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Abstract: 

This practice-led research project explores the challenges and experiences 

faced by the contemporary actor/performer in rehearsal and performance, with 

specific reference to intermediality, multi-tasking, the intersection of 

acting/performance styles and interdisciplinary modalities.  

Over the last few decades, with the increasingly rapid integration of media 

technologies into performance, we have found ourselves at another catalytic 

point in performance history. We are racing to keep up with the possibilities and 

potentiality presented to us by technology, media and the power of new 

‘linguistic’ relationships (Chatzichristodoulou and Crossley 2016) associated with 

them. The interaction between these different technologies and the performer 

onstage presents myriad opportunities and potentialities for aesthetic and artistic 

purposes – an intermedial exchange between the media provided in and of the 

performer themselves. 

The actor/performer’s ever evolving identity and practice is again thrust into a 

state of flux; forced to navigate and negotiate new hierarchical systems; creative 

terrain; modal vocabularies; and yet again the question: which image of their 

‘selves’ is the dominant note in the polyphony of identity and (re)framing of the 

‘performer’? They are largely left ‘in the woods’ to fend for themselves, 

marginalized (Hamilton 2008) and bastardised. 

This research project predominately regards the actor/performer within an 

intermedial and multimodal postdramatic performance setting. Referencing 

contemporary practitioners such as Katie Mitchell, Complicite, GobSquad and 
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contemporary theorists such as Chiel Kattenbelt, Sarah Bay-Cheng, Robin 

Nelson, Margaret Hamilton, Andy Lavender, Brigit Wiens, Philip Zarrilli, and 

Tadashi Suzuki among others.  

It explores where the actor/performer sits within this emergent genre overrun 

with possibilities and hierarchical shifts? What is the experience of an 

actor/performer within these challenging intermedial works? How does an 

actor/performer ‘prepare’ for working in such complex conditions, in order to be 

an active participant in the creative conversations at play within such works? 

Ultimately, this research project examines how the performer interfaces with 

intermedial performance; and proposes a mode of practice in which the 

performer can embrace and be empowered to be an active creative entity in 

concert with the extension and augmentation of their ‘organic’ abilities through 

multimedia, technology and (re)mediation present in these platforms – through a 

posthuman approach to performance.  
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INTRODUCTION 

0.01  A Poster; a Sign Post; a Lamp Post. 

The scent of stale cigarette smoke and coffee fills the air. A shadowed pent figure 

skulks, shifting in and out of light, snatching short glances at the audience. A lone 

desk lamp flares light on the screen and catches the steam rising from a white 

polystyrene cup – the steam glistening, contrasting well against a dark background 

in the black and white closed-circuit feed. We see slight movements in shadows 

and hear the shuffling of cheap shoes. The faint light allows us to see a figure shift 

its weight in the background, whilst the occasional random flash from a humming 

fluorescent tube gives us brief glimpses of the rest of the scene. Bouncing off a 

reflective barrier, the flickering light hits two figures seated with their backs to us – 

the small audience of two who are in the room with the actor/performer. 

This passage describes the opening images of a production of A Poster of the 

Cosmos by Lanford Wilson (Wilson 1991), which I designed, directed and 

performed in 2009.  

This description is from the point-of-view of three separate audience groups in 

three different spaces simultaneously watching the performance of a solo actor 

through the implementation of a range of media and technologies. The lone 

performer was in a purpose-built Interrogation Room about two-and-a-half metres 

Figure 1: Two angles from A Poster of the Cosmos by Lanford Wilson directed, designed & performed by Chris 
Jackson in 2009 
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by one-and-a-half metres. He was accompanied by only two spectators, forming 

the first audience, who were seated across a small table from him. All three people 

were surrounded by hidden cameras as well as a large prominent camera on a 

tripod that was framed with precision on the performer. The scene included a 

microphone, lamp and cup of coffee on the table, a large mirrored glass window 

on one wall plus a buzzing fluorescent light hanging directly above the table. The 

hanging fluorescent tube occasionally flickered on, lighting up the entirety of the 

small room. This was a very intimate and sensorial experience. 

The second audience occupied a large black box performance space, referred to 

as the Installation Room. A construction made up of wires and cables, from floor 

to ceiling, radiated out from the centre of this room. Hanging at its heart was a 

bare domestic globe, which pulsed in response to the intensity of the live 

performance in the Interrogation Room. This performance was streamed to five 

television monitors placed around the central installation facing out from the 

centre, relayed through closed-circuit camera feeds. This second audience of 

around sixty people was free to wander between the monitors in order to select 

the angle from which they wished to view the solo performance, thus taking an 

active part in crafting their own experience of the event. The audio feed from the 

Interrogation Room was accompanied by a live musician who responded with 

improvised atmospheric music. This music, which filled the space and surrounded 

the audience, underscored their experience. The combination of the closed-circuit 

feed and live music both immersed the audience inside the performance whilst 

holding them at a distance. 

The third space was the Observation Room, which was positioned on the other 

side of the mirrored glass that formed one wall of the Interrogation Room. This 

third audience, made up of eight people, were able to view the events of the solo 

performance unfold live, directly and anonymously from behind the one-way-glass 
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but only hear the relayed microphone feed from the Interrogation Room via a small 

monitor speaker. 

The challenge for the performer in this work was to accommodate acting styles, 

methods, and approaches to satisfy each of the three audiences, whilst also 

paying attention to the nuance and technicalities required to communicate through 

three different mediated forms simultaneously. The performer had to consider 

magnitude of gesture, facial expression, vocal volume, meticulous video framing 

and hitting marks in addition to the highly emotive and dynamic terrain of Wilson’s 

story, giving each its due respect and attention. 

The experience of developing, creating, rehearsing and performing this hugely 

challenging production of A Poster of the Cosmos was one of the main catalysts 

for undertaking this research, which explores the complexity of live, (re)mediated 

and intermedial performance. A Poster of the Cosmos is essentially a sign-post 

directing my thoughts, practice and interest as well as being my ‘Narnian’ lamp-

post (Lewis 1950); a touchstone or landmark to return to, or gauge my progress 

and position within the research journey. The ‘lamp post’ in Lewis’ Chronicles of 

Narnia had been in place since the dawn of time. In The Lion, the Witch and the 

Wardrobe, the lamp post marks the position of the gateway between our world and 

Narnia.  The lamp post stands across time as a constant landmark and this is what 

A Poster of the Cosmos provided me, the actor/performer.  

I use the term actor/performer to recognise that the human entity in a performance 

work can be referred to as actor or performer. While sometimes used 

interchangeably, and at times with great specificity, this project bridges across 

each of these terms and understands them to be inextricably entwined within the 

theatre and performance ecology it describes. Over the course of this journey I will 

explore the research questions at the heart of this project in relation to the 
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actor/performer, doing so from the position of both researcher and 

actor/performer. 

Where does the actor/performer sit within these emergent postdramatic 

intermedial genres overrun with possibilities and hierarchical shifts?  

What is the experience of an actor/performer within these challenging intermedial 

and posthuman works?  

How does an actor/performer ‘prepare’ for working in such complex conditions, 

in order to be an active participant in the creative conversations at play within 

such works? 

This paper will follow the undertaking of three cycles-of-practice which carried this 

practice-led research over the course of the three years of my candidature. Each 

cycle explores a particular stage and area of the project with the cycle that followed 

building upon the reflective praxis and extending the theoretical cartography 

uncovered from the experience and findings of the previous cycle (i.e. Cycle One 

àinforms the content and direction ofàCycle Two).  

The cycles-of-practice as they stand, centred around a ‘performance’ process, 

are as follows:  

Cycle One: MADMAN – a diary (Late 2015 – Mid 2016) 

This cycle will provide an account of creating a performance based ‘diagram’ of 

the demands and challenges on a contemporary performer within an 

intermedial/intermodal performance work. This process utilised an adaptation of 

Gogol’s text Memiors of a Madman to explore these demands and challenges. It 

also saw the development and actualisation of the M.A.D.M.A.N theatre 

machine. This cycle-of-practice provided a clear gateway to the next stage of the 



 5 

research. In addition, it allowed a narrowing of the focus of the project through 

some emergent theoretical frameworks. 

 

Cycle Two: Rockaby  (Mid 2016 – Early 2017) 

This cycle-of-practice is associated with a production of Samuel Beckett’s 

Rockaby utilising the M.A.D.M.A.N. theatre machine. This cycle explored how the 

performer(s), design, rehearsals, preparation and performance navigated 

‘cohabitation’, symbiosis and existence as an intermedial ensemble/character in 

this work.  

 

Cycle Three: Not I (Mid 2017 – Early 2018) 

The chapter dealing with this cycle-of-practice allows us to delve into a theoretical 

scaffolding provided by posthumanism which emerged from Cycle Two.  Am I a 

cyborg? This cycle-of-practice associated with Beckett’s Not I explores the new 

elements of theory and practice that emerged from Rockaby and is a consolidation 

of the findings of the two preceeding cycles into one final cycle-of-practice leading 

through to submission. 
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0.02 Playing in a Contemporary Global Context. 

 

 

There are many different companies around the globe utilising multimodal, 

intermedial and postdramatic approaches to creating work: artists such as UK-

based Frantic Assembly, Katie Mitchell and Gobsquad, the USA’s Elevator Repair 

Service and Wooster Group, as well as Canada’s Robert LePage. The advent of 

these artists’ work has given rise to more complex relationships between 

performer-performer, performer-audience and performer-artwork. This 

postdramatic and highly intermedial work can now be seen permeating the 

‘mainstream’ and commercial cultural sectors of theatre and performance; such 

as the Royal National Theatre’s 2012 production of Curious Incident of the Dog in 

the Nighttime and Complicité’s The Encounter (2015-) directed and performed by 

Simon McBurney (McBurney 2015).  

