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The “Anthropogame” is a spe-
culative journey–a miniature 
experience–for urban explo-
rers and wanderers through 
the anthropogenic cityscape 
of tomorrow. It is a kind of 
futurespective that offers 
help in an interactive way 
to gain a better understan-
ding of the possible chal-
lenges a city might face in 
the future.

The game developed here 
might be seen an action-
oriented approach, a form of 
tactical urbanism, that aims 
at opening up the discourse 
about the city of the future 
(also to non-experts). In 
the often very closed world 
of architecture and urba-
nism, where an own language 
is created and used through 
plans or drawings that fol-
low a fixed set of rules, 
very often hard to under-
stand for non-architects, 
everyone gets a chance to 
bring their fears or desires 
into the discussion. This 
might help gain different 
viewpoints and approaches by 
means of speculation.

This thesis is the result of 
an idea to venture out into 
the contemporary city and 
literally becoming daydrea-
mers, wandering, uncovering 
alternative worlds –the 
city’s desires and dreams. 
Just like Poliphilio in the 
Hypnerotomachia Naturae was 
dreaming his architecture, 
here, we are dreaming the 
possible futures of our ci-
ties. Weaving a new, urban 
fabric, threadlike over the 
city, impersonating our dark 
forest, mythical, exploring 
narratives that have yet to 
be told. 
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[Fig.1] Collage
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PROLOGUE: 
PROTÈGE 
MOI
It’s the disease of the age, it’s the disease that we crave…

Somewhere in the back of my mind…in my head. There it was. 
In the small fraction of a second I heard the hint of an old song, 
fading in the distance. It was like trying to remember a smell of 
a certain flower without succeeding. You can never quite place 
it and just when you feel you have it – it is gone. I was trying to 
collect my thoughts, would praying actually work? I was not so 
sure anymore for I had always been more of a deal-with-it kind 
of person, but who knew anymore? Which was an interesting 
question in itself, because – who? Where were they and why 
was I still not able to trace anyone. A phone would have been 
nice, but I left it at home for I didn’t want anyone to be able to 
trace me. They said they would not use the data for anything 
other than certain movements of certain people. And I normal-
ly do not really care- like all those people with conspiracy the-
ories in their minds, ready to blurt them out any second. This 
time was different. This time it was fast, this time it was quite 
unparadoxical as the situation called for it. So, they were saying. 
I mean, it made some people slow down because they had to, 
it made things become obsolete, it made us miss stuff I nev-
er would’ve thought possible. I would never have thought that I 
would miss the mere possibility to meet someone just to say hi. 
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[Fig.2] Butterfly Effect

INTRODUCTION

“Regressing into the examination of human nature, 
through a kind of spatial and material experience, 

might bring to the forefront a side road: a rerouting 
into the unconscious of the current political crisis of 

how little we understand ecological problems…forcing 
oneself to think and act in daily small diversions is 

what might constitute change.” (Kallipoliti 24)

Here, a life-action role-playing game is seen as 
the manifestation of such a “small diversion” that 
can actually make a difference in the ongoing de-
bate about where we are heading in the era of the 
so-called Anthropocene. Can imagining a different 
world, a parallel universe, a utopian or dystopian fu-
ture scenario and the storytelling thereof be a possi-
ble start? Vaglund and Fidjeland put it like that: “[A]
s designers, we can be catalysts to such discussions 
by conceptualizing, materializing and visualizing pos-
sible futures. A materialization believable enough to 
stimulate the same discussion as that if the scenari-
os were real.” (ibid 90) As architects it is not so much 
about being able to bring solutions to such complex 
problems but rather about the ability to ask the right 
questions. As Culek puts it, “[A]s architects, we of-
ten create more stories than buildings.” (Culek 158)

Disasters and fragments of the Anthropocene will 
be transformed into some sort of life-action multi-
player ‘game in a box’. The “Anthropogame” should 
allow a speculative, fictional approach towards a 
more sustainable future; or our own demise - for 
the future is as unpredictable as playing a game. 

The aim is to combine an ever-growing collection 
of speculative sparking moments with concepts of 
the Anthropocene and our current political, social, 
and economical challenges from a collective point 
of view in order to develop a game. Wild dreams, as 
well as devastating disasters, represent essential el-
ements that will be brought together in order to de-
sign a gameplay with all its necessary components.

Taussig sees a “…potential for play both to highlight 
and to dissolve the tensions between mimesis and al-
terity, between our “yearning for the true real” that can 
be accurately represented and our desire to “reinvent a 
new world and live new fictions” (ibid xvii)

The project is seen as a derivation from tabletop and 
life-action role-playing games, in the framework of this 
speculative thesis used for a theoretical discourse in 
an architectural context  – a hyper-game. By means of 
story-telling (e.g. on cards and in fictitious situations), 
the developing of fictional characters and several el-
ements (dice, figures, game board… etc.), a fictional 
world or scenario can be developed during the course 
of such a game and might serve as a projection plane 
to speculate about the challenges of the Anthropocene. 

Just like the end of a complex game, where in most 
cases the outcome cannot be predicted beforehand, 
it was the case with this thesis. This also meant, that 
the game-box itself was meant to be growing with the 
overall story and adapted according to its developing 
contents (something that is done in e.g. design-based 
research, though in a different context). 

Like Duchamp’s box, the box here is seen as an ar-
chive, a collection of fragments, brought together with-
in playing, therefore creating something new in the 
process.

“The aim of creative practices is not to find evidence 
but to see what more might be said about the world: 
the challenge is to develop methodologies and lan-
guage capable of giving attention to sensual emergent 
experience that slips through the net of conventional 
research.” (Ryall and Yuanfan 118) This approach is 
practiced by a collective called ‘The Trojan Horse’, who 
are looking into the value of life-action role playing as 
a research tool. Their approach will be adopted and 
modified here to show how important games can be as 
a source and resource in architectural discourse.
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[Fig.3] Plastiglomerate

CONTEXT: THE AN-
THROPOCENE OR 
THE AGE OF HUMANS

The Earth has been shaped and manipulated in dif-
ferent scales by humans since the early beginnings 
of humanity. From simple cave drawings to massive 
coal mines, the human species has continuously been 
altering and exploiting its habitat in order to gain the 
most out of existing resources. (cf. Ellis, 2013) “The 
Anthropocene defines Earth`s most recent geologic 
time period as being human-influenced, or anthropo-
genic, based on overwhelming global evidence that 
atmospheric, geologic, hydrologic, biospheric and 
other earth system processes are now altered by hu-
mans. The Anthropocene is distinguished as a new 
period either after or within the Holocene, the current 
epoch, which began approximately 10,000 years ago 
(about 8000 BC) with the end of the last glacial peri-
od.” (Ellis, 2013) “Although, various origins have been 
suggested for the Anthropocene, the emergence of the 
Industrial Revolution in Britain during the eighteenth 
and early-nineteenth centuries is one of the most 
widely accepted by historians.” (Ashley, 2019) “Some 
experts argue for `Anthropocene`—from anthropo, 
for `man`, and cene, for `new`—because human-kind 
has caused mass extinctions of plant and animal spe-
cies, polluted the oceans and altered the atmosphere, 
among other lasting impacts.” (Stromberg, 2013)

Humans have likely used more energy since 1900 
than in all of previous human history combined. By 
the end of the twentieth century a scientific consen-
sus emerged that due primarily to the burning of fossil 
fuels, global warming of the atmosphere was taking 
place at an accelerating rate. “This has affected the 
polar regions most immediately, but there is today a 
growing understanding of the links to rising sea-levels,

extreme weather events and desertification. Meanwhile, 
the use and continued testing of nuclear weapons from 
1945 provided a new global marker (sometimes re-
ferred to as a “golden spike”) for the Anthropocene. The 
world-wide presence of radioactive fallout, which will re-
main detectable in the earth’s soils for at least 100,000 
years, is favored by some geologists as marking the 
definitive transition out of the Holocene.” (Ashley, 2019)

The concept of the Anthropocene has been strong-
ly criticised by some scholars for appearing to sug-
gest that humanity as a whole is responsible for the 
environmental damage caused. “In fact, it is a highly 
unequal process, with western societies accounting 
for the vast majority of energy use, industrial produc-
tion, and pollution in the past, present, and foresee-
able future. Nevertheless, the Anthropocene has be-
gun to inspire a new generation to understand more 
clearly who and what is responsible for the ecological 
changes going on around us.” (ibid, 2019) However, 
the mere awareness of what is going on could ar-
guably be a starting point for deeper and more pro-
found investigations, also on an individual scale.

“The anthropomorphic perception of the [E]arth 
as an endangered living species that is cute and 
sentient, as a being that needs to be petted by 
humans, its self-proclaimed conquerors, is delu-
sional, as it positions our species at the center of 
all pivotal planetary developments.” (Kallipoliti 22)

Gadamer writes: „Inasmuch as nature is without pur-
pose and intention, just as it is without exertion, it is 
a constantly self-renewing play.” (Gadamer 110).
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[Fig.4] Empty Spaces: Rome [Fig.5] Empty Spaces: Tokyo



1312
[Fig.6] Surreal Photograph

“…it is not only rules that give games meaning; it is 
also unknowns.” (Shank 86)

“The term homo ludens was first introduced in 1938 by 
Dutch historian Johan Huizinga, as part of his theory 
about the way cultures evolve over time. Huizinga’s 
homo ludens is typically translated into English as ‘man 
at play’ or used to describe a ‘player of games’. Howev-
er, the Latin word ludens actually encompasses a wide 
range of activities, from whimsical, childish pastimes 
to competitive sports and even extends to the pro-
duction of art, literature and scholarship. For Huizinga 
(1944), play is defined as any activity that may be free-
ly pursued and operates apart from conventional life, 
but which, nevertheless has its own system of order.” 
(Stenros, et al. 30) Furthermore, “Johan Huizinga dis-
cusses play through its relationship with “ordinary life”, 
that which is not a game. Like the relationships of fact 
and fiction, spiritual and corporeal, private and public, 
and work and leisure, the relationship of play and ordi-
nary is subject to change over time.” (Stenros, et al. 30) 

Huizinga’s homo ludens represents a central element 
for modern anthropology. It is part of a typology that 
defines problems and constellations of the acting, 
suffering, experiencing pleasure and reproducing, 
sensing and thinking human. It is accompanied by a 
series of other “characters”, like the Homo pictor, the 
Homo oeconomicus or the homo faber. In the case of 
the Homo ludens it is especially about defining differ-
ences, in which the human can be understood as an 
ethical, social, culture producing and, ultimately, also 

historical being. Playfulness and Serious-
ness, Freedom and Order, Rush.” (Sandl 408)

Shank writes that, “[R]ules are key to the views ex-
pressed in Huizinga’s prominent book [H]omo [L]
udens, which sets the critical foundation for a theoret-
ical analysis of play…Huizinga formalizes his concep-
tion of rules into the idea of the magic circle, the area 
that limits where play occurs and where it terminates 
at the boundary of nonplay…Within the magic circle, 
rules determine what may be done. Caillois seconds 
Huizinga’s emphasis on rules in his influential book [‘] 
Man, Play, and Games [‘]: “the confused and intricate 
laws of ordinary life are replaced, in this fixed space 
and for this given time, by precise, arbitrary, unexcep-
tionable rules that must be accepted as such and that 
govern the correct playing of the game” (ibid 7). In or-
der for play to be considered play (or a game to be 
considered a game), the rules must be accepted; oth-
erwise, the magic circle’s boundaries become indistinct 
from the real world’s…But this dependence on rules 
for the ontology of games does not demand that rules 
are always fixed…The rules of many games, especially 
[Dungeons and Dragons] D&D, are open to change.” 
(Shank 84-85) This aspect will be discussed in more 
detail when it comes to the so-called ludosphere.

Sutton-Smith sees seven rhetorics of play (ibid 9–12): 
“play as progress, play as fate, play as power, play 
as identity, play as frivolous, the rhetoric of the self, 
and play as the imaginary. Play as progress is ap-
plied to children’s and animals’ play, with imitative play 

PART I: 
HOMO FABER–
ARCHI LUDENS?
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being a necessary step for cognitive, moral and social 
growth. Play in the early stages of development, as is 
frequently said, is a preparation for adult life. Play as 
fate refers to an ancient rhetoric applied to games of 
chance and it rests on the belief that human lives are 
controlled by destiny. According to Sutton-Smith, we can 
find modern versions of this rhetoric in powerful images 
of indeterminacy in contemporary physics (Schröding-
er, Heisenberg) or in economics. Play as power takes 
sports, athletics and contests and other situations in-
volving conflict with a clear outcome of victory or loss 
as genuine forms of play. Play as identity, usually the 
preferred rhetoric of folklore or cultural studies, recalls 
community celebrations and traditions that once bound 
communities together. Play as the imaginary emerges 
with Romanticism and was inspired by playful improvi-
sation in the arts. The rhetoric of the self focuses exclu-
sively on the desirable experiences of the players.” (Bo-
ronat 229) It is those desirable experiences which will 
be of interest within an architectural role-playing game.

Russell et al. write that there are “…tensions be-
tween play’s freedoms and rule-boundedness, and 
in particular the fluidity, or perhaps liminality, of en-
framing play without separating it from the already 
entangled actual, virtual or possible.“ (ibid 3) Maybe, 
we actually want these tensions as it is not within fa-
miliar terrain that new ideas and thoughts emerge, 
but within a certain uncanniness, alienation, or dis-
turbance of the ‘natural order’. This might be where 
actual chance, or awareness thereof, can happen.

Roger Caillois, a French theorist, was inspired by Hu-
izinga’s ideas and in 1958 published the aforemen-
tioned book “Les Jeux et les Hommes” (Man, Play and 
Games), which expanded and critiqued the concept of 
homo ludens. Caillois, like Huizinga, sought to iden-
tify the crucial role which play serves in the develop-
ment and refinement of culture. In order to examine 
the importance of play, Caillois (1961) was forced 
to differentiate two major types. The first, known as 
paidia, is spontaneous or improvised, and while it 
has no pre-defined outcome, it has many benefits. 
The Greek word paidia refers to delight, amusement 
and childishness. The second type of play, known as 
ludus, denotes an activity which relies on rules and 
requires extensive skills and experience to master. 
The Latin word ludus refers to practice, training and 
competition. Homo ludens encompasses both paidia 
and ludus, but it is important to realize that the two 
are not binary opposites.” (Ostwald and Williams 6) 

The notion of homo ludens as defined by 
Callois is of central interest for this thesis.

What is also central is, that “Ryan suggests an alter-
native, a compromise. Her article on interactive nar-
rative fleshes out Caillois’s landmark classification of 
games by connecting her two concepts of narrative 
games and playable story to his of ludus and paidia, 
respectively. Ludus games are broadly delimited by 
their regulation and structure, while paidia are charac-
terized by play without systemization or rules (Caillois 
29). In Ryan’s joint conception, then, a narrative game 
contains agreed-upon rules, ends with winning or los-
ing, and is built upon a narrative structure which is 
secondary to player agency. So, although a player can 
win in chess or football, neither are narrative games 
because they lack clear stories. Examples of this cat-
egory include the video games Half-Life, Max Payne, 
and Grand Theft Auto. In contrast, a playable story is 
not governed by totalizing rules, does not have a clear 
state of winning or losing, but contains a narrative, the 
furthering of which overrides any game-goals.“ (Shank 
12-13) The “Anthropogame” is supposed to be such a 
playable story, where ludic storytelling is at the center.

NARRATIVE GAMES AND PLAY-
ABLE STORIES–STAYING WITH 
THE TROUBLE

“An architecture without narrative is an architecture 
without self-awareness and criticism.” (Waythinktank, 

2016)

The notion of narrative games or, rather, as has been 
argued before, playable stories seems an important 
step towards the development of an own game box. 
Architecture itself should not be concerned with saving 
the world but can maybe or hopefully contribute to a 
better understanding of it; it could even be a reinven-
tion of the world through its aesthetics. In this context, 
especially speculative storytelling with an unknown 
outcome seems like a playful way of “staying with the 
trouble” as Donna Haraway (2016) puts it. For her, this 
idea is a way of cutting the ties with the Anthropocene 
and Capitalocene focusing on “people who care and 
act” as being animators for action. She is looking for 
real stories that are at the same time speculative fabu-
lations and speculative realms (cf. ibid 5, 10). It reads 
very similar to Ryan’s ‘playable stories’.

[Fig.7] Liam Young: Drone Orchestra
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When it comes to the ambiguity of reality, which is one 
of the concerns raised within this context, “[T]he work 
of Plato and Marcus Aurelius teach us that [it] is a time-
less topic. The founder of modern linguistics, Ferdinand 
de Saussure, embodies this ambiguity through the 
arbitrariness of the linguistic sign.“ (Heisel 144) Sau-
ssure, whose main focus was this arbitrariness, saw 
“the sign as a linguistic unit that consists of a signifier 
[…] and signified […], respectively ‘sound-image’ and 
‘concept’. With this concept it is possible to falsify the 
(synchronic) approach that a word is directly attached 
to a thing. From Saussure’s insights, it becomes clear 
that with the use of words we create reality rather than 
finding words to represent an already existing reality.“ 
(Heisel 137) Lyotard “show[s] how it is possible for lan-
guage to be deprived of its communicative function, 
and rather to gain ‘the power to be “seen”, and not 
only read- heard; the power to figure, and not only to 
signify’.” (Rendell 211) So, maybe the approach here 
can teach us again how to be more aware and creative 
when it comes to our own future, find new words but 
also create new realities at the same time.

Moreover, it seems that another important component 
in a fascinating gameplay is an unpredictable storyline. 
As Shank puts it, “[U]nknowns are similar to the ran-
domness in games. Play in the Derridean usage im-
plies a sense of arbitrariness, or even randomness, by 
its looseness. After all, if signifier-signified reference 
cannot be pinned down because of endless deferral 
and slippage among connotations, then to the player or 
reader there is at least the appearance of randomness. 
Whether this randomness is actual or not is beside the 
point. What is important is that play within rules points 
to the appearance of a loose system which cannot be 
pinned down. That variability can seem to be random…
Randomness and chance have always held an im-
portant role in the structure of games. [Again,] Caillois 
draws attention to this history in the chapter where he 
defines four categories of play. Agôn includes compet-
itive games, alea games of chance, mimicry imaginary 
role-playing, and ilinx games of vertigo…” (Shank 88) 
“Rules are dependent on unknowns and perceived ran-
domness to create interest in the game and to make 
choices challenging. For devoted players, [Dungeons 
and Dragons] exemplifies a game that has appealing, 
engrossing unknowns and an engaging level of per-
ceived randomness. These unknowns, primarily the 
dice, revolve around violent eventualities. So[,] it is the 
very unknowns providing interest to the game that in 
D&D are violent.” (Shank 91) 

This is one of the reasons there will be a deep investi-
gation into Dungeons and Dragons and its implications 
for this thesis. 

“Whereas we previously dipped our toe in the sea of 
philosophical consideration of play wondering if there 
were monsters in its uncharted regions, [they say] that 
this may well be the case, alongside emergent archi-
pelagos whose occupants remain unclear and partial.” 
(MacLean et al. 9) 

When it comes to such ‘uncharted regions’, Liam 
Young borrows from film, fiction and performance “in 
order to animate the scenarios for people who don’t 
naturally deal with that.” For him, it is about “transcend-
ing disciplinary boundaries to connect people.” (Young, 
2018) He does not design buildings, but explores ide-
as that have architectural, urban and cultural impli-
cations of new, existing and emergent, technologies. 
(cf. ibid, 2018) He does this with remarkable technical 
research-insight and therefore immense insight into 
whatever field he is ‘dipping his toe in’. 

He states, “to visualize imaginary worlds in order to un-
derstand our own world in new ways…the critical role 
of fiction is to provide a counterbalance.” (Young, 2019, 
2:05) With his own visions, he is “creating a portrait 
of the alternative view of the future.” (ibid, 2019, 2:08)

What is one of the most important parts of a keynote 
lecture he gave in 2019 for the Dezeen magazine was 
,that he said “ideology rarely evolves at the same pace 
as our technology and in many ways that is one of the 
roles of us as designers to prototype the subcultur-
al implications of all possible futures.” (Young, 2019, 
27:02) This notion is part of what he calls “Productive 
Utopia” where it is about “…explor[ing] ways that as 
designers we can use the tools of fiction and specula-
tion to try and preempt what might come so that we’re 
not just kind of waiting in line for the next iPhone to be 
released hoping it is gonna be doing something pro-
ductive.” (Young, 2019, 29:30) He basically talks about 
taking action, doing something, being creative and us-
ing the tools at hand or even to come to imagine the 
kind of world we really want to live in.

[Fig.8] Fukushima Trinity Cube: Trevor Paglen
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[Fig.9] Human Kaleidoscope

PLAY AS LIFE

“It is now widely acknowledged that play is central to 
our lives. As a phenomenon, play poses important 

questions of reality, subjectivity, competition, inclusion 
and exclusion.” 

(Russell, et al. 2)

In the context of this thesis, similar to Russell, et al. and 
their book about ‘Play as Life’, games are also seen as 
a way of resistance “for moments of enchantment and 
near hope” (ibid 8). When it comes to play, they write 
that “[W]hile the definition might have fuzzy bounda-
ries, the experience of playing is familiar. This heart 
of play is a disposition, one that Bernard Suits (2014) 
calls ‘prelusory’ and that others call playfulness. Dis-
positions are discombobulating. They are tendencies, 
orientations towards a way of doing things, a way of 
being. Just as with Bourdieu’s habitus, this tendency 
to playfulness is not deterministic. Neither is it calcula-
ble; we cannot give odds on the likelihood that a lusory 
(pre- or otherwise) disposition is going to cause this, 
that or any play in any given situation. That’s not the 
way dispositions work. We can say, however, that this 
disposition to playfulness, this prelusory disposition, is 
ontological. It is a way of being, a way of doing – a 
mode of existence that we bring into being in a situa-
tion, phenomenon, event that is a precondition for play 
to emerge…” (Russell, et al. 2) So, in contrast to Hu-
izinga’s distinction between play and life, the notion of 
playfulness as a disposition is what is of concern here.

The development of the “Antrophogame” could be con-
sidered as such a precondition that brings about this 
possibility - a lusory disposition. 

For Lester, “…playing is an exemplary process that ac-
tualizes the creative desire that makes life possible.” 
(ibid 14) It is exactly this notion of the creative desire 
that makes life play and play an element of life.“ Fur-
thermore, he states that “life is sustained and sustains 
itself through play; it is a process of continuous, inde-
terminate variation to see what more can be done with 
life.” (Lester 23) In a way, this also means that through 
play, we can see what more can be done in architec-
ture.

For Dönmez, “…play, by definition, consists of volun-
tary participation and action.” (Dönmez 46). In Huizin-
ga’s Homo Ludens playing is considered a voluntary 
activity. If there is a forced order or mandate, then it is 
no longer play but a ‘forcible imitation of it’ (see Huizin-
ga 1955, 7). “These sufferings contribute to the playful 
character of life: there are always ups and downs, chal-
lenges and confrontations in play. All play has rules that 
determine it and the player functions in relation to these 
rules, which can lead to defeat, victory or discovery.” 
(Dönmez 48). This is what keeps life- and in extension- 
play- interesting.

In this context Young asks himself “[W]hat does it mean 
to start create speculative architecture and live within 
it.” (Young, 2019, 46:49) “For whatever reason we’re 
in a position where we’re in need of a paradigm shift 
in order to deal with the impending doom that’s coming 
at us, a cultural change is really what’s “required, and I 
think fiction is a part of reframing of cultural responses.” 
(Young, 2019, 38:54)
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ALLEGORICAL IMPLICATIONS 
AND THE ORIGINS OF GAMES

In an article by Dönmez, called “life as play’ from East 
to West”, “she sees the notion of ‘life as play’ as a 

simile.” (ibid 38)

“Allegory derives from the Greek word allegoreo, 
formed from allos (other) and agoreuo, (to speak in a 
place of assembly, the agora, the marketplace). The 
‘other meaning’ of allegory may conceal a secret sig-
nificance, in that it may persuade readers to probe 
for another meaning, it may enrich the meaning that 
has been given, or it may draw attention to a split be-
tween the surface meaning and what is underneath…
[I]n the words she’s as headstrong as an allegory, the 
conjunction ‘as’ [in Life as Play] introduces a simile. If 
the words indicating that a comparison is being made 
are discarded, that is a metaphor. A metaphor sus-
tained, and developed, is allegory. Allegory describes 
one thing under the image of another or speaks one 
thing while implying something else. A simile keeps the 
two terms of the comparison apart.” (Tambling 11-12)

The beginnings of board games can be explained using 
the examples of chess. Games are derived from the very 
old Indian game “Chaturang” were transported through 
Persia in the 7th century and came with Arab traders 
to Europe. Such games vary over time, but the basic 
structure of the game itself remained. It is believed that 
chess derived from the training of soldiers as the ele-
ments comprised of military divisions. Perinbanayagam 
says that chess, amongst other board games, could be 
seen as broader allegory, as can be battle itself. (cf. 91) 

Although being published ten years ago, Tambling’s 
notion of allegory still applies. “Allegory has been 
reclaimed as a term within recent debates in literary 
and cultural studies. The assumption that it is an arti-
ficial device no longer seems so problematic, so that 
the word is now more prominent in literary use than 
it has been for some time. ‘Allegory’ has a broad set 
of meanings, but, since these have shifted in the last 
thirty years or so, there is now no consensus on how to 
approach it. Newer approaches…threaten to unsettle 
older senses of allegory altogether.“ (ibid 12) 

His excerpt on allegory begins with a famous quote 
from Dante’s “Inferno” to explain how allegory works, 
which for him is “putting one thing… in terms of an-
other…”. Furthermore, the text mentions personifica-
tion as “a particular type of allegory, so particular that 
some critics question whether it should be thought of 
as allegory, at all” and also states that “at its simplest, 
allegory is a way of saying one thing and meaning an-
other.” (Tambling 13) This could mean that ‘play as life 
as play’ is maybe an allegorical notion in that play is 
used here to describe, or explain, our collective lives in 
the Anthropocene.

[Fig.10] The World as an Allegory
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The monster in Frankenstein breaks with the mod-
el of a figure of speech (simile or metaphor) being 
able to say what something is like. Perhaps Mary 
Shelley and Emily Dickinson use allegory as a way 
of evoking what cannot be represented or has no 
identity that can be publicly validated.” (ibid 55) 

“The philosophers Gilles Deleuze and Felix Guattari ar-
gue that the idea of the face has been encoded into all 
ways of seeing landscapes and forms of reality, so that 
everything appears as though facialized: the face is a 
controlling figure (Deleuze and Guattari 167–91). The 
idea of the face is all-pervasive, then, and its use in 
allegory is one instance of it.” (Tambling 79) Simile and 
metaphor both assume that literature is a form of rep-
resentation, or mimesis; they imply that the literary text 
imitates life… allegory is not a ‘speaking other’ which 
differs from some anterior given statement. Images 
become allegorical in this context by being always 
‘other’, not underpinned by some reality with which 
we are familiar.” (88-89) So, in a way, a role- playing 
game also simulates life as it is also always taking 
place within a different reality.  With his text, Tambling 
tried for “allegory [to be] defined as a rhetorical de-
vice within language which exploits the gaps between 
words and meanings…. In the twelfth century, writers 
began crafting allegories, texts with plural meanings. 
Characteristically, the device deployed was personifi-
cation, giving life to abstract ideas by endowing them 
with a mask. …Personification works by making iden-
tifications, and claims implicitly, by its existence, that it 
can conceptualize, or visualize, or realize, the ‘other’ in 
a particular form: as Revenge, or as Sleep. It creates 
an image, and makes it a fetish, expressing something 
in the self. This, because it is created by the person 
who makes the visualization,  is not ‘other’, but a way 
of rendering ‘otherness’, or difference, in terms which 
make it the image of, and expression of, the views 
of the person who has the power to create it.” (93)

For Aarseth, “[C]omputer games, finally, are allegories 
of space: they pretend to portray space in ever more 
realistic ways, but rely on their deviation from reality 
in order to make the illusion playable” (Aarseth 163).

ALLEGORY WITHIN THE ANTHROPOG-
AME-SPHERE

On an example taken from Mcbeth, Tambling shows 
that “‘[Serious] uses of allegory come about because 
allegory makes abstract ideas appear real, forceful…” 
(Tambling 16) sleep is treated as if it was a person and 
thus it becomes allegorical. 

When it comes to Lewis Carroll’s book “Alice’s Adven-
tures in Wonderland”, the author also draws the con-
nection of a certain text passage to allegory. (ibid 16) 
“If you knew Time as well as I do,’ said the Hatter, ‘you 
wouldn’t talk about wasting it. It’s him.’ ‘I don’t know 
what you mean,’ said Alice. ‘Of course, you don’t!’ the 
Hatter said, tossing his head contemptuously. ‘I dare 
say you never even spoke to Time!’ ‘Perhaps not,’ Al-
ice cautiously replied, ‘but I know I have to beat time 
when I learn music.’” (Carroll 43) Hence, Tambling on 
giving this example follows the argument that time, as 
something abstract, can be turned into a proper noun 
(cf. 16) and “can participate in a narrative”. “Lewis Car-
roll shows how ordinary verbs have no narrowly fixed 
sense, but play their part in a world where everything, 
including abstract nouns, is equally tangible. What 
happens when an abstract idea becomes allegorical, 
which happens all the time in English?” (Tambling 16) 
As Tambling puts it “[T]hinking, which happens within 
figures of speech, becomes allegorical, giving a visual 
or linguistic shape to the abstract, which is perceived 
as personified and personifying, allegorical, creating al-
legory, and effacing the difference between the abstract 
and its embodiment as a figure.” (16) 

Tambling also says that “[A]llegory interprets events or 
reinterprets them in such a way that exceeds their lit-
eral meaning.” (17) As the text unfolds it discusses the 
notions of allegory in different time periods on famous 
examples like Blake, Hawthorne, Melville, Dickinson, 
tackling the notion of the symbol in for example “The 
Scarlet Letter”. He also writes about Shelley’s “Frank-
enstein” as ”…an allegorical and a monstrous text, not 
because the ‘monster’ symbolizes the energies of the 
French Revolution, or the British working class, or the 
rights of man or the wrongs of women, but because 
the monstrous cannot be given form, cannot be repre-
sented… Allegory has a place for monsters, but Frank-
enstein’s allegorical writing exceeds the bounds of tra-
ditional allegory.”(Tambling 55) Here, allegory is seen 
“as [an] artificial, incomplete, defying representation…

ALL THE WORLD’S A 
STAGE…AND ALL OF 
US MERELY PLAYERS
Goffman offers a metaphorical analysis of (social) life. 
“[He] uses the metaphor of theatrical performance to 
explain how individuals present themselves in ordinary 
situations. Thus, our forms of social behaviour can be 
explained with the help of dramaturgical language. 
Individuals appear before others as characters in a 
performance.” (Boronat 234) Concerning relaxation or 
the distance between the inner and the social self, a 
place of intimacy “[A] parallel and essential aspect of 
performance mentioned by Goffman is the backstage. 
Backstages are places usually intended to provide as-
sistance to the ones performing in the front. A perform-
er can find in the backstage some kind of rest ‘while the 
performance is in progress and can interrupt his perfor-
mance momentarily for brief periods of relaxation.” (Bo-
ronat 235) The notion of this ‘theoretical performance’ 
seems to be of immense value within this thesis. As 
will be mentioned in the course of this project, this idea 
is taken on by the Trojan Horse collective, who find 
life-action role plays a way of ‘appearing before others’- 
and therefore the world itself- as characters in some 
sort of performance; which does not make this perfor-
mance any less real or relatable in real life.

