tio

n
al

co
m

p
an

io
n
.

A
telev

isio
n

w
an

ts
to

be
m

ore

th
an

a
fireplace

su
b

stitu
te:

It
aspires

to
b
eco

m
e

th
e

g
ran

d
m

o
th

er

‘1—Ie