Figure 2: 

Curious Incident of the Dog in the Nighttime, Haddon, M. (adapted by Stephens, S.), 2013 at The National 
Theatre, London, U.K. 
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Both these productions are now 

currently touring on the mainstream 

global stage. A growth in the amount  

of postdramatic and intermedial 

performances has led to increasing 

demands on actor/performers to 

inhabit many different styles, modes 

and levels of communication during 

rehearsal and performance.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 4: …Some Trace of Her, Mitchell, K. 2008 at The National Theatre, London, U.K. 

 

 

 

 

Figure 3: The Encounter, McBurney, S. 2015 at The 
Edinburgh International Festival, U.K. 
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0.021        Paradox, the Postdramatic and the Performer’s Place 

In a terrain where the distinction between ‘theatre’ and ‘performance’ is an 

academically and artistically contentious one — where theatre makes up part of a 

more ‘expanded field’ — the emergence of the postdramatic movement further 

challenges our notions of a hierarchy within the creative process of conventional 

theatre. In this arena, where even the ‘text’ is stripped of its ‘codified royalty’ as 

Romeo Castellucci posits (Hamilton 2008), the actor/performer must navigate and 

express through a complex maze of composition and process.  

Like the hallowed text, the actor/performer has been decentralised inside these 

types of postdramatic work as Hans-Thies Lehmann pointed out in 1999 when 

tabling Postdramatisches Theater as a new genre no longer adhering to the 

primacy of script-based drama. In postdramatic theatre the use of ‘theatrical 

signage’ (Lehmann 2006) has changed. Lehmann argues a new language or 

vocabulary has emerged for audiences to listen for from a ‘stage’ in which the 

actor is no longer central and where all performative objects are placed on a level 

standing. Each performative object, a category that now includes the 

actor/performer, is capable and powerful in the transmission of meaning to the 

audience.  This new language or vocabulary resulting from a shift in the utility of 

theatrical signage has not only meant an altered experience for the audience but 

indeed the actor/performer.  

Over these last two decades, with the rise of postdramatic theatre alongside a 

progression of technology and varying media forms integrated into performance, 

we have found ourselves at another catalytic point in performance history. This 

current climate presents us with an ecology full of possibility and potentialities 

through new technologies, intermediality, posthuman thinking, and the power of 
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the new ‘linguistic’ relationships associated with them  (Chatzichristodoulou and 

Crossley 2016). 

Where, therefore, does the actor/performer sit within such performance works 

and how can they navigate, tussle and fundamentally interact with the 

postdramatic intermedial form itself? 

The experience of those live objects (actor/performers) and how they are 

integrated, how they intersect and how they interface with the performance, is 

central to my research and its journey through three performance works over 

three years of part-time candidature.  

‘Navigating these nebulous regions of performance sometimes seems like being aboard a 

ship on a becalmed night, floating amongst a reflected galaxy – fleeting glimpses of the 

familiar, made strange as we seem ‘held’ in fact by no force at all.’             

(Jackson C, a short reflection on the experience of this research project; its potentiality, possibility and 

problems, 2016) 
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0.022        The Actor/Performer : The Conductor 

At the beginning of this research project my sense was that the actor/performer 

should be in complete creative control of their performance within the works. But 

I found, particularly during the second cycle of the research, that this was an 

actorcentric approach and if I was to be truly working within an intermedial and 

posthuman system then all ‘media’ needed to be on equal footing. I saw a need 

for an empowered actor/performer who could work with the intermedial 

environment to augment their performance as if the entire design was a part of 

their being without being swallowed whole. They were one with it - they were not 

separate from it. They were in fact part of the same organism, much the same as 

an orchestra conductor is part of the symbiotic relationship between orchestra, 

the music and themselves. 

      

Figure 5: Text-based visual interpretation of relationship between conducter, orchestra/musician and the 

music itself paralleled with a version of the actor/performer relationship with director, media and the performance. 

This approach more than dethrones the actor/performer as the centrepiece of a 

theatrical performance. In fact, this approach leaves them with little bearing as to 

their place, purpose and significance within these new systems.  

The actor/performer is extricated from one complex system, where they were 

able to divine their position; they knew both their place, and how to navigate it. 

They are then placed within another, equally, if not more, complex system with 

no map, navigational tools or reference point to find their way. They have 

become debased, vagrant, with no awareness of direction, nor home point to 

turn to, and in a sense bastardised. The Oxford English Dictionary defines the 

bastard (by way of bastardisation) to be debased typically through the addition of 

new or ‘strange’ elements, or to be declared illegitimate.  

conductor ßà musician ßà musician ßà MUSIC ßà musician ßà musician ßà conductor 

actor/performer ßà director ßà media ßà PERFORMANCE ßà media ßà director ßà actor/performer 
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0.023    Bastards and Blasphemy 

 The Bastard Performer, to which the title of my project refers, is an 

actor/performer without a home; the illegitimate child of many parent methods, 

genres and styles of dramatic and theatrical practice. Where is our place? After 

all, as Vanderbeeken et al contend, intermedial practices ‘can be considered 

‘bastard’ by the theatre establishment.’ (Vanderbeeken 2012) Such practices are 

often marginalized as ‘experimental’ (Hamilton 2008), a stigma that unfortunately 

carries with it a sense of blasphemy and inherent invalidation. Consequently, 

work labelled as experimental risks audience desensitization and alienation, at 

least within more ‘traditional’ theatre circles. Despite the increasing penetration 

of intermedial performance in mainstream theatre, audiences and critical 

reactions demonstrate an ongoing resistance to accepting these works as valid 

particularly on the more satellite or regional ‘stages’. One perhaps can’t help but 

liken this prevalent attitude to an accusation of blasphemy and in some cases 

excommunication.  

Donna Haraway speaks of the blasphemous act, in relation to the cyborg of her 

posthuman paradigm (Haraway 1991 pp149-153), as that irreverence which 

extricates us from a restrictive system but leaves us linked to it and its values in 

such a way that the cyborg can make them utilitarian without specific devotion or 

loyalty. In the same way, actor/performers and practitioners working in these 

intermedial postdramatic genres or areas are perhaps seen as blasphemous. 

They are the bastard child conceived out of wedlock – shunned and removed yet 

immutably tied to the community or system that has made them ‘outcast’. In this 

way I can see the analogy between the blasphemy Haraway speaks of and 

threat of the ‘bastard’ performer. 
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Haraway also notes that blasphemy requires ‘taking things very seriously,’  

(Haraway 1991) as sometimes those offended or threatened by these new genres 

or modes do not necessarily realise or perceive this ‘seriousness’ as the threat 

itself. This project will endeavour to combat the stigma of ‘invalidation’, ‘triviality’ 

and ‘frivolity’ the label of ‘experimental’ can carry to the detriment of audience and 

performer involvement and engagement. It will do this through an empowerment 

and equipping of the actor/performer to be an active creative being within these 

types of intermedial work and through this engage intimately with the audience on 

levels they may not have experienced in the theatre. 

Perhaps an explanation for this marginalisation lies in what is seen to be 

blaspheming or perverting the intimacy of live performance. After all, as Bruce 

Barton claims in Paradox as Process: Intermedial Anxiety and the Betrayals of 

Intimacy (2009), it was ‘intimacy’ that was held as a ‘banner of the vanguard of 

Western modern theatre’ (Barton 2009) and remains the  norm/expectation for the 

general theatregoer.  In modern Western theatre Barton argues (2009, p. 575) that 

it is this expected version of intimacy that ‘is often seen as an endangered quality 

within the mediatized terrain of postmodern theatrical performance.’ This 

field is now, at least partly, known as postdramatic theatre and performance 

which inherently involves intermediality. Aronson (2005, p. 112) notes the 

paradoxes of contemporary performance: 

We in theatre, protectors of an anachronistic art, attempt to valorize its unique qualities: its liveness, 

its prescence, its spirituality. But something has shifted in contemporary consciousness…. It is the 

mediation of the live actor that [now] seems real. The simple unmediated actor in three-

dimensional space is not comprehendible, not readable, not knowable. The question for us, then, is 

how the theatre – an inherently phenomenonolgical enterprise – reflects back on iconography that is 

derived from the world of the nontangible and nonphysical. What looks back at us from the abyss 

today?    
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Peter Boenisch (2003, p. 38) adds to the discussion by arguing that though there 

has been ‘a fundamental shift towards electrONic culture’, the theatre has always 

been a form of ‘training centre [for] new standards of processing and structuring 

information, including the aesthetic information we call art.’ (Boenisch 2003, p38)  

Perhaps the defining difference in both Boenisch and this project’s case is the 

introduction of a concept, intermediality, and technologies which by necessity 

dethrone or decentralise the predominant live human element - the ‘Actor’.  This 

perceived blasphemous act sees the reception of these new vocabularies meet 

with marked resistance. 

Boenisch (2003, p 38) also adds that theatre acts as this ‘training centre’ through 

its ability to ‘disseminate in sensorial terms […] by creating multiple channels 

and a multi-media semiotic and sensoric environment.’ (2006, p 113) Here, 

Boenisch proposes that theatre is a sort of experiential inductive nexus, a 

concept that I draw on later in the project. Barton draws our attention also 

to Meike Wagner, who points out ‘there is a tradition of viewing theatre and 

media as two distinct domains defined by their opposition to each other’ (Wagner 

2006 p126). Wagner’s (2006, p.127) poses theatre as a ‘hypermedium’ as it 

inherently provides a ‘large medial framework, which incorporates different 

media without negotiating the assumed live quality of the theatrical body.’ 