THE ORIGINS OF PLAYING AND 
GAMES AS A RESEARCH TOOL

As mentioned before, with the origins of chess, Sten-
ros, et al. state that “[T]he combination of (ludic) war-
games and (paideic) storytelling has led to role-playing 
games” (33). What is interesting is, that for them “[N]
owadays… playful activities are usually considered 
“games”, even though winning, losing and points are 
often irrelevant for performative players. If there is a 
reward for a good performance, it’s given by the other 
players, not by the system. The concepts of “winning” 
and “losing” are equally problematic when discussing 
never-ending, persistent [online] roleplaying games, 

where temporary victories and setbacks can be ex-
perienced but no chain of events is ever permanently 
concluded…In these games, which feature elements of 
both paidia and ludus, the player is also a performer 
and an audience for other performers.” (Stenros, et 
al.  33) Shank also states that “…winning may occur 
in D&D, but more from a paidia standpoint than from a 
ludus one.” (Shank 13)

According to Stenros and Kultima “[G]ames and play 
have surfaced in scholarly works for centuries. For 
example, in the field of philosophy, relevant discussions 
on play date back to at least Immanuel Kant and Fried-
rich Schiller. However, games and play per se were 
seldom the focus of study before the late 19th centu-
ry… during the last three decades, anthropological, fol-
klorist, and psychological interest in games started to 
emerge.” (ibid 339) At that time “[G]ame-related scho-
larship tended to stay within disciplinary boundaries…. 
This early era of disconnected discussions of games 
and play went on for a long while. Some works have 
later achieved greater visibility and have become ge-
neral classics, such as Johan Huizinga’s Homo ludens 
(1938/1955)” (340), which has been mentioned before. 
In the 1970s, there was a renewed interest in the field 
“…when academic communities devoted specifically 
to the study of games...” evolved. “A turning point is 
the establishing of journals and academic associations: 
Simulation & Gaming…started publication in 1970, and 
the Journal of the Philosophy of Sport commenced 
publication in 1974. The International Simulation and 
Gaming Association (ISAGA) was founded in 1970 and 
The Association for the Study of Play (TASP) was es-
tablished in 1973. Both associations have held regular 
conferences and TASP has published numerous jour-
nals over the years.” (Stenos and Kultima 341) With the 
turn of the century, digital games were on the rise and 
hence research thereof (cf. Stenos and Kultima 341), 
which will not be discussed in this thesis in more detail.
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[Fig.11] All The World‘s A Stage: Joe Exotic

CHARACTERS, IDENTITY AND 
TIME

“The player is always more than the character, in 
thoughts and actions, even while performing.” 

(Shank 16)

With his thesis, Shank tries to “offer insight into the na-
ture of identity in a culture in which people increasing-
ly occupy role-playing identities.“ (Shank 101) When 
it comes to characters, he argues that “role-played 
characters are more than fictional constructs but are 
significant in the development of the players’ identities 
and are in that sense real” and that “[O]ur conventional 
distinction between fantasy and reality blurs as players 
exist across frames in both worlds at once” and that “it 
is not surprising that what happens in the game may 
be relevant to other locations of being.“ (Shank 101) 

That should also be true when developing the game 
for this thesis, as what happens within such a game 
can at the same time be of interest in reality but 
also show how people think about certain prob-
lems and possible solutions. One might create an 
Abbild of society itself, events happen in real time. 

As Ala-Ruona puts it, “[W]ords can be considered the 
building blocks of one’s own self and body. Words them-
selves are also bodies, ones that the writer’s body pro-
duces, sees, feels, touches and is affected by.” (ibid 70)

“Retrospection is eliminated since the story is told in 
the present tense. There is no future narrator explai-
ning what happened. Some scenes may be narrated 
in the past tense by the DM, after the players have 
given their actions, but that act is more summary or 
re-narration than full narration.” (Shank 17) When 
talking about the concept of tempics, he sees it “…
as a multifaceted theory of unnatural narrative, gives 
an alternative and nontraditional reading of the D&D 
narrative” (Shank 31) as he sees the game itself even 
as a different form of literature, “…a collective social 
creation, a foregrounding of experience, and a contin-
gent narrative that relies on processual creation, rather 
than on a unified narrative plan.” (ibid 31) The players 
should “…insert into the broad understanding of unna-
tural narratives both tempics, which sees the narrative 
as a process of creation, and the tool of multiple-focus 
narration, which can be used to track the plot in the 
case of a narrative without a protagonist.” (Shank 34)

When it comes to time, Shank remarks that “[W]hen 
players discuss their characters’ actions in real-world 
time (in the game or social frames), that speech must 
somehow be translated into narrative-time, and yet 
it must be shortened, since there is no way charac-
ters could have a five-minute argument on whether 
or not, for example, the sly succubus is lying while 
they are having a conversation with her. Such aberra-
tions and elongations of real-time over narrative time 
also include deciding, calculating, and communicat-
ing battle moves and attacks, which all take longer 
than the narrative frame’s duration of those actions. 
Therefore, time expands around those actions. Ex-
panding bubbles of time alter what it means to exist 
in the postmodernist D&D narrative.” (Shank 55)

“The players’ “real lives” occurring in the social frame 
are continually interrupted and rearranged by the game 
frame and narrative frame. Short-term equilibrium in 
personal, social, and narrative scripts is dependent on 
the crossing and breaching of frames for determining 
what happens in them.“ (Shank 60)  The notion of a 
metagame seems promising as “[M]etagame thinking 
means thinking about the game as a game. It’s like a 
character in a movie knowing he’s in a movie and acting 
accordingly.” (Shank 68) This might help bring the more 
playful component to the foreground, even when talk-
ing about or “playing” in the context of serious real-life 
events, as will be the case in the game to be developed. 

Another interesting notion McHale calls transworld 
identity, is “the existence of one character in multiple 
ontologies. The rule for it truly to be transworld identity 
is that the essential properties of the character must 
remain intact as the character changes location…” 
(Shank 49) This gives way to the possibility of also 
developing multiple locations for the players, although 
it might go beyond the scope of the present thesis. 
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[Fig.12] All The World‘s A Stage: Donald

“To avoid confusion one has to distinguish the study of 
games as a cultural phenomenon from the discipline 
of game theory (von Neumann), a branch of applied 
mathematics developing models to study interactions 
with so-called incentive structures or games.” (Stock-
burger 15) “Although the discipline of game studies is 
in a state of exponential growth, extending in various 
directions, two positions, namely narratology and ludol-
ogy have lately dominated the discourse (Frasca). 

The former is mainly concerned with the narrative po-
tential of computer games while the latter claims that 
games cannot be treated in the same way as traditional 
narrative structures and instead promotes a concentra-
tion on their inherent rules.” (Stockburger 15) 

Taking a closer look at games, Stenros, et al. write 
about how the cultural position of games has changed 
over time. When once information was believed to be 
true when it was screened on the television or printed in 
the newspaper it was then considered fact, more or less 
– people believed what they saw and heard through 
these media. When faster communication entered the 
stage, “multicultural viewpoints, relativism and the es-
tablishing of various cultural spheres where one might 
present different aspects of oneself” emerged, as well 
(ibid 31). 

GAME STUDIES

GAME THEORY AND THE CUL-
TURAL POSITION OF GAMES 

“…we find in the last five millennia a limitless desire to 
express our imagination through play.” (Bateman 77)

Game theory is said to root in mathematical theory. 
In 1928 John Von Neumann published a paper called 
“Theory of Parlor Games” on the topic, thus paving the 
way for game theory to develop as a discipline mainly 
used by economists, nonetheless sparking interest in a 
lot of other disciplines. (cf. Janet, et al)

“To avoid confusion, one has to distinguish the study 
of games as a cultural phenomenon from the discipline 
of game theory (von Neumann), a branch of applied 
mathematics developing models to study interactions 
with so-called incentive structures or games.” (Stock-
burger 15) “Although the discipline of game studies is 
in a state of exponential growth, extending in various 
directions, two positions, namely narratology and ludol-
ogy have lately dominated the discourse (Frasca). The 
former is mainly concerned with the narrative potential 
of computer games while the latter claims that games 
cannot be treated in the same way as traditional narra-
tive structures and instead promotes a concentration 
on their inherent rules.” (Stockburger 15) 
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When it comes to popular culture,  the authors give a 
few film examples based on this aforementioned notion 
that no one can be trusted anymore, like David Finch-
er’s film “The Game” (1997) or “The Truman Show” 
(1998), “eXistenZ” (1999), “The Matrix” (1999) and 
“The Blair Witch Project” (1999) all in their own way 
playing with reality and fiction and their mutual blurring. 
Stenros, et al. also refer to ‘ludic literature’ where actu-
al history is mixed with fictional characters. They state 
that “[I]n a way all of these are descendants of Orson 
Welles’ “War of the Worlds” (1938), which used the for-
mat of a radio news show for presenting the events of 
its narrative. The difference is that substituting fiction 
for fact, or vice versa, has evolved into a haze between 
the two: reality TV is both real and scripted, tabloid 
celebrities’ lives are full of staged events and photo-
shopped pictures, and the 24 hour news services are 
awash with commentator speculation before first-hand 
information is acquired.” (31) 

It is increasingly difficult to differentiate between reality 
and fiction, especially on the Internet, for how will one 
account for hard facts. For Stenros, et al., “[U]rbani-
zation created anonymity based on population density, 
which allowed an individual to present a certain persona 
in one place and different in another.” (31) Therefore[,] 
we are basically in a constant role play with us and also 
the world. In a world full of fiction and fake news, we 
can create pseudonyms, be whoever we want to be 
and play with our identities freely. (cf. ibid 31)

“Intentional identity play takes place everywhere on 
the Internet; in virtual worlds, instant messengers, 
chat rooms, IRC channels and websites. The popu-
lar forms range from posting fabricated dating ads to 
discussing with pseudonyms and creating whole web-
sites projecting the desired identities… [R]eflectivity, 
self-awareness and performativity are standard tools 
for everyone and thus play with meaning, speculation, 
fabrication and fluid identity become ubiquitous parts of 
everyday activities, “truth” and “real” dissolve into opin-
ions, stances and points of view. (ibid 31)

Fowler’s excerpt on the real self and the represented 
identity deals with the notion of where the “physical 
body ends and [the] digital one starts” (ibid, 96) and 
what we become when we log in. “We are never ful-
ly ourselves online…In a new moment so riddled with 
political and ecological uncertainty, could it be less 
challenging to unpack wicked problems, interpersonal 
issues, and so forth through an abstract lens? (ibid, 96) 
he also poses the questions whether our virtual bodies 
empower our physical ones or how much of our real 
selves we choose to represent through our online iden-
tities. (cf. ibid, 96) 

When it comes to the game studies community, “[O]
ne of the fascinations is to study games as games – a 
ludological take on the research of playful experiences 
and artifacts. Beyond that, the multidiscipline of game 
studies is also taking various other directions in exam-
ining the sphere of games - for instance, looking at the 
game industry… or approaching games as created…” 
(Stenos and Kultima 339) Juul sees the game as “ … a 
rule-based system with a variable and quantifiable out-
come, where  different outcomes are assigned different 
values, the player exerts effort in order to influence the 
outcome, the player feels attached to the outcome, and 
the consequences of the activity are optional and ne-
gotiable.” (Juul 2003a, 2) “In the terminology of Roger 
Caillois, Juul constructs a category for a specific form 
of ludus, or formal play, as opposed to paidia, free 
play.” (Stenros, et al.  32) However, as stated before, 
the main focus here will be this paida, the playable sto-
ry or the narrative architecture, where rules are maybe 
required to some extent, but stay in the background, for 
whenever need be, but are not an incentive for playing 
the game as its focus will not be on winning or losing.

[Fig.13] Try Again
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[Fig.14] Playful Wolf

THE LUDOSPHERE– 
ABOUT PLAYING AND 
GAMING

“Play occupies the borderline between fiction and 
reality where anything is possible as imaginative and 

‘real’ life merge in flexible and unpredictable direc-
tions.” (Massumi 2011, 24)

THE MAGIC CIRCLE

“For Huizinga, play is an engaging activity that resides 
outside of work. It generates social interaction, which 
in turn promotes culture formation. Furthermore, play 
unfolds according to rules understood by the partici-
pants in a dedicated play space which Huizinga refers 
to as ‘the magic circle’ (Huizinga 10).” (Ketchum 51) 
“This idea was first envisaged by Huizinga as a ‘con-
secrated spot’, a space for play prescribing ‘temporary 
worlds within the ordinary world’ (Huizinga 10), and has 
become known in game studies as ‘the magic circle’ 
after Salen and Zimmerman’s (2003) development of 
Huizinga’s concept.” (Bateman 68) What is interesting 
to note is that, when it comes to play,“…mammals [like 
dogs and wolves] all share a common signal for initiat-
ing [it], namely a lowering of the front paws and head 
while the back end and tail remain raised. This bowing 
motion is an invitation to play – and it is not tied to 
any particular species (a wolf cub will sometimes offer 
a play bow to a coyote, even though they are more 
commonly predator and prey). This capacity to initiate 
the play contract, or magic circle, is something that 
goes beyond humanity, and must go back at least a 
million years to the first wolves, and probably further.” 
(Bateman 68) The idea of the magic circle as a play 
contract or even as this ‘play-space’ may here also in 
a broader sense of the word, be referred to as the lu-
dosphere, meaning not only the game-space, but also 
the whole sphere of games.

THE CULTURE OF PLAYING AND 
GAMING 

Stenos and Kultima in this context write that “[W]e are 
experiencing an explosive expansion of the ludosphere 
itself. The realm of games, and areas touched by 
games, are rapidly expanding” and that “…the lu-
dosphere of digital and non-digital play is continuous-
ly expanding and it is expanding in two directions: we 
know more about our past, and we will have more in the 
future… Games can be made by many people, in vari-
ous forms and for various reasons; there are numerous 
communities creating games from some completely 
different impetus than creating commercial products.” 
(ibid 345) In fact, nowadays, the digital and non- digital 
or the virtual and the analogue ludosphere seem to be-
gin to merge when we look at augmented reality games 
or digitally enhanced playing experiences, like for ex-
ample, geocaching where people are digitally guided 
via their smartphones in order to find hidden treasures 
in the real world.

When it comes to playful activities in public, urban 
space, Stenros, et al. look at the beginnings of the no-
tions of ‘private’ and ‘public’ with the rise of capitalism 
and industrialization, when privately owned spaces 
also became leisure places. Public space gave stage 
to graffiti, guerrilla theatre, movements to reclaim pub-
lic space, flash mobs and also skateboarding as an-
other use of this emerging, changing public cityscape. 
(cf. ibid 32)
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For them it is a fact that “[T]he concepts of play and 
game, playing and “gaming” are also in flux. Recently 
the Western world has been moving into the direction 
of becoming a culture of gamers. Digital games have 
played a considerable part in this shift: the genera-
tions that have been brought up with digital games do 
not “grow up” and stop playing. This means that each 
passing year the average age of gamers goes up and a 
culture of players is emerging.” (32) The authors trace 
this development back to the 60’s and its popularity 
back to the early 80’s when role-playing games (and 
digital video games) became a mainstream success. 
Ketchum even goes so far as to state that “[I]n some 
ways [the] ‘darknet’ resembles the ‘magic circle’ of play 
that Huizinga describes as a place set apart from the 
rest of the world where like-minded players can inter-
act.” (ibid 58)

When talking about pervasive games, Stenros, et al. 
state that they “…break the traditional spatial, temporal 
and social boundaries of game. As they do this, they 
toy with cultural contexts, encouraging people in both 
playful and serious mindsets to interact. They chal-
lenge social codes and norms relating to public space 
and to what is accepted behaviour in the public sphere. 
Finally, as they do this, they bring the thrill of the real 
into games and the fun of playing into ordinary life.” 
(ibid 36) Nonetheless, “[T]he question remains: How 
to account for this kind of developments in media, 
games and society? It would be easy to simply cele-
brate the increasing playfulness of culture and claim 
that the modernist distinctions between fact and fiction 
are breaking down, and that pervasive games and re-
ality fiction are something that will liberate us from the 
confines of capitalist society. However, equally easy is 
to adopt a warning voice and claim that these develop-
ments are warning signs of a society that is no longer 
capable of maintaining its fundamental sense of real-
ity – something that critics of media culture have long 
been arguing… Rather than considering the blurring of 
boundaries … to be inherently good or bad for the so-
ciety, we merely want to point out that this kind of con-
temporary trend exists, that it is crossing from media 
to games and other forms of urban life as well, with its 
long roots in the social and cultural history. (Stenros, et 
al.  36)” Moreover, they “consider this development sig-
nificant enough to warrant for more dedicated research 
into the emergence of ludic society and its hybrid play-
ful and serious practices.” (ibid 36)

THE HYBRID NATURE OF THE 
GAME AS A MEDIUM?

“…game space and the spatial action in [...] games is 
an original and unique phenomenon

that is highly characteristic for the medium.” 
(Stockburger 7)

Although, Stockburger is mainly concerned with digital 
games, his notion still applies to analog games, as well.  
Henri Lefebvre reads place as a triad of perceived, 
conceived and lived space, which will be analysed in 
more detail. Also, within Michel Foucault’s notion of the 
so-called heterotopia, game-space is posited as the 
dynamic interplay between different spatial modalities. 
(cf. Stockburger 3-5) 

“Starting from Michel Foucault’s notion of the hetero-
topia, game-space is posited as the dynamic interplay 
between different spatial modalities. As constitutive 
elements of the dynamic spatial system mobilized by 
digital games the following modalities are advanced: 
the physical space of the player, the space emerging 
from the narrative, the rules, the audiovisual
representation and the kinaesthetic link between player 
and game.” (Stockburger 5) “…game space is charac-
terised by the coexistence of different forms of spatial-
ity at the same time and in the same place. Thus, Fou-
cault’s notion of the heterotopia, which is defined as the 
coexistence of different emplacements in one location, 
is an accurate metaphor in this context. Game space is 
heterotopical because it is an ensemble of spatial mo-
dalities, which interact with each other dynamically…
audiovisual space is created in ways inherent to the 
medium; players generate specific and often individual 
paths through the game space.” (Stockburger 9) “He 
proposes the study of the relations that lead to particu-
lar emplacements and points out two major modes of 
emplacement as specifically interesting, namely utopi-
as and heterotopias.” (Stockburger 15) “…game space 
can be understood as a type of heterotopia. Games in 
general have the power to generate a second order of 
time and place that emerges from their rules.“ (Stock-
burger 17)

[Fig.15] Block‘hood 
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When it comes to Lefebvre’s theoretical model of per-
ceived, conceived and lived space, Stockinger states 
the following: “It provides the resources to comprehend 
space as a social phenomenon, which is simultane-
ously produced by what people perceive (perceptions 
of space), by what they think (conceptions of space) 
and by their spatial practice in everyday life (lived 
space)…. spatiality emerging from rules and narrative 
are identified with conceived space, whereas audiovis-
ual space belongs to the category of perceived space, 
and the active engagement of the player with the game 
amounts to lived space.” (Stockburger 10) For him, “[R]
ule space, reverberates strongly with Lefebvre’s notion 
of conceived space. The rules of a game govern the 
spatial action of players in a variety of ways and affect 
the use of audiovisual elements. Board games such 
as chess and Go are presented as initial evidence for 
spatial action emerging from rule-based behaviour.” 
(Stockburger 11)

EXPANDING THE LUDOSPHERE

“Games are also attractive as research tools and 
playgrounds for different kinds of researchers…not 

necessarily contributing directly to game-oriented 
disciplines.” (Stenos and Kultima 350)

This idea by Stenos and Kultima lays the path to ex-
tending the world of games to the sphere of architec-
ture in this thesis. 

The extension of the ludosphere into the realm of archi-
tecture is already done when it comes to digital gaming 
like, for example, the Block’hood City building simula-
tor video game by Plethora-Project, to name but one. 
Here, the player can virtually envision a neighbourhood 
equipped with a set of blocks balancing consumerism, 
productivity and resources. “The nature of games as 
interactive systems and playful activities could help us 
craft language in explaining, analyzing, and commu-
nicating complex issues that modern society has to 
tackle. Here is a chance for the design and game the-
ories to collaborate in understanding the world of ill-de-
fined problems as well as the creation of new futures.” 
(Stenos and Kultima 350) Maybe such language can 
be one of the results of playing the way proposed with-
in this thesis.

This is also where architecture or a speculative theo-
retical approach for architecture can come into play as 
a cross- disciplinary intermediary, combining creative, 
multidimensional storytelling with possible futures, in 
order to get a better understanding of the world we are 
living in and the challenges we, as humanity, are fac-
ing. When, again, looking more closely at theoretical 
approaches in game study and the creation of futures 
and scenarios “…the question of fiction in games has 
been described in different, conflicting ways. Erving 
Goffman proposes a principle called rules of irrele-
vance, meaning that the specific shape of a piece in 
a game is not important. This goes against Crawford’s 
emphasis on the safety of games and Caillois’ mention 
of make-believe - in both cases, the fictive or make-be-
lieve aspect of games is considered important. The 
relation between rules and fiction in games is a huge 
subject of its own but suffice to say that it’s not an ei-
ther/or question.” (Juul 2003b, 10)

According to Leibnitz “weil das Spiel es erlaube, so lau-
tet sein Argument, „theoriam cum praxi“ zu vereinen, 
entfalte es einen immensen „Nutzen“ für das menschli-
che Leben. Sein Innovationspotential beschränke sich 
nicht, wie viele meinten, „auf bloße Curiosität oder Wis-
sensbegierde und unfruchtbare Experimente“, sondern 
könne auch zur Verbesserung der allgemeinen und be-
sonderen Zustände wesentlich beitragen.“ (Sandl 406) 
[because the game allows it, so his argument, to unite 
“theoriam cum praxi”, it unfolds an immense “benefit” 
for human life. Its potential for innovation is not limited, 
as many believed, “to mere curiosity or thirst for knowl-
edge and fruitless experiments”, but could also make 
a significant contribution to improving general and 
special conditions.”] Geht es nach Huizinga, so kom-
mt „menschliche Kultur im Spiel – als Spiel – auf“ und 
entfaltet sich. (ibid 7)] According to Huizinga, “human 
culture comes to the front [and unfolds] - as a game”.

Märyä and Heikki state that “[p]lay, as an active cre-
ative practice, can bring things to life and instils our 
complex and extensive story worlds with meaning. In 
practical terms, such meaning-making practices can 
mean engagement with and combining multiple mate-
rial and immaterial elements that can be adopted from 
games, toys, movies, comics or novels alike.” (Märyä 
and Heikki 1)

“Freud artikulierte an verschiedenen Stellen die Über-
zeugung, dass das Spiel nicht der intrinsisch motivi-
erten Herstellung von Freiheit und Vergnügen diene, 
sondern eine außer ihm liegende Funktion habe; es 

[Fig.16] Head in the Clouds
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[Fig.17] Dungeons and Dragons in Stranger Things

geht im Spiel demnach um Informationsverarbeitung, 
Abreagieren und Ersatzbefriedigung.“ (Sandl 413) 
[Freud articulated at various points the conviction, 
that the game was not for the intrinsically motivated 
creation of freedom and pleasure, but had an outside 
function; So, the game is about information process-
ing, reacting and substitute satisfaction. “] „Spiele 
können immer wieder von neuem beginnen. Ein nicht 
endendes wäre keins. Der Sinn gleich welcher Spiele 
liegt weniger in ihrem Ausgang als in ihrem Anfang. 
Auch bei Wettkampfspielen ist das so; das Vergnügen 
an ihnen lebt von ihrem ungewissen Ausgang. Bei der 
Lust am Denken verhält es sich kaum anders, jedoch 
mit einem Unterschied: Gedankenspiele kann man 
nicht gewinnen.“ (Seel 16) [“Games can always start 
again. A never-ending game would not be a game. The 
purpose of any game lies less in its outcome than in 
its beginning. This is also the case with competitive 
games; the pleasure in them lives off their uncertain 
outcome. The desire to think is hardly different, but with 
one difference: You cannot win mind games.“]
 
For Stockburger, “…visual representational elements 
are only one piece in the complex puzzle that makes 
up game space. The other elements, such as sound, 
rules, narrative elements, simulation structures and 
the player’s bodily action have to be considered, as 
well.” (Stockburger 49) tockburger’s aspect is one of 
the most important ones when it comes to the “Anthro-
pogame” developed here and will be dealt with later in 
more detail.

TRANSMEDIALIZATION AND 
METABOLISM

When talking about transmedial phenomena, Märyä 
and Heikki say that “[A]n enthusiast can first start by 
reading ‘everything by Tolkien’, just to spend more time 
in Middle Earth, the fictional story world created by the 
Oxford don. Their next step may be taking up the Dun-
geons & Dragons role-playing game and immersing 
themselves in its “Forgotten Realms” franchise, which 
exists both as a D&D campaign setting world (originally 
created by Ed Greenwood), and as a series of popular 
fantasy novels. This, by its turn can be an introduction 
to computer role-playing games that are based on the 
geography, peoples, histories and mythic dimensions 
that have been created, and which constitute “Forgot-
ten Realms”. In the context of transmedialisation, the 
destinies of characters based on role-playing games 
function as tools for exploring vast worlds. As an ex-
ample, in the original Forgotten Realms, the campaign 
setting, adventure modules and novels are all con-
stituted by and contribute to the fictional continent of 
Faerûn. As such, areas as Cormyr, Sword Coast, or 
Icewind Dale soon become familiar to those who play 
games in this world, or read the novels associated with 
this setting. While the narrative and plot remain central 
for many readers, game players are drawn to dimen-
sions such as world-exploration, game system experi-
mentation, socialisation and achievement, all of which 
relate to important ludic challenges.” (ibid 3)

“While analysing commercial and popular forms of 
transmedial and hybrid products and phenomena, it is 
also useful to remember that we live in a reality that is 
mixed by definition, and in our lived experience, ma-
terial, semiotic and ludic realities continuously overlap 
and interplay with one another. A book can be used as 
a toy, and performances with non-narrative games can 
inspire story- telling.” (ibid 4) “… [A] transmedial sto-
ryworld can be seen as an assemblage of characters, 
storylines and milieu that extends beyond the bound-
aries of a single medium, and is developed in unique, 
medium-specific forms within them.” (ibid 6)

“While it is clear that something can be passed between 
a novel and a movie and back, it is also clear that not 
everything passes equally well. For example, novels 
are strong in creating inner voices and thoughts, while 
movies better at conveying movement. We can there-
fore view games in a similar perspective: While there 
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is no single medium or set of props that is the game 
medium, games do exist, and do contain recogniza-
ble features whether being card games, board games, 
computers games, sports, or even mind games. Look-
ing at all these, it is quite clear that there is no set of 
equipment or material support common to all games. 
What is common, however, is a specific sort of imma-
terial support, namely the upholding of the rules, the 
determination of what moves, and actions are permis-
sible and what they will lead to.” (Juul 2003b, 9) This 
does not mean, however, that every game has to have 
equally strict rules for it to function.

When talking about the phenomenon of transmediali-
zation in an architectural context, one could compare 
it to Semper’s concept of metabolism. “Das Konzept 
des Stoffwechsels wurde von Gottfried Semper 
(1803–1879) zum wesentlichen Element seiner The-
orie erhoben. Er bezeichnete damit das Phänomen, 
dass Strukturformen, die ursprünglich mit der Bearbe-
itungstechnik eines Materials verbunden waren, von 
ihrer konstruktiven Aufgabe entlastet als Ornamente in 
andere Stoffe übertragen werden.” (Ákos, 2017) [The 
concept of metabolism was raised by Gottfried Sem-
per (1803-1879) as an essential element of his theory. 
He used it to describe the phenomenon that structural 
forms, which were originally associated with the pro-
cessing technique of a material, are relieved of their 
constructive task as ornaments in other materials.] “…
Semper devotes volume 1 of Der Stil entirely to the 
art of textiles, expounding his cladding theory in detail. 
This ‘cladding’…raises the architectural type to the sta-
tus of a symbol by the transformation of material, a pro-
cess that Semper calls ‘metabolism’.” (Kruft 314-15)

For the “Anthropogame” such an experimental 
mixed-media approach seems to be a suitable way in 
order to develop a game that combines various trans-
disciplinary elements in one box, resulting in an ex-
perimental architectural game in which, for instance, 
players get transformed into allegorical disasters and 
dice become maps, but the most important aspect is, 
that this playing of a role becomes reality- for a certain 
period of time while immersed in the game. 

A FORM OF TRANSMEDIALIZA-
TION? THE DIEGETIC PROTO-
TYPE

To take on the notion of a mixed-media approach, de-
sign fiction plays an important part. When it comes to 
movies, Kirby was the first to coin the term diegetic 
prototypes: “I introduce the term ‘diegetic prototypes’ 
to account for the ways in which cinematic depictions 
of future technologies demonstrate to large public audi-
ences a technology’s need, viability and benevolence. 
Entertainment producers create diegetic prototypes by 
influencing dialogue, plot rationalizations, character in-
teractions and narrative structure. These technologies 
only exist in the fictional world — what film scholars 
call the diegesis — but they exist as fully functioning 
objects in that world.” (Kirby, 2010)

“David A. Kirby’s notion of the diegetic prototype pro-
vides a principle for understanding the ways in which 
science fact and science fiction always need each oth-
er to survive. In many ways, they are mutually depend-
ent, the one using the other to define its own contours.” 
(Bleeker 15) It might be interesting what game-players 
could come up with, when it comes to objects that only 
exist in a fictional narrative. A concept taken up by the 
Trojan Horse collective and their idea of life-action de-
sign-fiction.

How things developed in real life as ideas and proto-
types become installed in films and therefore grew pop-
ular, an example mentioned by Bleeker (40-44) is the 
movie “Minority Report” and the gesture-device, which 
then could directly or indirectly have an influence again 
on real life – fact and fiction intermingle. He is thinking 
about Nintendo Wii for example and how they devel-
oped their device relying on gestures, therefore mak-
ing a valid point how fact and fiction interact with each 
other and influence our lives in the process. Bleeker 
writes “[I]n 2002, Minority Report was released, which 
we may describe as the diegetic prototype for the ges-
tural interface concept.” (ibid 49) ) It is not the aim of 
the game developed here to come up with new tech-
nology or inventions, for sure. However, there might be 
some interesting insights into what fictional characters 
might need to survive or be entertained, which could 
then lead to a better understanding of what is need-
ed in real-life. It is a playful way to interact with the 
environment and people’s surroundings. The diegetic 
prototype could also be the closest thing to prove that 
things developed in a fictional narrative actually can 
change our real world and influence it.

[Fig.18] Props: The Diegetic Prototype
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[Fig.19] Microenvironment in a Jar

Play itself is a transformation of such a kind that the 
identity of the player does not continue to exist for an-
ybody … [T]he players no longer exist, only what they 

are playing. But, above all, what no longer exists is 
the world in which we live as our own.” (Gadamer 116)

In the context of psychological treatment, Wu de-
scribes the situation he is entering in with his patient as 
follows: “[T]o my patient I become both someone old 
and someone new. We stand in an intermediary place 
between subjective and objective reality, where cre-
ativity and play happen, shifting continually between 
acting, losing ourselves in our parts, and stepping 
back from our roles to observe what we have acted. In 
this relational play- space my patient comes to under-
stand himself better and to feel understood. “ (Wu 119) 
This can also be said for the space being created in a 
role-playing game. The virtual, ephemeral play-space 
is a direct result of the interrelationships between the 
players, their characters and their observation of the 
stories they have created. In context with the present 
thesis, the speculative fabulations developed in the 
play-space of the “Anthropogame” might therefore help 
to get a better understanding of the world surrounding 
us and the connections between human life on earth 
and the future of our planet. 