Wagner and this project share a similar goal: to break down this divide and avoid 

the basiphobia from a fear of falling into Arnold Aronson’s ‘abyss.’  

Barton’s approach is not to treat the anxiety surrounding intermediality in theatre 

as an ‘impediment’ but as an opportunity to exploit the vulnerability felt 

surrounding the uncertainties of this new intermedial terrain, in order to foreground 

intimacy. Although I partly agree with this approach and statement, it seems that 

the source of the ‘vulnerability’ felt by the actor/performer (and audience) is from 
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a position of fear and perhaps therefore carries with it an inherent negativity. 

Barton’s approach also forces the actor/performer into a submissive position in 

relation to the other media. This project seeks to find a balance and equality 

between the actor/performer and the other media so that the intermediality blooms 

from a consensual place of true mutuality – I argue that this ethos is what opens 

the window for a posthuman opportunity.   

Boenisch’s argument, coupled with Hamilton’s writing on postdramatic theatre in 

Australia, adds substance to the significance of undertaking of this research into 

preparing, empowering and facilitating actor/performers to work in a spirit of true 

mutuality with their fellow performative media. And I can see from the international 

discussions surrounding the topic, that the marginalisation Hamilton observes is 

not limited to regional or even metropolitan Australian audiences. Nor is it even 

something of ‘the past’, although perhaps it is a remnant, a ‘ghost in the machine’, 

from an ancient artform steeped in systemic tradition. Undertaking this work 

requires therefore a tenacity not necessary in the mapped territory of more 

traditional actorcentric models. 

There is evidence to be found of the experience of the practitioner beset by 

these ‘anxieties’ (Barton 2009) in the polarity of critical responses to Katie 

Mitchell’s work, an example of which is Mitchell receiving a programme from one 

of her shows from a critic with one word scrawled on it ‘RUBBISH!’ (Kermode 

2008)  whilst other reviews laud her work as refreshing, brave and rewarding . 

UK based interactive vision designer Timothy Bird tells Douglas Shaw in an 

interview  with the BBC ‘Vidiots, they sometimes call us’ (Shaw 2012).  

These artistic and professional risks are not without payoff. Introducing audiences 

to new experiences and seeing/feeling that ‘shift’ in ability to perceive emotive 

landscape, dramatic tension, and draw meaning or narrative is surely a reward 
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sought by all progressive theatre and performance artists. I can speak to my own 

experience of introducing a community of people to a theatre performance that 

incorporated intermedial elements through an interactive projection and animation 

design, which became the environment which the actors performed within for the 

production Chasing a Sound Like Rain (2011). Reports from the touring company 

Launceston Youth Theatre Ensemble told of audiences in Canada, as far as 

Newfoundland, relishing this new way of storytelling, design and interaction. A 

‘new magic’ of theatre was one such comment reported back to me about the 

design. In the case of A Poster of the Cosmos this intermediality was achieved via 

telepresence and the tensions and risks through the different (re)mediation 

processes present in the production. Similarly, audience responses highlighted 

their amazement at the ‘live’ nature and emotive landscape achieved and the 

intimacy of the experience which was still as potent as a traditional theatrical 

setting, if not more so. 

Jumping forward, the audience response to the first iteration of Rockaby as part 

of the second cycle-of-practice in this research project again demonstrated a 

polarity of responses, both for and against. This time, however, the positive 

responses centred on the ability of the actor/performers to create movement, 

depth and a sense of shifting space, location and proxemics through the mediated 

nature of the performance without physically moving through the space. The 

performers were able to change our perspective; able to hold us at a distance, but 

conversely able to draw or drag us in for the most intimate of moments in any one 

moment. This is the gateway to bridging this ‘divide’ (Bay-Cheng 2010) between 

intermedial genres, audiences and actor/performers. Providing an interface that 

empowers creativity, liveness and mutuality in the contemporary performer is key 

to introducing audiences and actor/performers to these new ‘magics’. 
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The prevailing positive attitudes of audiences in the positive attests a solution to 

Barton’s intermedial ’anxiety’; offering a safe passage into the depths of Aronson’s 

‘abyss’. By removing the shroud from intimacy as something that can only be 

achieved by a ‘live’ performer; something dissolves the divide of media in 

opposition to each other and resolves Auslander’s ‘live’ (Auslander 1999) for 

an intermedial and perhaps posthuman performance ecology. It is through an 

exploration and equipping of the actor/performer, the ‘human’ element, within the 

intermedial, postdramatic and posthuman that I can find the link back to 

connection in the form of intimacy that theatre necessitates. The perceived loss of 

this intimacy is the preventative element blocking an actor/performer to be trained 

in how to interact with the medium in a meaningful manner. 

Have we bastard performers found a home within this more hybrid intermedial, 

multimodal, posthuman and postdramatic family? How do we employ and put to 

use our full gamut of skills in order to navigate the post-/inter- realms of theatre 

and performance? How do we maintain, find and conduct a high level of 

creativity and sensitivity inside these crossbred performance works in order to 

harness their potential and the opportunities they provide?  

And, perhaps more importantly, what is this experience? How can we 

actor/performers prepare for the multiple layers of awareness, consciousness, 

interaction and information present in such works? 
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0.03  Unpacking Terminologies 

To investigate and interrogate this ‘bastard’ performance genre, there are more 

than a few terms that need defining and distinctions to be made in relation to this 

research project and the larger world of creative arts. In this section I will briefly 

touch on some of the complex terminologies that make up the framework that 

this project sits within. I will later expand on these introductory definitions of the 

terms when appropriate.  

0.031     Multi… versus Inter… 

As Maria Chatzichristodoulou and Mark Crossley point out (2016, pp. 277-292), 

the term ‘multimedia’ is at times used to delineate a form in which there are 

‘many apparatuses that support performances’ (Giesekam 2007) In contrast, 

‘intermedial’ is a term that emerged from the mid-twentieth century, specifically 

from Dick Higgins’ famous 1966 essay by the same title (Higgins 1966), that 

describes a form wherein a ‘mutual reciprocity’ exists in conversation between 

multiple ‘media’. (Chatzichristodoulou and Crossley 2016, p. 7) 

Chatzichristodoulou and Crossley direct us to Klich and Scheer’s ‘envisaged’ 

intermediality from their recent publication Multimedia Performance (2011). This 

base level distinction between multimedia and intermedia is important to make 

as part of the research entailed in this project and allows us to refer to the 

mechanics and information ‘encoded’ within a given work specifically in the 

layers of conversation between ‘media’ as separate components. These layers 

are ultimately what the exposed audience derives the work’s meaning and intent 

from, and also form the framework and parameters in which creativity can exist. 

Chiel Kattenbelt expands on the idea/experience of mutuality, using the ‘concept 

of intermediality’ to describe the phenomenon wherein ‘interaction’ [italics in 

original] between the different media forms create a correlation which redefines 
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the media. This interaction results in a new affect, a mutual creation, which can 

only be ‘taken together’ (Kattenbelt 2008, p. 25). This intermediality can only occur 

in the circumstance created between the media involved and is not translatable 

nor achievable without one or the other. One could describe this as a chordal or 

harmonic relationship; a musical analogy I have found extremely useful in my 

thinking around this project.  

This survey leads us to the definition used for the purposes of this project: if the 

‘media’ is not engaged in such a way to actively participate in the artistic 

conversation presented by the artwork and is merely a platform for delivery, then 

it is a multimedia work not an intermedial one.  For example, a projector used to 

add a backdrop to a performer is an example of multimedia usage. But, if the 

performer is engaged, is engaging and interacting with the projection and they are 

‘cueing’ (Higgins, 1966) off each other, this relationship becomes an intermedial 

exchange.  

Mulitmodal versus intermodal is a similar circumstance of fine distinctions – though 

quite probably harder to identify. With the previous definitions in mind, multimodal 

work would make use of the modal variances to shift or support the dramatic 

action. However, an intermodal approach would involve an integrated artistic 

conversation taking place between the modes. This intermodal area provides the 

potential to interrogate the correlative nature, created and existing on another level 

of the performance work. This could be synchronized, or form a counterpoint, but 

always parallel to the action.  

Andy Lavender also rightly points out, that media are always and unavoidably 

mixed (Lavender 2014, p. 11). This project will be borrowing predominantly from 

Lavender and Ellestöm’s shared definition of ‘media intermultimodality’ 

recognising that intermediality crosses both mediality and modality interactions. 
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In an article dealing with attempting to provide clarity around these very 

distincitons Lavender cites Lars Elleström:  

‘Intermediality might be described as ‘intermodal relations in media’ or ‘media intermultimodality […]            

there is a point in seeing intermediality as a complex set of relations between media that are always                

more or less multimodal.’ (cited in Lavender 2014 p. 2) 

Intermediality and indeed multimodality exist within postdramatic and multimedia 

performance works as what they are: instances of many and various elements 

working in concert. The 

unavoidable intermediality that 

Lavender identifies (often 

ignored or unnoticed) is akin to 

orchestral music. The moment 

another instrument section 

enters the mix it informs, shifts 

and is itself informed by each 

and every other element present. This is an important analogy to note as I will 

come back to this again on various occasions. 

I have found the parallels between Lavender, Ellström, and my own musical 

analogous definitions highly productive. It is through these loose links that I 

found an entry point for myself to understand intermediality, its importance and 

its ubiquity through particularly postdramatic theatre and performance, but also 

universally across the artform. For instance, Lavender speaks of ‘transposition’ 

of modalities as if they were chord inversions in jazz music. A jazz musician is 

free to use the same notes of any given triad (or larger chord) but shift their 

positon in pitch correlative to each other or, in a more subtle sense, as with 

guitar played on a different string but exactly the same pitch. The different 

“…a medium-specific artefact  

within the original medium  

while drawing on techniques and modes  

across media…” 

 

(Lavender, 2014 p2) 
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composition and thickness of each guitar string then allows a different textural 

tone whilst retaining the original structure of the chord.  