Playing is, after Simondon, “an unleashing of energy 
in a pre-individual metastable state that produces a 
‘play-space’ marked by a particular style that always 
contains within it the potential for becoming different.” 
(ibid 6) 

In connection with such play-spaces, the research here 
takes a look at closed systems. Kallipoliti writes about 
the architecture thereof (2018) and how the idea of 
them was used in architecture in the past. 

One of her references of such a closed system is ex-
plained using the example of the jar as was done by 
the Haus-Rucker-Co group. “Like the finite, spherical 
Earth, the jar, provided to be a recurrent obsession for 
the Haus-Rucker group of Laurids Ortner, Günter Zamp 
Kelp, and Klaus Pinter, who proposed to use the bubble 
as an organization of containment to depict seclusion 
from a surrounding physical reality, as well as an exis-
tential separation of the individual from the urban fabric 
and the social sphere. This deliberate detachment- [is 
seen] to uproot the individual or the house from its 
context.” (Kallipoliti 14) To put this further, one could 
compare the role-playing situation, the virtual experi-
mental space created while engaging in such a play, 
with such a closed system. Even if it is not precisely 
the same situation, there are at least some interesting 
parallels. The play-space might be considered a closed 
system as it functions with its own set of rules, within its 
own realm. However, it is not immune to outside inter-
ference (e.g. when someone must go home therefore 
bringing the game to a halt). Players always bring their 
own realities into the play, whether it is consciously or 
subconsciously, just like it can be with qualitative re-
search. Going into the field as a researcher, you can 
never be completely subjective (a fact that is, to name 
but one example, solved by triangulation) (see Strübing 
2014), which continues to be an ongoing debate among 
researchers. Later on, in this thesis, it can be seen how, 
with the help of objects, the Trojan Horse collective is 
dealing with such ‘outside interferences’ or interception 
of the game. What seems to be of great interest is Kalli-
poti’s explanation of closed systems when it comes to 
their applicability to the ideas presented in this thesis. 
She writes that “[I]n every case these systems are real 
and invested in the strangeness of the real; they are 
experimentally implemented rather 

THE LUDOSPHERE: 
OPENING A CLOSED 
SYSTEM TOWARDS 
ARCHITECTURE
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than based on speculation…” (Kallipoliti 15). In the 
case of an architecture role-playing game, the situa-
tions played can also arise from or be influenced by 
real experiences and in a way, playing scenes and ad-
ventures on a fictitious map or in an invented or surreal 
surrounding might not be just speculation, it could also 
be seen as an experimental implementation – which of 
course in a first step does not become real. 

Still, this notion of the experimental implementation of 
a game into the real lives of people for a didactic pur-
pose might lead to raising awareness for certain prob-
lems or discoveries of tendencies- what is important 
for people at the moment, what can we make out of 
an adventure when it is played and nearly everything 
is allowed, how do people react to certain situations, 
etc. “Unlike an open system, which is part of an ex-
terior world and linked to its surroundings, a closed 
system … implies an architecture of containment and 
detachment…to alter [the world] and condense it to a 
manageable territory, so that all bodies can be moni-
tored and controlled within its borders…” (Kallipoliti 15) 
This again hints at the game being a mixture of both 
– a closed system in itself, opened up by the thoughts 
and lebenswelt of their players. Like in a role-playing 
game, “…the occupant of a closed world is its care-
taker, steward, and feeder…The closed world dweller, 
feeder, or caretaker closely monitors and safeguards 
its operation.” (Kallipoliti 16) The virtual playing field, 
the temporal ludosphere, becomes a projection space 
for the dreams and fears of the players.

Play in this thesis is seen as being in constant flux, a 
lively process with an inherent open-endedness, de-
spite its obvious similarities to being at the same time 
a closed system because of its special nature of the 
game-situation; so, rather than calling it a closed sys-
tem, it would probably be more appropriate to refer to it 
as a closed world in its own right, which is nonetheless 
open for outside influence as “…we may conjecture 
that the world disappears for the player while in a state 
of play.” (Mazzocchi 28)

“In Homo Ludens, the Dutch historian and theorist Jo-
han Huizinga writes: ‘Poiesis, in fact, is a play func-
tion. It proceeds within the playground of the mind, in 
a world of its own which the mind creates for it’ (1955: 
119). Reminiscent of the transcendent closed world set 
forth in Gadamer’s specifications of play, and of Chu-
ang Tzu’s soaring wanderer who resides above earthly 
matters, he points to the self-containment of poiesis

from that of ordinary life, wherein the buoyant world of 
childlike ambiguity ‘lies beyond seriousness’ (ibid). Hu-
izinga’s contention that poiesis retains a primal aspect 
of the religious spark that has been lost to the dogma 
of institutionalized religions sheds further light on the 
reasoning behind Chuang Tzu’s circumvention of exist-
ing ideologies in favor of the realm of imagination. No-
tably, the term poetry, derived from the ancient Greek 
term poiesis, literally means creation; and accordingly, 
the Greek term poet is an early variant of maker (OED, 
2010). Therein, it may be said that the poet remakes 
the world in agency of a new creation. In such a way 
does Chuang Tzu create a playground of the mind in 
an imaginary sphere of games, riddles and brain-teas-
ers to engage his audience.” (Mazzocchi 32)

Furthermore, in connection with understanding the lu-
dosphere as a closed world Mazzocchi states that “[c]
ertainly, the play takes place in another, closed world 
… it is, so to speak, its own measure and measures 
itself by nothing outside it. Thus, the action of a drama 
– in this respect it still entirely resembles the religious 
act – exists as something that rests absolutely within 
itself.“ (Mazzocchi 28-29) According to Gadamer, there 
is a “to-and-from movement of play that is not tied to 
any goal” (108), similar to dancing, which “renews it-
self in constant repetition” (ibid 108). Moreover, he de-
scribes this “in-between activity as not solely residing 
in the player’s consciousness” (Mazzocchi 30), but as a 
“reality that surpasses [him]” (Gadamer 114) This might 
be called the game-space, the ludosphere in which he 
is immersed.

“Whereas the form of immersion in a text that is silently 
read demands the reader’s submission to the narrating 
authority, participation has the power to suspend the 
immersive bond and make the participant aware of the 
artificial nature of his or her action. The latter problem 
occurs in theatre, where audience participation per-
manently risks breaking the illusion.” (Stockburger 21) 
Although talking about computer games, Stockburger’s 
notion that “[S]ince various computer games provide 
both forms - text based immersion alongside participa-
tory immersion in an audiovisual spatial simulation - it 
would be interesting to find out what happens when the 
game switches between these two forms” (ibid 22) can 
be adopted to the type of role-playing game described 
here. “…[R]ather than adapting games to fit existing lit-
erary expectations, novel types of narrative structures 
have to be developed. The narrative has to fit the sto-
rytelling device, not the other way round.” (Stockburger 
23)

[Fig.20] Closed Worlds: Exhibition



4544

ARCHITECTURE AND 
PLAY: SITUATIONALISM

When it comes to architecture, Wigley in his book on 
Constant Nieuwenhuys writes about New Babylon be-
ing “a manifesto in favor of the potential of the indi-
vidual existing as such within a relation of social inter-
change, impossible in the absence of others. For this, 
a new type of social space is necessary, one that can 
generate and permit encounters, as well as the play 
that sustains pleasure and lends the ephemeral as 
much significance as the eternal. ‘Living becomes rest, 
the pause after a climax,’ (Constant).“ (ibid 6) Moreo-
ver, “[T]his world requires a new cartography and new 
reference-points, which Constant programs in terms of 
free activity and not of function. The use that Constant 
makes of materials in New Babylon suggests that he 
had intuitively grasped the instrumentalization of the 
image in terms of the artifact — that is, in terms of what 
the image does, rather than its material composition or 
its procedure of fabrication. A new architecture, a new 
city, calls for new media of representation.” (Wigley 6) 
So maybe a new, imagined architectural setting, new 
imagined spaces, call for a playful access to the re-
search field, which could be in the form of role-playing.

In a speech in 1960, Constant talks about how “[N]
ature has already been replaced. Technology has long 
been the new nature that must now be creatively trans-
formed to support a new culture. The increasingly trau-
matized inhabitants have to take over the shaping of 
their own spaces to recover the pleasure of living. This 
reshaping will become their dominant activity when au-
tomation soon handles all forms of production. Leisure 
time will be the only time. Work gives way to an endless 
collective play in which all fantasies are acted out. 

The static constructions of architects and town plan-
ners are thrown away. Everybody becomes an archi-
tect, practicing a never-ending, all-embracing ‘unitary 
urbanism.’ Nothing will be fixed.“ (Wigley 9) So, this 
was the start for him introducing his vision for ‘New 
Babylon’. While presenting his new project via slide 
projections, Constant plaid sounds and noises to ac-
company his vision, something completely incorporat-
ed in Liam Young’s lectures, which are like a spectacle 
(in the sense that they seek to draw maximal attention) 
with sounds, images and movement supporting his 
speeches. As Wigley puts it in connection with Con-
stant  “[W]e hear the sounds of a life we cannot see, a 
life we are forced to imagine… New Babylon is to be 
a covered city, suspended high above the ground on 
huge columns. All automobile traffic is isolated on the 
ground plane, with the trains and fully automated facto-
ries buried beneath. Enormous multileveled structures, 
five to ten hectares in area, are strung together in a 
chain that spreads across the landscape. This ‘endless 
expanse’ of interior space is artificially lit and aircon-
ditioned. Its inhabitants are given access to ‘powerful, 
ambience-creating resources’ to construct their own 
spaces whenever and wherever they desire. The qual-
ities of each space can be adjusted. Light, acoustics, 
color, ventilation, texture, temperature, and moisture 
are infinitely variable. Movable floors, partitions, ramps, 
ladders, bridges, and stairs are used to construct ‘ver-
itable labyrinths of the most heterogeneous forms’ in 
which desires continuously interact. Sensuous spaces 
result from action but also generate it: ‘New Babylo-
nians play a game of their own designing, against a 
backdrop they have designed themselves.’” (Wigley 
10-11) However, “Constant is no stranger to the audi-
ence, having been a founding member of the renowned 
Cobra group of artists whose most important exhibition 
had been at the Stedelijk Museum at the end of 1949.“ 
(Wigley, 12)

[Fig.21] Constant and his Models
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[Fig.22] Drawing: New Babylon
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“The ‘spectacle’ is at the centre of the Situationist the-
ory developed by Guy Debord in his 1967 book, The 
Society of the Spectacle; it is a development of Karl 
Marx’s concept of fetishism of commodities, reification 
and alienation. The ‘spectacle’ revolves around the 
idea that we are ruled by commodity and consumption, 
and the mass media has rendered us completely pas-
sive. The Situationists rejected the fragmented nature 
of modern society and called for synthesis, drawing 
many from Surrealism, and in particular the Surreal-
ist critique of bourgeois life. However, the Situationists 
spurned Surrealism’s concentration on the imagination 
and chance, and instead promoted the power of life 
and living itself. The Situationist’s thought that in re-
stricting themselves to the aesthetic plane, art could 
pose no real threat to the established order…Mem-
bers of the group came up with a number of solutions 
through architecture. Constant Nieuwenhuys’s ‘New 
Babylon’ architecture would no longer be the concrete 
manifestation of a controlling social order. It would end 
nowhere; have no national economies, or collectivities. 
Every place would be accessible to all and life would 
be an endless journey across a city which changes 
rapidly. In his accompanying essay, ‘New Babylon’, 
Constant describes it as a shared residence, ‘a tempo-
rary, constantly remodeled living area and a camp for 
nomads on a planetary scale’. The very basis of time 
and space would be transformed by the introduction 
of free time and free movement to create complete-
ly new social relationships. Gilles Ivain’s solutions to 
avoid boredom in the city involved splitting the districts 
of the city into moods.  There would be, among oth-
ers, a bizarre quarter, happy quarter, noble and tragic 
quarter, historical quarter, useful quarter and sinister 
quarter. The city’s inhabitants would engage in a con-
tinuous dérive (dérive is an unplanned journey or stroll, 
another idea developed from Surrealism). They would 
completely disorientate themselves in the constantly 
changing landscapes.” (Roberts, 2015)

When it comes to the city, “the situations we live in are 
created for us. The width of streets, heights of build-
ings, advertisements, lights, the circulation of traffic, 
the colours of front doors, and the shapes of windows 
all arrange our space and subtly shape urban lives. 
The Situationists wanted to radically disrupt this by dis-
rupting the make up of the city.” (Roberts, 2015)

Some basic principles and ideas of the Situationist In-
ternational “regarding play in the city and attempts to 
interrupt daily life could be valuable in today’s society. 
Though, they claimed art could pose no real threat to 
the established order, it can make successful attempts 
to disrupt daily life and inspire direct living. This can 
be achieved by escaping the alienating physical and 
social constrictions of traditional art practice; the sepa-
ration of audience and artist, production and consump-
tion, and creating art that invades daily life.” (Roberts, 
2015)

So, “…this kind of project can have a valuable effect on 
the inhabitants of a city, inviting a latter day Revolution 
of Everyday Life as it opens the door to a new way of 
approaching your environment not just as a tool for sur-
vival, but as a place to play, create and therefore really 
live.” (Roberts, 2015)

Situationists are “experts in atmosphere, developing 
the ‘science’ of psychogeography to map its elusive 
contours. The documentation of their drunken me-
anders soon evolved into calculated interventions in 
the urban fabric and full-scale street protests that be-
came an integral part of the 1968 battles. Atmosphere 
becomes the basis of political action. The seemingly 
ephemeral is mobilized as the agent of concrete strug-
gle. As the fantasized endpoint of that struggle, New 
Babylon is a huge atmosphere jukebox that can only be 
played by a completely revolutionized society.” (Wigley 
13)

New Babylon “is a vast playground in which the fantasy 
of self-critical avant-garde experimental art has been 
generalized into a collective lifestyle. Art as a discrete 
practice critiquing the dominant order becomes redun-
dant. Daily life has become an all-embracing artwork 
using every available medium simultaneously, a ‘uni-
tary’ urbanism.” (Wigley, 14)

[Fig.23] Guy Debord / Life Continues to be Free and Easy: Collage, 1959 / Gift to Constant 
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[Fig.24] The Naked City

“Psychogeographic analysis and situationist architec-
ture would be indistinguishable. Constant took this to 
heart. In early 1959, he enlisted three collaborators, Ar-
mando, Har Oudejans and A. Alberts, to form the ‘Bu-
reau de recherches de urbanisme unitaire’ as the Dutch 
section of the Situationist International. Research and 
design would be unified. New Babylon continues, 
rather than applies, the situationist readings. The new 
city emerges out of a radical interpretation of the old 
one… In 1955 Debord had suggested that traditional 
city maps could be reappropriated and transformed to 
produce psychogeographic maps that document the 
hidden psychological structure of urban space… [H]
e and Jorn produced two such maps: ‘Guide Psycho-
geographique de Paris’ and ‘The Naked City’, both of 
which became emblematic of the situationist project. 
The most generic maps of Paris are cut up and rear-
ranged. Sections of the city with a particular ambience 
are isolated and repositioned in psychological rather 
than physical relationships. The parts of the city that 
lack atmospheric intensity are simply removed. Zones 
of intense ambience float free on the blank page, linked 
only by unidirectional red arrows that define flows of 
attraction.” (Wigley 18)

“Constant’s radical adoption of the architect’s persona 
was much more decisive than his work on practical de-
signs or appearance in architectural journals and exhi-
bitions. Indeed, he took on and exaggerated so many 
traits of the architect’s typical behavior that he became 
a hyper-architect — more like an architect than any 
architect. (Wigley 49) “The production of so much the-
ory was another crucial part of Constant’s adoption of 
the architect’s persona. Architects are theorists. Being 
fundamentally speculative, architecture is inseparable 
from theoretical discourse. It is even theoretical when 
built. Architectural projects never appear without a po-
lemic. Polemic transforms a building into ‘architecture,’ 
not a set of formal characteristics. It is anyway the the-
ory that highlights the characteristics. Architects neces-
sarily leave a trail of manifestos, journals, articles, and 
books.” (Wigley 55) “Clearly, Constant had not simply 
abandoned art for architecture. While becoming more 
like an architect than an architect, he held on to the 
identity of an artist. What makes his adopted persona 
hyper-architectural is precisely this artistic dimension; 
it is the routine behavior of the architect, rather than 
the forms, that has been transformed into an artwork.” 
(Wigley 62)

“The architecture is meant to float in an indeterminate 
space, open to the unpredictable desires of its occu-
pants. New Babylon appears as such for the first time. 
The plexiglass shapes that used to fly through space 
now hover just above the ground and wait for desire.” 
(Wigley 50)

Constant also focused on architectural models, where 
one could see the progress and the development, as 
well as the path leading to New Babylon and his vi-
sions. “Each model became less a singular three-di-
mensional image of the future than a stage set for mul-
tiple fantasies.“ (Wigley 52) The box could be seen as 
such a stage set or guide.

“Constant’s impersonation of an architect had a unique 
impact on architectural discourse. Traces of his think-
ing are evident in a whole chain of experimental ar-
chitectural practices: Archigram, Architecture Principe, 
Eventspace, Superstudio, Archizoom, Office of Metro-
politan Architecture, and nato, to name but a few. Its im-
pact can be seen in the specific design proposals, the 
theoretical proposals, the organization of the groups, 
and the multi-media format they deploy. Indeed, New 
Babylon still resonates strongly with contemporary 
work.” (Wigley 63)
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[Fig.25] Babel

NEW / BABYLON

“The Tower of Babel tells the ancient story of the Bab-
ylonians’ desire to attain utopia through architecture. 

Indeed, the process of imagining dreamworlds has 
engaged humanity as far back as anyone can remem-

ber, serving as a testing ground for socially forward 
concepts.”  (Ketchum 50)

“The tale is in the Bible. After the Flood, the descend-
ants of Noah spread over the earth, and resolved to 
build a city and a tower, whose top reached “unto heav-
en”. The Lord was not too pleased. For if people can do 
this, “nothing will be restrained from them”. He smote 
their hubris, scattered them abroad and confounded 
their language: until then, everyone had spoken the 
same tongue, but now a multitude of tongues confused 
them, and they gave up building their city and their tow-
er.” (Jones, 2008)

Consequently, “[i]n 1956 Dutch artist Constant Nieu-
wenhuys, better known as ‘Constant’, began to formu-
late New Babylon, a visionary city intended to inspire 
a new way of life (Wigley, 1998). His project was a 
response to the dysfunction of the post-World War II 
period. New Babylon was a city for the ludic man; a 
city in which technology and automation displaced the 
need for work, freeing humanity to turn their energies 
towards creative play. With New Babylon’s network of 
multilevel structures and movable walls spreading out 
across the surface of the earth, this city of the future of-
fered an infinite playground for people to fulfil their col-
lective desires…he built upon Johan Huizinga’s (1949) 
ideas about play as the basis of human society and 
Karl Marx, whose writing inspired the avant-garde’s 

ideal for a classless and free society” (Ketchum 50)

While Huizinga believed that in human societies, play 
is an essential element and that play is an expression 
of freedom and thus inevitable for culture formation, 
Constant goes further. He makes the “entire world the 
New Babylonian playground… play is not an activity 
set aside for leisure, but rather a mode of existence.” 
(cf. Ketchum 51) In the context of unitary urbanism, for 
Constant, the combined creativity- the collective ideas- 
were more important than the individual “forging social 
connections and continually recreating the urban envi-
ronment as a collective”. (cf. Ketchum 51) He rejected 
conventional city planning and- breaking with situation-
ist’s beliefs began to design New Babylon (to function 
in a sort of Marxist, classless society and he stopped 
because through technology power was created in-
stead of freedom) as an “aspirational playground for 
the modern world.” (cf. Ketchum 52, 57) As Ketchum 
puts it “[W]hile Constant and Huizinga use different vo-
cabulary to describe play, both are in agreement that it 
is intrinsic to human society. Without play there can be 
no culture; without play we are comparable to autom-
atons: working, eating and reproducing.” (ibid 51) “For 
Constant, New Babylon is not a utopia, because it is 
technologically conceivable. Rather, it is a provocation, 
a model for what the future could be.” (Ketchum 60)
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[Fig.26] Under the Beach, WLAN Wires by Trevor Paglan

NEW BABYLONEAN CONNEC-
TIONS 

“In the mid-1990s, an architecture resembling New 
Babylon began to flourish. Like New Babylon, the Inter-
net consists of a massive network spanning the planet. 
It has its own vocabulary of architecture analogous to 
cities such as web portals and chat rooms.” (Ketchum 
50) The artist Trevor Paglen documents the transatlan-
tic undersea fiber optic cables and their landing sites: 
NASA- tapped undersea cable information leaked by 
Edward Snowden and nautic maps. By means of those 
documents he shows the worlds‘ Internet infrastructure 
undersea.

However, as with online gaming, in many cases a di-
rect translation of role-playing games, has become an 
important part of the Internet, we might consider the 
virtual sphere a ludosphere, as well.

“When even the fundamental and wide-ranging work 
of Team 10 is skimmed over, it is no surprise that an 
isolated project like New Babylon has been left out of 
many of the standard histories. Notable exceptions in-
clude Reyner Banham’s Megastructure: Urban Futures 
of the Recent Past, and some collections of ‘visionary’ 
or ‘utopian’ architecture — as if the project could be 
safely isolated from the mainstream as an unrealizable 
fantasy. In fact, Constant always insisted that it was re-
alizable — utopian in the sense of being designed for a 
future society but realistic in the technology it deploys.” 
(Wigley 67) “Town planning is not industrial design, the 
city is not a functional object, aesthetically ‘sound’ or 
otherwise; the city is an artificial landscape built by hu-
man beings in which the adventure of our life unfolds. 
Rather than comparing it to a workman’s tool, there-
fore, it would be better to compare it to an artist’s play-
thing. But a plaything is not really appropriate either 
because the city is, or should be, an active and integral 
part of our game of life. I deliberately refer to the ‘game 
of life’ here — thinking of Huizinga’s [H]omo [L]udens 
— rather than to ‘culture,’ because culture could easily 
be misunderstood; it has already been too much com-
promised by the disintegration of the traditional cultural 
forms of recent centuries and the attendant phenome-
non of mass pseudo-culture. Literature, painting, mu-
sic — these typically individual forms of creative play 
— are in the process of losing their meaning, together 
with the individualism that gave rise to them. But where 
should one expect new cultural forms to come from in 
this century of ‘massification,’ if not from the masses — 
lacking traditions, neither heir 

patterns nor prey to delusions of superiority? The city 
to worn-out cultural has produced the masses, only 
the masses can give shape to the city.” (Wigley 132) 
However, “New Babylon is realistic yet unrealizable. 
For Constant, it was more a form of resistance to the 
current social and spatial condition than a specific pro-
posal for a future world. It was always conceived as 
a form of propaganda, and in that sense it remained 
resolutely situationist.“ (Wigley 68)

NEW SITUATIONS TO BE BUILT

“The future cities we envisage will offer an original 
variety of sensations in this domain, and unforeseen 

games will become possible through the inventive 
use of material conditions, like the conditioning of air, 

sound and light.” (Wigley 115)

In 1962, Constant already wrote “[I]n a period of tran-
sition, like ours, the conditions of life can change so 
rapidly that we are inclined to disbelieve in the world 
and its future. This is the attitude of the present beat 
generation.” (Wigley 142) Especially in times of COV-
ID-19, how could we not. We have a tendency to be-
lieve or imagine dystopias, because it is more difficult 
to remember the good stuff.

“New Babylon is the work of the New Babylonians 
alone, the product of their culture. For us, it is only a 
model of reflection and play.” (Wigley 165)

The Athens Charta definitions become obsolete, 
something Constant stated already in the 1960s, al-
though with a highly Marxist notion (see for example 
his thoughts on landownership). As due to automatiza-
tion and also unemployment per se, a lot of people do 
not have to be at places defined by work. Also, as one 
does not have to stay within the confinements of the 
workspace, something that can actually be seen very 
well at the moment, time will become relative, instead, 
movement will increase in its importance. He illustrates 
this on the example of being on holiday, where it is 
most of the time not so important to stay in one place, 
but to move around- it is about the temporary vs. the 
permanent. So, the changes in structures will inevitably 
lead to changes in social life and behavior. (cf. Wigley 
234) Maybe, within the game here, a spectacle is just 
the means to get other people’s attention, however, the 
stress is on interaction and the collective, as well as 
long-term impact.
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[Fig.27] New Babylon
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[Fig.28] Fragment of New Babylon

“And if we are forced to conclude that not much re-
mains of even the primitive and naive beginning of ludic 
behavior as it appeared during the Provo period and 
during the Paris May days, we should be looking to find 
out why this is so. We could begin for instance with 
the debasement of the concept ‘ludic.’ This word, which 
crept in almost unnoticed, first in French, in situationist 
publications, and which is now familiar internationally, 
was originally used to denote alternative behavior, as 
opposed to ‘utilitarian’ or useful behavior, to denote life 
as ‘creation’ (another debased concept) as opposed to 
life as duty. In its original meaning, the word ‘ludic’ was 
always used in a social context, in other words, not for 
the behavior of a particular individual (there would be 
nothing new about this), but for the interaction within 
larger groups of individuals. The word was therefore al-
ways used in connection with the concept of ‘collective 
creativity’ which refers to a cultural form that stands in 
contrast to individual creativity, which is a rare com-
modity in the working society. ‘Collective creativity’ is 
thus a hypothetical concept that is closely connected 
with the idea of a non-working or ‘ludic’ society. It goes 
without saying that a culture produced by collective ac-
tivity is on a higher level than a culture made by only 
a few and which the majority of people experience as 
mere spectacle or do not notice at all.” (Wigley 235) 
This, in a way, stands for the dilemma of the anthro-
pogenic world-view notion. Climate change is caused 
by all of us, even if we are not all equally responsible, 
but, if the saving and awareness thereof is a collective 
activity, where we do not rely on solutions proposed by 
a few powerful ones with their own agendas, we might 
actually bring about change.

For Wigley, “[T]he use of the term homo ludens antici-
pates the development of a non-working, leisure-orien-
ted society… In every trip, even the [hastiest] business 
trip, there is an element of adventure, and this element 
gains importance as man acquires more free time. 
Homo ludens is the master of his time, and his exis-
tence therefore depends on the processes that reduce 
labor — processes that are fast developing. The free 
man of the coming era will make different demands on 
his environment. Efficiency as far as material provisi-
ons are concerned is of course a conditio sine qua non, 
but there will also emerge a need for creative play.” 
(ibid 201)

“We build now for the present way of life, so we build 
wretchedly for a wretched life. For those who believe 
or think that another kind of society is possible, that, to 
paraphrase Freud’s eleventh thesis on Feuerbach, we 
must not interpret the world but change it, speculative 
representation is every bit as important as critical anal-
ysis.” (Wigley 236) It could be argued, that speculative 
representation is a way of such a critical analysis as it 
always builds a world that is maybe referential to, but 
not directly the present we are now living in. Certain 
aspects and elements might be changed, making it fic-
titious but in no way non-referential.

“Although artistic experiments such as ‘happening,’ 
‘environment,’ and ‘land-art’ indicate that artists are 
already feeling the need to collectivize the creative 
process, there is evidence that such experiments are 
doomed from the outset as long as they remain mere 
spectacle, i.e. as long as they are not the product of 
a real collective. Only then will we be able to talk in 
terms of a transformation of environment and not, as is 
now the case, of the transformation of a visual object 
brought about by one or more individuals for passive 
observers. Environmental change can only be brought 
about by the participation of all those concerned, as an 
essential part of every-day life.” (Wigley 209)
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[Fig.29] Fun Palace. Student Work

FUN PALACE

“New Babylon has to be understood in terms of the 
entire discourse in the early sixties about the relation-
ship between electronics and architecture… The com-
parison that is often made between New Babylon and 
Cedric Price’s Fun Palace project of 1962-1967, for ex-
ample, has to go beyond the clear resonance between 
the idea of an endlessly variable framework for play 
to the less obvious level of cybernetic organization. 
Like New Babylon, Fun Palace was to be integrated 
by sophisticated computer programs. In 1960, Schul-
ze-Fielitz argued that his Space City would use ‘elec-
tronic calculating centers’ to orchestrate the structure’s 
ever-changing organization with ‘infinite possibilities 
of combination.’ Likewise, the Archigram projects that 
most resemble New Babylon were completely wired 
up. Having attended Constant’s lecture in London, 
Archigram members studied a copy of his Copenhagen 
lecture. Constant had contributed as much to this dis-
course as he had absorbed.” (Wigley 65) 

The basic idea of Cedric Price’s Fun Palace was to 
build a “laboratory of fun” (for dancing, music, fireworks 
etc.) and a “university of the streets”.  “Although it was 
never realized, unlike other visionary projects of the 
1960s, it was fully intended to be built. Designed as 
a flexible framework into which programmable spaces 
can be plugged, the structure has as its ultimate goal 
the possibility of change at the behest of its users. Price 
belonged to a generation of British architects and ed-
ucators who used architecture both, to address the fu-
ture, and as the ultimate social art. Price’s personal vi-
sion of the city was inventive and playful and expressed 
his sense of architecture’s moral obligations

toward its users. Price was fascinated by new technol-
ogy and believed that it should both serve the public 
and further human freedom. He was determined that 
his work would not impose physical or psychological 
constraints upon its occupants nor reduce them to a 
standard form—unlike typical modern architecture. 
(MoMa, 2013) 

“Cedric Price created a unique synthesis of a wide 
range of contemporary discourses and theories, such 
as the emerging sciences of cybernetics, information 
technology, and game theory, Situationism, and theater 
to produce a new kind of improvisational architecture to 
negotiate the constantly shifting cultural landscape of 
the postwar years. The Fun Palace was not a building 
in any conventional sense, but was instead a social-
ly interactive machine, highly adaptable to the shifting 
cultural and social conditions of its time and place.” 
(Mathews 73)
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[Fig.30] Fun Palace. Cedric Price
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[Fig.31] Balloon For 2

FICTITIOUS ARCHITEC-
TURAL STORYTELLING 
AND ITS IMPLEMENTA-
TION IN GAMES

“Narrative Architecture is a form of architecture that 
through a mixture of narrative texts and a vast rep-
ertoire of images (collages, photomontages, draw-

ings, storyboards, comic strips, animations), creates 
allegorical stories to explore the potential of architec-

ture, urbanism and their effect in the environment.” 
(Waythinktank, 2016)

Those allegorical stories are also at the center of this 
thesis and the developing of a game. Stockburger 
provides an interesting insight into narrative and the 
player by adopting a notion from Ryan stating that “in-
ternal-ontological interactivity” can be found in games 
of the action and adventure type. In these cases, “[t]
he user is cast as a character who determines his own 
fate by acting within the time and space of a fictional 
world” (ibid 24). She claims that these games create 
a narrative, which has to be “enacted” by the user, 
rather than narrated to him or her. According to this 
approach, the pre-existing narrative in those types of 
games is more a function to lure the player into playing 
the game than a means to an end. In these cases, the 
narrative theme may even fade into the background 
once the player is sufficiently immersed in the game. 
(Stockburger 24) Thus, “it seems that when notions 
like “the sequence of transformations” affecting “a mi-
cro-environment” (ibid. 11) are presented as part of 
the narrative framework, the general understanding of 
narrative has to be stretched significantly. Additionally 
the observation that the player can look back on the 
performed actions he/she has performed and create 
a kind of narrative out of these personal experiences 
does not necessarily make the game a narrative de-
vice per se, but it could be a vessel for playable stories. 
In a similar fashion, various approaches from literary 
studies proclaim a need to widen the meaning of narra-
tive in the light of computer games.” (Stockburger 25)

DISENCHANTED WORLDS –
SHINY HAPPY PEOPLE?