Kattenbelt uses the concept of intermediality to describe the phenomenon 

wherein ‘interaction’ between different ‘media forms’ form a correlation which 

redefines each of them resulting in a new affect, a mutual one which can only be 

‘taken together’ (Kattenbelt, 2008 p25) and can only exist in the specific 

circumstance created between the media involved and is not translatable nor 

achievable with any of the components, information ‘data’ missing – one could 

say a ‘chordal’ or harmonic relationship. I could even, as Kattenbelt suggests, 

hark back to Eisenstein’s concept of a ‘montage of attractions’ (1981 [1923]) and 

think of the theatre as a corollary of ideas and images colliding to create new 

energy or meaning emanating from their points of intersection.  

Similarly, if I was to further the musical analogy: multimodal and multimedia 

would be akin to playing the same note on a range of instruments, whereas, 

intermedial and intermodal would perhaps be closer to a harmonized ensemble 

with each instrument playing and contributing different notes that are interacting 

with each other to create the overarching aesthetic known as a ‘chord’. 

  

Figure 6: diagram of how multiple 
positions can be used to achieve 
the same pitch on a guitar. 
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It became important to understand how the subtle distinction between these 

terms identifies different experiences for an actor/performer, each requiring a 

different preparedness and approach. Chatzichristodoulou and Crossley (2016, 

p. 17) propose that it may be a ‘demand of intermediality’ that we have a degree 

of ‘fluency’ in the internal or ‘intramedial’ language and an understanding of the 

‘meta-linguistic structure of intermediality’ itself, which then allows us to toy with 

the alchemical compounds of nuance in combining modalities.  

By this logic the actor/performer who would be interacting with these modalities 

and medialities in performance must be given a chance to become intimate with 

and in control of these potentially overwhelming elements. After all, how may an 

actor/performer communicate and become intimate with an audience within a 

performance if they are not au fait with their fellow ensemble and the 

performance itself? 

0.032   Virtuosity and the ‘posthuman’ 

Intermediality requires us as practitioners and observers to re-evaluate our latent 

hierarchies of theatre and performance, where the performer is at the centre of the 

stage. Design and performative elements that may have been on the periphery in 

previous incarnations of performance have, in fact, the power and capacity to hold 

meaning and contribute actively in the ‘live’ conversation with the audience. To 

understand how to work with this platform a performer must become versed and 

literate in each of the media involved in the intermedial conversation – this is the 

difference between a performer who is an active participant in an intermedial 

performance versus one who is merely another object in the performance space. 

This approach attests to the claims of Lehmann (2006) that ‘theatrical signage’ 

has shifted, because more and more we are intergrating the ‘signage’ of other 

media within our theatrical systems. This literacy and fluency is not dissimilar to 

an actor/performer who has a fulsome understanding of the notions of theatricality 
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versus one who has little to no comprehension of how to manipulate theatrical 

signs. Take, for instance, the basic skill of ‘finding your light’ (in this instance 

merely standing in the correct position) as compared with having an awareness of 

how to play with your light, inhabit the area and use it to augment your presence 

and performance. As a further example, the knowledge and artistic sensitivity to 

proxemics and implementation of this when interacting with their fellow 

actor/performers or audience. This is the virtuosity and awareness that Anne 

Bogart and Tina Landau’s method trains actors to possess through some of the 

Architecture exercises included as part of The Viewpoints Book (Bogart and 

Landau 2005), conditioning actors to have awareness beyond themselves and, 

through this awareness to be able to utilise and ‘play’ with these other performative 

elements.  

 

Phillip Zarrilli speaks of the 

actor/performer who is ‘all eyes’ 

and a methodology of allowing 

performers to a state. Zarrilli 

asks, how do we act now on the 

‘edge’ (2009, p.40) and how do 

we ‘inhabit’ this paradoxical place of experience, awareness and (double/multiple) 

consciousness? This philosophy of a performance virtuosity would well serve the 

actor/performer inside an intermedial exchange or an inter/multi-modal/media 

performance. 

 

The next question that emerged as part of this research project was: how this 

‘embodied’ actor/perfomer (Brook 1968) interfaces with an intermedial 

“When one’s “body is all eyes” then […]  

one is like an animal – able to see, hear,  

      and respond immediately  

              to any stimulus… 
                  in the immediate environment.  

(Zarrilli 2009) ”
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performance that embraces a posthuman paradigm? Both Zarrilli and Peter 

Brook are speaking of very organic and physical approaches to performance. 

Although this project would be utilizing a lot of technology-based media, it 

became clear that their ideations around performer awareness, embodiment and 

consciousness were going to play a part in this project along with other 

practitioners who are based predominantly in physical approaches and training. I 

have found a hybridity between organic training and performance methods, 

approaches and exercises and the technological or intermedial elements 

productive. Tadashi Suzuki utilises props such as basic technological 

augmentation of the actor/performer, during his training. Groups such as 

OzFrank Theatre Matrix, who are one degree removed from Suzuki, have 

implemented even more props as training aids – items such as mirrors, sticks, 

soft fabrics and even teddy bears as further extensions to the training 

actor/performer. To understand how these might interrelate I must first explore 

this notion of the posthuman. 

As with intermediality, there are varied definitions, or ‘accents’, as Robin Nelson 

(2008, pp. 31-48) labels them, that make up posthuman performance work. On 

the one hand, we have the ‘accent’ that terms posthuman as an augmentation or 

‘extension’ of human abilities or ‘capacities’ in performance and, on the other, a 

definition which is based in displacement, the removal of the [hu]’Man’ from 

‘centre stage’ and any distinction from other machines. (Nelson 2008, pp. 31-48) 

The second definition sees the actor/performer become, at most, another object 

within the space or potentially removed from any presence at all. The first 

definition allows room for a performer to ‘become one’ with the rest of the theatre 

machine and interact with it as a creative entity with some measure of control 

and orchestration. During this research project, I began focusing on the first 

‘accent’ (Nelson 2008, pp. 31-48) but found that over the course of the project I 
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progressed towards the dominant philosophy of the second: that the live 

actor/performer and their performance itself is no more-or-less important than 

their digital/technological counterpart or ‘other’. 

As mentioned previously, Margaret Hamilton (2008) notes, in her discussion of 

‘postdramatic theatre in Australia’ and indeed the world, that there has been a 

need for a discourse into how to describe and enable us to talk about works 

residing in the postdramatic, intermedial, and multimodal realms. This need , 

however, is not just to enable us to explore the genre itself and how the 

audience digests it, but also to account for the actor/performer’s place within 

such works. Such a discourse will speak of how the actor/performer interfaces 

with these intermedial works and voice the actor/performer’s experiences. Birgit 

Wiens (2010) flags the challenge for actor/performers as one of understanding 

the ‘complex, heterogeneous and relational phenomenon’ and how to ‘behave 

within’ these new ‘arrangements’ stating 

The challenge is really to understand the interpenetration of differently constructed spaces and the 

concepts engaged within them: connectivity; presence, telepresence and absence; perception and 

teleperception; and new performance modalities. The performativity of the intermedial theatron, in 

this respect, has to be analysed as a complex, heterogeneous and relational phenomenon. (Wiens 

2010, p. 96) 

This actor/performer who is asked to use other media or modes to ‘extend’ 

(Nelson 2008) themselves; and their performance will, out of necessity, need to 

gain a level of virtuosity akin to Zarrilli’s actor who is ‘all eyes’. They will need 

this to meaningfully respond and interact with, and through, these multiple 

devices simultaneously and with intent.  Brecht also sought to create spaces 

between through the utilization of ‘awareness’. This awareness was of the ‘craft’ 

laid out before the audience – that it may dispel any sense of illusion and allow 

an audience space to create their own meaning.  In an intermedial performance 
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work we are creating such ‘clear borderlines’ (Kattenbelt, 2008) as Brecht 

envisaged.  

But… how does the actor/performer achieve this? Where and how, do they ‘train’ 

or prepare themselves for these types of processes? 

Understanding and being cognisant of the interconnectedness and correlational 

aspects of intermediality is the labyrinthine task ahead of the bastard performer. 

This project thus explores virtuosity and the ability to transfer skill and artistry 

across the hybrid divide to include the technological elements, and their own 

‘linguistics’, in such a way that allows for an integrated organic human and 

technological/mediated presence to be truly ‘live’. The actor/performer must be 

aware of the relationships created in these intermedial settings and be sensitive 

to them, but perhaps needs to be sheltered from the weight of the dense 

theoretical background outlined in this exegesis. This should be shouldered by the 

facilitators of the process and made palatable for the actor/performer through 

selective and timely delivery. 

0.033  Intermediality, Intermodality & Displacement 

This section will examine the usefulness of the ‘deconstruction’ of the performer 

during training, rehearsal and performance. It will also define what displacement 

means in relation to the wider realms of intermediality, intermodality and also in 

terms of the specific scope of this research project. Displacement is a term that is 

fundamental to intermediality. In an analysis of displacement in intermediality, 

Liesbeth Groot Nibbelink (2010, pp. 97 – 99)describes it as holding similar 

relational aspects to the mechanical definition of the term ‘where it is understood 

as a vector quality, entailing both magnitude, and direction.’ Nibbelink goes on to 

posit that ‘Magnitude could refer to the possibilities of experiential impact of 

displacement, whereas direction may focus on displaced objects, bodies and 
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spaces and the different medial contexts with which they are connected’ (2010, p. 

97). Nibbelink states that this type of displacement is utilised by artists to ‘release 

creative potential’ and due to the removal from their original context have new 

attentions drawn to it. This is precisely what this research project is aiming to 

explore, with the actor/performer at the centre of this ‘reframing’, utilising their 

performance at both the intermedial and intermodal level. 

In Peter Petralia’s Virtuoso (working title) actor/performers are charged with the 

operation and framing of themselves in performance. Using the cameras like a 

kind of ‘microscope’ (Petralia 2010, p. 158) allowing us to see, at the forefront, the 

textures and layers of theatricality and intermediality the ‘minutae of the performer 

[…] their pores, their structural components’. What is this experience of 

orchestrating such a complex textuality like for a performer in a live situation? And 

how might the associated creativity be facilitated and enabled? 

Falk Hübner (2010), in the section included in Mapping Intermediality in 

Performance entitled Thespian Play describes a desire to create ‘a polyphony of 

different means of expression and an intermodality of rhythms.’ Hübner is 

speaking in regards to a work-in-progress at the time of writing, with both this 

article and the work sharing the name Thespian Play. The main focus behind this 

performance was the fragmentation of the performer – in this case a saxophonist 

who had been audio recorded performing and was then charged with ‘miming’ the 

precise physicality and expressivity of the performance without the instrument 

itself. Hübner investigated if the work contained only multiple independent rhythms 

or also included a ‘compound rhythm’ which only came into being in the interplay 

between the modes. This concept of fragmentation and displacement is along 

similar lines to some of the processes and experiences actor/performers 

encountered during their involvement in my research, however, with one key 

difference. Once this fragmentation and displacement has occurred I asked the 
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performer, having experienced this ‘de-construction’ of their performing self, to 

take charge of the reassembly and realignment of the different components or 

experiences, and control the harmonization of the polyphony of their expression. 

Hübner’s treatment of intermediality and intermodality, as similar to musicality of 

Lavender, Elleström, and Wiens, is akin to my own musical descriptions of the 

phenomena and I think lends a hand to the performer who wishes to manipulate 

and participate creatively in the linguistics, textuality and conversations occurring 

on this level of a performance.  
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0.04 Risky Business  

Sarah Bay-Cheng (2010, p. 165) tells us that notable experienced theatre and 

performance maker Richard Foreman, who specializes in complex cross-

disciplinary and hybrid performance works – generally including video/film 

elements in his work – has articulated a ‘growing division between the agency of 

live actors and the more malleable, yet potentially superficial, media forms that 

might replace them.’   

Making artwork of any description carries with it an inherent risk of failure 

however, working on the cusp of new ideas and stretching boundaries entails 

even further risks and challenges. Warr (1996, p. 1) states that, ‘All art is a risk 

for artists in the sense that they expose their deepest personal perceptions to 

general view. […] Artists may also be at risk – of neglect and mis-understanding 

– if their vision is too radical for society to assimilate.’  

It is important to recognize the volatile position that actor/performers find 

themselves in when participating in a multimedia or intermedia performance 

work. They may feel under ‘threat’; that their performance will be compromised; 

they may feel overwhelmed by the complexity of the conversations occurring 

around them. This speaks to a risk, and perhaps perceived threat, of ‘imposition’ 

from a directorial front. Instead, shouldn’t an actor feel empowered and perhaps 

led on a path to embracing their own creativity through intermediality? In 

harnessing these ‘media forms’ the actor/performer must be versed in the 

inherent linguistics and textuality they create (Chatzichristodoulou and Crossley 

2016, p.286). 

Kandinsky recognised the importance of this with the notion of 

Bühnenkompositionen stage compositions that aimed for a theatre that could 

function again as a ‘hidden magnet’ that makes different art forms affect each 
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other (Kattenbelt 2008,  p. 26). Kattenbelt also notes that for Kandinsky this was 

only possible because each ‘art’ musical; pictorial; choreographical was allowed 

to evolve on its own. With each art developing a distinct language of expression 

these new vocabularies could then be used to interact with other forms.  

This performer ‘preparedness’ is then the key to breaking down this insidious 

divide that can infiltrate a creative process and create ‘blockages’ through a lost-

in-translation effect and/or lack of understanding, education or empowerment. 

Instead, I propose allowing the actor/performer to embrace both the posthuman 

and intermedial opportunities provided to them. This could be achieved in a 

creative process by allowing ‘play’ and unmetered testing of the intermedial 

environment, where actor/performers are allowed to explore the environment 

and physics provided them by the production and their own place within it.  

 

‘Performer Preparedness’ as I term it in this research project, is then key to 

breaking down this insidious divide. Please note, I do not use the word training, 

as it brings with it connotations of codification and rigidity rather than the fluidity 

and responsive nature which is fundamental to intermedial relationships. Can 

Performer Preparedness prevent, through education or empowerment, 

apprehension generated from a lack of understanding infiltrating a creative 

process ? Could this be achieved in a creative process by allowing play and 

unmetered testing of the posthuman and postdramatic intermedial environment, 

where actor/performers are given license to explore the environment and the 

guiding rules or physics provided them by it. 
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0.041   Methodologies & Research Design 

This project is predominantly about the experience of an actor/performer from 

inside a performance and associated processes. Risk and paradox will also play 

a part in driving the research project forward through the inherent tension and 

challenge that the extra demands upon the performer will provide in the practice 

cycles (both performance and workshop based). 

This project will be based in a qualitative, emergent and phenomenological 

methodological approach utilising cycles-of-practice to lead the research into 

each subsequent stage. It 

became clear that, along 

with actor/performers who 

joined me on this journey, 

it was important that I too experience this process from the inside. 

I have employed a phenomenological approach for capturing the experience of 

both myself and my fellow actor/performers. This approach assisted in capturing 

some of the more ephemeral instances that occur in the duration of this research 

project, without burdening the process with the sometimes restrictive frameworks 

provided by other methodologies. Susan Kozel (2013) describes phenomenology 

as being used to ‘anchor practice within research to overcome some […] unhelpful 

divides.’ (Kozel 2013) Three of these are the perceived ‘divide between theory and 

practice […] between mind and body […] between solitary experience and shared 

experience.’ All of these elements are present within this research project to 

varying degrees. Because of its ability to cross or close these divides 

‘phenomenology can access more subtle emotions, affects and liminal qualities.’ 

(Kozel 2013) Kozel argues that: 

 

“A structure that  

    allows freedom.” 
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As a method, phenomenology involves a return to lived experience, a listening to the 
senses and insights that arrive obliquely, unbidden, in the midst of movement experiments 

or quite simply in the midst of life. Phenomenology, in short, allows me to respect these 
sensations and inner voices, these unformed ideas, thoughts, or images that emerge 
directly from the experience of being in computational systems like telematics, motion 
capture, or networked wearable computing. (Kozel 2007, p. ) 

 
Using a phenomenological approach allowed me to explore the research from 

within and digest those experiences more and more over time leading to 

determinations of which direction the project should take next on a needs basis. 

This organic approach felt the best fit in order to respond to findings around the 

needs of actor/performers involved in each part of the project, and it was in 

keeping with the notions of intermediality that informed this research. And although 

the cycles-of-practice that structure the project were rigorously thought out and 

planned, this approach allowed me to derive solutions in a fluid and formative 

manner rather than purely a retrospective and summative approach.  

It was clear that there were many moving parts to this project and to tackle this in 

a manageable way required a progressive approach. I started with the demands 

made on the performing ‘self’ before moving on to the more media-based 

demands, and then further into how creativity, empowerment and confidence can 

be fostered for an actor/performer working in these highly demanding works. 

These demands would make up the three distinct (but linked) cycles to the 

research.  

The exploration of this intermedial posthuman subject matter required the 

facilitation of actor/performers interfacing with performance. It is for this reason I 

came to the decision Cycle One needed to attempt the creation of what I am 

calling a ‘performative diagram’. This is a performance event (or workshop 

process simulating rehearsing towards a performance event) designed purely 

from the standpoint of exploring the challenges faced by the actor/performer 

inside a performance. This performative diagram allowed me through the 



 32 

process of rehearsing for the event to see and unpack some of the challenges 

with a more objective eye. The performance, although loosely attempting to 

communicate the narrative used, was more focused on the challenge of multi-

tasking, awareness and mediality used. 

Although the purpose of the initial cycle-of-practice, under the working title 

MADMAN – a diary, was associated with the development of this performative 

diagram as an isolated functional representation of the challenges and demands 

of the contemporary actor/performer, elements of this ‘framing’ were used in the 

development of the practice and performance events throughout the project. The 

performances from the subsequent cycles are more polished and palatable for an 

audience but still include the underlying investigation and demonstration of the 

challenges faced by the actor/performer in the types of performance covered 

under the scope of this project. 
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MAKING A MADMAN 

Cycle One 

1.01  Prelude: Creatures and conceptions 

I sat in a darkened room watching a projection flit across the wall, 

representations of performers both live and on screen materialized in front of me, 

the projector light danced about the room flickering and disappearing as quickly 

as the ephemera it reproduced. I must admit there was a moment spent dwelling 

on the paradox of how fickle yet simultaneously invested and dutiful this 

profession is. There was also an irony, not lost on me, that I was watching a 

projected version of a live performer who was interfacing with an audience 

through a crafted live projection of themselves. It must have almost appeared an 

installation art piece in and of itself to anyone who came and knocked on my 

studio door: projection cascading haphazardly over walls, shelves, and ceilings, 

papers scattered everywhere, notes scrawled on pieces of paper ranging from 

the exuberantly large to the tiniest of Post-it notes or scraps torn from the edge 

of a diary. Within this chaos I sat in the centre, as if to absorb it all by osmosis - it 

must have seemed the grotto of a lunatic.  