“We could say that we are living in an increasingly 
non-ideological world. We live in an epoch of all-en-
compassing disenchantment, in which the only en-

chantment is, perhaps, the common disenchantment.” 
(Olgiati and Breitschmid 18)

Perhaps, our common disenchantment manifests it-
self in the formulation of very dystopian futures as with 
everything that could happen in mind, we do not see our-
selves facing a bright and promising future to live in. In 
the realm of architecture, for example, to name but one, 
the architect and researcher Liam Young and his think 
tank “Tomorrows Thoughts Today” imagine, illustrate 
and publish speculative future scenarios by combining 
design, fiction and futures that, in most cases, tend to-
wards painting a very dark and non-human tomorrow. 

In the context of a so-called post-futurist tomorrow, 
Jeinic writes that we are living “in an age character-
ized by the collapse of the very idea of the future.” (ibid 
23) Particularly in times where a virus causes not only 
some isolated countries, but our whole world to basi-
cally shut down, lock itself up, creating (new) borders, 
policies and rules, it does not come as a surprise to 
challenge the notion of a future. Therefore, people, 
maybe more than ever before, have a feeling of not 
knowing what is going to happen, when and even if.
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[Fig.32] Corona

Oligiati and Breitschmied say, that “…it is the task of 
the architect to understand the fundamental societal 
currents – as polyvalent as they might be – of their 
time so as to ultimately guide the intentions for their 
buildings.” (ibid 22) They state that buildings “offer a 
framework for creatively overcoming the metaphysical 
homelessness that people seem to feel more often 
than not in today’s disorienting non-referential world.” 
(Olgiati and Breitschmid 110) Maybe, such a non-refer-
ential state could also be the situation we are currently 
facing. There has been no known-of precedent, noth-
ing of this sort that can be referenced or historically put 
in context. 

Apollo 8 was the first manned mission to the moon 
and entered lunar orbit in 1968. The astronauts Frank 
Borman, Jim Lovell, and William Anders broadcasted 
live from lunar orbit and showed pictures of the earth 
and moon from their extra-terrestrial viewpoint. (cf. 
NASA, 2013) Looking at the so-called Earthrise series, 
a collection of pictures documenting exactly these mo-
ments, Kallipoliti says that it is “…portraying human-
kind entrapped in the finite space of the sphere, [and 
this] may be held accountable for a collective feeling of 
anxiety in cultural imagination, as well as for broad liter-
ature projecting plans for our future survival within what 
Buckminster Fuller (1968) famously called our “space-
ship Earth.”” (Kallipoliti 14) “Since the very beginning of 
the capitalist era, the term speculation has assumed a 
profoundly negative connotation – to speculate (in the 
narrow sense of the term) means to anticipate future 
scenarios with the aim of making personal profit, re-
gardless of the cost to others.” (Jeinic 34)

“There exists […] a crucial difference in the way that 
twentieth-century visionary architects understood and 
related to the future as compared to their contemporary 
successors. It seems as if the future changed its sign 
from positive to negative- if the function of modernist 
utopias was to anticipate the promising future, then the 
role of the salvational architecture of our era is to save 
us from the effects of apocalyptic scenarios, including 
climate change, ecological disaster, depletion of re-
sources, escalation of poverty, forced migration etc.” 
(Jeinic 32)

In this sense, “[P]laying can be understood as an opti-
mistic sign of life, a creative gesture and whatever else 
there is or might be, to play is to live now and to assert 
an engagement with the world.” (Ryall and Yuanfan 
118)

HYPERREALITY: UTOPIAN DE-
SIRES 

One way to deal with unknown “territories” could be 
through speculation, narrating, storytelling and, in a 
way, through role-playing games as it is discussed in 
the context of the present thesis. It may very well be, 
that through gaming, we create a “…’hyperreality,’ a 
condition in which reality and representation merge, as 
analyzed by Jean Baudrillard and Umberto Eco. For 
Eco, ‘hyperreality’ does not presage a reproduction that 
makes you want the original but rather a reproduction 
that eliminates any desire for the original (Eco, 1986).” 
(Kallipoliti 186) and maybe this reproduction of reality 
makes us envision a possible future, which is not dys-
topian or ill-fated. 

The narrative of the book “The Architecture of Closed 
Worlds” “reflects on the construction of a modern hu-
man subject that is immersed in a carefully curated 
replication, or reverberation, of the world as a pre-en-
gineered fantasy… In this new world, we are possibly 
in dire need of a new kind of criticism, of new ways to 
fathom via interiorization, and of methods to move past 
barriers in the way we narrate stories through the de-
sign of our environments as well as the shaping of our 
reality.” (Kallipoliti 283) The “Anthropogame” can be 
seen as an attempt to narrate stories through the medi-
um of role-playing games in the context of architecture 
and use it as a strategy to envision possible specula-
tive futures. “Utopias are the perfect places of our im-
aginations. They arise from our wishes to be liberated 
from conflict, envisioning radical solutions to the funda-
mental human burden of shame, guilt, and anxiety, to 
achieve a condition free of all internal and external ten-
sion.“ (Wu 118) In this context Jeinic also mentions that 
“…there is hope arising among philosophers and archi-
tects alike that using speculation beyond and against 
its common (profit-driven) field of application may turn 
the future once again into the medium of emancipatory 
change.” (Jeinic 35)
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HUMAN EXPERIENCE AND COL-
LECTIVE MEMORIES: INSIGHTS 
INTO ROLE-PLAYING NARRATIVE

“Pen and paper role-playing games are not normal 
games because with a human game master, their rules 
are not fixed beyond discussion.” (Juul, 2003b, 8) This 
is an important notion, as it implies that a person as 
game master, or rather multiple persons as players, are 
at the centre of the attention, which keeps the story it-
self dynamic, fascinating and unpredictable and makes 
speculation possible. 

Shank notes, that “…D&D falls into the genre of fan-
tasy, which suggests its tendency towards imaginative 
worlds unlike our own.” (Shank 41) and that “…in D&D, 
life is art, rather than only an imitation of it.” (Shank 6) 
Nevertheless, however fictitious the D&D world/s are 
- such an imaginative world could also be a future sce-
nario of our own realm, something so far (or near) in 
the future that it might seem quite far-fetched; but still 
so close to our own world that people could imagine it 
to be true. 

“[T]he D&D narrative—even more than most traditional 
forms of narrative, such as novels, poems, or films—is 
densely arranged around and structured by human ex-
perience.” (Shank 6) For Shank, the game “is a cultural 
text, full of social and narrative signs, which are tempo-
rally located at the moment of its collective creation.“ 
(9) The notion of such a collective creation seems to be 
important when it comes to developing the “Anthropog-
ame”. The more players and creative minds there are 
and engage in the ludosphere, the livelier the narrative 
becomes, the more viewpoints it reflects and the more 
likely it might serve a didactic purpose.

Mackay even investigates the game narrative as being 
a collective memory. According to Shank, “Mackay’s 
suggestion that the TRPG [tabletop roleplaying game] 
narrative is a memory—and because of its social na-
ture, a collective memory, even while individually ex-
perienced—implies that it is a different text than any 
method of transcription, whether written or recorded 
with video. The value in looking at the TRPG as a 
memory is that it takes into account the various per-
spectives that constitute that collective memory…while 
a transcript typically provides no more than a single 
point of view…The D&D narrative is both material and 
immaterial, both a set of physical texts and a set of col-
lective experiences…D&D’s status as being foremost 
an experience suggests that it works similarly to the 
way we experience narrative in our everyday lives.” 
(Shank 9-10)

If we are looking at “D&D [as] a unique form of nar-
rative that transcends the material text of literature” 
(Shank 34), it seems possible to transfer that notion to 
an architectural context, as well. “The expanded notion 
of the artistic describes people as creatively equipped 
beings with the ability to form the totality of life-con-
texts, not unlike a work of art. As such, every person 
can be an architect of life. In our non-referential world, 
we all should build a world.” (Olgiati and Breitschmid 
(15)

In addition, Shank presents the idea that “…it is the 
very limited nature of the D&D genre that allows for 
multiple storylines to branch from the same narrative 
configuration. As a D&D adventure is played by differ-
ent groups and so develops among a community of 
players over time, it becomes more and more recog-
nized as a distinct narrative.” (Shank 43) The narrative 
will develop and transform like a feedback loop accord-
ing to the individual creative inputs of all the players 
involved. “So, it is not so much that the discourse is 
extended along mutually exclusive storylines as it is 
that the story is repeated and branched, creating over-
lapping narratives… In other words, to map a D&D 
narrative, one must realize how each group creates 
a world through that narrative, and how discourse for 
each group may be different, so comparable stories 
are constantly being created and forked through new 
developments in the D&D genre, actualizing new pos-
sibilities. D&D alters typical conceptions of both story 
and discourse, which emphasizes the way D&D worlds 
exist.” (Shank 45) This brief insight into the Dungeons 
and Dragons world is to show how narrative develops 
therein. There will be a detailed description of the way 
the game itself works later in this book.

Shank notes, that “[P]erhaps our understanding of 
TRPGs needs revision. Although containing populist 
and undeniably escapist tendencies, D&D and oth-
er postmodernist TRPGs do create a narrative that 
goes beyond the metaphorical realness commonly 
ascribed to traditional literature. As players become 
involved in the creation of a narrative in a face-to-face 
setting, they find their own character and knowledge 
increasing with the development of their role-played 
characters. Rules and other factors that help structure 
the D&D narrative game carry over into developmen-
tal forces that grow certain parts of identity. Despite 
the superficiality and lightness that often character-
izes D&D games, its relevance to ongoing studies of 
identity and narrative structure is worth further con-
sideration.“ (Shank 102) This also applies to such 
a game in the field of architecture where it could be 
used as a critical, analytical research tool, as well. 

“Es macht Mut, zu sehen, dass sich gegenwärtig ver-
schiedene Leute dem Verhältnis von Architektur und 
Medien beziehungsweise von Architektur und Kom-
munikation widmen–ich denke da etwa an [Ihre] Un-
tersuchungen zu Storytelling und Online-Fernsehen 
und deren Potential, die Reichweite von Architektur 
zu erhöhen.“ [“It is encouraging to see that different 
people are currently devoting themselves to the rela-
tionship between architecture and media or between 
architecture and communication. I am thinking, for 
example, of [your] studies on storytelling and online 
television and their potential to increase the reach of 
architecture.”]  (Simpson 55) So, as mentioned before, 
maybe this approach taken here can be a sparking mo-
ment to increase architectural awareness (outside and 
within the field itself) and further knowledge thereof.
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[Fig.33] Ladder

ARCHITECTURE, 
GAMES AND 
ROLE-PLAYING

“With games we are architects not of buildings but of 
realities.” (Hartmann, 2017)

By means of the “Anthropogame”, an intimate atmos-
phere is created, enabling new modes of knowledge 
to emerge. “Architecture articulates space, giving it a 
particular feel” (Rufford 3) not unlike the ludosphere 
created during a role-playing game. “[A]rchitecture… 
is about the sculpting of space and the organisation of 
the environments in which we live and act – and which 
act upon us – through the use of light, materials, tech-
nology, texture and sound. (Rufford 12-13) The point 
is not to make a working game so much as to create 
something evocative and critically interesting.

Games can be a way to imagine something different 
than what we are experiencing in real life, an alterna-
tive or a temporal way out, an ephemeral exit strategy. 
“With games we are architects not of buildings but of 
realities. Sometimes we want to escape a reality that 
is unpleasant, sometimes we want to imagine a worse 
reality, other times we come up with realities that defy 
conventional logics. Games allow us to test these real-
ities, examine our relationships with others and reflect 
upon the reality we live in. In a situation that appears 
impossible, games allow us insight into why the situa-
tion is impossible and what caused that, and they allow 
us to discover possibilities we previously didn‘t know 
existed.” (Hartmann, 2017) 

It is exactly those possibilities which give fictitious ar-
chitectural story-telling a face- in this case in the form 
of the “Anthropogame”.

“There is perhaps no more satisfying aspect of ar-
chitectural and urban design than the ability to envi-
sion and communicate visions that change the built 
environment. To do this we have a set of go-to tools: 
plans, sections, models, renderings, etc. Many of our 
tools, however, are famously not so good at expanding 
the conversation, allowing non-architects to join and 
even question and rework proposed visions. This be-
comes even more difficult when wanting to engage a 
broader set of stakeholders who may not understand 
architectural conventions. This is why I have become 
increasingly interested in how games and gaming 
can supplement other design tools to broaden the 
socio-spatial imagination and conversation. The po-
tential that games bring to architectural production is 
an open-endedness that seeks to not simply validate 
a preconceived idea, but instead tests it and creates 
opportunities for change.“ (Riano, 2016)

Architecture should not necessarily be concerned 
with solving problems, but maybe contribute to raising 
awareness or help bringing societal issues to the fore-
front. In a symbiotic relation with games, architecture 
can “…provide a way of negotiating space, testing pol-
icy impacts, linking personal experiences to a systemic 
structure, and producing spatial ideas.“ (Riano, 2016) 
Also, “[G]ames and simulations offer architects fertile 
grounds for speculation and modeling of the systems 
involved, and the architects‘ own strategic practice 
within them.” (Taylor-Hochberg, 2016)
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There are three basic types of role- playing games: 
-Table Top Role- Playing Games 
-Computer Role- Playing Games 
-Life Action Role Playing Games (LARP)

This thesis will put a focus on the analysis and basic 
understanding of Dungeons and Dragons, which is by 
some players considered the most influential (T)RPG. It 
has three core rulebooks, The Player’s Handbook, The 
Dungeon Master’s Guide, and The Monster Manual. 
For playing, those guides (or better their understand-
ing) and a set of dice are the minimum requirements. 
“As an adventure begins, the [game master] explains 
the setting. Players talk about what their characters will 
do, or they may discuss with each other what the best 
course of action will be. Some groups tend to work as 
a team, allowing one member to speak for all of them, 
while others prefer to perform actions individually. The 
characters eventually run into encounters, which usual-
ly involve either meeting an NPC [non-player character] 
or engaging in combat. Combat is the main event dur-
ing which gameplay changes. Players roll initiative to 
determine turn order, and then they must wait for their 
turn to act. Except for these instances, there is no set 
order for who plays when, although the [game master] 
typically manages what happens when.“ (Shank 2)

Can the developing of a game following some of the 
principles of a role-playing game evoke a deeper un-
derstanding of e.g. environmental problems and how to 
playfully deal with them?

DUNGEONS AND DRAGONS – 

ANALYSIS AND IMPLICATIONS 

FOR A PLAYABLE STORY

“The process of playing is much more extensive 
than what it produces; the making of play is al-
ways bigger than what is made and as such re-
quires a different set of conceptual tools that work 
with formation rather than forms.“ (Lester 13)

“By way of metaphoric language, it is another way of say-
ing that for the wanderer, the experience of the journey 
is more important than the destination; and correspond-
ingly for the player, the act of playing is more important 
than the outcome.” (Mazzocchi 29) Especially since in 
this unique case, the ‘outcome’ can be discussed when 
the game is over to reflect upon what has happened.

ROLE PLAYING 
GAMES: THE EXAMPLE 
OF DUNGEONS AND 
DRAGONS

HOW THE GAME ITSELF WORKS

In order to get a better understanding of the forming 
and development of a game, (tabletop) role-playing 
games serve as the foundation and starting point for 
the speculative “Anthropogame”. The (T)RPG “Dun-
geons and Dragons” will be analysed subsequently 
as it represents one of the most popular games of its 
genre.

People play this game because “…you get to tell fan-
tastic stories about heroes, villains, monsters, and 
magic, but you also get to create the world in which 
these stories live.” (Dungeon Masters’ Guide 4)

“One similarity between science fiction and fantasy is 
their ontological focus on possible worlds. In studying 
D&D’s preoccupation with worlds…the entire mythos of 
the D&D narrative relies in an essential way on multi-
ple ontological levels. In brief, the whole structure of 
D&D is governed by possible worlds and their intersec-
tions…” (Shank 42)

“An adventure typically hinges on the successful com-
pletion of a quest and can be as short as a single game 
session. Longer adventures might embroil players in 
great conflicts that require multiple game sessions to 
resolve. When strung together, these adventures form 
an ongoing campaign. A D&D campaign can include 
dozens of adventures and last for months or years.” 
(Dungeon Masters’ Guide 5)

As a player, you get to be the “…creator of …[your] own 
campaign world. Whether you invent a world, adapt a 
world from a favorite movie or novel, or use a published 
setting for the D&D game, you make that world your 
own over the course of a campaign…your campaign 
takes place in a sort of mirror universe of the official 
setting where Forgotten Realms novels, game prod-
ucts, and digital games are assumed to take place. The 
world is yours to change as you see fit and yours to 
modify as you explore the consequences of the play-
ers‘ actions.” (Dungeon Masters’ Guide 5) This seems 
to be a perfect tool or framework for developing specu-
lative architectural fabulations.

Borrowing from the Dungeons and Dragons “Dungeon 
Masters’ Guide” core assumptions, the following will be 
further analyzed for the “Anthropogame”: 

1.Gods Oversee the World
2.Conflict Shapes the World’s History
3.Gods Inhabit the Land
4.Monsters Are Common 
5.The World is Known but Seen in a Different   
Way (cf. ibid 8)

The latter notion is seemingly of the most value here. 
“When creating the world where your campaign takes 
place, you‘ll want a map. You can take one of two ap-
proaches with it: top-down or bottom-up. Some DMs 
like to start at the top, creating the big picture of the 
world at the start of the campaign by having a map that 
shows whole continents, and then zooming in on small-
er areas. Other DMs prefer to go the opposite direction, 
starting with a small campaign area that is mapped at a 
province or kingdom scale, then zooming out as adven-
tures take the characters into new territory.” (ibid 14)

When it comes to creating a settlement in the world 
that is being created, the guide offers some questions 
to help with building it: What purpose does it serve in 
your game? How big is it? Who lives there? What does 
it look, smell, and sound like? Who governs it? Who 
else holds power? Is it part of a larger state? What are 
its defenses? Where do characters go to find the goods 
and services they need? What temples and other or-
ganizations feature prominently? What fantastic ele-
ments distinguish it from an ordinary town? Why should 
the characters care about the settlement? (ibid 15)

The guide also advises on a so-called “home base”: “A 
settlement gives the adventurers a place to live, train, 
and recuperate between adventures. An entire cam-
paign can center on a particular town or city. Such a 
settlement is the launching pad from which the char-
acters go out into the wider world. Designed well, a 
home base can hold a special place in the adventur-
ers‘ hearts, particularly if they care about one or more 
NPCs who live there.” (ibid 15) When it comes to the 
atmosphere of the settlement “…the climate and ter-
rain of [it’s] environment, its origin and inhabitants, its 
government and political position, and its commercial 
importance all have a bearing….” on it. (ibid 17)

Besides the definition of god characters, the develop-
ment of maps and settlements, there is another ele-
ment to be designed: “Each character has the option to 
select a patron deity or pantheon with goals, doctrine, 
and taboos that you have created.” (ibid 23)
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“The world you create is the stage for the adventures 
you set in it. You don‘t have to give more thought to it 
than that. You can run adventures in an episodic for-
mat, with the characters as the only common element, 
and also weave themes throughout those adventures 
to build a greater saga of the characters‘ achievements 
in the world.” (ibid 25) Questions about characters that 
have to be created could be: “Are you a native, born 
and raised in the area? If so, who‘s your family? What‘s 
your current occupation? Are you a recent arrival? 
Where did you come from? Why did you come to this 
area? Are you tied to any of the organizations or people 
involved in the events that kick off the campaign? Are 
they friends or enemies?” (ibid 26)

HOW TO PLAN A GAME

The Dungeons and Dragons Player’s Handbook offers 
some deeper insight into what to expect when plan-
ning a role-playing game and, most importantly how 
to invent and develop characters. What Dungeons and 
Dragons is mainly concerned with, is mythical story-tell-
ing. In the handbook a parallel between a child’s imag-
ination and the game itself is drawn, as imagination is 
a very powerful source. “Unlike a game of make-be-
lieve, D&D gives structure to the stories, a way of de-
termining the consequences of the adventurers’ action. 
Players roll dice to resolve whether their attacks hit or 
miss or whether their adventurers can scale a cliff, roll 
away from the strike of a magical lightning bolt, or pull 
off some other dangerous task. Anything is possible, 
but the dice make some outcomes more probable than 
others... In the Dungeons & Dragons game, each play-
er creates an adventurer (also called a character) and 
teams up with other adventurers (played by friends)… 
The adventurers can solve puzzles, talk with other 
characters, battle fantastic monsters, and discover 
fabulous magic items and other treasure.“ (Player’s 
Handbook 5)

One of the players has to be the so-called master who 
is acting like a referee, deciding the overall parameters 
of the adventure itself, which can be “infinitely flexible.” 
One very interesting aspect of the game is, that there 
doesn’t necessarily have to be an end, when a quest/ 
story reaches its conclusion, the game itself can go on, 
which is then called a “campaign”. Such a campaign 
can go on for months or even years if the players are 
motivated enough. Players build up their characters as 
the game continues, so the characters grow with the 
campaign, gaining more power and capabilities.

HOW TO CREATE WORLDS AND 

START A GAME 

When it comes to the question of winning and los-
ing or the overall gain of such adventures “[t]here’s 
no winning and losing…—at least, not the way those 
terms are usually understood. Together… the play-
ers create an exciting story of bold adventurers who 
confront deadly perils. Sometimes an adventurer 
might come to a grisly end, torn apart by ferocious 
monsters or done in by a nefarious villain. Even so, 
the other adventurers can search for powerful mag-
ic to revive their fallen comrade, or the player might 
choose to create a new character to carry on. The 
group might fail to complete an adventure success-
fully, but if everyone had a good time and created a 
memorable story, they all win.” (Player’s Handbook 5)

When it comes to the worlds created in 
the game “[t]hey begin with a foundation
of medieval fantasy and then add the creatures, places, 
and magic that make these worlds unique…The worlds 
of the … game exist within a vast cosmos called the 
multiverse, connected in strange and mysterious ways 
to one another and to other planes of existence, such 
as the Elemental Plane of Fire and the Infinite Depths 
of the Abyss.” (Player’s Handbook 5) “All these worlds 
share characteristics, but each world is set apart by 
its own history and cultures, distinctive monsters and 
races, fantastic geography, ancient dungeons, and 
scheming villains. Some races have unusual traits 
in different worlds…[S]ome worlds are dominated 
by one great story…” Abyss.” (Player’s Handbook 6)

To start a game, the game master describes the envi-
ronment and functions as the narrator of what has hap-
pened and also of what is happening at the moment 
and the players give a description of what they want to 
do. In the game, polyhedral dices are used, which have 
different numbers on their sides. “[T]he different dice 
are referred to by the letter d followed by the number 
of sides: d4, d6, d8, d10, d12, and d20. For instance, a 
d6 is a six-sided die (the typical cube that many games 
use). Percentile dice, or d100, work a little differently. 
You generate a number between 1 and 100 by rolling 
two different ten-sided dice numbered from 0 to 9. One 
dice (designated before you roll) gives the tens digit, 
and the other gives the ones digit. If you roll a 7 and a 
1, for example, the number rolled is 71. Two Os repre-
sent 100. When you need to roll dice, the rules tell you 
how many dice to roll of a certain type, as well as what

modifiers to add. For example, “3d8 + 5” means you 
roll three eight-sided dice, add them together, and add 
5 to the total. The same d notation appears in the ex-
pressions “1d3” and “1d2.” To simulate the roll of 1d3, 
roll a d6 and divide the number rolled by 2 (round up). 
To simulate the roll of 1d2, roll any die and assign a 1 or 
2 to the roll depending on whether it was odd or even.” 
(Player’s Handbook 6-7)

“Can a character avoid the main blast of a fireball, or 
does he or she take full damage from the blaze? In 
cases where the outcome of an action is uncertain, the 
[…] game relies on rolls of a 20-sided die, a d20, to 
determine success or failure. Every character […] in 
the game has capabilities defined by six ability scores. 
The abilities are Strength, Dexterity, Constitution, In-
telligence, Wisdom, and Charisma, and they typically 
range from 3 to 18 for most adventurers. These ability 
scores, and the ability modifiers derived from them, are 
the basis for almost every d20 roll that a player makes 
on a character’s or monster’s behalf. Ability checks, at-
tack rolls, and saving throws are the three main kinds 
of d20 rolls, forming the core of the rules of the game. 

1. Roll the die and add a modifier
2. Apply circumstantial bonuses and penalties
3. Compare the total to a target number

If the total equals or exceeds the target number, the 
ability check, attack roll, or saving throw is a success. 
Otherwise, it’s a failure. The [game master] is usually 
the one who determines target numbers and tells play-
ers whether their ability checks, attack rolls, and saving 
throws succeed or fail. The target number for an abil-
ity check or a saving throw is called a Difficulty Class 
(DC). The target number for an attack roll is called an 
Armor Class (AC).” (Player’s Handbook 7)

HOW TO PLAY AN ADVENTURE

When it comes to adventures, the handbook states 
that “[the] game consists of a group of characters 
embarking on an adventure that the Dungeon Master 
presents to them. Each character brings particular ca-
pabilities to the adventure in the form of ability scores 
and skills, class features, racial traits, equipment, and 
magic items. Every character is different, with various 
strengths and weaknesses, so the best party of adven-
turers is one in which the characters complement each 
other and cover the weaknesses of their companions. 

The adventurers must cooperate to successfully com-
plete the adventure. The adventure is the heart of the 
game, a story with a beginning, a middle, and an end.” 
(Player’s Handbook 7-8)

“Over the course of their adventures, the characters 
are confronted by a variety of creatures, objects, and 
situations that they must deal with in some way. Some-
times the adventurers and other creatures do their 
best to kill or capture each other in combat. At other 
times, the adventurers talk to another creature (or even 
a magical object) with a goal in mind. And often, the 
adventurers spend time trying to solve a puzzle, by-
pass an obstacle, find something hidden, or unravel 
the current situation. Meanwhile, the adventurers ex-
plore the world, making decisions about which way to 
travel and what they’ll try to do next. Adventures vary 
in length and complexity. A short adventure might pres-
ent only a few challenges, and it might take no more 
than a single game session to complete. A long ad-
venture can involve hundreds of combats, interactions, 
and other challenges, and take dozens of sessions to 
play through, stretching over weeks or months of real 
time. Usually, the end of an adventure is marked by 
the adventurers heading back to civilization to rest and 
enjoy the spoils of their labors. But that’s not the end 
of the story. You can think of an adventure as a single 
episode of a TV series, made up of multiple exciting 
scenes. A campaign is the whole series—a string of 
adventures joined together, with a consistent group of 
adventurers following the narrative from start to finish.“ 
(Player’s Handbook 8)

The handbook moreover gives advice on how to invent 
a good adventure, which should include three broad 
categories when it comes to the character’s activities: 
exploration, social interaction, and combat. “Explora-
tion includes both the adventurers’ movement through 
the world and their interaction with objects and situ-
ations that require their attention. Exploration is the 
give-and-take of the players describing what they want 
their characters to do, and the Dungeon Master tell-
ing the players what happens as a result. Social in-
teraction features the adventurers talking to someone 
(or something) else. Combat […] involves characters 
and other creatures swinging weapons, casting spells, 
maneuvering for position, and so on—all in an effort 
to defeat their opponents, whether that means killing 
every enemy, taking captives, or forcing a rout.” (Play-
er’s Handbook 8)
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One of the first steps towards creating an adventure 
lies in the creation of a character with a certain back-
story, this character is the so-called avatar for the play-
er of the game. 

EVENTS

CAMPAIGN EVENTS

A typical start of a tabletop game is to create an ad-
venture which then develops into a campaign event 
as the story goes on. “Significant events in the histo-
ry of a fantasy world tend toward immense upheav-
als: wars that pit the forces of good against evil in an 
epic confrontation, natural disasters that lay waste 
to entire civilizations, invasions of vast armies or ex-
tra planar hordes, assassinations of world leaders. 
These world-shaking events title the chapters of his-
tory. World-shaking events force conflict. They set new 
events and power groups in motion. Their outcomes 
change the world by altering the tone of the setting in a 
meaningful way. They chronicle the story of your world 
in big, bold print. Change – especially change that oc-
curs as a result of the characters‘ actions – keeps the 
story moving.” (ibid 26) 

The collection of these events or possible future sce-
narios represent a continuously growing and expand-
ing compendium is one of the key parts for the “Anthro-
pogame”. These collected events will be transformed 
into gaming cards that become part or framework for a 
guided campaign. They could help define “…the struc-
ture of dramatic stories. At the beginning of a story, 
something happens to shake the protagonists‘ world 
and spur them into action. The characters take action 
to resolve their problems, but other forces oppose 
them.” (ibid 27)

“[U]nexpected and terrible events [could] regularly 
afflict the world‘s smaller territories, but unless [the] 
story demands it, … large-scale map-spanning events 
[should be saved] for the biggest, most important mo-
ments of [a] campaign.” (ibid 27)

Such a world-shaking-event might be a (Dungeon 
Master’s Guide 27) cataclysmic disaster: “Earthquake, 
famine, fire, plague, flood- disasters on a grand scale 
can eradicate whole civilizations without warning. Nat-
ural (or magical) catastrophes redraw maps, destroy 
economies, and alter worlds. Sometimes the survivors 
rebuild from the ruins.” (ibid 27)

As a player “[y]ou might decide to wipe a town, region, 
or nation off the map of your world. A disaster ravages 
the land and effectively eliminates a place the charac-
ters once knew. Leave one or two survivors to tell the 
characters what happened and ensure that the char-
acters feel the depth of the catastrophe. What are the 
ongoing effects of this cataclysm?” (ibid 27)

“Name a territory, race, or type of creature that relied 
on the thing that was lost. How do they compensate? 
How do they attempt to substitute for what was lost? 
Who or what is to blame for the loss? Describe an im-
mediate consequence of the loss. Forecast one way 
that the loss impacts or changes the world in the long 
term. Who or what suffers the most as a result of the 
loss? Who or what benefits the most from it?” (ibid 30)

Furthermore, it is recommended to work with discover-
ies: “[O]nce you have determined the type of discovery, 
flesh it out by deciding exactly what it is, who discov-
ered it, and what potential effect it could have on the 
world.” (ibid 31) 

“Sometimes the foretelling of a world-shaking event 
becomes a world-shaking event: an omen that predicts 
the fall of empires, the doom of races, and the end of 
the world. Sometimes an omen points to change for the 
good, such as the arrival of a legendary hero or savior. 
But the most dramatic prophecies warn of future trag-
edies and predict dark ages. Unlike other world-shak-
ing events, the outcome doesn‘t happen immediately. 
Instead, individuals or factions strive to fulfill or avert 
the prophecy-or shape the exact way it will be fulfilled- 
according to how it will affect them. … Write a list of 
three or more omens that will occur before the proph-
ecy comes to pass. You can use events that have al-
ready occurred in the campaign so that the prophecy is 
closer to being fulfilled. The rest are events that might 
or might not happen, depending on the actions of the 
characters.” (ibid 32)

[Fig.34] The Plane of Water
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[Fig.35] Towards Developing Characters

PLANES OF EXISTENCE 

Dungeons and Dragons has numerous fantasy worlds, 
often said to be rooted in Middle Earth or worlds of the 
well-known author H.P. Lovecraft, although they have 
long evolved from such fantasy worlds into their own 
realms. (cf. Shank 3) “…various planes of existence 
represent realms of myth mystery, not simply other 
worlds but dimensions that are formed and governed 
by spiritual and elemental principles. (cf. ibid 43) Shank 
explains that planes “…are different dimensions, real-
ities, spaces of existence. Often, planes have a cer-
tain thematic characteristic, such as the feywild plane 
where elves live, or the celestial plane where angelic 
creatures dwell.” (Shank 46)

For example, Mount Olympus: “In the Greek cosmol-
ogy, Mount Olympus stands at the center of the world 
(the Material Plane), with its peak so high that it‘s actu-
ally another plane of existence: Olympus, the home of 
the gods. All the Greek gods except Hades have their 
own domains within Olympus. In Hades, named for its 
ruler, mortal souls linger as insubstantial shades until 
they eventually fade into nothing. Tartarus, where the 
titans are imprisoned in endless darkness, lies below 
Hades. And far to the west of the known world in the 
Material Plane are the blessed Elysian Fields. The 
souls of great heroes reside there.” (ibid 44)

In connection with the actual gameplay this might mean 
that “[w]hen adventurers travel to other planes of exist-
ence; they undertake a legendary journey that might 
force them to face supernatural guardians and under-
go various ordeals. The nature of that journey and the 
trials along the way depend in part on the means of 
travel, and whether the adventurers find a magic portal 
or use a spell to carry them.” (ibid 44)

Another strong element that can be found in the guide 
is the idea of a “psychic wind [that] isn‘t a physical 
wind like … found on the Material Plane, but a storm 
of thought that batters travelers‘ minds rather than their 
bodies. A psychical wind is made up of lost memories, 
forgotten ideas, minor musings, and subconscious 
fears that went astray in the Astral Plane and conglom-
erated into this powerful force.” (ibid 47) So there is 
also the element of immaterial qualities that play an 
important role in D&D.