 

I was watching interviews, backstage process footage and clips of UK director 

Katie Mitchell’s work …some trace of her, which was performed at the National 

Theatre in 2008. This theatre piece was an extremely contemporary re-working 

of Dostoevsky’s novel The Idiot. With its multitude of complex layers, it was 

demanding of the actors, it was demanding of the audience and it was 

demanding of the literary work itself.  It challenged the audience’s focus and 

concentration. It interrogated the source material, the medium of theatre and live 

performance, the world we live in, and the actor’s place within the performance. 
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Mitchell’s work was doing all of this simultaneously on different tiers of 

communication with its audience. The audience grabbed glimpses of character, 

but this character was made up of at least two different performers interacting 

together live onstage through the cinematic amalgamation that loomed above 

the stage. The audience gained an experience of editing right in front of them as 

action outside the frame they saw onscreen was omitted but was clearly laid 

bare in front of them. 

 

I sat there watching and thinking how it must have been to be a performer within 

this challenging work: the precision, the open-mindedness, the depth of 

awareness and of course the abstraction. The challenge resided not only the 

abstract nature of the adaptation of the literary work but also the further 

abstraction of some of the performer’s tools already residing in the abstract - 

emotion, tone, timbre, objectives. This abstraction was achieved through the 

disassociated communication of these elements via displacement or 

deconstructive means. For example, one performer emoting and being the face 

or thought pattern of someone else’s words; or, communicating dramatic tension 

through the simple task of drinking water from a glass – because these are all 

the tools you have ‘in-frame’ as an actor to utilise for expression. 

Sean Jackson, an actor in Mitchell’s multimedia work Waves, describes the 

experience of being inside one such multimedia production as really rewarding 

experience. 

   ‘…there are moments when you are acting,  

          and there are moments when you are facilitating  

            somebody else's acting and helping out... 

  Once you get to grips with it I think it's really rewarding.’           

     (Jackson 2008) 
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Fellow actor Kristin Hutchinson commented on how strange it would be to go 

back to ‘conventional acting’ (Hutchinson 2008), a statement Jackson supported 

having already experienced the transition. These comments by the 

actor/performers suggest a distinction in the skillsets, mindsets, abilities and 

differences in awareness and focus required for a production like this. 

 

I was going to be exploring the skills, abilities and a training or rehearsal regime 

that assists a performer with this transition and helps them find the tools and 

connections they need for the seemingly insurmountable task of navigating such 

a tumultuous intermedial postdramatic and posthuman performance work.  For a 

performer to realise the ‘reward’ of embracing other means of communicating 

with their audience rather than ‘conventional acting’, their ‘conventional acting’ 

must be augmented and lifted by the abilities they have gained through working 

in an intermedial performance environment.  

 

As I sat and watched, I thought back to my own works such as the version of 

Lanford Wilson’s A Poster of the Cosmos, which coincidentally I performed in the 

very same year as …some trace of her. Although I was unaware of Mitchell’s 

performance work, they seemed to have an unforeseen synchronicity. Half a 

planet away, they were still touching on similar themes and both using dated (in 

a very broad sense) works to examine contemporary society. They both also 

crafted the audience’s reception of the actor(s) performance integrated with the 

design to transmit a message encoded within the performance and the narrative 

that was both linked to and distinct from the text. 
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This reflection brought a lot of realisations to the surface about my own practice. 

I thought back over the process I went through within A Poster of the Cosmos, a 

production wherein three spaces were available for the audience to experience 

the performance.  

As mentioned in the introduction, the spaces in A Poster of the Cosmos were: 

1. A small Interrogation Room, housing two audience members (who sat in the 

position of ‘the police’), the performer and 5 video cameras observing the action 

and piping it to screens in another space. 

2. An Observation Room with mirrored glass housing 8 audience members: who 

watched the performance occur in the Interrogation Room through the one-way 

mirrored glass and heard the performance via a monitor speaker to the room 

they could see live.  

3. A Performance Installation Room in this space the audience was given the 

option of 5 different screens each with a live feed from the Interrogation Room - 

Each of these feeds was a different angle and distance from the performer. The 

audience was also exposed to music created live in the moment as the score to 

the video experience. This scoring was done with the audience’s collective 

experience and response taken into account by the composer. Lighting was also 

used to subtly shift the atmosphere of this installation room. In essence the 

audience were able to craft their own video/performance experience by choosing 

the angle and manner in which they interfaced with the performance. 

 

As an actor/performer, I, by necessity, had to craft my performance and be 

aware that I had three very different audiences to cater to within this event – 

each interfacing with the performance via a different mode: 
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• Mode 1.  Video/cinematic: only receiving what the camera relays.  

 

• Mode 2.  Removed from the space by a barrier (the one-way glass) 

 

• Mode 3.  In the room with the performer (me) experiencing the raw 

palpable energy of the text and its delivery.  

 

Needless to say, I could empathise with the performers at play in Katie Mitchell’s 

works, who were having to monitor and track many different modes of 

performance and how it was becoming mediated simultaneously.  

 

Amid all this nostalgia and potential energy of possibilities, both past and 

present, flooding into my mind and my notes, I attempted to steer my mind to the 

task ahead.  I was about to embark on a journey. This journey was intending to 

take place with rough descriptions of landmarks but no map to speak of. Cutting 

myself a path through the dense scrub of nebulous terms, which without care 

would quickly close behind, enveloping me, leaving no point-of-reference – 

making the landmark, or lamppost of my own past experience in A Poster of the 

Cosmos all the more important. This was to be the first cycle-of-practice 

exploring multimodality, multimedia and multitasking within performer training 

and performance practice – a jungle of thick foliage, wherein, I was attempting to 

find the medicinal and nutritious plants needed to sustain oneself inside these 

complex performance works. And indeed I felt like a madman, imagining how I 

would communicate the amorphous and abstract ideas and notions I would be 

toying and tinkering with during this process.  
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The purpose of this cycle was to: 

-  work with experienced performers to create a performance-based diagram of 

the sorts of tasks asked of the contemporary performer and build an artistic 

sensitivity/awareness of these tasks in relation to being tools and devices for 

communicating artistic information with an audience.  

- develop a process to facilitate this awareness and sensitivity, beginning with 

organic and physical performercentric exercises and progressing through to 

extensions to the performer through props, objects and technology. 

During this cycle, I set out to create an experience that stretched the performers’ 

abilities, and subsequently the audience, through the communications received 

from that performer.  

Training for this experience was the undertaking of task-based exercises. Each 

exercise had its own inherent tasks that the performer would need to complete. 

One such exercise included walking through the training space but with only one 

foot allowed to be in contact with the ground at any one time. This task would 

promote dynamic awareness that drifted between a plateau during the periods 

where one foot is firmly on the ground and more specific and active awareness 

during the transition period from step-to-step. 

 

   
Figure 7: Footfalls, actor/performers taking part in exercises involving contact points with the ground, 2015. 
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On top of these tasks, the performer 

would be asked to toss a ball from one 

hand to the other in addition to the 

tracking of each step. This ball toss 

must occur on the thought changes or 

punctuation marks within the lines 

they are delivering. Another exercise that 

involved balls which I referred to during the sessions as Gravity Balls. In this task 

the actor/performers interacted with each other via colour coded ping-pong balls. 

These balls were able to be attached to points on the performers’ clothing such as 

the knees, the elbow, the feet or the chest. The two colours had polar operations, 

white would lighten the quality of the area of the body it was attached to, the 

orange balls would restrict that area to laboured, and weighted movements. The 

idea underlying these tasks was that a performer would be monitoring the base-

level task at the same time as the second echelon task and layering intellectual 

and artistic sensitivity to the secondary task. In doing so the actor/performer would 

be developing an awareness of the need for isolated movements and actions that 

do not affect the other parts of the performer unless there is intent to do so. This 

was done in an effort to allow a performer the realisation that abstract notions can 

be communicated as much through interactions with objects, technology and 

space as with vocalisation, physicalisation, actions and words. 

 

 

 

 
 

 
Figure 9:  Actor/performers pictured using the Gravity Balls, 2018. 

Figure 8: Actor/performer in performance whilst under the 
influence of Gravity Balls, 2018. 
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1.02  The ‘i’ Series 

Out of this cycle, a lexicon began to emerge. This 

language or vocabulary came from necessity. I found it 

was necessary to develop a terminology (see Appendix 

1) to name the specific elements of the exercises and 

the complex layering that we were navigating during our 

sessions . Under the working title of the ‘i-series’ these 

terms helped to identify where the performer sat within 

the exercise, what perspective they were using and 

what treatment/relationship was at play between them 

à the exercise à and ‘the audience’. From the 

implementation of this vocabulary an inherent ‘linguistic’ 

relationship with the terms began to emerge in the performer’s practice as their 

‘literacy’ with them became stronger. This flagged a point in the research project 

 
Figure 11: The ‘i’ Series (Table) 

Figure 10: MADMAN process 

‘actor/perfomers’ at play 
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where it was critical for the performer to explore, understand and gain a level of 

competency in the ‘linguistics’ inherent within each modality.   

 

Figure 11 lists the terminologies, emergent from the workshops, that I began to 

implement and use during this cycle-of-practice. I bring this vocabulary into play 

at this point so that I may better navigate the exercises used and their focal points 

for the reader and demonstrate how early this organically developed in the 

process. I would discover this sense of vocabulary, eloquence and literacy 

becoming  more and more important as the project progressed into the next two 

cycles. Some of these terms will be clear at the outset, but the clarity provided by 

and for the remainder emerged later, as was also the case in the training sessions.  