For Example, “[t]he Feywild, also called the Plane of 
Faerie, is a land of soft lights and wonder, 

a place of music and death. It is a realm of everlast-
ing twilight, with glittering faerie lights bobbing in the 
gentle breeze and fat fireflies buzzing through groves 
and fields. The sky is alight with the faded colors of 
an ever-setting sun, which never truly sets (or rises for 
that matter) … The landscape of the Feywild mirrors 
the natural world but turns its features into spectacular 
forms. Where a volcano stands on the Material Plane, 
a mountain topped with skyscrapersized crystals that 
glow with internal fire towers in the Feywild. A wide and 
muddy river on the Material Plane might be echoed 
as a clear and winding brook of great beauty. A marsh 
could be reflected as a vast black bog of sinister char-
acter.” (ibid 49) The element of planes of existence can 
be interpreted as the use of multiple layers of story-
telling, multiple dimensions or fictious realties between 
which the players can travel. 

In a D&D game “[t]he Plane of Water is an endless 
sea, called the Sea of Worlds, dotted here and there 
with atolls and islands that rise up from enormous coral 
reefs that seem to stretch forever into the depths. The 
storms that move across the sea sometimes create 
temporary portals to the Material Plane and draw ships 
into the Plane of Water. Surviving vessels from count-
less worlds and navies ply these waters with little hope 
of ever returning home.” (ibid 56) If we look at one of 
the possible future scenarios architectural speculation 
is currently occupied with, the rise of sea-levels seems 
to be of great interest. The Plane of Water could, in this 
case, represent a world or scenario, here a character 
itself; an extreme in which sea-levels have risen to an 
unpredicted level. 

“Instead of dealing with what happened in the past, an 
adventure should focus on describing the present situ-
ation, what the bad guys are up to, and how the adven-
turers become involved in the story.” (ibid 71) When it 
comes to generating adventures, the guide mentions 
either location-based, event-based (focus on the vil-
lain) or mysteries (focusing on e.g. crime solving). (cf. 
ibid 72- 77)

“Encounters are the individual scenes in the larger sto-
ry of your adventure. An encounter has one of three 
possible outcomes: the characters succeed, the char-
acters partly succeed, or the characters fail. The en-
counter needs to account or all three possibilities, and 
the outcome needs to have consequences so that the 
players feel like their successes and failures matter.” 
(ibid 81)
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DIFFERENT MODES OF ARCHI-
TECTURE-GAMES: EXAMPLES 
OF PARTICIPATION AND EN-
GAGEMENT

„…you are designing a new world—one with its own 
laws and its own gravity.” (Hartmann 2016)

Moreira in the context of post-disaster recovery writes, 
that “[T]he concepts of autonomy, col-laboration, and 
participation have gained relevance in architecture and 
urbanism through col-laborative actions involving the 
community, architects, urban planners, and designers. 
As the number of climate disasters has significantly in-
creased - doubling in the last 40 years according to a 
report released in 2016 by CRED (Centre for Research 
on the Epidemiology of Disasters) - in addition to con-
flicts and other tragedies, the demand for the rebuild-
ing of houses and infra-structure in affected areas has 
grown simultaneously. This has called for a major col-
laborative effort in architectural and urban reconstruc-
tion.” (ibid, 2020) 

In the context of political potential of games, communi-
ty engagement and participating, some examples are 
given to better understand the nature of those games.

One of the examples is called “a shared plaza”. This 
project was done as “a large-scale game designed to 
bring together residents and organizations in North Co-
rona, Queens to collectively develop a cohesive state-
ment of values and list of priorities for Corona Plaza’s 
development.” (Riano, 2016) Games in this context 
could be used as a catalysator or game changer for 
political/ community agendas. 

Another example is a project by master students at 
the Carlton University called “Embodied Structures: A 
Generative Urban Game”, where they were asked to 
“research the everyday patterns of public space use in 
North Corona and Jackson Heights and to use their re-
search and observations to design new public spaces, 
that were better sited and worked to potentially rethink 
existing political dynamics. The students created a sys-
tem in which new spatial needs would be identified and 
then enacted. The game allowed for full spatial pro-
duction of temporary spaces and pointed participants 
to the NYC departments they should coordinate with, 
how to raise funds and which local resident groups and 
institutions might be able to help. 

Nevertheless, one example that stands out in the con-
text of architecture and board/ games is the example 
of “Symtactics”. “New York‘s Network Architecture Lab, 
directed by Kazys Varnelis, and Hong Kong-based firm 
MAP Office were tasked witThis game combined ac-
cessibility of design, made with children in mind, with 
real information about local political and social realities 
that could help create designs needed by the commu-
nity—and for those designs to change as the needs of 
local residents changed.” (Riano, 2016)

h considering a future scenario of Hong Kong in the 
year 2047. The team began by posing two questions: 
Can architecture “solve” uneven growth? And what 
would Tactical Urbanism look like in the future? Rath-
er than seeking a straightforward solution, the group 
drew from previous research on scenario planning 
and simulation design to develop an interactive ex-
periment—developing a framework that was reflexive, 
iterative, agile, and adaptive to changing conditions in 
real time. Deciding on a tactical approach, Network 
Architecture Lab set about assembling a special Hong 
Kong issue of the open-source newspaper “New City 
Reader”. [Symtactics] was designed as the centerfold 
of the publication, a physical board game that could be 
assembled from the newspaper itself. At once a highly 
designed environment with specific protocols and terri-
tories and a corollary to the endless search for under-
standing in contemporary megacities; [Symtactics] is 
also an exercise in tactical design, active play- testing, 
iteration and diagramming. The result of this process 
was a chaotic, dystopic simulation of tactical urbanists 
in the year 2047.” (Hartmann 2016) This game was, at 
the beginning, designed as a card game with mazes 
for the players to escape from. This was then supple-
mented by adding sites for urbanist interventions, “[M]
igrating between physical space and game space, the 
team developed the future architectural scenarios that 
[they] believed citizens of the 2040s might face.” (Hart-
mann 2016) Also, a spatial component was added, as 
the game evolved, by that time people were able to 
play it as a board game with maps. 

[Fig.36] Participatory Project: A Shared Plaza
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Later on, a grid was added, borrowing from war 
games.” This board game “…allow[s] players to simu-
late moments in time and play out ‚what if‘ scenarios. 
While traditional war games allow players to alter the 
outcomes of history, SYMTACTICS’ players must na-
vigate within an unknowable future.” (Hartmann 2016) 
“In the game, performing interventions temper the ar-
chitectural and environmental disasters that contribute 
to increased amounts of ‚uneven growth‘. A controlled 
amount of chaos was added to the game through ran-
dom events that players must read about in mini news-
papers at the start of each turn. These cataclysmic 
events include complex weather conditions, SARS out-
breaks and various other technological disasters that 
players must overcome through teamwork.“ (Hartmann 
2016) The most recent version of the game is its 12th 
edition according to an article by Hartmann in 2016 on 
Archinect, who is himself one of the game’s initiators 
and its chief designer.

The Trojan Horse collective, as a more performative 
example, even does something very unique within the 
field of role-playing and games. They want architects, 
artists and designers to be more proactive, engage with 
their surroundings and operate within the discourse 
of critical design. For that, they hold research-based 
summer schools and live-action role plays, as an ex-
perimental way to approach the field of architecture, 
design and arts. (cf. Kagovere, et al. 10)For the col-
lective, a game can “also be open-ended: a simulation 
of a utopian society…” (ibid 14) As “…we take on and 
develop many characters every day. It’s hard to say if 
these characters are fictional, or where the boundary 
between fiction and reality could or should be drawn.” 
(ibid 14-15) For them, a game is “a bit like sitting back 
and letting another person – a person who is you and 
not you at the same time – take over…” (Kagovere, et 
al. 18)

They hold their games “…to find out who or what 
shapes the roles of designers and architects in a con-
temporary society: to illuminate the power structures 
behind taking, building or defining your own or some-
one else’s role as a designer or an architect and how 
flexible these roles are.” (Kagovere, et al. 17) For them, 
“…there is not a great deal of difference between de-
sign, architecture and science- fiction. They are all 
forms of speculation, of building worlds or destroying 
them, and they all involve scenarios and narratives, 
and physical, visual and verbal constructions.” (Kago-
vere, et al. 21)

[Fig.37] Images of Embodied Structures: A Generative Urban Game
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[Fig.38] Symtactics Version 9
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[Fig.39] Method Kit For Cities [Fig.40] Play the City
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[Fig.41] Imaginable Guidelines [Fig.42] Cards Against Urbanity
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[Fig.43] Scenarios-The Game [Fig.44] Play Oosterwold
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DESIGN FICTON

Bleeker’s article on design fiction deals with the ques-
tion of how design can tell meaningful, speculative 
stories through objects (ibid 83). “I think of design as 
a kind of creative, imaginative authoring practice — a 
way of describing and materializing ideas that are still 
looking for the right place to live.” (Bleeker 6)

Similar to the principle of disruption, taken on by the 
Trojan Horse collective, Bleeker talks about design as 
a tool that “allows you to use your imagination and cre-
ativity explicitly. Think as a designer thinks. Be different 
and think different. Make new, unexpected things come 
to life. Tell new stories. Reveal new experiences, new 
social practices, or reflect upon today to contemplate 
innovative, new, habitable futures. Toss out the bland, 
routine, “proprietary” processes. Take some new as-
sumptions for a walk. Try on a different set of specifica-
tions, goals and principles.” (ibid 4)

“Design fiction as I am discussing it here is a conflation 
of design, science fact, and science fiction. It is a amal-
gamation of practices that together bends the expec-
tations as to what each does on its own and ties them 
together into something new. It is a way of materializing 
ideas and speculations without the pragmatic curtailing 
that often happens when dead weights are fastened to 
the imagination.” (Bleeker 6)

For Bleeker, “[S]cience fiction can be understood as a 
kind of writing that, in its stories, creates prototypes of 
other worlds, other experiences, other contexts for life 
based on the creative insights of the author. Designed 
objects — or designed fictions — can be understood 
similarly. They are assemblages of various sorts, part 
story, part material, part idea-articulating prop, part 
functional software. The assembled design fictions 
are component parts for different kinds of near future 
worlds. They are like artifacts brought back from those 
worlds in order to be examined, studied over. They are 
puzzles of a sort. A kind of object that has lots to say, 
but it is up to us to consider their meanings.” (ibid 7) “A 
design fiction practice creates these conversation piec-
es, with the conversations being stories about the kinds 
of experiences and social rituals that might surround 
the designed object. Design fiction objects are totems 
through which a larger story can be told or imagined 
or expressed. They are like artifacts from someplace 
else, telling stories about other worlds.” (Bleeker 7)

PART 2: PLAYING WITH 
ARCHITECTURE.TO-
WARDS GAME-DESIGN

[Fig.45] Window: Past
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[Fig.46] Window: Present

“This is a different genre of design. Not realism, but 
a genre that is forward looking, beyond incremental 
and makes an effort to explore new kinds of social 
interaction rituals. As much as science fact tells you 
what is and is not possible, design fiction understands 
constraints differently. Design fiction is about creative 
provocation, raising questions, innovation, and explo-
ration.” (Bleeker 7) “Design fiction is a mix of science 
fact, design and science fiction. It is a kind of authoring 
practice that recombines the traditions of writing and 
storytelling with the material crafting of objects… The 
conclusion to the designed fiction [is] objects with sto-
ries. These are stories that speculate about new, differ-
ent, distinctive social practices that assemble around 
and through these objects. Design fictions help tell sto-
ries that provoke and raise questions. Like props that 
help focus the imagination and speculate about pos-
sible near future worlds — whether profound change 
or simple, even mundane social practices.” (Bleeker 7)

“Design fiction does all of the unique things that sci-
ence-fiction can do as a reflective, written story telling 
practice. Like science fiction, design fiction creates im-
aginative conversations about possible future worlds. 
Like some forms of science fiction, it speculates about 
a near future tomorrow, extrapolating from today.” 
(Bleeker 8) „Design fiction is the cousin of science fic-
tion. It is concerned more about exploring multiple po-
tential futures rather than filling out the world with unin-
spired sameness. Design fiction creates opportunities 
for reflection as well as active making.“ (Bleeker 8)

“In this way design fiction is a hybrid, hands-on practice 
that operates in a murky middle ground between ide-
as and their materialization, and between science fact 
and science fiction. It is a way of probing, sketching 
and exploring ideas. Through this practice, one bridges 
imagination and materialization by modeling, crafting 
things, telling stories through objects, which are now 
effectively conversation pieces in a very real sense. A 
bit like making science fact prototypes, or props for a 
science fiction film, but not quite.” (Bleeker 8-9)

“…science fiction can only really be stories about the 
present just as histories can only ever be reflections on 
the past based on the present moment. So, then de-
sign fiction, borrowing from science fiction, is the em-
bodiment of materialized reflections on design today, 
as well as projections and anticipations of the designed 
futures.” (Bleeker 17) In other words, design objects 
“help us imagine”. (Bleeker 83) For Bleeker, “[T]he 
more specific genre known as near future 

science fiction is particularly promising. It extrapolates 
from today in a legible way in that it is generally easi-
er to imagine things extending from now into that near 
future imaginary, rather than wholly anchor-less spec-
ulations that are inconsistent with the logics of today.” 
(ibid 84)

When it comes to defamiliarization or alienation and its 
effects, Bleeker states that, “[S]cience fiction as a liter-
ary genre serves its purpose as a cultural form in the 
ways it anticipates and reflects upon the possibilities 
of a different, other world. It is unique in the canon of 
literary genres in the way it represents the future, which 
has been argued to happen broadly in two ways. First, 
as a way of rendering the world to be in such a way as 
to “soften the blow” of the rapid pace of technological 
change. The future world of this kind of science fiction 
charts the “up and to the right” graph of future pro-
gress, wherever that graph may lead, but typically the 
terminus is the gleaming, streamlined, horn-of-plenty 
style of Utopian future. The second form and the one 
I find more satisfying is less a tour of future perfection 
and more a reflection on the current state of affairs…
In the context of design fiction, this defamiliarization 
serves the purpose of upsetting things in a produc-
tive way, to examine new possible forms, styles and 
experiences — new rituals and their attendant object 
materializations. To break away from the insular, ha-
bituated forms, experiences, rituals and expectations.” 
(Bleeker 17)

For him, “[I]t’s not the ideas of scientists in a lab that 
matter, but what people (not “end-users”; not “consum-
ers”; not even “productive consumers”) can contribute 
and add to their social practices, their interaction ritu-
als, their lives and the possibilities for re-imagining and 
remaking those lives for the better. It’s not easy, and 
not trivial, and there’s no handbook on how to do it. 
It happens along the frontier outposts with things like 
maker communities with their DIY sensibilities. This is 
something for visionary story tellers and visionary mak-
ers and willing collaborators who want to make fright-
eningly new experiences more than they want to make 
money.” (Bleeker 85)

“Design fiction, like science fiction, speculates, reflects 
and extrapolates, looking at today from the side, or 
sideways and forming a critical, introspective perspec-
tive that can project into new (future) forms.” (Bleeker 
17)
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[Fig.47] Future

LIVE ACTION DESIGN FICTION-IN  

A BOX?

“It is not a symbol, and definitely not minimalism, be-
cause those terms would attribute too much intention. 

The box just is. Only silence is appropriate. Yet the 
less we say about the box, the more mythical is the 

aura it acquires. Honoring the box is inescapable and 
inevitable; it is our origin and our destiny–all there 

ever was, all there ever will be.      
A box is a box is a box.” (de Graaf 79)

A box containing different scenarios evolving around 
human-nature relations and the Anthropocene 
serves as a first step towards developing a theory 
within the realm of the homo ludens. What will hap-
pen if the sea level rises? What will happen if there 
is no more snow? What will happen if numerous vol-
canoes break out, storms hit our cities, the climate 
continues to change, fires and plagues befall us? Vi-
ruses? Who are we, anyhow? How many are there 
and can ancient gods of architecture prevent our 
own demise? Will there be a parallel universe, or will 
everything go to hell right here on this planet Earth?

When thinking about the design of the game itself and 
the logic of it being in/ a box, de Graaf asks “[W]hen 
did the box start to inspire the search for the box? 
When did it become (part of) a deliberate ideology? It 
is hard to construct a genealogy of the box. There is 
no manifesto; it never needed one (unless you count 
cubism). In emphatically standing for something, man-
ifestos are automatically against something else. In 
its ubiquity, the box has nothing to stand against ex-
cept itself.” (de Graaf 81) The box also seems to be 
a form without reference, just like the times we are 
living in right now. “Still, there must be an ideal box 
somewhere. The search for the ideal box is in fact 
the reason that the box exists. From a Platonic ide-
al to Laugier’s enlightened hut, or from Durand’s ty-
pology to Viollet-le-Duc’s box diagrams, the box is 
most celebrated in its abstract form, linked to neither

LIVE ACTION DESIGN FICTION

“We often use role-playing as performative science 
fiction instead of larping, because what we do is 

science fiction acted out with our bodies. Alternative-
ly, we use the acronym LADF (Live Action Design 

Fiction), which is design fiction from the first-person 
perspective.” (Kagovere, et al. 22)

Karvinen writes about the experience with role-playing 
that “[T]he stories and settings are fictional structures 
created by the group, but they could just as well be 
true.” (Karvinen 43) For the Trojan Horse collective, the 
main focus is on the role-plaing act itself. They adopt 
the notion of “[T]he German playwright and theatre 
theorist Bertold Brecht [who] used the term “estrange-
ment effect” (also translated as “alienation effect” or 
“distancing effect”) to describe his method of deliber-
ately-generated alienation from the familiar.” (Karvinen 
46) This is something that is necessary for them, as 
only with this alienation effect, people will think about 
the present but also the future and how to change of 
influence it. They often use the concept of walks (bor-
rowed from the dérive). “The behaviours and practices 
of our daily lives seem natural to us because we are 
used to them. The strangeness experienced during the 
walk helps us notice things we take for granted, allow-
ing us to observe them from a distance, and come up 
with alternatives.” (Karvinen 47) While walking, “[T]he 
city unfolds to the observer as a series of spaces, as 
well as the many interrelationships between its differ-
ent components that are overlooked when we examine 
floor plans or scale models.” (Karvinen 48) 

They also mention the situationists, who “…even de-
veloped a new field of study, psychogeography, which 
explored the effects of geography, architecture and the 
economy on human behavior, as well as the precon-
scious factors that are part of the multi-layered city and 
determine the way we use and view the city environ-
ment…The “real” and the “constructed” exist side by 
side. The fiction and its materialization become reflec-
tions of each other through walking.” (Karvinen 49, 51) 
In a way, this method is similar to Young’s notion of “…
finding the gaps and cracks that create our own future.” 
(ibid, 2019, 25:32)
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place nor time but applicable to any situation. The 
box becomes synonymous with architecture’s fu-
ture.” (de Graaf 82) De Graaf also notes that “[T]he 
box is without allegiance…The box offers no guaran-
tees other than the predictability of its geometry. It is 
both the most and the least ideological form of archi-
tecture, an expression both of vision and of an utter 
lack thereof” (ibid78-79), which of course is stated in 
reference to architecture, but seems to apply to the 
small world inside the box, as well. Other than some 
set of rules and ideas and possibilities it does not of-
fer anything, it does not demand something, either.

Furthermore, de Graaf writes about the box (as archi-
tectural form) as follows: “The box is the natural out-
come of all rational parameters combined, the form in 
which geometry and economy meet in perfect sync. 
The box doesn’t resist; it complies. It is easy. It suits 
any use and any size. It offers multiple options to ex-
pand in length, height, and width. The box serves no 
other intent than its intended purpose. The box is ar-
chitecture liberated from peripheral considerations–not 
least the obligation to produce masterpieces.” (ibid 73)

A good way to think of the design of the game itself, 
therefore, seems to ‘put it in a box’. “The box is a flex-
ible typology. Flexibility admits the possibility of the 
unexpected. The box can be used for anything; the ele-
ment of surprise is its main delight.” (de Graaf 77) What 
seems interesting is the element of surprise, which can 
be useful not only when it comes to architectural form, 
as de Graaf is referring to, but also when it comes to 
the development of a game. Coming to think of it, most 
board games are actually already in a box – for one, it 
seems, for the most obvious reason: all the elements 
of a game can be conveniently packed and stored this 
way, also, it is practical to carry it around and stow it 
away after it has been used. Also, the aforementioned 
element of surprise, which can be compared to the 
opening of a present, seems a logical explanation. 

“The box is architecture’s main achievement. It is also 
its main trauma– both the result of an extreme effort 
and of no effort whatsoever. It exists with or without ar-
chitects. All roads lead to the box.” (de Graaf 74) Here, 
the box will be more than just a box – and then, at the 
same time, not so much.

“The box is where architecture stops being a matter 
of individual creation. In allowing comprehensible in-
structions, it invites the participation of others. Further 
design work can be delegated; remaining decisions 
can be conveyed over the phone; the only challenge 
for the architect is the extent to which he can still cred-
ibly consider himself the “author”. The box renders real 
the work of architecture once again. No longer reliant 
on unpredictable bursts of inspiration, it can be pro-
ductive, meet quotas, and be delivered on time and 
budget.” (de Graaf 73) Ideally, the “Anthropogame” 
designed here, however, is a combination of individual 
creation, design and common authorship. It may also 
be a means to “…make people aware of the designed 
environment around them – the designscape – and [to]
develop a language for talking about ordinary design 
objects.” (Awopbopaloobop-alopbamboom 53)

Participation, commons, community – the elements of 
an architectural role-playing game, to name but a few, 
are mentioned by de Graaf when talking about the pos-
sibility of games to play out a situation without having 
to experience it in real life. “Community exists not as 
antidote to anonymity, but because of it. We can aug-
ment our persona, fix our shortcomings, and renegoti-
ate our relationships at will. Milan Kundera wrote, that 
we cannot know if our decisions are the best ones, be-
cause the first rehearsal of life is life itself….The virtual 
used to be as an extension of the real, but increasingly 
it precedes the real, as a test bed where every fact of 
life is preemptively augmented before it sees the light 
of day.” (de Graaf 129)
 

[Fig.48] The Inevitable Box
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[Fig.49] The Holistic Notion of the Hurdler: Combining Running with Obstacles to Create Something New

 A SELF-MADE PORTA-
BLE RETROSPECTIVE: 
DUCHAMP’S BOX

“The antibox is accompanied by a new philosophical 
imperative: “Think outside the box!” The box has to 

come to stand between us and freedom.” 
(de Graaf 84)

Hopefully, the box designed here stands between us 
and reality insofar as that it enables us to assume 
roles, act out possible scenarios and be whoever we 
want to be, which, in a way, could be seen as the ulti-
mate freedom of mind.

Petterson writes about Duchamp and his ideas that “[A] 
work of art used to be an artefact, a physical object, 
until the artist Marcel Duchamp invented the concept 
readymade in the early 1900s. Since then, a work of 
art has been a concept, an idea. It was not necessarily 
a physical object anymore. This idea seriously shocked 
the art world. Duchamp concluded: “if anyone can be 
an artist, then anything can be art.” With his ‘ready-
mades’ Duchamp clearly showed the world hat the 
context of any message is important. He also demon-
strated that the intended receivers of a message are 
important. Duchamp was interested in our perception 
of change, distance, movement and transition. Like 
some other artists he studied the concept of the fourth 
dimension. Since connections between images and 
texts are needed, Duchamp supplied written comments 
to his main pictures. In fact, Duchamp worked with mul-
timodal communication in order to convey his ideas. 
His work is associated with Conceptual art, Cubism, 
Dada and Surrealism.” (ibid 1)

“Marcel Duchamp was a pioneer of Dada, a movement 
that questioned long-held assumptions about what art 
should be, and how it should be made. In the years 
immediately preceding World War I, Duchamp found 
success as a painter in Paris. But he soon gave up 
painting almost entirely.” (MoMALearning, No Year) 
“Seeking an alternative to representing objects in 
paint, Duchamp began presenting objects themselves 
as art. He selected mass-produced, commercially 
available, often utilitarian objects, designating them 
as art and giving them titles. “Readymades,” as he 
called them, disrupted centuries of thinking about the 
artist’s role as a skilled creator of original handmade 
objects. Instead, Duchamp argued, “An ordinary object 
[could be] elevated to the dignity of a work of art by 
the mere choice of an artist.” (MoMALearning, No Year)



103102

His so-called “… ‘Readymades’ — [are] objects […] tak-
en from everyday life and re-contextualised into works 
of art. Duchamp’s question of whether an artwork could 
be a concept, rather than an object, would become his 
legacy. [The] museum-box concept occupied Duchamp 
between 1935 and 1941. Duchamp decided he would 
be the first artist to curate his own retrospective but 
conceived as a new work itself.” (No Author, 2020)

“Marcel Duchamp’s Boîte-en-valise, which trans-
lates roughly as “box in a suitcase”, is a rectangu-
lar carry case that unfolds to reveal a mini museum 
containing 79 tiny replicas and reproductions of his 
most famous works.” (No Author, 2020) The Green 
Box, however “holds ninety-three documents–sketch-
es, calculations, and notes from 1911 to 1915–and a 
colorplate of The Bride. These documents are the key, 
though incomplete, to the Large Glass.” (Paz, 2011) 

The box here can be seen as a portable mini version of 
ourselves, our own nightmares, dreams and hopes; a 
narrative archive of each playable story.  When it comes 
to the notion of Duchamp’s box-en-valîse, it is seen as 
“[P]art treasury, part toy box, part one-man retrospec-
tive, the “Box in a Valise” is a package of ideas.“ (Richard, 
1989) Petterson writes that “[T]he Box-in-a-Suitcase is 
based on the idea of the condensed universe.” (ibid 15)

In an article by Richard, he writes about the box at that 
time being in a museum at last namely the National Gal-
lery of Art and he says ““The Box”… differs in important 
ways from the costly master paintings that everywhere 
surround it. It is smaller and it’s bigger. No larger than 
a purse, it’s conceptually enormous. It’s more original 
and less. No other artist could have made it, and yet the 
teeny objects in it – the little copied paintings framed in 
strips of wood, the doll-house-scaled urinal, the grape-
sized globe of glass filled with Paris air – are only re-
productions; they’re not originals at all.” (ibid, 1989) 
He also states that “Duchamp loved the in-between. 
Duchamp made a door once that (hanging in the cor-
ner between two doorways) was both closed and open. 
He played roulette at Monte Carlo following a system 
of his own devising whereby he neither won nor lost. 
Rrose Selavy (“Eros c’est la vie”), his alternate identity, 
was neither man nor woman. He was both French and 
American. Duchamp’s muse is wed to the soul of the 
machine. She is always on the move; she’s never sat-
isfied or still. Change is his chief interest. The woman in 
his art, be she virgin, bride or widow, is in constant trans-
formation. She dances in your mind.” (Richard, 1989)

[Fig.50] Mona Lisa
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[Fig.51] The Green Box: Duchamp [Fig.52 Boîte-en-Valise
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TABLETOP GAMES, 
LARPS AND THEIR BE-
GINNINGS

Beyond the stereotypes, live action role-playing is 
a vibrant scene that draws inspiration from tabletop 
games, drama, and performance art. (Duray, 2015)

Concerning the beginnings of the role-playing tradition, 
“[L]ive action role-playing, known as LARP, is a game 
or, better said, many different games in which live play-
ers/actors assume roles as specific characters, real or 
imagined. However, the invention of tabletop role-play-
ing games in America in the 1970s, such as famous 
„Dungeons and Dragons“, led to the development of 
recognizable, organized LARPs, played mainly by 
teenagers and adults. Also, murder mystery dinners 
were popular early LARP events. By the 1980s, with 
a growing expansion of fantasy literature and film pro-
duction, LARPs had spread to many countries and 
organizations: Nordic, British, Russian, South African, 
New Zealand LARP societies and many others were 
formed. Different styles of play had been developed. 
During the 1990s, Mind‘s Eye Theatre was the first pub-
lished LARP system to achieve popular status. Also, 
during the 1990s, the hobby began to attract critical and 
academic analysis, who made proposals for future di-
rections. With its rising popularity among general popu-
lation, the concept is being increasingly used to enrich 
the tourist offer as well.” (Out of Digital Noise, 2017)

Duray writes that “[T]o those who would dismiss them, 
the whole endeavor conjures stereotypical images of 
nerds in medieval garb swinging foam swords and 
casting “spells.” But beneath the surface, a rich and 
impressively complex world of performance, commu-
nity, and art exists all around the world.” (ibid, 2015) 

“Most LARPing scholars agree that its current iteration 
probably dates back to 1977 and the foundation of Da-
gorhir, a DC-area full-contact medieval contact game 
played outdoors. Dungeons & Dragons had debuted in 
1974 but Dagohir’s website says founder Bryan Weise 
had never heard of the tabletop game when he put out 
an ad on an underground Maryland radio station that 
said, “Anyone wanting to fight in Hobbit Wars with pad-
ded weapons call Bryan at the following number.” (Da-
gorhir now claims thousands of members in chapters 
around the world.) A similar early game was Treasure 
Trap, which began at Peckforton Castle in Cheshire, 
England, in 1982. Treasure Trap was influenced by the 
tabletop RPG RuneQuest and featured monsters jump-
ing out at players and its own argot. Treasure Trap’s 
invention presaged that year’s CBS TV movie Mazes 
and Monsters, which was based on a Rona Jaffe novel 
and featured a 26-year-old Tom Hanks in his first star-
ring role. Mazes is about a group of friends who want to 
take their D&D-like game to the next level by playing it in 
the real world, in a local cave. As the role-playing expe-
rience intensifies, Hanks’s character loses his connec-
tion with reality, stoking the fires of moral panic already 
surrounding D&D and other RPGs. Lizzie Stark, author 
of the deep-diving book Leaving Mundania: Inside 
the Transformative World of Live Action Role-Playing 
Games, calls LARPing a “grassroots movement,” one 
that developed around the world and, through an un-
likely convergent evolution, came to be defined by the 
same term. Stark says it would be a mistake to think 
of LARPing as only “Boffer” LARP, as the foam-sword 
fantasies have come to be known.“ (Duray, 2015)

In an interview with vice magazine, Stark states that “[Y]
ou can have people running around in the woods hitting 
each other, […] and you can have three hours of people 
pretending to be alcoholics, in the last hours of one of 
those alcoholic’s lives, and then he dies.” (Duray, 2015) 
Duray explains that she is “referring to what’s been 
called Nordic art LARP, which focuses more on explor-
ing a particular emotion or part of the psyche.” (Duray, 
2015) In the interview it is clear, that there is also a whole 
world in-between, a mixture of genres and approaches. 