 

I also found that it was important to set up this notion that there was an ‘audience’ 

present at all times even though we three were in an empty auditorium. The idea 

that there was always someone observing and watching added gravitas and 

commitment to every action that occurred during an exercise – something was at 

stake – no action could be feigned or dropped or manufactured in an arena that 

included an ‘audience’. This is a notion brought to the fore when working within 

Tadashi Suzuki’s training, that it is always important to performer to the other even 

whilst ‘training’. The exercises are after all working towards a performer who was 

communicating with an audience on many levels – therefore an ‘audience,’ virtual 

or otherwise, is required. This full commitment and focus was important otherwise 

the entire exercise was nullified.  
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1.03  Sensitivity and Suites 

STAGE 1: AN INTRODUCTION TO THE PROCESS 

Eugenio Barba introduced the performing world to a concept of pre-expressivity 

(Barba and Savarese 1991). Barba uncovered for us the notion that the 

actor/performer must go through a regime or process before they attempt 

expressing and performing. Barba also observed that a performer had multiple 

tiers or layers to their performance. For Barba, these were ‘levels of organization’ 

(interview 1989 in Paris, cited Pradier, 97) that were biological and psychological 

in nature.  Performance practitioners like Suzuki, Zarrilli, and Bogart & Landau 

each have training practices and preparatory exercises for the actor which link 

performance notions with this essentially ‘pre-acting’ stage of training for 

performance. Sometimes these exercises are conducted in a training period prior 

to the rehearsal period or during. Sometimes the exercises are more ritualistic and 

 Figure 12: Powder Stomp, Image Credit: C. Jackson 2015 
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conducted daily, whether performing or not, and become more of a meditation on 

the performer’s awareness of their body, their presence, their being and their place 

in time and space at that very moment. These notions of the permeating levels of 

a performer’s awareness were key to the opening to this research and a gateway 

to the mentality and approaches used in the stages of performer ‘preparedness’ 

in this project. One example of this is an exercise I have titled the Powder Stomp 

(Figure 12). An exercise in two parts, action and reflection, the Powder Stomp 

asks the performer to endure a Suzukian Stomp as close to how Tadashi Suzuki 

intends as possible. I learned the exercise at one degree of separation away from 

Suzuki via OzFrank Theatre Matrix founders Jacqui Carrol and John Nobbs, both 

having trained directly on several occaisions with Suzuki. Carrol and Nobbs 

maintained a very strict adherence to Suzuki’s original methods as well as 

adaptations that Suzuki himself has witnessed and approved. The Stomp is 

conducted to the prescribed music by Ricardo Santos, Shinnai-Nagashi and it 

goes for approximately three minutes. Participants in Suzuki’s Stomp are expected 

to stamp their feet in adherence with the beat of Santos’ track and the technicality 

specified by Suzuki in his training. This exercise is an exercise in commitment, 

rigor, endurance, meditation and awareness of self. 

 

The one caveat of adhering to Suzuki’s exact technique for what is termed Basic 

One, otherwise known as a march or Stomp, is that each participant prior to 

commencing the exercise place their feet in a tray of baby powder. From that 

moment, each footfall is captured on the floor of the space. The actor/performer is 

now shown, and has the capability of tracking, their impact on the space through 

movement. This promotes an awareness of how movement in space for a 

performer (choreography or blocking) alters and transforms it, even if it is briefly.  
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It is worth noting that this one part of the Powder Stomp exercise in and of itself 

is in fact an intermedial exchange between the individual performer, the space 

and each other.  During this stage of the exercise the actor/performer must, in 

addition to the commitment to the Stomp, maintain an awareness and memory of 

their path through the space in preparation for the second part of the exercise.  

 

The second part of the Powder Stomp begins immediately at the conclusion of the 

Shinnai-Nagashi music. For a moment, the performer is allowed a brief but potent 

pause, as they are asked to hold that final position in active stasis and to reflect 

on their body, their mind, their journey. When the next music track begins (Critical 

Mass by Sufjan Stevens) the performers are asked to invert their path and retrace 

each of their steps reflecting on each footfall as they pass. The actor/performers 

are further asked to explore an inversion of quality of movement, a more legato 

treatment in response to the music in opposition to the staccato rhythm of the 

Stomp.  

 

This exercise, along with the other suites, were designed to promote performer 

awareness of the inherent intermediality of theatre and performance, and how 

each and every moment, movement, interaction and intersection of media 

(performers, space, set items, production elements) is potent with possibility of 

expression. The exercises encourage the actor/performers to realise that even the 

space itself is an extension of them, and inversely they are a part of the 

performance environment.  
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As part of this process a whole range of what I am calling suites of exercises 

were tailored to guide the performers through an experience that would allow 

them to shift their focus and awareness to different parts of their performing self. 

Some of these focused on awareness of self, space, fellow performers and 

specific expressive tools available to the actor; others were about awareness of 

modality and how they were expressing or channelling performance information; 

still others concentrated on multi-tasking and stretching that awareness and the 

intersection points experienced by the performer. 

 

There was a sequence of events that made up the logical infrastructure of our 

training, forming the staging or framework we were moving through over our 

sessions together. This began with recognised exercises and methods from 

around the world, introducing the performers to the work that would be forming 

our base. These practitioners included but were not exclusive to Suzuki, Zarrilli 

and Bogart & Landau. Once we passed through this introductory portal to the 

work I began filtering and combining these exercises and methods into the suites 

to focus on the particular areas (i.e. multi-tasking, modality, performing 

consciousness). These suites include some of the exercises touched on in the 

introduction and re-purpose them for the specific focus of that particular suite. 

 

When we began to have a grasp of the factors and 

components in play we could then begin to discuss 

the potential for utility and orchestration – the musical 

and chordal nature of the performer within the work. This notion of chordal 

arrangement, when thought of as a basic triad, allows the performer in action to 

use several tiers in order to communicate with their audience, each distinct in its 

own right but interactive with the other tiers in harmony. These initial suites of 

 

Figure 13: Basic triad chord musical notation 
diagram.  
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exercises developed as part of this training were deliberately non-technological 

and more esoterically oriented towards acting/performing consciousness. This 

was done in an attempt to ease the transition into a more abstract frame of mind 

in relation to performance. 

 

Gradually I start to integrate props and tools to the training as we shifted into its 

third stage, moving towards using multimedia elements and technology in the 

training. These props are seemingly random objects like sticks, umbrellas, ping-

pong balls, cups and saucers and compact mirrors. I use these props to augment 

the performers’ body: a stick may be used as an extension of the arm, or an 

expressive tool in place of the hand; an umbrella may be used to examine drag 

and dynamism, ping-pong balls placed onto the performer’s clothing via Velcro 

dots may add imagined weight/gravity or float a particular part of the body. As the 

training progresses even further technology such as cameras and microphones 

are made available to the performer. Initially this introduction of the camera is done 

with fixed-angle live-feeds around the room so that the performer may begin to 

observe and critically analyse their ‘output’ during and within the training 

exercises.  

 

This stage of the training is a transitional one where the performer is allowed to 

play with how they might communicate theatrical content via another mode or (for 

want of a better word) prosthesis. Much like a puppeteer, the performer must 

‘breath life into’ and communicate through these objects of transformation. 

Exercises that ask that the performer only express through one part of their body 

are included as part of this stage. These exercises demand that the 

actor/performer channel, re-direct and transcode their creativity and expressivity 

through one contact point with the audience. A great sense of play comes in here 
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where the performer can experiment with the different ways of achieving this single 

contact point.  

 

This notion of ‘one contact point’ is a progression toward the framing of a camera 

shot, or the voice over, or, in the case of Samuel Beckett’s Not I, only having the 

mouth and voice available as a contact point with the audience. Lisa Dwan’s 

performance of Beckett’s Not I, originally at the Battersea Arts Centre in 2005 and 

documented extensively when remounted at the Royal Court in 2013, is 

particularly fascinating in how such a physicalisation and dynamic performance 

can be channelled through a wall and a single contact point with her audience  - 

the mouth and voice. Even though she is required to be strapped to the wall, 

immobilised, the physical energy required is immense. Dwan finds a way of 

transcoding that physical energy through her mouth and voice.  

 

The next stage of the training process dwells on the notion of self-control in 

performance. Diderot introduced the notion of the composed actor in absolute 

control of each of their faculties and the paradoxes that a performer experiences 

(Diderot 1883). These same principles of self-control and paradox are present 

within an intermedial work. The paradox of acting that Diderot describes and the 

conundrum every actor faces each time they step into a performance. This next 

stage based in composition and orchestration from the performer. The performer 

is allowed to select the manner and mode in which they are communicating by 

playing with proximity to the camera. They are allowed to dance on the paradox 

created by their ‘live’ self performing in the space versus their screen-based self 

performing in the space. This is where the previous exercises and experiences 

begin to interact and the performer is allowed to play with their newly discovered 

instrument. Some detailed descriptions of the exercise suites and walkthrough 

instructions can be found in the support material accompanying this exegesis. (see 

appendices) 
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1.04  Preparing the Performer 

This research cycle focused not only the experience of being inside these 

intermedial works but also how to prepare an actor/performer to work in this highly 

demanding hyper-aware, multimodal and multi-tasking manner. I decided that 

before even being exposed to technology and other tasks that the performer (or 

subject) must first become aware of their own body and presence in the space and 

how to manipulate it. This would require them constantly to be aware of every part 

of their being and how it was ‘transmitting’ to an audience. There are distinct 

parallels with the training practices of Suzuki – for awareness of the performing 

body and how it communes with the ‘audience’ and space. Similarly, Viewpoints 

(Bogart; Landau 2005) and the work of Phillip Zarrilli come into play in this ‘pre-

acting’ stage of working. The suites of exercises (mentioned above) were 

designed to take the performer through a progressive journey of awareness and 

discovery, layering information and subsequently encoding it within their actions, 

body and being. My own experiences with Suzuki led me to use this as a base-

level platform to work from. An exercise like the Suzukian Stomp, with its 

seemingly simple and straightforward directive has become a gateway exercise 

for intersecting multiple awareness-based tasks across in order to expand the area 

available for a performer to create within. This is an example of a structure which 

allows freedom. 