When it comes to examples over time, Duray writes 
that “[T]he 1980s saw the development of the college 
game Assassin, in which all players are given a liv-
ing target on campus, into a proper LARP by creat-
ing the gold standard for its rules by students at MIT. 
The 1981 H. P. Lovecraft–inspired role-playing game 
Call of Cthulhu has proven fodder for LARPing, as 
has the 1991 game Vampire: The Masquerade (it’s 
a bit Buffy meets Dark Shadows)…. In recent years, 
Nordic countries have seen the development of much 
more creative and experimental LARPs.” (ibid, 2015)

AUSTRIAN LARP TRADITION

On their website, the Austrian larping community writes 
the following “[W]ho does not know this situation? You 
read a good book or watch an exciting film and are 
completely caught up in the story, but suddenly the 
main character acts in a way that you cannot under-
stand at all and you think, “I would have done it very 
differently for sure!”. (trsl. ibid, 2020). They think that 
a larp gives the opportunity to do things and have 
experiences that we are denied in real life. So, they 
put the idea of gaming to the next level. It is not only 
about playing with something but suddenly oneself is 
the character that is immersed in a game. They also 
note that there are two ways or philosophies to see 
the game- there are those who consider rules, points, 
character evolving etc.- a written rulebook- of the ut-
most importance. Others think that rules are neces-
sary to some extent but are not the main determinants 
of a game. When it comes to genre, they distinguish 
between alternate reality, educational, fantasy, his-
torical, science-fiction and steampunk. (ibid, 2020)

For the Austrian larping community, science fiction, 
for example, includes everything “[F]rom space, with 
its infinite vastness, to far, far away galaxies. Inspired 
by films, television series or novel and role-playing 
genres, these games allow you to immerse yourself 
in “familiar” scenarios - but this time as the actor and 
creator of the plot. This mixture of finding your way 
in a familiar, distant future, coupled with experienc-
ing the strangeness up close, opens up new possi-
bilities.” (trsl. ibid, 2020). When it comes to alternate 
reality games, they write that “[T]he attraction of the 
alternate reality setting sometimes lies in the proxim-
ity to our real world. The stories of such LARPs are 
anchored in one of our very similar worlds, in which 
the course of history at some point (at the so-called 
divergence point) deviated from what we know. While 
science fiction operates with the future, the history of 
alternative reality works with hypothetical events of the 
present and / or past, the question is ‘what if’.” (trsl. 
Austrian larping community 2020). “On the other hand, 
alternate reality games are a special challenge in terms 
of the effort involved in designing and developing a 
coherent settings background, as they are based on 
historical events or the present, but the game-relevant 
deviations from these and their consequences on the 
game world are very clear and should be worked out 
in detail in order to avoid confusion during the game 
as much as possible and to enable a functioning 
game flow.” (trsl. Austrian larping community 2020). 
This is an interesting notion, as it marks the point, 
where 3D printed elements or even cards as stories 
could come into play and where life-action role-play, 
table-top role play and life-action design-fiction could 
intermingle, merge and complement each other to form 
a new play, suitable even for the most unexperienced 
player who does not necessarily want to put the most 
effort in propping a setting or dressing in a costume. 

When it comes to the Austrian community itself, the 
website larp-oesterreich.at lists the genres and fed-
eral provinces with their specific communities and 
genres. Here one can see that, for example, fan-
tasy is one of the most popular genres and Vienna 
seems to have by far the biggest larping commu-
nity. Although this listing is in no way representa-
tive, it still lists some upcoming events and tries to 
connect the community. There is also the so-called 
Vienna Comic Con where kindred spirits can meet. 
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NORDIC LARP TRADITION

When it comes to Nordic larps, they are played in a cre-
ative and also a very collaborative way. “The starting 
point usually is that all participants take equal part as 
players in a game with a shared responsibility for the 
atmosphere, story and experience. Non-player char-
acters, monsters, and central plots, common in many 
other larp traditions, are rare. Different styles within the 
Nordic larp traditions have very varying levels of cos-
tuming, props and sets. Story, drama and atmosphere 
are held in high regard. In games with conflict, winning 
and losing most often serves these ideals more than 
player against player out of game competition. Rules 
are few when they exist at all and are often designed 
to break immersion as little as possible. Characters are 
generally described with personality traits, background 
and motivation without stats or numbered skills. Score, 
experience points or leveling are very rare.” (Axner, 
2020) Those events usually last a whole weekend, 
there is an overall campaign, usually held once a 
year and several events that are played throughout 
the whole year. “Chamber larps, black-box larps, free-
form games and scenario games are shorter larps 
played by a smaller group of players, most often in a 
single room during a couple of hours.” (Axner, 2020) 

There  is  a conference once a year called the 
“Knutepunkt”, where the whole community is gather-
ing. They have been doing so since 1997. There is also 
a Nordik larp “Wiki” and a huge facebook group. The 
term itself was more broadly popularized by members 
of the Trojan Horse Collective several years ago. (cf. 
Axner, 2020)

According to Holkar, in 2014, several conference work-
shops included 

-Sing it out loud! – musical meta-techniques
-Typology in character creation
-Edu-larp for socialization: building a bridge to real life
-Ethics in larp writing
-Viewpoints – performance techniques for connecting 
role and player
-Experience-focused larp design
-Culture definition through pre-larp workshops
-Portraying sex-work at larps
-Creating the connect-with-coplayers toolbox
-The selfish player
-Blackboxification

This would be an interesting way to merge scientif-
ic, qualitative research with architecture research 
and fictitious storytelling. The playful integration 
of very serious societal topics into a collective 
that is eager to play out possible scenarios; there 
even is a huge didactic notion beyond the surface. 

Holkar talks about the regional or even inter/nation-
al differences of larps as he argues it is in a way 
an abbild of society- how it is played, the theme or 
campaign and the way it is done. “Over the last 20 
years or so, the Nordic countries – Norway, Swe-
den, Denmark and Finland – have evolved a shared 
larp vibe which is quite distinct from the rest of the 
world, and which is now being increasingly sought 
out and imitated. These countries all have strong so-
cial and cooperative politics, and a popular tradition 
of reflection, questioning, and discussion. And this 
carries right through into their larping.” (ibid, 2014)

When it comes to Norway, Sweden, Denmark and 
Finland, Holkar states that “[N]ot all larp played in 
the Nordic countries is necessarily considered “Nor-
dic larp”; while larp from elsewhere that shares the 
same spirit might be considered “Nordic-style”. And 
then each of the four countries has its differences, 
and much of their larp is outdoor broadly-fantasy-me-
dieval campaigns, like everywhere else. “Nordic larp” 
is generally taken to mean a particular tradition of 
progressive arthouse larps that’s emerged from the 
Nordic countries over the last few years. These wildly 
creative and experimental one-shot larps have cap-
tured the imagination like nothing else.” (ibid, 2014)

To be properly prepared for an event, “[T]he larps 
range from a few hours to several days long: some 
take place in specialized venues and involve elab-
orate costume, others are run in nondescript con-
vention rooms in ordinary dress. Typically, they 
have a preparatory ‘workshop’ to help players get 
into their characters and into the game, but these 
vary considerably in length as well.” (Holkar, 2014)

There are generally very few rules in a Nordic larp, there 
are even ones that do not rely on rules, at all and just go 
along with what fits the story and what makes up a good 
one. (cf. Holkar, 2014) “This is all possible because 
Nordic larps don’t usually take in the notion of charac-
ter progress in strength, abilities, etc. There’s no sense 
in which players are trying to achieve things so as to 
make their characters become more powerful. Instead, 
the shape of a character’s story is what’s important – 

and this can go down as well as up. ‘Playing to lose’ is 
a vital concept in Nordic larp. If it makes for a good sto-
ry for your character to do badly, and other players will 
get enjoyment out of playing along with that, then that’s 
entirely fun and engaging: players will have their char-
acters crash and burn without a qualm.” (Holkar, 2014)

Holkar also notes that in Nordic game tradition, be-
ing immersed in the game is one of the most impor-
tant parts, sometimes people even eat and sleep ‘as 
their character’ throughout the whole event. Often, 
the surroundings are adapted accordingly, to make 
the illusion more real. (ibid, 2014) As an example 
of a Nordic larp, Holkar talks about “[O]ne of the pi-
oneers of Nordic larp in the USA, […] Lizzie Stark, 
who in 2012 organized a run in Connecticut of the 
Norwegian-written game ‘Mad about the Boy’. This is 
a weekend one-off set in a near-future society where 
all men have died – the characters are all women, 
and the larp examines gender roles, heteronormativ-
ity, parenting, democracy and lots of other interest-
ing and potentially troublesome issues.” (ibid, 2014)

COMMERCIALIZED LIFE-ACTION 
ROLE-PLAYING: THE CRUSHING 
OF DREAMS?

In 2016, the Macao Special Administrative Region of 
the People’s Republic of China became the site for 
the first ever to be built life-action role-playing theme 
park. On their website they state “Planet J Theme 
Park is a live-action role-playing (LARP) theme park, 
covering approximately 9,300 square metres. It hous-
es eight gaming zones with more than 200 games, 
including AR & VR games. Planet J is suitable for all 
age groups. Either individually or in groups, partic-
ipants are challenged to interact or battle either with 
other Planet J visitors or the theme park’s resident 
characters, in order to advance in the games. Visitors 
need to maximise dexterity, intelligence, logical think-
ing and body coordination to overcome the various 
challenges and quests presented to them.” (Macaot-
ourism, 2019) Other examples of such entertainment 
attractions dealing with the topic of role-playing are the 
“Yas Waterworld”, or an installation called “Alien War”. 

In an article by Koop, he has the hypothesis, “that the 
more you provide and build to match or expand a cer-
tain fiction in detail, the more immersed the player will 
be.” (ibid, 2017)

“The TV series “Westworld” is showing us the devel-
opment of demand in an evolution of a larp park over 
30 years — its achievements and pitfalls. A compara-
tive approach of mediatheoretical thoughts mingled 
with analysis stemming from cognitive science, psy-
chology and transmedia examples may point into the 
science fiction of real theme parks in the future who 
would cater safely to our dreams and still being a thrill-
ing experience dealing well with immersion and effects 
like “Bleed”. The concept of “Bleed” got developed in 
the discourse in Nordic larp describing that emotions 
get transferred between player and character (and vice 
versa) maybe similar to the emotions in a dream. This 
effect of emotionally strong experiences being in char-
acter is what players have to deal with and may open a 
path of self-reflection and transformation.” (Koop, 2017)
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“Disney is adopting larp ideas, the first larp park in Chi-
na (Macau) aiming on teenagers just opened in 2016 
and a prototype of interactive role-play is getting tested 
in a theme park in the Emirates: is this the start of larp 
as an entertainment for the masses? Will it become 
a “drug” — an escape hatch for quick fun and distrac-
tion — or a method for teaching meaning, history or 
even science? Which stories or game mechanics will 
prevail, get changed or adopted if larps are catering for 
more and more people in re-runs? Which kind of larps 
will get offered and get critical acclaim or develop to 
become commercial success? Which kind of game de-
signs are or will be fit for the masses? Many questions I 
may not be able to tackle [here], as the answers will be 
found in experiments to come, but I may speculate or 
extrapolate. What may happen if our dreams get indus-
try-made with a high production value and we are get-
ting invited to step into our most cherished themes and 
becoming the hero ourselves: a pirate, a princess, a 
servant, a tribe leader or the captain of a spaceship…?” 
(Kopp, 2017) When Kopp is talking about the future of 
larps, his questions are highly interesting, also for this 
thesis. “How close do sci-fi blueprints from the past 
come to describe the given options and possibilities 
of the present? What blueprints of today might prevail 
the test of time in 10 years? Where does “immersive 
exhibition” or “immersive theatre” end and where starts 
a “larp”? Are costumes, pre-written characters, safe-
ty-rules or workshops already part of the package deal? 
Does extensive briefing, debriefing or professional me-
dia coverage accompany such a game in its course? 
May games in the future be mediated by technology or 
more by story — or are firmly based in both? Does the 
safe sandbox of larp give players agency and a tool of 
self-reflection? May ‘Bleed’ help to identify gray zones 
in which advertising, politics and religion are some-
times operating, if players in character immerse them-
selves in stories and challenges which they dream of? 
That may depend of the design of the game. Not all of 
them might be good dreams, not all of them might be 
about being the hero and winning. Some may be night-
mares if they would happen in real life…” (ibid, 2017)

In line with the general ideology behind the “Anthro-
pogame”, Kopp states that “[P]reparation and in-depth 
debriefing may not be only valuable to get feedback 
from players or a possible audience, but to help re-
flection about the personal experience. In larps you 
embody a story, as if you have lived it for a while, 
not just understand it as a possibility for the future. 

As a consequence, it may help raising aware-
ness that stories like “Running Man” or “Hunger 
Games” might become very real, if we do not pay 
enough attention to how our environment gets 
gamified and our roles pre-written.” (Koop, 2017)

For him, in a larp “[I]t may become more evident how 
close dream and nightmare might lie if you start to 
muse about the possible abusive application of those 
methods: What would happen, if your beloved fiction 
manifests in reality? Would you run there to become 
part of it with joy or would you run from it screaming 
with fear? And where to draw the border between the 
game master`s ethics, the boundaries of NPCs, players 
and the courageous willingness to take characters fur-
ther and explore their story and potential? If you cater 
to a spectrum of storytelling, thrill seeking in high- and 
low-threshold immersion, do we need to find normative 
limits to what we let characters or visitors endure — at 
their own risk? Shall we save them from their dreams 
or unleash their transformational power, hoping for the 
best that they are able to cope with it?” (Koop, 2017)

Koop is writing about the idea to make larps availa-
ble for a broader audience and toying with the idea to 
make that come true in new entertainment parks or 
‘larp parks’ as “[T]he emotional depth and intensity ex-
periencing a certain world as somebody else, to invest 
in that character and then to be able to reflect about 
your own expectations and decisions is something to-
tally new in the sector of entertainment.” (ibid, 2017).

BECOMING POLIPHILIO: A LARP 
EXPLORATION

Koop writes about something that has been dealt 
with in this thesis several times, for example when 
it comes to the game-space or ludosphere. He 
is talking about the point when ourselves end 
and our roles begin using the following example: 

“A dream by the Chinese philosopher Zhuang-
zi (also Zhuang Zhou, Chuang-tzu or Tschuang-
tse, 369–299 BC.), which may act as a metaphor 
for the challenge to keep dream and reality apart: 
once Zhuangzi dreamt he was a butterfly, a butter-
fly flitting and fluttering around, happy with himself 
and doing as he pleased. He didn’t know he was 
Zhuangzi. Suddenly he woke up and there he was, 
solid and unmistakable Zhuangzi. But he didn’t know

if he was Zhuangzi who had dreamt, he was a but-
terfly, or a butterfly dreaming he was Zhuangzi. Be-
tween Zhuangzi and a butterfly there must be some 
distinction — and this he called the “Transformation of 
Things”. (Zhuangzi 12) The transformation of a player 
into a fictitious character in a Larp could be described in 
a similar way. The border between one-self and the de-
veloping character in a story gets blurred, as one may 
not think any more about who [one] is, what one would 
do outside of the game or “normally would do”. “A larp 
may sometimes feel like a dream in which you dive and 
become somebody else, where you forget yourself. 
Waking up you find out that all was an illusion, obvious-
ly disconnected from your everyday life.” (Koop, 2017)

Koop proposes larps to be “closer to dreams… be-
cause strong immersion in a detailed scenography 
makes it difficult to distinguish between game and 
reality temporally, like in Zhuangzi`s dream of a but-
terfly… As players in a larp we are always also our-
selves, so maybe a comparison of larp with “lucid 
dreaming” may prove to be more fruitful and “pre-
cise”. ” (ibid, 2017) For him, the questions “[W]
hat do dreams show, other than wishes and fears… 

What do larps show in which we interpret, fill, create a 
character — in actions, that show something meaningful 
for other characters?” (2017) are central.  As has been 
described before in the section on the diegetic proto-
type, “[I]n a larp the “diegesis “ — the external surround-
ings, the chosen space, the scenography, costumes, 
the answers of the co-players, all which is believed 
as a character, part of the fictional world and deemed 
true — determines the degree of immersion.” (2017)

Historically seen, “[C]yberpunk movies like the Thir-
teenth Floor (1999), The Matrix (1999), Dark City (1998) 
or Fassbinder´s “Welt am Draht” (1973), an early adap-
tion of Daniel Galouye´s influential novel “Simulacron 
3” (1964) are dealing with simulated worlds or world-
views being a virtual reality simulacrum –experience 
as a guided, repetitive game. It seems to be a dream of 
humankind since Plato´s allgeorical cave to try to see 
behind the curtain of illusions and break through to re-
ality in a life full of simulation and fiction.” (Koop, 2017)

For Koop, results from larps or “out of the furnaces of 
rapid prototyping in larp culture, like workshops in ad-
vance and debriefings in the end add a lot of value to 
experiences designed for the masses. It might be like 
developing a kind of “oneirology“ (the scientific study of 
dreams) to assign meaning to the things you dreamed 
about and your role in it — and it might help one to di-
gest an experience where you felt being really inside of 
one of your dreams. To let a dream become reality in a 
secure way can be a viable offer for humans spoiled or 
stressed by reality, but also a valuable asset.” (ibid, 2017)

BORROWING POSITIONS: KIT-
BASHING THE FUTURE

When it comes to Mark Foster, Alvarez writes that „[A]
s a design process for this project, he and his team 
developed a technique of “Kitbashing,” a digital version 
of a technique used in Science Fiction movies from 
the 1950s to the 1980s. In Kitbashing, special effects 
artists would take different plastic model kits of WWII 
airplanes, Viking boats, trains, and swap pieces, thus 
bashing together, to produce models of new space-
ships and airplanes that don’t exist yet. It was a way 
of using forms from the past to produce an unfamiliar 
present or future. Kitbashing gave them access to high 
degrees of formal variety and resolution without the 
baggage of symbolism or rule sets as you’d find in clas-
sicism. This happened about the same time while Mark 
was reading the philosopher Graham Harman’s earlier 
work on Object-Oriented Ontology, which essentially 
emphasizes the value of entities themselves as op-
posed to emphasizing their interconnectivity. This is all 
related to symbolism in architecture. (Alvarez, 2018)

As an example of what Foster is doing, the proposal 
for the New Guggenheim Museum in Helsinki is de-
scribed as “…a 12,000 square meter experiment to be 
located in the city’s waterfront. A handmade design that 
is constructed only from recycled 3D models directly 
downloaded from the internet. All the figures displayed 
are intended to lose their meaning or symbolism and 
achieve their relevance just by their sole existence as a 
new architectural aesthetic.” (Romo-Melgar, 2018)
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[Fig.53] Action?

ELEMENTS OF A GAME

“…the elements of games serve as props in imaginary 
games just as they do in artworks. In both cases, a 

fictional world is entered by a participant through the 
process of perceiving and fleshing out the prescrip-

tions to imagine entailed in the relevant prop, and this 
world is ‘played’ just like a child’s game of make-be-

lieve…”  (Bateman 2018, 68)

“By marking out the space of play within an artefac-
tual form, boards are the closest to Huizinga’s spatial 
conception of a playground and serve as far more 
representational props than dice alone. The spatial 
elements of a board, however, prescribe little without 
being used in conjunction with a playing piece, for 
which the term ‘pawn’ remains a popular description. 
Used together, the positions of pawns on boards cre-
ate both functional and representational prescriptions 
to imagine. As with the example of dice, the emphasis 
between these two roles has shifted over the millennia 
towards greater representational elements. However, 
representation always had a role in the construction 
of boards and their pieces, [for example] chess-like 
games represent[ing] a battlefield.” (Bateman 71)

“The Royal Game of Ur (or the Game of Twen-
ty Squares) from roughly 2,600 [is]the oldest game 
whose written rules survive thanks to a cuneiform tab-
let excavated from the ruins of Babylon around 1880.” 
(Finkel, 2008)

Boards date back to 13th/ 14th century India. “Whether 
as gyān caupaṛ (game of knowledge) in North India, 
nāgapāsā (snake-dice) in Nepal, or moksha patam 
(cloth-board of liberation) elsewhere in India, there is a 
striking variety of boards surviving from the eighteenth 
century onwards using a zigzag pattern of squares. 
Some squares are joined together, both by paths that 
advance, named after virtues (such as devotion, mer-
cy, or knowledge), and paths that regress, named af-
ter vices (egoism, illusion, darkness, anger, lust).” The 
form was eventually imported into Great Britain in 1892 
as snakes and ladders, with the virtues and vices be-
coming Christian (Masters, 1997) and the focus on a 
competitive race supplanting any spiritual role, but the 
iconography of the ladder and the snake go back to 
the game’s origins (Topsfield, 2006) (which is by no 
means „the beginning of using a race-game board to 
represent Christian values”). Bateman 72) There was 
a shift, however, from those classical, Christian virtues 
to industrial ones with “The Landlord’s Game” from 
1904 designed for children, where they could purchase 
spaces on the board (combined also with cards). What 
was originally designed as criticism (it was available in 
two versions – one where the player could be ruler and 
one with criticism thereof) ironically led to the game we 
nowadays refer to as “Monopoly”, as people 

Every game is comprised of props to work as designed. 
Finding the elements of the “Anthropokit” several exist-
ing types of games have been analysed. Most of them 
share some basic principles for props.
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[Fig.54] Royal Game of Ur

DICE, OR: HOW DUNGEONS AND 
DRAGONS CHANGED THE GAME

“Games in the manner of backgammon are the oldest 
artefacts for which dice have been found, going back 
to the dawn of civilization (i.e. the first cities). The 
oldest dice found date back five millennia…and simi-
lar games have been found at the site of the ancient 
[Sumerian] city of Ur dating a century or so later. These 
dice have a familiar cubic shape, and from the outset 
maintained the same pattern of dot markings as today, 
with opposing sides adding to seven – one of the clear-
est indications of the conservation of player practices. 
However,…we can be confident from the allusions 
to gambling in numerous cultural legends (for exam-
ple, Thoth beating the moon to earn five extra days 
per week..), that the dice used in backgammon-style 
games were not the first dice, at all, but merely the 
first dice that were made of materials robust enough 
to survive millennia. The player practices associated 
with dice descend from earlier divination practices… 
The disapprobation associated with gambling in the 
Christian traditions fostered a great reluctance in the 
eighteenth and nineteenth centuries to allow children 
to play with dice (Parlett, 1999). As a result, a teetotem 
(a top, similar in form to the Jewish dreidel) became 
the standard replacement in children’s board games 
throughout Europe.” (Bateman 70)

During the Victorian era, it became common for chil-
dren to play with (usually a six-sided) dice. Bateman, 
moreover, writes about the late 20th century as the 
time when the linear congruential method and the 
invention of role-playing game dice brought about 
change. They were used for example in Dungeons and 
Dragons, as a series of plastic polyhedral (many-sid-
ed) dice. (cf. Bateman 70) “The purpose of these dice 
was not part of a practical design decision –the table-
top RPG was equally playable with a six-sided die, as 
per Tunnels & Trolls (St Andre, 1975) – but emerged 
out of the increasing experiments with randomization 
techniques for tabletop war-games, which Gygax had 
been involved in (Peterson, 2013).” (Bateman 70) 
What is remarkable is, that “[F]rom D&D onwards, dice 
prescribed that we imagined different outcomes in the 
fictional world of the game – a circumstance that sub-
stantially nourished early computer games, as well.” 
(Bateman 71) So, the dice represent an important el-
ement of the “Anthropogame” that is developed and 
experimented with here, as well. In order to navigate 
through the city, the game master rolls the dice to de-
cide on the directions the quest will take. 

When it comes to elements of a game (e.g. props), 
Bateman states that die, board and set, to name but 
a few, represent “a material object [that] serves a pre-
scribed role in play, requiring players to imagine spe-
cific things that make certain kinds of games possible” 
and that “[these] objects mean nothing until they take 
their place in the game they belong to.” (ibid 2018, 68) 
So, in order to become meaningful, these elements 
need the specific context or storyline of the game and 
the projection of ideas, thoughts and fears by the play-
ers onto them. 

Moreover, Bateman is discussing Dungeons and Drag-
ons, stating that at some point “…something remark-
able and unexpected occurs that sets the pattern for 
the vast majority of video games that follow in its wake. 
Rather than specifying the possible elements of the set 
by producing a deck or tile set, D&D specifies all of 
the possible ontological elements of its fictional world 
in rule books, and then a subset of these are used to 
create the fictional contents of that world. This includes 
the player characters, for whom a character sheet is 
used as a prop to record which elements of the set 
are relevant (for example, which equipment is pos-
sessed), and all the monsters, treasure, and so forth.” 
(Bateman, 2012) Some of the elements mainly used 
and developed in the context of D&D, will be described 
in the subsequent section.

THE MASTER OF DISASTER AND 
THE “ANTHROPOKIT”

“…with RPGs [role-playing games] the player prac-
tices shifted away from merely simulating war (which 
already had a long history) towards experimenting with 
Caillois’ mimicry in an utterly unexpected fashion. Here 
was an entirely new contract – not about fairness, or 
conditions of victory, but about consenting to one in-
dividual being in charge of the ontological status of a 
shared fictional world (the dungeon master, or games 
master).” (Bateman 75) 

In the “Anthropogame” the game master will be called 
the “Master of Disasters” and responsible for directing 
the game and preparing the storyline. The box devel-
oped parallel to this thesis contains all the elements of 
the “Anthropogame” and unfolds to serve as a multi-
functional toolkit for the game master. 
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The box itself can be used as a “table” so the dice have 
a defined surface and are not lost during the role-play. 
simply enjoyed being monarch more than everything 
else. (cf. Bateman 73)

GAME PIECES/ PAWNS

Bateman states that for a boardgame to be spatial-
ly representative, or effective in its effort in doing so, 
pawns are required, which were mostly simple na-
tured and important for their positions on the board. 
(cf. 73) Previously, seashells, dice, stones, spools and 
cones were used as pawns. “War remained a popular 
milieu for board games. The renowned science fiction 
author H. G. Wells saw an opportunity to bridge the 
gap between the use of representative toys such as 
‘tin soldiers’, which became common from the seven-
teenth century, and games of war. “But war at the table 
gradually moved towards the use of ‘lead miniatures’ 
to mark units in the 1970s, a practice which continues 
upon tabletops today.” (Bateman 73) Especially in the 
table-top playing community the design and individual 
re-design (eg. detailed coloring) of such figures plays 
an essential role, as these figures might be considered 
as a substitute for the players themselves. 

With the rise of new technological possibilities, the 
pawn as a cone remains for classic games. Bates 
describes the turning point coming about with ‘Clue’, 
“which still uses a classic pawn to mark spatial position 
upon its murder-mystery mansion board spaces, but 
upon the cards shows the pawn with the head of a hu-
man character.” (cf. Bateman 74) 

For the game developed, this thesis takes the creation 
of personalized characters even one step further. Each 
player will be his or her own natural disaster.  The City 
becomes the ultimate playground, the payers become 
characters become pawns. 

CARDS

When it comes to cards, Bateman writes that “…sets 
hold great significance for games, and the arrival of the 
deck of cards and set of tiles moves games beyond the 
strictly spatial representations of the board and pawn.” 
(ibid 75) When it comes to the hand “… the set of op-
tions that the player possesses at any given time, [is] 
usually used as a foundation for decision-making prac-
tices.” (Bateman 75)

Here, the cards are pieces of information, included on 
the backside of the map. They can be used as a source 
of information, a guideline to give players an idea of 
what could happen.

MAPS

When it comes to maps, Walz writes, though in the 
context of digital games, but still applicable to the 
game described here, the following: “[There are] two 
major functions of maps in visual games: orientation 
and real-time strategic maneuvering in the allegorical 
gamespace.” (ibid 202) 

The map here is used as a way of documenting the 
game-process, but also as an orientation in combina-
tion with the die. 

CHARACTER SHEETS

The character sheets might be considered a derivative 
of the research process for this thesis. In the end it will 
be a curated collection, representing a continuously 
growing compilation of elements and concepts of the 
Anthropocene that can help the game master in rewrit-
ing and developing the storyline during the course of 
a game.

[Fig.55] Test Print
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[Fig.57] Character Sheet: Sample[Fig.56] Character Sheet 
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WHICH DISASTER CAN YOU BE? 
OPENING PANDORA’S BOX: AN-
THROPOCARDS TO GET START-
ED

“…Schlick urges us to create a character. Creation, ei-
ther in the sense of creating the Self or something ex-

ternal as a product, by definition, demands freedom. 
When one constitutes oneself, one chooses what one 
wants to be. Being in this sense is no trivial matter; it 

is the process that makes you who you are. Being can 
take place only if you have freedom.” (Dönmez 47)

“In a manner resonant to the wanderer who wanders, 
the player follows a similar impulse to play, eliciting a 
complete immersion in the game of play while joining 
forces with a transpersonal dynamic of life in play.” 
(Mazzocchi 29)

VOLCANO/ERUPTION
A volcano is defined as a „vent in the crust of the Earth 
or another planet or satellite, from which issue erup-
tions of molten rock, hot rock fragments, and hot gas-
es. Yet, while eruptions are spectacular to watch, they 
can cause disastrous loss of life and property, espe-
cially in densely populated regions of the world. Some-
times, beginning with an accumulation of gas-rich mag-
ma (molten underground rock) in reservoirs near the 
surface of the Earth, they can be preceded by emis-
sions of steam and gas from small vents in the ground. 
Swarms of small earthquakes, which may be caused 
by a rising plug of dense, viscous magma oscillating 
against a sheath of more-permeable magma, may also 
signal volcanic eruptions, especially explosive ones. In 
some cases, magma rises in conduits to the surface as 
a thin and fluid lava, either flowing out continuously or 
shooting straight up in glowing fountains or curtains. 
In other cases, entrapped gases tear the magma into 
shreds and hurl viscous clots of lava into the air. In 
more violent eruptions, the magma conduit is cored out 
by an explosive blast, and solid fragments are eject-
ed in a great cloud of ash-laden gas that rises tens of 
thousands of meters into the air. One feared phenom-
enon accompanying some explosive eruptions is the 
nuée ardente, or pyroclastic flow, a fluidized mixture of 
hot gas and incandescent particles that sweeps down 
a volcano’s flanks, incinerating everything in its path. 
Great destruction also can result when ash collects on 
a high snowfield or glacier, melting large quantities of 
ice into a flood that can rush down a volcano’s slopes 
as an unstoppable mudflow.” (Decker and Decker 
2020)

CHARACTERS OF THE “ANTHRO-
POGAME”

“The idea is not to “lose yourself” in the grand fictions 
of a made-up world, but to explore and reflect upon 
yourself, your fellow larpers and the environment.” 

(Kagovere, et al. 24) 

There is an ancient notion of the so called „four-tem-
perament theory“. It is mentioned in the Trojan Horse 
collective‘s book in connection with a sci-fi story that 
has adapted this principle. Basically, it is said to go 
back to Hippocrates and Plato. Modern theories do not 
use such categories, nevertheless in this case it would 
be quite useful. Hippocrates developed it into a med-
ical theory and believed that certain human moods, 
emotions, and behaviors were caused by an excess 
or lack of body fluids (called „humours“), which he 
classified as blood, yellow bile, black bile, and phlegm. 
Modern medical science has rejected the theories of 
the four temperaments, though their use persists as a 
metaphor within certain psychological fields. So, the 
four-temperament theory is a proto-psychological theo-
ry which suggests that there are these aforementioned 
four fundamental personality types: sanguine, choleric, 
melancholic, and phlegmatic. The theory was later on 
expanded by several researchers and the tempera-
ments also renamed into Artisan (operator/ entertain-
er, sanguine), Guardian (administrator, conservator, 
choleric), Idealist (mentor, advocate, melancholic), and 
Rational (coordinator, engineer, phlegmatic). Those 
four temperaments were even based largely on the 
Greek gods Apollo, Dionysus, Epimetheus, and Pro-
metheus and also associate with earth, water, air and 
fire. (see Cronin 68)

Here, characters will be treated as disasters. Personi-
fied catastrophies.

METEORITE CRATER
A meteorite crater is a “depression that results from the 
impact of a natural object from interplanetary space 
with Earth or with other comparatively large solid bod-
ies such as the Moon, other planets and their satellites, 
or larger asteroids and comets. For this discussion, 
the term meteorite crater is considered to be synony-
mous with impact crater. As such, the colliding objects 
are not restricted by size to meteorites as they are 
found on Earth, where the largest known meteorite is 
a nickel-iron object less than 3 meters across. Rath-
er, they include chunks of solid material of the same 
nature as comets or asteroids and in a wide range of 
sizes—from small meteoroids up to comets and aster-
oids themselves. Meteorite craters can be found not 
only on rocky surfaces like that of the Moon but also 
on the surfaces of comets and ice-covered moons of 
the outer planets. When an asteroidal or cometary ob-
ject strikes a planetary surface, it is traveling typically 
at several tens of kilometres per second—many times 
the speed of sound. A collision at such extreme speeds 
is called a hypervelocity impact. Although the resulting 
depression may bear some resemblance to the hole 
that results from throwing a pebble into a sandbox, the 
physical process that occurs is actually much closer 
to that of an atomic bomb explosion. Immediately af-
ter a meteorite strikes the surface of the planet, shock 
waves are imparted both to the surface material and 
to the meteorite itself. As the shock waves expand into 
the planet and the meteorite, they dissipate energy and 
form zones of vaporized, melted, and crushed material 
outward from a point below the planet’s surface that is 
roughly as deep as the meteorite’s diameter. The me-
teorite is usually vaporized completely by the released 
energy. Within the planet, the expanding shock wave 
is closely followed by a second wave, called a rarefac-
tion, or release, wave, generated by the reflection of 
the original wave from the free surface of the planet.” 
(Herrick 2020)

LANDSLIDE
A landslide is defined as “the movement downslope of 
a mass of rock, debris, earth, or soil. Landslides occur 
when gravitational and other types of shear stresses 
within a slope exceed the shear strength (resistance 
to shearing) of the materials that form the slope. Shear 
stresses can be built up within a slope by a number of 
processes. These include oversteepening of the base 
of the slope, such as by natural erosion or excavation, 
and loading of the slope, such as by an inflow of water, 
a rise in the groundwater table, or the accumulation of 
debris on the slope’s surface. 

Short-term stresses, such as those imposed by earth-
quakes and rainstorms, can likewise contribute to the 
activation of landslides. Landslides can also be acti-
vated by processes that weaken the shear strength of 
a slope’s material. Landslides are generally classified 
by type of movement (slides, flows, spreads, topples, 
or falls) and type of material (rock, debris, or earth). 
Hazards are mitigated mainly through precautionary 
means—for instance, by restricting or even removing 
populations from areas with a history of landslides, 
by restricting certain types of land use where slope 
stability is in question, and by installing early warning 
systems based on the monitoring of ground conditions 
such as strain in rocks and soils, slope displacement, 
and groundwater levels.” (Meng) 

TSUNAMI
A tsunami, which is “Japanese for “harbour wave”, 
also called seismic sea wave or tidal wave, catastroph-
ic ocean wave, [is] usually caused by a submarine 
earthquake, an underwater or coastal landslide, or 
a volcanic eruption. The term tidal wave is frequent-
ly used for such a wave, but it is a misnomer, for the 
wave has no connection with the tides. After an earth-
quake or other generating impulse occurs, a train of 
simple, progressive oscillatory waves is propagated 
great distances over the ocean surface in ever-widen-
ing circles, much like the waves produced by a pebble 
falling into a shallow pool. In deep water a tsunami can 
travel as fast as 800 km per hour. The wavelengths 
are enormous, about 100 to 200 km (, but the wave 
amplitudes (heights) are very small, only about 30 to 
60 cm. The waves’ periods (the lengths of time for suc-
cessive crests or troughs to pass a single point) are 
very long, varying from five minutes to more than an 
hour. These long periods, coupled with the extremely 
low steepness and height of the waves, enables them 
to be completely obscured in deep water by normal 
wind waves and swell. A ship on the high seas experi-
ences the passage of a tsunami as an insignificant rise 
and fall of only half a metre, lasting from five minutes 
to an hour or more. As the waves approach the coast 
of a continent, however, friction with the rising sea bot-
tom reduces the velocity of the waves. As the velocity 
lessens, the wavelengths become shortened and the 
wave amplitudes (heights) increase. Coastal waters 
may rise as high as 30 metres (about 100 feet) above 
normal sea level in 10 to 15 minutes. The continental 
shelf waters begin to oscillate after the rise in sea lev-
el. Between three and five major oscillations generate 
most of the damage, frequently appearing as powerful 
“run-ups” of rushing water that uproot trees, 
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[Fig.58] Massive Dust Storm 

pull buildings off their foundations, carry boats far in-
shore, and wash away entire beaches, peninsulas, 
and other low-lying coastal formations. Frequently the 
succeeding outflow of water is just as destructive as 
the run-up or even more so. In any case, oscillations 
may continue for several days until the ocean surface 
reaches equilibrium. Much like any other water waves, 
tsunamis are reflected and refracted by the topogra-
phy of the seafloor near shore and by the configura-
tion of a coastline. As a result, their effects vary widely 
from place to place. Occasionally, the first arrival of a 
tsunami at a coast may be the trough of the wave, in 
which case the water recedes and exposes the shal-
low seafloor.”  (The Editors of Encyclopaedia Britan-
nica 2020a) 

EARTHQUAKE
An earthquake is “any sudden shaking of the ground 
caused by the passage of seismic waves through 
Earth’s rocks. Seismic waves are produced when some 
form of energy stored in Earth’s crust is suddenly re-
leased, usually when masses of rock straining against 
one another suddenly fracture and “slip.” Earthquakes 
occur most often along geologic faults, narrow zones 
where rock masses move in relation to one another. 
The major fault lines of the world are located at the 
fringes of the huge tectonic plates that make up Earth’s 
crust. About 50,000 earthquakes large enough to be 
noticed without the aid of instruments occur annually 
over the entire Earth. Of these, approximately 100 are 
of sufficient size to produce substantial damage if their 
centres are near areas of habitation. Very great earth-
quakes occur on average about once per year.” (Bolt, 
2020)

RADIATION
Radiation is defined as a “flow of atomic and subatomic 
particles and of waves, such as those that characterize 
heat rays, light rays, and X rays. All matter is constantly 
bombarded with radiation of both types from cosmic 
and terrestrial sources.” (Silverman, et al.) “Radiation 
can arise from human activities or from natural sourc-
es. Most radiation exposure is from natural sources. 
These include: radioactivity in rocks and soil of the 
Earth‘s crust; radon, a radioactive gas given out by 
many volcanic rocks and uranium ore; and cosmic radi-
ation. The human environment has always been radio-
active and accounts for up to 85% of the annual human 
radiation dose. About 60 years ago it was discovered 
that ionizing radiation could induce genetic mutations 
in fruit flies. Intensive study since then has shown that 
radiation can similarly induce mutations in plants 

and test animals. However, there is no evidence of 
inherited genetic damage to humans from radiation, 
even as a result of the large doses received by atomic 
bomb survivors in Japan.” (World Nuclear Association, 
2018) 

AVALANCHE
An avalanche is defined as “a mass of material mov-
ing rapidly down a slope. An avalanche is typically trig-
gered when material on a slope breaks loose from its 
surroundings; this material then quickly collects and 
carries additional material down the slope. There are 
various kinds of avalanches, including rock avalanches 
(which consist of large segments of shattered rock), ice 
avalanches (which typically occur in the vicinity of a
glacier), and debris avalanches (which contain a vari-
ety of unconsolidated materials, such as loose stones 
and soil). The size of a snow avalanche can range from 
a small shifting of loose snow (called sluffing) to the 
displacement of enormous slabs of snow. In a slab av-
alanche, the mass of descending snow may reach a 
speed of 130 km per hour and is capable of destroying 
forests and small villages in its path. The occurrence of 
an avalanche depends on the interaction of mountain-
ous terrain, weather conditions, snowpack conditions, 
and a trigger. Once the conditions for an avalanche ex-
ist, a trigger simply applies sufficient force to release it. 
Natural triggers include new snowfall, wind-deposited 
snow, and a falling cornice (an overhanging mass of 
windblown ice or snow extending from a ridge). Other 
triggers include skiers, snowmobilers, snowboarders, 
and explosive blasts. (Birkeland 2020)

BLIZZARD AND WHIRLWIND
A blizzard is defined as a “severe weather condition 
that is distinguished by low temperatures, strong 
winds, and large quantities of either falling or blowing 
snow. A ground blizzard occurs when there is no falling 
snow, but snow is drifting and blowing near the ground. 
(The Editors of Encyclopaedia Britannica, 2020b) A 
whirlwind is “a small-diameter columnar vortex of rap-
idly swirling air. A broad spectrum of vortices occurs 
in the atmosphere, ranging in scale from small eddies 
that form in the lee of buildings and topographic fea-
tures to fire storms, waterspouts, and tornadoes. The 
generic whirlwind is usually modified to reflect the vis-
ible features associated with the whirl; thus, there are 
dust whirls or dust devils, sand whirls or sand pillars, 
and fire, smoke, snow, and even hay whirls. (The Edi-
tors of Encyclopaedia Britannica, 2020b)
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FLOOD
A flood is a „high-water stage in which water overflows 
its natural or artificial banks onto normally dry land, 
such as a river inundating its floodplain. Floods can be 
measured for height, peak discharge, area inundated, 
and volume of flow. The discharge volume of an in-
dividual stream is often highly variable from month to 
month and year to year. A particularly striking example 
of this variability is the flash flood, a sudden, unex-
pected torrent of muddy and turbulent water rushing 
down a canyon or gulch. It is uncommon, of relative-
ly brief duration, and generally the result of summer 
thunderstorms or the rapid melting of snow and ice in 
mountains.“ (The Editors of Encyclopaedia Britannica, 
2020c)

HEAT WAVE
A heat wave is a “period of prolonged abnormally high 
surface temperatures relative to those normally ex-
pected. Heat waves may span several days to several 
weeks and are significant causes of weather-related 
mortality, affecting developed and developing coun-
tries alike. Globally, the increasing frequency and in-
tensity of heat waves observed since the 1950s has 
been associated with climate change. Oppressively hot 
and humid air masses lingering overpopulated areas 
can produce many deaths, especially in the middle lat-
itudes, where many people—including the very young, 
the very old, and those with health problems—may be 
more susceptible to heat stress.” (Rafferty)

WILDFIRE
A wildfire, “also called wildland fire, [is an] uncontrolled 
fire in a forest, grassland, brushland, or land sown to 
crops. The terms forest fire, brush fire, etc., may be 
used to describe specific types of wildfires; their usage 
varies according to the characteristics of the fire and 
the region in which it occurs. Fire danger in a wildland 
setting varies with weather conditions: drought, heat, 
and wind participate in drying out the timber or other 
fuel, making it easier to ignite. Once a fire is burning, 
drought, heat, and wind all increase its intensity. To-
pography also affects wildfire, which spreads quickly 
uphill and slowly downhill. Dried grass, leaves, and 
light branches are considered flash fuels; they ignite 
readily, and fire spreads quickly in them, often gener-
ating enough heat to ignite heavier fuels such as tree 
stumps, heavy limbs, and the organic matter of the 
forest floor. (The Editors of Encyclopaedia Britannica, 
2020d)

ADDITIONAL DISASTER IDEAS 

DROUGHT
A drought is defined as a “lack or insufficiency of rain 
for an extended period that causes a considerable hy-
drologic (water) imbalance and, consequently, water 
shortages, crop damage, streamflow reduction, and 
depletion of groundwater and soil moisture. It occurs 
when evaporation and transpiration (the movement of 
water in the soil through plants into the air) exceed pre-
cipitation for a considerable period. Drought is the most 
serious physical hazard to agriculture in nearly every 
part of the world. There are four basic kinds of drought: 
permanent drought, seasonal drought, Unpredictable 
drought [, which] involves an abnormal rainfall failure, 
invisible drought (in summer, when high temperatures 
induce high rates of evaporation and transpiration).” 
(The Editors of Encyclopaedia Britannica, 2020e)

ACCIDENT
An accident is an “unexpected event, typically sudden 
in nature and associated with injury, loss, or harm. 
Accidents are a common feature of the human expe-
rience and result in injury or permanent disability to 
large numbers of people worldwide every year. Many 
accidents also involve damage to or loss of property. 
Accidents can occur anywhere, including in the home, 
during transportation, in the hospital, on the sports 
field, or in the workplace.” (Anderson, No Year) 

BLACKOUT
A power outage is „a short- or long-term state of elec-
tric power loss in a given area or section of a power 
grid. It could affect a single house, building or an entire 
city, depending on the extent of the damage or cause 
of the outage. A power outage is also known as power 
failure, power blackout or simply as blackout.“ (Tech-
nopedia, 2015) A blackout is “a total crash of the power 
grid due to an imbalance between power generation 
and power consumption...” whereas a selective pow-
er cut is “a controlled shutdown of the power supply 
in a given area, so as to avoid a blackout.” (Sibelga, 
2020) “Power failures in an electric network can be 
caused by different factors, but the most common are 
often faults in the power lines and in the distribution 
stations themselves. Only very rarely are the power 
plants themselves at fault since these systems are built 
to withstand minor disasters and have various backup 
facilities that kick in when the main system goes offline 
for some reason.” (Technopedia, 2015)

DEEP WEB 
The deep web is “also known as the Hidden Web, 
Deepnet, or Invisible Web—that portion of the Web 
content that is not indexed by the widely used stand-
ard search engines. The Deep Web differs from the 
dark Internet (sites that have been dropped or other-
wise concealed and cannot be reached through con-
ventional search engines) and from Darknets (private 
networks for sharing files between trusted peers that 
are accessed through nonstandard protocols). It is im-
possible to estimate the real size of the Deep Web, 
because the majority of data is not accessible to the 
casual user, and new content is always being added. 
Search engines use automated programs, or bots, 
called web crawlers, to browse the World Wide Web 
automatically and index its content for easy access by 
users. This process is not effective, however, for hid-
den resources that fall into certain discrete categories 
like dynamic content, unlinked content, private and 
contextual web, etc. Users can preserve their anonym-
ity online and make their content inaccessible through 
the Internet, using networks that provide anonymity. 
The most common of these are Tor (originally The 
Onion Router) and the Invisible Internet Project (I2P). 
(Paganini) The dark web is considered only a small 
fraction of the deep web. (Pierluigi)

FINANCIAL CRISIS
Financial crises can “…range from debt and inflation 
crises in ancient Greece and Rome to banking, debt, 
and currency crises that have been affecting countries 
in modern times. Financial crises can be identified by a 
series of typical features: unusual variation in the level 
of asset prices and the volume of credit; marked dis-
ruptions in credit markets (credit crunch); liquidity and 
solvency problems of large/systemic financial institu-
tions; balance sheet problems of firms and households 
and of sovereigns (debt crisis); exceptional monetary 
authority‘s intervention to tackle liquidity and solvency 
problems; and exceptional fiscal measures to lessen 
the impact of economic downturns caused by a major 
crisis .” (Zanalda, 2015)
 

VIRUS
A virus is considered “an infectious agent of small size 
and simple composition that can multiply only in living 
cells of animals, plants, or bacteria. The name is [de-
rived] from Latin… meaning ‘slimy liquid’ or ‘poison’. 
Viruses occupy a special taxonomic position: they are 
not plants, animals, or prokaryotic bacteria (single-cell 
organisms without defined nuclei), and they are gen-
erally placed in their own kingdom. In fact, viruses 
should not even be considered organisms, in the strict-
est sense, because they are not free-living; i.e., they 
cannot reproduce and carry on metabolic processes 
without a host cell. Viruses….depend on the host cell 
for almost all of their life-sustaining functions. Virtual-
ly all plant viruses are transmitted by insects or other 
organisms (vectors) that feed on plants. The hosts of 
animal viruses vary from protozoans (single-celled an-
imal organisms) to humans. Many viruses infect either 
invertebrate animals or vertebrates, and some infect 
both. Certain viruses that cause serious diseases of 
animals and humans are carried by arthropods. These 
vector-borne viruses multiply in both the invertebrate 
vector and the vertebrate host. Many viruses transmit-
ted by the respiratory route (from sneezes and coughs, 
for example) and limited to humans begin their cycle of 
infection in the upper respiratory tract (nose and throat) 
and then enter the bloodstream, where they are spread 
to distant tissues. Examples of such diseases are mea-
sles, mumps, and chickenpox, in which the growth of 
the specific virus in the mucosal cells of the throat dur-
ing the first few days of infection usually results in mild 
fever and achiness; this stage is called the prodromal 
period of the illness. During the next few days, the virus 
enters the draining lymph nodes and then the blood-
stream, where it is spread throughout the tissues of the 
body. Many viral diseases are transmitted by bites of 
insects or other arthropods, and these infections usu-
ally begin in the skin or lymph nodes and rapidly invade 
the bloodstream. The spread of many viral diseases 
can be prevented by hygienic factors such as efficient 
sanitation facilities, effective waste disposal, clean wa-
ter, and personal cleanliness. Active immunization by 
vaccines has been useful in preventing common epi-
demics caused by acutely infectious viruses. Vaccines 
are most successful when directed against those vi-
ruses that do not mutate and that infect only humans. 
Viruses that infect animals can jump from one species 
to another, causing a new, usually severe disease in 
the new host. As scientists identify new isolates and 
species, the classification of viruses is expected to be-
come increasingly complex.” (Wagner and Krug 2020) 
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PLAGUE
The plague is defined as an “infectious fever caused by 
Yersinia pestis; a bacterium transmitted from rodents 
to humans by the bite of infected fleas. Plague was 
the cause of some of the most-devastating epidemics 
in history. It was the disease behind the Black Death 
of the 14th century, when as much as one-third of Eu-
rope’s population died. Huge pandemics also arose in 
Asia in the late 19th and early 20th centuries, eventu-
ally spreading around the world and causing millions of 
deaths. Today, thanks to strict public health measures 
and modern antibiotics, plague no longer strikes great 
numbers of people, nor is it as deadly for those whom 
it strikes. Nevertheless, it still persists in some parts of 
the world where large populations of wild or domestic 
rodents harbour the fleas and occasionally pass them 
to humans.” (The Editors of Encyclopaedia Britannica, 
2020f)

LOCUST PLAGUE
Locust is defined as “any of a group of insects (order 
Orthoptera) that are distributed worldwide, the com-
mon name of which generally refers to the group of 
short-horned grasshoppers that often increase greatly 
in numbers and migrate long distances in destructive 
swarms. In Europe the term locust denotes large acrid-
ids, whereas smaller species are called grasshoppers. 
The range of the migratory locust (Locusta migratoria) 
is wider than that of any other acridid. It is found in 
grasslands throughout Africa, most of Eurasia south of 
the taiga, the East Indies, tropical Australia, and New 
Zealand. The desert locust (Schistocerca gregaria) in-
habits dry grasslands and deserts from Africa to the 
Punjab and can fly upward to about 1,5 metres in huge 
towers of individuals. The smaller Italian and Moroccan 
locusts cause extensive plant damage in the Mediter-
ranean area. In South Africa the brown and red locusts 
are extremely destructive. In Central and South Amer-
ica, the chief migratory species is the South American 
locust. Many other species occasionally increase suffi-
ciently in numbers to be called plagues.” (The Editors 
of Encyclopaedia Britannica, 2020g)

[Fig.59] Role-Playing
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[Fig.60] Stencil from the “Anthropokit“

TOWARDS LIFE AC-
TION DESIGN FICTION 
IN THE “ANTROPOG-
AME”

TTHE TROJAN HORSE COLLEC-

TIVE: AN IN-ACTION RESEARCH 

PLAN

In an interview for this thesis, Kaisa Karvinen and 
Tommi Vasko from the Trojan Horse collective were 
asked about their own experiences, how they are 
doing their research by means of LARPs and wheth-
er the concept of a shorter life-action design-fiction 
role-playing game, as proposed here, would work. 

In their experience, what is demanding about this ap-
proach is, that it is not so easy to be immersed in the 
situation, being in character. Nonetheless, it is exactly 
this alienation effect where interesting things can hap-
pen. It is not so much about having fun but could also be 
a kind of “realist” larping, (which they describe in their 
book by means of a conference). There they were look-
ing into skills architects and designers would need in a 
certain situation, for example. A huge part of the whole 
experience is, to get out of the own comfort-zone. With 
their methods they also want to question the linear ways 
architects often do their work (for example scale-wise 
with a map, the floor plan etc., which is a very fixed way 
of approaching architecture in practice). For them, it is 
also a way of imagining what (else) the profession could 
be. Also, it is about looking at oneself from a different 
perspective, finding an own way of looking at things, 
as well as the surroundings, (which is especially true 
for students, as they are also doing summer schools). 
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On the example of a quest, an intergalactic design con-
ference, the next steps in developing a playable de-
sign fiction game are described. “The quest provides 
a starting point for the events, while all the events 
together form a storyline, a narrative, which provides 
the schedule and a structure of the whole [game].” 
(Kagovere, et al. 110) What was clear beforehand, 
was the taking place of the conference itself and the 
rule that the participants  would present a design tool 
from their planet there, while the “nature of the design 
tool and the format of the presentation would be decid-
ed by the role-players themselves. The results were 
unexpected, fun and thought-provoking, ranging from 
performances to video clips, from recitals of poetry and 
singing to “classic” slideshows.” (Kagovere, et al. 110)

They chose the conference-format as a way for the 
participants to create their characters, the narration be-
hind them and, also because it is a way of getting peo-
ple to talk. When it comes to the actual location of the 
event, which could be connected with the overall topic 
(complex history, political implications, etc.), “[N]umer-
ous practical activities are also involved: bus/ train/ car 
journeys, cooking and eating together, sleeping, wash-
ing, getting dressed.” (Kagovere, et al. 111) The collec-
tive recommends the events to be planned beforehand 
to keep up the interest of the people involved, while still 
keeping the freedom of playing. (cf. ibid 111)

The most important moments occur, when people 
have a sense of weirdness while immersed in a role, 
it is very difficult to record those moments, howev-
er. This is also, why it is important to have a reflec-
tion afterwards to raise awareness, ask important 
questions and share things that came up at that time. 
It is a good way to try and feel yourself in the sit-
uation and later on try to describe it. (cf. ibid, 2020)

For  the  approach taken in this thesis, they would also 
think that a shorter role-playing would work to get a 
feeling of the city, raise awareness and have the ex-
perience itself. 

Here is what the Trojan Horse did. First of all, they 
recommend finding an overall topic for the life action 
design fiction event. As an example, they came up 
with ‘fear’ because it is something every participant in 
a way is familiar with, and it is a very broad field as 
it is subjective and does mean something different for 
everybody. As a next step, the collective tried to narrow 
it down by finding a suitable setting for this happening. 
(ibid cf. 108) To come up with an idea, they suggest to 
simply “counteract” a small detail existing in the real 
world. “You can build a very detailed space opera, full 
of plot twists, Easter eggs and politico-social relations.” 
(ibid 109). They call it world-building, a notion already 
introduced by Liam Young in his lectures, where he re-
fers to this word whenever he talks about how he is 
creating his projects around a special narrative or sto-
ry-line or as a critique or an impulse for how to come 
up with alternative solutions for the world we are living 
in now. “World building often comes hand in hand with 
two important elements: the quest and the storyline 
or back story. The quest should explain why all these 
people or characters are coming together and what 
they are doing; it unites the characters into a collec-
tive and gives purpose to the activities that are about 
to take place. The activities are plots in the storyline, 
while the quest is the starting point and the catalyst for 
the story to take place in the first place.” (Kagovere, 
et al. 109) They recommend for the basic structure of 
the event to be clear from the start, or at least some 
of the elements, while leaving space for surprises and 
twists, at the same time. This is what they call life ac-
tion role-play, and in contrast to a theatre performance, 
it does not follow a fixed story or script, which means 
that some events can take a long time, and leave room 
for interpretation, improvisation and even open-ended-
ness. The interaction in the story comes from the inter-
action of the characters, which is mostly spontaneous.

When it comes to the development of the individual 
characters for the game, they provide a so-called char-
acter sheet, not unlike Dungeons and Dragons, though 
a much more simpler, modified version, “consisting of 
the following fields: character name, temperament, 
planet, various character traits, personal background, 
appearance, personal coat of armour, natural habitat 
and personal catchphrase.” (Kagovere, et al. 112) For 
them, “temperament has been a catalyst for the whole 
[game] design initiative” (ibid 112), as it seems to be 
a good way of finding special characters but also be 
able to still classify them, which could be important for 
later analysis. For them, “[s]pecific character traits are 
something that fall somewhere between basic and spe-
cific. Basic traits are speed, strength, etc. More specif-
ic ones are cooking, building, presentation, etc. These 
grew out of activities that were planned and written into 
the storyline.” (ibid 112) All of those traits are visual 
fields – you can complete them by drawing, not only 
writing.” (Kagovere, et al. 112) They do not want the 
character sheet to be a strict set of rules , they see it 
more as a guideline as to how to construct the idea of 
your character, “[Y]ou can begin with random drawings 
or a lengthy essay about your background – everything 
is encouraged.” (ibid 113)

As a general rule of the game, they wanted the partici-
pants to stay in character as long and as extensive as 
this was possible, even if it provided some challeng-
es. They therefore acknowledged that there might be 
situations where this would not be possible or where 
the group simply wanted to discuss strategy. This is 
why they had each of them bring an object, similar to 
a game pawn. If somebody held this object in front of 
themselves, they all gathered for a meeting to discuss 
whatever concerns there were, this they termed “me-
ta-larp” a “collective breaking of character” (Kagovere, 
et al. 114). (see Kagovere, et al. 114-15)  This might 
stem from Shank’s notion of the metagame, 

which has been mentioned before, where one thinks 
about the game as a game. (cf. ibid 68)

For them, this kind of game is devised as a “collective 
experience” (ibid 115). They think of it as a workshop 
“that lasts for a couple of days and is held in character, 
with various interventions, walks and talks…something 
close to a summer school in a fictitious world.” (ibid 
116) Their main focus is on design and architecture 
and exploration “through a collective role-play… [they 
believe] in the value of collective practices and shared 
experiences.” (ibid 116)

THE DÉRIVE AND ITS IMPLICA-

TION FOR LIVE ACTION DESIGN 

FICTION

Guy Debord describes the dérive as “one of the basic 
situationist practices…[literally: “drifting”], a technique 
of rapid passage through varied ambiances. Dérives 
involve playful-constructive behavior and awareness of 
psychogeographical effects and are thus quite different 
from the classic notions of journey or stroll.” (Debord, 
1956)

“In a dérive one or more persons during a certain peri-
od drop their relations, their work and leisure activities, 
and all their other usual motives for movement and ac-
tion and let themselves be drawn by the attractions of 
the terrain and the encounters they find there. Chance 
is a less important factor in this activity than one might 
think: from a dérive point of view cities have psycho-
geographical contours, with constant currents, fixed 
points and vortexes that strongly discourage entry into 
or exit from certain zones…Progress means breaking 
through fields where chance holds sway by creating 
new conditions more favorable to our purposes. We 
can say, then, that the randomness of a dérive is fun-
damentally different from that of the stroll, but also, that 
the first psychogeographical attractions discovered by 
dérivers may tend to fixate them around new habitu-
al axes, to which they will constantly be drawn back.” 
(Debord, 1956) When it comes to the collective action 
of the method, “[O]ne can dérive alone, but all indica-
tions are that the most fruitful numerical arrangement 
consists of several small groups of two or three people 
who have reached the same level of awareness, since 
cross-checking these different groups’ impressions 
makes it possible to arrive at more objective conclu-
sions.
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 It is preferable for the composition of these groups to 
change from one dérive to another. With more than 
four or five participants, the specifically dérive charac-
ter rapidly diminishes, and in any case it is impossible 
for there to be more than ten or twelve people with-
out the dérive fragmenting into several simultaneous 
dérives…The average duration of a dérive is one day, 
considered as the time between two periods of sleep. 
The starting and ending times have no necessary rela-
tion to the solar day, but it should be noted that the last 
hours of the night are generally unsuitable for dérives.” 
(Debord, 1956)

“The spatial field of a dérive may be precisely delimited 
or vague, depending on whether the goal is to study a 
terrain or to emotionally disorient oneself. It should not 
be forgotten that these two aspects of dérives over-
lap in so many ways that it is impossible to isolate one 
of them in a pure state. In every case the spatial field 
depends first of all on the point of departure — the res-
idence of the solo dériver or the meeting place select-
ed by a group. The maximum area of this spatial field 
does not extend beyond the entirety of a large city and 
its suburbs. At its minimum it can be limited to a small 
self-contained ambiance: a single neighborhood or 
even a single block of houses if it’s interesting enough. 
The lessons drawn from dérives enable us to draw up 
the first surveys of the psychogeographical articula-
tions of a modern city. Beyond the discovery of unities 
of ambiance, of their main components and their spa-
tial localization, one comes to perceive their principal 
axes of passage, their exits and their defenses. One 
arrives at the central hypothesis of the existence of 
psychogeographical pivotal points. One measures the 
distances that actually separate two regions of a city, 
distances that may have little relation with the physi-
cal distance between them. With the aid of old maps, 
aerial photographs and experimental dérives, one can 
draw up hitherto lacking maps of influences, maps 
whose inevitable imprecision at this early stage is no 
worse than that of the first navigational charts. The only 
difference is that it is no longer a matter of precisely 
delineating stable continents, but of changing archi-
tecture and urbanism….Today the different unities of 
atmosphere and of dwellings are not precisely marked 
off, but are surrounded by more or less extended and 
indistinct bordering regions. The most general change 
that dérive experience leads to proposing is the con-
stant diminution of these border regions, up to the point 
of their complete suppression.” (Debord, 1956) “[t]he 
Situationists probably drew their inspiration from Jean-
Paul Sartre’s existentialism and his ideas 

of life as a collection of situations that need to be ne-
gotiated. They took Sartre’s ideas further by deliberate-
ly constructing situations and ambiances in the city.” 
(Pyyry 317)

“To be drawn by the urban terrain requires openness 
to what is going on in the city. This is what Thrift (2011) 
encourages researchers to push towards: an ex-
perimental kind of social science, one that provokes 
awareness of how the world is framed, how it works 
and most importantly, how it possibly could be.” (Pyy-
ry 315) By means of the dérive method of the 1990s 
used by avant-garde Situationist International, who 
investigated the emotional geographies of cities artisti-
cally, Pyyry looks into the actuality of it on the example 
of a Catalan city. (see Pyyry 315) She explores “the 
dérive as a process of cultivating “thinking with” the ur-
ban flow of things, in contrast to what the Situationists 
considered as gaining objective knowledge of a city’s 
“psychogeography.” (ibid 316) What she describes as 
a fluid world “constantly in the making” (315), might 
be compared to the aforementioned “world building”. 
She is using photo-walks, a method in participatory 
research, not unlike described in my thesis on multi-
lingual linguistic landscapes as walking tours, camera 
safaris or sample routes to name but a few (see Baur, 
2015 58-62). “The Situationists characterised everyday 
life as an artistic involvement and wanted to encourage 
people to actively take part in the performance.” (Pyyry 
316)

Pyyry writes that “[T]o respond to the threat of func-
tionalist urban planning, the Situationists passionately 
promoted playfulness in the city. For them, play was 
both political and intellectual. With this agenda, they 
drifted in cities on their dérives in the spirit of Charles 
Baudelaire’s flaneur who casually walked the streets 
of Paris in his spare time (see Jenks, 1995). But rather 
than settling to be mere spectators of urban life, the 
Situationists wanted to change the urban architecture 
and explain the city’s “psychogeography” via lived ex-
perience. The goal was to create situations, moments 
in everyday life that would awaken a person to pur-
sue his/her “authentic” desires. In these situations, 
one would feel life and adventure, and be liberated in 
everyday life.” (ibid 317)

[Fig.61] Walking as a Research Method
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Pyyry sums up the Situationists as “a group of artists 
and social scientists who desired to both understand 
and change urban space through playful practice. They 
echoed the ideas of Henri Lefebvre… once closely 
linked to the group – who called for the recognition of 
cities as places for imagination, exploration and coop-
eration of people. The Situationists dreamed of cities 
that would welcome transformation and lively urban 
culture, instead of spaces being rigidly designed for 
specific uses and movement. They believed the city 
shapes its dwellers, and therefore promoted for sur-
prising and thought-provoking urban spaces. In an 
ideal city, the architecture would itself instigate the 
creation of new situations. A democratic city, from the 
Situationist perspective, would allow for chaos and di-
versity.“ (ibid 316-17)

Historically speaking, “[I]n many ways, the Situation-
ist research practice was performative and non-rep-
resentational. In this, it was also different from Lefe-
bvre’s (1992/2004) “rhythmanalysis,” in which the city 
was to be studied in a more detached manner to grasp 
the repetitive capitalist production of time and space. 
Compared with rhythmanalysis, the emphasis in a 
dérive was more on practice than theory. Both aimed at 
revealing the idea of the fragmented city.” (Pyyry 317) 
However, “[I]n the dérive, emphasis was on reflexive 
engagement. It was impossible to plan a dérive: it had 
to be played, felt and created in the moment.” (Pyyry 
317)

Similar to Pyyry’s notion of the photo-walk, “where 
the idea is to perform the dérive as a combination of 
encounters that somehow move the researcher and 
thereby generate hanging-out-knowing – in contrast to 
producing “data-as-evidence”, this thesis employs the 
Trojan Horse collective’s idea of the life action design 
fiction to generate a knowledge of ourselves, our sur-
roundings and the city in general that is not lying on the 
surface but depends on narrative, playing and non-lin-
earity – to engage critically. This method can be seen 
as rooting deeply in the Situationist’s understanding of 
approaching a city, but is also taken a step further – by 
actively engaging in a playful way with basic principles 
as rules or preconditions – allowing fictitious architec-
tural story-telling to give us a glimpse of possible fu-
tures so as to learn from and actively engage with the 
problems of our present. Here, it is not so much about 
this aimless walk as if you were a stranger in your own 
city but about how you would reimagine certain spac-
es, cities or objects and creating this defamiliarization 

though the role-playing and the devising of a fictitious 
character. 

For Pyyry, a “shift from disconnected stages of re-
search and “data-as-evidence” to “knowing with” calls 
for imaginative geographical inquiry. It entails a claim 
that academic research practice should carve space 
for alternative knowledge(s) and produce new means 
of association by re-thinking the familiar. Emphasis 
here is on artistic methods that create disturbing and/ 
or inspiring micro-atmospheres, which draw attention 
to the fleeting of the everyday. This type of inquiry often 
produces more questions than answers yet stimulates 
thinking and supports ethical “dwelling with” – since 
to be awakened by questions, verbal or not, always 
opens one’s horizons.” (ibid 321)

“In the dérive, the Situationists linked action and under-
standing by studying the city in improvised movement. 
For the Situationists, knowledge was connected to lived 
experience and change would stem from everyday 
practice.” For this understanding, though, this thesis 
calls for more unconventional methods of experiencing 
and referring to the city. The notion of going against the 
norm, the routine, the every- day, though, is what is an 
important impulse for life action design fiction. 

“Encounters in the city produce reflexive moments of 
re-cognising the world, which are provoked by the in-
spiring experience of enchantment. The Situationists 
made a distinction between the city and its explorer,“ 
which is not necessarily the most beneficial or crea-
tive way of looking at the matter. In connection with 
her photo-walks, Pyyry notes something, that could be 
a motivation for the “Anthropogame”, as well: “the re-
searcher celebrates encounters that reveal the poten-
tial of the city. Even when it is not clear what is encoun-
tered, there may be a sense of something vital taking 
place. This feeling is important, since it can take the 
research to unforeseen territories.“ (ibid 322)

[Fig.62] Model I
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The more efficient – the better, “[B]ut in the context of a 
ludic society, in which an explosion of creative activity 
leads to constantly changing behavioral patterns, such 
a requirement makes no sense at all….Homo ludens 
takes an active stance vis-a-vis his surroundings: he 
seeks to intervene, to change things, he travels exten-
sively and wherever he goes he leaves traces of his 
ludic activities. Space for him is a toy rather than a tool. 
And as such he wants it to be as mobile and variable as 
possible. Instead of organizing space so as to enable 
him to reach a pre-determined goal in the shortest pos-
sible time, he will make space increasingly complicated 
and intensify his use of it. Space is for him a place for 
exploration, adventure, and play. The opportunities for 
disorientation will increase the potential for exploration 
and so promote a highly intensive use of the space. As 
a result of this intensification, space and time will be 
placed in a new, dynamic relationship…This introduc-
tion of the factor ‘time’ gives rise to a new dimension: 
because it is constantly changing, space — measured 
in terms of time — gets relatively larger; conversely, 
time — measured in terms of the experience of space 
— gets relatively longer.” (Wigley 225)

“Nachmanovitch identifies “movement through space 
as a means of building character” and “exploring and 
culturing unknown space” (Manovich 2001, 272) as 
central themes of video and computer games, which 
are reminiscent of the American frontier mythology.“ 
(Stockburger 25) However, this could also be applica-
ble for the game developed within this thesis, as move-
ment is a huge part of the idea. For Stockburger, “…
although the game undoubtedly has 

a narrative frame, it is itself more than a narrative device; 
for the player it is essentially a personal act of explo-
ration rather than the consumption of a story.“ (ibid 28)

The Greek philosopher Heraclitus wrote in one of his 
“Fragments” about “the paradox of the unity of oppo-
sites. Heraclitus’ prose-based method of writing speaks 
in a rhythmic phrasing, almost as if he is deliberate-
ly stressing the twofold patterns of opposition as they 
swing to and from, one from the other. In each example 
given, elements posed as opposites both contain and 
are interchangeable with the other, as in the case of the 
road up and the road down. Hence, the determinate 
of constancy would call for a view towards the wider 
picture. The road is actually one road, not two roads 
that are one up and one down…So is the dynamic uni-
verse of Heraclitus…in a constant state of becoming 
– not this and not that – but on the brink of being in 
continuum. It would follow that this variable condition 
cannot be grasped, because it is always in flux and 
never fixed. It is both steady (as in a constant move-
ment) and changeable simultaneously. Both wandering 
and play are characterized by this absence of dualism.” 
(Mazzocchi 31)

 

MOVEMENT AND THE 
DYNAMICS OF THE 
GAME AS AN OBJECT

[Fig.63] Model II
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[Fig.64] Model III [Fig.65] Model IV
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TOWARDS OBJECTS AND THEIR 
FUNCTION: A “TRIPLE O” THEORY 
OF EVERYTHING 

“Ask yourself: what does your toaster want? How 
about your dog? Or the bacteria in your gut? What 

about the pixels on the screen you’re reading off 
now—how is their day going? In other words, do 

things, animals, and other non-human entities experi-
ence their existence in a way that lies outside our own 

species-centric definition of consciousness?”

Object-Oriented Ontology (arising from ὄντος, the 
Greek word for “being,” and better known as OOO) 
(see. Kerr, 2016) “…(and its intertwined companion 
Speculative Realism) is dedicated to exploring the real-
ity, agency, and “private lives” of nonhuman (and non-
living) entities—all of which it considers “objects”—cou-
pled with a rejection of anthropocentric ways of thinking 
about and acting in the world.” (Kerr, 2016) Graham 
Harman is considered one of the founders of the theory 
(although the name is said to go back to Ian Bogost) 
(see Betsky, 2017) “[T]he crucial point here is that, in 
contrast to the dominant strains of 20th-century phe-
nomenology that claim things are only real insofar as 
they are sensible to a human subject, OOO asserts a 
radical and imaginative realism that not only claims that 
things do exist beyond the purview of human concep-
tion, but that this existence […] is almost entirely inac-
cessible to our understanding.” (Kerr, 2016) For Kerr, 
“[I]t’s a brand of materialism that goes hand in hand 
with what you might call posthumanist egalitarianism, 
or panpsychism: none of the things you can name can 
be thought of as intrinsically less real, vital, or important 
than any other—an ecological viewpoint of existence 
that rejects any idea of human specialness as simple 
arrogance.” (ibid, 2016)

As open as the theory and its interpretation are, Betsky 
writes that basically “it is the notion that all of the uni-
verse, including us, is made up of tools.” (ibid, 2017) 
This notion of all being as “tool-being” goes back to 
Harman and for Betsky “dethrones human being as the 
only subjects who can give meaning to an otherwise 
inert world.” (ibid, 2017) This goes hand in hand with 
the aforementioned belief of scholars, that while many 
believe humankind to be currently living in the era of 
the Anthropocene, this notion neglects the fact that we 
are not all equally responsible for what is happening 
and that we are not necessarily always at the center of 
attention. Betsky, moreover, states that “Harman points 
out that all tools are themselves made out of different 
parts, and those parts out of substances that are them-
selves tools, down to the scale of atoms and subatom-
ic particles. There is no reality to any tool, only a mo-
mentary effect—a “surface” or “mask”—which coheres 
in operation before falling apart again. Everything all 
around us is continually in motion at a scale and speed 
we cannot detect, and our interpretation of what he 
calls a “society” of interacting tools is itself a tool.“ (ibid, 
2017)

The whole idea of OOO is particularly interesting when 
it comes to ecological crises and our relationship with 
nature. Morton states that “[T]here is no such thing as 
space independent of objects (happily contemporary 
physics agrees). What is called Universe is a large 
object that contains objects such as black holes and 
racing pigeons. Likewise, there is no such thing as an 
environment: wherever we look for it, we find all kinds 
of objects—biomes, ecosystems, hedges, gutters and 
human flesh. In a similar sense, there is no such thing 
as Nature. I’ve seen penguins, plutonium, pollution 
and pollen. But I’ve never seen Nature (I capitalize the 
word to reinforce a sense of its deceptive artificiality)”.  
(ibid 42) Also, in his book, he claims that “[S]ince an 
object’s parts can’t fully express the object, the object 
is not reducible to its parts. it is anti-reductionist. But 
it is also anti-holist. An object can’t be reduced to its 
“whole” either. The whole is not greater than the sum 
of its parts. So, we have a strange irreductionist situa-
tion in which an object is reducible neither to its parts 
nor to its whole.” (ibid 44) As an example, he uses a 
coral reef, which “…is made of coral, fish, seaweed, 
plankton and so on. But one of these things on its own 
doesn’t embody part of a reef. Yet, the reef just is an 
assemblage of these particular parts. You can’t find a 
coral reef in a parking lot. In this way, the vibrant real-
ness of a reef is kept safe both from its parts and from 
its whole. Moreover, the reef is safe from being mistak-
en for a parking lot. 

Objects can’t be reduced to tiny Lego bricks such as 
atoms that can be reused in other things. Nor can they 
be reduced upwards into instantiations of a global pro-
cess. A coral reef is an expression of the biosphere or 
of evolution, yes; but so is this sentence, and we ought 
to be able to distinguish between coral reefs and sen-
tences.” (Morton 44)

Furthermore, for Betsky, within OOO, “the whole idea 
that artworks exist only insofar as they’re available for 
human viewing and interpretation is entirely opposed 
to the posthuman perspective OOO promotes. As a re-
sult, OOO artworks tend to be more interested in point-
ing out how objects exist, act, and “live” beyond the 
realm of human perception.” (ibid, 2017) The central 
idea behind OOO is, that “objects (themselves made 
up of myriad other objects) exert their power over the 
objects around them, creating the push-pull relation-
ship between viewer and artwork that Morton refers to 
as “charisma.”“ (Betsky, 2017)
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[Fig.66] Delorean

“We’ve experimented with the futurespective tech-
nique to envision future success and potential failures 

that could hit a team in such situations. Futurespec-
tives are typically applied in the context of newly 

formed teams looking to identify activities to ensure 
success and avoid pitfalls. These teams are usually 

looking into an uncertain future, and this exercise 
helps build the momentum to move forward with a 

sense of control over circumstance.” 
(João, and Osborne, 2020)

The “Anthropogame” is a speculative journey–a min-
iature experience–for urban explorers and wanderers 
through the anthropogenic cityscape of tomorrow. It is 
a kind of futurespective that offers help in an interactive 
way to gain a better understanding of the possible chal-
lenges a city might face in the future. 

It forms “an atlas to the territories and stories of a city 
that stretches across the entire planet, a city that sits 
between documentary and fiction, a city of dislocated 
sites.. hidden-camera investigations, of interviews and 
speculative narratives, of toxic objects and distribute 
matter from distant grounds. It is “a collection of tales 
from the constellation of elsewhere that are conjured 
into being by the city’s wants and needs, fears and 
dreams.” (Young, 2016). 

Futurespectives are used in project management as a 
tool to identify possible challenges and define ways to 
achieve goals that lie in the future. For the game, the 
“Anthropokit“ has been developed in this thesis. It is a 
DIY-toolbox for participatory, speculative, urban explo-
ration and enables designers to test the resilience of 
cities to future challenges in interactive, communicative 
and playful ways. 

It has been designed as an easy-to-build and assem-
ble, portable box that travels with the game master 
and contains all the necessary elements for the game. 
The “Anthropokit“ can be seen as an archive for the 
thoughts generated while immersed in the game 
and is as an analogue idea cloud that will unfold its 
potential during the game. On every location in the 
city where a disaster hit during the game, tags are left. 
Stickers and sprayed signs act as meta-surfaces; they 
only have meaning for those who have already been 
immersed in the game. 

When the game is finished and the players encounter 
one of these markers in the cityscape, they might, 
for a short period of time, remember their character 
and think about what would happen to that specific 
location in the city, if their disaster of choice, their alter 
ego, would hit, even if they are not in the game situa-
tion anymore. (see “Bleed” as a concept described in 
this thesis, where emotions get transferred between 
player and character)

BACK TO THE FUTURE
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[Fig.67] Cardboard Box Sample 
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[Fig.68] Cardboard Box Sample III
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[Fig.69] Cardboard Box Sample I



153152
[Fig.70] Cardboard Box Sample IV [Fig.71] Cardboard Box Sample VI
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The “Anthropogame” might be seen an action-orient-
ed approach, a form of tactical urbanism, that aims at 
opening up the discourse about the city of the future 
(also to non-experts). In the often very closed world of 
architecture and urbanism, where an own language is 
created and used through plans or drawings that follow 
a fixed set of rules, very often hard to understand for 
non- architects, everyone gets a chance to bring their 
fears or desires into the discussion. This might help 
gain different viewpoints and approaches by means of 
speculation.

In a first step the overall topic of disasters was chosen, 
because it is current, everyone can relate to it in a way 
and, it seems much harder for us to remember positive 
events or experiences.

PHASES OF THE “ANTHROPOG-
AME”

0. PREPARATION PHASE | BECOMING THE MAS-
TER OF DISASTER

•organisation of the event (city, location, duration, 
costs, …)
•invitation of the players
•preparation of the city-specific map (figure ground 
plan – open source open street map)
•preparation of the “Anthropokit“ (see instructions!) 
•familiarization with the Anthropocene (read the book!)

1. WELCOMING PHASE

•the players and the game master meet at a randomly 
chosen location in the city that has been marked by the 
game master (see stencil) and so build a collective for 
the duration of the game
•the game master welcomes all the players, gives a 
short introduction to the game and its very few specific 
rules and provides an introduction to the overall topic 
of the Anthropocene

2. INITIATION PHASE

•the game master hands out the so-called character 
sheets (see character sheets) 
•the players get creative (decide on duration!), define 
their disaster and fill out their character sheets accor-
dingly 
•in this phase, help might be provided by the game 
master if the players get stuck (see back-side of the 
map) 
•the filled-out character sheets are collected by the 
game master

4. REFLECTION PHASE

•return to starting point 
•every player gets a marker and writes down his most 
important thoughts on the box (like an analogue idea 
cloud) 
•group discussion and reflection of the game 
•game master presents impressions of the quest with 
the projector on the cube 

5. EXHIBITION PHASE

•the kit is used in multiple cities/ locations
•the exhibition brings together all the “Anthropokits” 
from all game sessions in one place (it is conceptual-
ized as a travelling exhibition)
•every city and game are different and therefore every 
kit will be unique 
•the exhibition represents a “glocal” collection of the 
anthropocenic scenarios
•the collected boxes will become an archive of possible 
futures

3. DÉRIVE PHASE | IMMERSION PHASE

•the die decides according to the rules which way the 
quest will take (see map!)
•every group member throws the die once and the col-
lective result decides on the route
•the game master marks the starting point and the 
route on the map 
•before the group starts walking towards a new desti-
nation, the game master randomly picks one charac-
ter sheet and the player can prepare during the walk 
for his or her disaster to hit (like a thunderstorm that 
is slowly building up and then suddenly hits with full 
strength)
•if something is interesting or noteworthy during the 
walk, short videos or pictures (see projector) are taken 
with the smartphone (documentation on Instagram – 
e.g. #anthropogame #ibk – is possible)
•the walk serves as a kind of preparation before the 
immersion starts 
•when the group approaches the location decided by 
the die, the immersion begins 
•the group reaches the designated location and the 
disaster hits (one player personifies the disaster)
•the other players act or react as the city (social, politi-
cal, economic, or built environment or a more general-
ized notion of ephemeral space)
•in contrast to traditional LARPs (or LADFs), a fast 
switch between characters is possible in the “Anthro-
pogame” (players switch between characters and 
might play different parts, elements or aspects of the 
city during one quest)
•the immersion ends after the last disaster has hit and 
the city has reacted 
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[Fig.72] Axonometry I [Fig.73] Axonometry II
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Some remarks? Private notes? Sketches!

Anthropokit - The Map

Everybody throws the die once!
All throws together make the next stage 
of the quest. 

Just a few simple rules!
1or4 = Turn right at the next junction
2or5 = Turn left at the next junction
3or6 = Continue your journey straight

[Fig.75] Map: Front and Back



165164

Undercover Daydreamer.

I Am an Avalanche.Trigger Me.

Killing in the Name of

Superspreader.Nice to Meet You. 
Follow Me.To the Edge of the Desert

Swimming.In Blood.Sweat.And Tears

FLOOD
A �ood is a „high-water stage in which 
water over�ows its natural or arti
cial 
banks onto normally dry land, such as a 
river inundating its �oodplain. Floods 
can be measured for height, peak 
discharge, area inundated, and volume 
of �ow. The discharge volume of an in-
dividual stream is often highly variab-
le from month to month and year to 
year. A particularly striking example 
of this variability is the �ash �ood, a 
sudden, unexpected torrent of muddy and 
turbulent water rushing down a canyon 
or gulch. It is uncommon, of relatively 
brief duration, and generally the 
result of summer thunderstorms or the 
rapid melting of snow and ice in moun-
tains.“ (The Editors of Encyclopaedia 
Britannica, 2020c)

AVALANCHE
An avalanche is de
ned as “a mass of 
material moving rapidly down a slope. 
An avalanche is typically triggered 
when material on a slope breaks loose 
from its surroundings; this material 
then quickly collects and carries addi-
tional material down the slope. There 
are various kinds of avalanches, inclu-
ding rock avalanches (which consist of 
large segments of shattered rock), ice 
avalanches (which typically occur in 
the vicinity of a glacier), and debris 
avalanches (which contain a variety of 
unconsolidated materials, such as loose 
stones and soil). The size of a snow 
avalanche can range from a small shif-
ting of loose snow (called sluf
ng) to 
the displacement of enormous slabs of 
snow. In a slab avalanche, the mass of 
descending snow may reach a speed of 
130 km per hour and is capable of dest-
roying forests and small villages in 
its path. The occurrence of an avalan-
che depends on the interaction of moun-
tainous terrain, weather conditions, 
snowpack conditions, and a trigger. 
Once the conditions for an avalanche 
exist, a trigger simply applies suf
-
cient force to release it. Natural 
triggers include new snowfall, wind-de-
posited snow, and a falling cornice (an 
overhanging mass of windblown ice or 
snow extending from a ridge). Other 
triggers include skiers, snowmobilers, 
snowboarders, and explosive blasts. 
(Birkeland 2020)

BLIZZARD AND WHIRLWIND
A blizzard is de
ned as a “severe we-
ather condition that is distinguished 
by low temperatures, strong winds, and 
large quantities of either falling or 
blowing snow. A ground blizzard occurs 
when there is no falling snow, but snow 
is drifting and blowing near the 
ground. (The Editors of Encyclopaedia 
Britannica, 2020b) A whirlwind is “a 
small-diameter columnar vortex of ra-
pidly swirling air. A broad spectrum of 
vortices occurs in the atmosphere, ran-
ging in scale from small eddies that 
form in the lee of buildings and topog-
raphic features to 
re storms, water-
spouts, and tornadoes. The generic 
whirlwind is usually modi
ed to re�ect 
the visible features associated with 
the whirl; thus, there are dust whirls 
or dust devils, sand whirls or sand 
pillars, and 
re, smoke, snow, and even 
hay whirls. (The Editors of Encyclopae-
dia Britannica, 2020b)
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[Fig.76] Building the Prototype I [Fig.77] Building the Prototype II
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[Fig.78] Building the Prototype III [Fig.79] Building the Prototype IV
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[Fig.80] Building the Prototype V [Fig.81] Building the Prototype VI
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[Fig.82] Building the Prototype VII [Fig.83] Building the Prototype VIII
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[Fig.84] Building the Prototype IX [Fig.85] Building the Prototype x
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[Fig.86] Building the Prototype XI [Fig.87] Building the Prototype XII
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[Fig.88] Building the Prototype XIII [Fig.89] Building the Prototype I



181180
[Fig.90] Building the Prototype II [Fig.91] Building the Prototype III
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[Fig.92] Building the Prototype IV [Fig.93] Building the Prototype V
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[Fig.94] Building the Prototype VI [Fig.95] Building the Prototype VII
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[Fig.96] Building the Prototype VIII [Fig.97] Building the Prototype IX
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[Fig.98] Building the Prototype X [Fig.99] Building the Prototype XI
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[Fig.100] Building the Prototype XII
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[Fig.101] Natural Habitat 1 [Fig.102] Natural Habitat 2
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[Fig.103] Natural Habitat 3 [Fig.104] Natural Habitat 4
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[Fig.105] Natural Habitat 5 [Fig.106] Natural Habitat 6
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[Fig.107] Natural Habitat 7 [Fig.108] Natural Habitat 8
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[Fig.109] Natural Habitat 9 [Fig.110] Natural Habitat 10
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[Fig.111] Natural Habitat 11 [Fig.112] Natural Habitat 12
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[Fig.113] Natural Habitat 13 [Fig.114] Natural Habitat 14
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[Fig.115] Natural Habitat 15 [Fig.116] Natural Habitat 16
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[Fig.117] Natural Habitat 17 [Fig.118] Natural Habitat 18
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[Fig.119] Natural Habitat 19 [Fig.120] Natural Habitat 20
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[Fig.121] Natural Habitat 21 [Fig.122] Natural Habitat 22
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[Fig.123] Natural Habitat 23 [Fig.124] Natural Habitat 24
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The potential that games bring to architectural produc-
tion is an open-endedness that seeks to not simply 

validate a preconceived idea, but instead tests it and 
creates opportunities for change.“ (Riano, 2016)

Within this thesis not just escapist fantasies are creat-
ed but desires and dreams get an outlet in a context, 
where through defamiliarization they get to come to 
the forefront, are addressed, and articulated. As Liam 
Young puts it, we are “reframing the familiar world that 
we know so then start to look at the world we think we 
know in unexpected ways” (Young, 2019, 41:59). The 
“Anthropogame” works through its “Anthropokit”. This 
kit includes several very basic ingredients necessary 
for a playful experience, is easy to assemble and helps 
shed light on our fears, hopes and hidden longings, 
something very often articulated in our dreams; making 
us an undercover daydreamer wandering the city com-
prised of an imagined architecture “with the capacity to 
affect change” (Young, 2019, 28:16). It is a speculative 
journey–a miniature experience–for urban explorers 
and wanderers through the anthropogenic cityscape of 
tomorrow. It is a kind of futurespective that offers help 
in an interactive way to gain a better understanding of 
the possible challenges a city might face in the future. 

It is the result of an idea to venture out into the con-
temporary city and literally becoming daydreamers, 
wandering, uncovering alternative worlds –the city’s 
desires and dreams. Just like Poliphilio in the Hyp-
nerotomachia Naturae was dreaming his architecture, 
here, we are dreaming the possible futures of our cit-
ies. Weaving a new, urban fabric, threadlike over the 
city, impersonating our dark forest, mythical, exploring 
narratives that have yet to be told. “We are prototyping 
the spaces we are designing, we can inhabit them, 
live within them in the same way we live within game 
worlds” (Young, 2019, 42:02).

CONCLUSION The song “Undercover Dreamer” is by the Austrian 
Electro and Artpop Duo Dramas, who, in a slightly 
megalomaniac moment yell out “I drink coffee in 
the evening, this could mean I start a revolution.” 
Here, the idea does not necessarily start a revolution 
but may provoke critical and progressive thinking, 
raise awareness and call for more action and active 
participation when it comes to the rethinking of a city 
or territory“…using fiction as a site through which to 
prototype ideas.” (Young, 2019, 38:20) However small 
this contribution might seem to the discourse, it might 
still have an unforeseeable impact. It relates to, for 
example, the nomadic design studio of Liam Young’s 
Unknown Fields but in times of viruses and crises has 
a more relatable way in than ever before

Discourse, within the framework of this thesis, is seen 
as something that not only means producing discussion 
but reality and how to structure it. With this playful con-
cept a fictional reality of an alternative world is being 
created by means of the „Anthropogame“, an architec-
tural play-space, a ludosphere, a magic circle, some-
thing between figure and discourse – in linguistics this 
would mean entering the field of material culture. Here, 
the term ludosphere is adopted. This is where architec-
ture or a speculative theoretical approach comes into 
play as a cross- disciplinary intermediary, combining 
creative, multidimensional storytelling with possible fu-
tures, in order to get a better understanding of the world 
we are living in. The Duchamp-like box developed here 
is seen as a kind of allegorical box. Through playing, we 
create an own story, our own dream, our own discourse. 
It is “…a hybrid, messy, nonlinear method; a method 
that plays around with norms.” (Kagovere, et al. 16)

The “Anthropogame” might be seen an action-orient-
ed approach, a form of tactical urbanism, that aims at 
opening up the discourse about the city of the future 
(also to non-experts). In the often very closed world of 
architecture and urbanism, where an own language is 
created and used through plans or drawings that follow 
a fixed set of rules, very often hard to understand for 
non- architects, everyone gets a chance to bring their 
fears or desires into the discussion. This might help 
gain different viewpoints and approaches by means of 
speculation. 

We already play different roles in different domains of 
our lives: social/ cultural/ domestic/ public/ private/ in-
side/ outside/ material/ individual/ digital/ urban spac-
es/ invisible spaces/ voids. They do not only exist while 
gaming. Life can be seen as the ultimate game where 
we are living in a ludosphere of our own creation. We 
are in a constant dérive, a dérive in character because 
no matter how well we prepare our roles, something 
unexpected might always happen and we must adapt 
ourselves and our role within the anthropogenic society 
constantly. 
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[Fig.125] Protect me from what I want- A Dream

TOWARDS DEVELOPING AN 

ADVENTURE

“I like to think of [science fiction] as a mutable thinking 
tool or an attitude towards writing, something that 

doesn’t need to have a clear storyline, coherence or 
linearity.” (Ala- Ruona 69)

I, I FOLLOW, I FOLLOW YOU…
but where to? Where was the entrance to the hole? 
If Alice had found it, why couldn’t I? Was there some 
deeper, darker secret I was not in on? Did I miss some-
thing? Did someone open the door but at the same 
time closed it forever? That could not be, could it? I 
mean, I was so careful. I followed the instructions one 
by one, time was flying by as I studied them, learned 
them by heart, until I could hear them in my mind over 
and over again like a poem dancing around behind my 
inner eye. It was actually getting on my nerves; there 
was no one to talk to, nothingness surrounded me, 
clouded my judgement, lulled me in. It was as if the 
darkness wanted me to get lost, as if it had suddenly 
grown a face, a mouth, a grin. Not the kind of expres-
sion though you would like to linger on, it was begin-
ning to feel like a grimace, staring at me, mocking me. 
You are lost, lost, lost. Well, I already knew that, thank 
you very much; oh great, now I was talking to myself, 
it seemed. But where were all the people, where the 
noises they usually make going to work, strolling in 
the sunlight that is beginning to warm your face in the 
morning, the cyclists that I never quite understood, for 
who wants to arrive at work with a soft trace of sweat at 
your forehead, your hair smelling of the fresh air danc-
ing around you as you kick the pedals, all the flowery 
smell fading away quickly in the cold morning air, more 
sweat trickling down your spine. Nah, I really do not get 
it. But where were they? These annoying loud cheerful 
people on their bikes? Walking down this empty, aban-
doned street I was thinking about all the ways it could 
have gone wrong, but I did not want to go there; I had 
to find someone. Someone to talk to, someone to ex-
plain, for somebody surely had the right answers for 
me; I just had to track them down and go from there. 

Most of the buildings did look empty. Not abandoned 
– but still, empty, almost lifeless. I mean, not that 
buildings are alive or anything, but they can have a 
soul, an atmosphere, almost as if they had feelings. 
If you tear them down like this building over there, it 
looks like an open wound, as if the place is bleeding 
history. It used to be an old farm, but they complete-
ly tore it down, no heart left, only emptiness. I noticed 
that there were no contrails in the sky, which was a 
weird thing to, first of all, even notice and, second of 
all, not to. There are never no trails in the sky, they 
are like a reminder of our control over the earth, 
a constant sign of mankind. Now they were gone. 

I wonder what it must be like at night, would it make a 
difference? I mean, it must make a difference, for when 
the pollution rate goes down like this…I will have to 
look it up. Or look up at the sky, yes. That would also 
be possible of course, I never think of it when I am in 
the city, for what’s the point anyhow, but now. I don’t 
know. Now it seems odd not to try and wait for the sun 
to sink and the darkness inside to lift for the night to fall 
down, bury the sorrows and just look up at the sky. For 
now, anyhow, there was enough in front of me to see.  

While thinking about all those things, I complete-
ly lost track of where I was going. Well, where was I 
going? Why did I still not see a living soul except for 
the birds around me. How loud they were, almost 
as if I was the only one listening and they were sin-
ging just for me. My own private concert of little fluffy 
birds. Or, that was how I thought of them. There must 
be some angry ones, as well, hiding, waiting for the 
right moment to come out and disturb this free, private 
concert in this very public space, taking it over. How 
they were screaming it out! What were they saying an-
yhow? It must be something important, for they were 
the only mind- numbing noise I was suddenly aware of.  
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