 

Emergent from working with the actor/performers in this cycle was the 

importance of extending the actor/performer beyond their physical self. This 

extension was achieved through incorporating props and cameras as simple 

monitoring devices and was done in an effort to begin to condition or prepare the 

performer for the more complex tasks ahead in the process. This equipped the 

actor/performers for when they would be asked to manipulate props and 
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technical elements to frame themselves, their fellow performers and the 

performance itself. Stemming from Suzuki and Zarrilli’s practice and philosophies 

was the point-of-view that the performers always have a sense of demanding 

more of themselves and giving more to the performance. This philosophy was an 

important one to embrace in transferring from the organic and highly-physical 

exercises to the technological in a meaningfully inclusive manner. 

 

This first cycle-of-practice made one thing clear first and foremost, that there are 

two paths available to a performer within a work dealing within intermedial, 

posthuman or postdramatic works. The first path was to be blissfully ignorant of 

the devices used and how they work with your performance interactively to 

communicate a message to the audience, or, secondly, to embrace these 

extensions of your performing self and the possibilities they open up for 

furtherance and success. The first option means the performer just goes about 

their business and actions any direction given but is purely a tool themselves 

within the performance. The second option allows the performance to grasp with 

both hands the opportunity given to them to interact with their audience on a 

level that perhaps transcends the action onstage. The biggest discovery in this 

cycle, however, was the development and creation of the theatre machine 

dubbed M.A.D.M.A.N. 

 

 

 

 

 

 

 

 



 50 

1.05  M.A.D.M.A.N ASSEMBLY: COMPLETE 

M.A.D.M.A.N stands for : 

Manipulation And De-construction Multi-modal Acting Nexus 

 

This theatre machine is made up of at least 

one computer loaded with an array of theatre 

production software, predominately the 

performance software Isadora created by 

Troikatronix. This software allows video 

cameras (in our case three handheld DV 

Cameras with video out capability) to stream 

live footage to a multitude of screens. The 

actor/performers can use these cameras to 

monitor and also craft their performance by 

choosing the framing they are viewed in. 

 
 

This freedom and readout 

allows a performer to craft their 

‘theatrical’ performance with 

great specificity and also 

stretches their expression 

immediately into another 

modality – one which they can 

now play within. 

 

 

 

Figure 14:  The M.A.D.M.A.N. machine  
(version 1), 2016. 

Figure 15:  It’s ALIVE!, actor performers interacting with the 
M.A.D.M.A.N. for the first time 
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In addition to the three cameras,  the 

M.A.D.M.A.N is armed with 

microphones for audio and voice 

recording, operation equipment for 

technical elements (such as lighting), 

and the ability to record and stream 

their performance to any of three 

screens.  

This extension of their natural abilities allows the performer to explore a 

monologue, for example, through various ‘modes’ of performance. They observe 

and monitor whilst in the moment as well as being able to record for later 

scrutiny.  The wide-angle setting on 

one camera can provide an 

overview of the larger theatrical 

performance and full scope of 

physicality, while the performer can 

train any of the other cameras as a 

close up on their face for a readout 

on the cartography of their internalized performance.   

 

At its first and basest level, in terms 

of training and rehearsal the value of 

the M.A.D.M.A.N is an adaptation of 

a ballet barre and mirror allowing the 

performer to gauge their ‘posture’ 

and ‘form’. As a performance tool it allows the performer to orchestrate what 

particular mode of theatricality or expression they want to bring to the foreground.  

 

 

Figure 16 :  A ballerina in training, 
https://static.dezeen.com/uploads/2011/04/dzn_An
zas-dance-studio-by-yoshimasa-tsutsumi-1.jpgBAR 
POSE (last viewed Jan 2018) 

 

 
Figure 16:  First Words, actor performers utilising the microphone 
systems for MADMAN – a diary, 2016.  

Figure 17:  Where I end and you begin,, actor/performers utilising 
the camera and projection systems for MADMAN – a diary, 2016.  

Figure 18:  A ballerina in training (last viewed Jan 2018) 
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As I progressed through developing more training around intermedial performance 

through the M.A.D.M.A.N.,  I was hopeful that an actor/performer’s sensitivity to 

multiple layers of expressivity and the extension of their performative-self would 

improve. This improvement would allow the actor/performer to navigate the 

demands of intermedial contemporary performances as a meaningful and full 

interaction. 

 

In the ‘theatre of my mind’ (Suzuki 2005), a 

performer who can embrace these complex 

contemporary works we see emerging and accept 

the challenge these works throw at them with 

artistic sensitivity and with the awareness and 

skillsets to manipulate and ‘dance’ with them - will 

be the most resilient and useful of them all. That 

actor/performer will be poised to communicate artistic messages to an audience 

on a variety of levels. In order to achieve this type of performance awareness a 

training & rehearsal regime needs to be addressed to facilitate this type of 

performer tentatively titled in my notes as the actotum, an adaptation of the word 

factotum meaning a person who or can do many different things.  

The goal was to move forward from this cycle and focus on how a performer can 

become proficient in applying the many skills and awarenesses required to 

interact and interface with a performance in a meaningful intermedial 

relationship.  

 

 

 

 
Figure 19:  Introspection and reflections, utilising the camera  
and projection systems during MADMAN – a diary, 2016. 
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THE DISASSOCIATED AND ABSTRACT SELF 

Cycle Two 

 ‘Onward I marched into the grey dawn…’ (Gogol, Diary of a Madman, 1835) 

Out of the previous cycle, it was critical to reflect not only on the practice, the 

cycle itself and the mechanics of how the research was conducted, but also the 

other levels of what was ‘new’. It was from this reflection period that I discovered 

a need to discuss ‘media’ and thus began a journey into the exciting and 

nebulous territory known as intermediality. I say nebulous because by nature 

intermediality is a liminal and intangible element that lives in the ‘in-between 

spaces’ (Kattenbelt 2008, p.26). Rajewski tells us everyone who uses this term 

must also be obliged to define it in relation to how they are going to use it (cited 

by Kattenbelt 2008), attesting to the ephemeral and phenomenological nature of 

intermediality. This quality is partly because when intermediality is present it 

redefines everything it touches and through that redefines itself. It is a term 

which describes mutual affect and effect and a perpetual state of flux between 

different media and how they interact. While I introduced intermediality 

previously, here I am unpacking it in relation specifically to the experiences 

provided by the second cycle-of-practice where it emerged as a driving element 

for this research project. 

It was the presence of ‘multimedia’ or multiple mediums, fundamental in this 

research project, that drew my attention to the term ‘intermediality’. In fact, 

theatre has always contained this relationship. As Kattenbelt tells us, theatre 

unlike other art forms provides a ‘hypermedium’ – defined as a medium that can 

contain all other media - which allows ‘a stage for intermediality’ (Kattenbelt 

2008, p. 23). However, in the case of moving forward within this research 

project, it became not a question of the traditional ways in which theatre and 
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Figure 21: GobSquad, Super Night Shot, 2011. 

performers are engaged in an intermedial conversation but a question of how 

organic performer(s) engaged with technological mediated presence (video, live 

sound re-inforcement), text, and each performer’s performance. This 

engagement becomes the intermedial exchange through the use of present day 

technologies.  

For an example of this interface or engagement taken to the extreme I can turn 

to GobSquad’s Super Night Shot (2011). This challenge based public art work 

was comprised of four cameras recording in complete synchronicity across 

various paths through Indira Nagar. The performance itself was conducted ‘live’ 

out in the streets of the city. Performers were interacting with and responding to 

the analogue ‘media’ provided by the general public going about their business. 

The recordings of these performances were then taken back to a screening 

venue and played side-by-side. The viewers began to see both a live and 

retrospective intermedial 

relationship play out in front 

of them. Various ‘media’ 

came into this conversation 

not the least of which was 

temporality and how the 

immediacy was captured 

and remediatized. 

 

 

                       
Figure 20: GobSqaud, Super Night Shot, 2011 Photo Credit: Prudence Upton 

 



 55 

Figure 22: Blast Theory, Can You See Me Now?, 2010 

Similar work in the public 

art sphere was created by 

Blast Theory with their  

Can You See Me Now? 

(2010) This work is a 

collision of the virtual world 

and the ‘real’. 

 

Audience members were participants in an online virtual ‘game’ platform which is 

an exact replica of several city blocks. These city blocks are where the ‘live’ 

performers enter the scene as Runners interacting with the audience through GPS 

technology. By navigating the ‘real’ city blocks by physically walking and running 

Runners control a digital avatar in the virtual replica of the game area. The 

performers are communicating with their audience through both a virtual realm 

and through their physical locative locomotion, as well as verbally through UHF 

radio also tied into the game platform. This is an even more complex relationship 

with the audience which heralds some further thinking around (re)mediation, 

virtuality and immediacy and how these elements play a huge part in the dual 

experience of the performers within all the performance practice in this project. In 

the case of this project and intermediality an example of this dual experience would 

be the actor/performer regarding their ‘live’ performance in addition to their 

remediated performance. A further example of this duality would be the experience 

of intermediality itself, when the actor/performer is part of an intermedial 

conversation and is neither in-or-out of control of their own performance. 

Works like Can You See Me Now? are emerging in a context where performance 

can form an interdependent relationship between technology-based mediation 

and the ‘live’ performance. Works such as Gobsquad’s Super Night Shot 

combine immersive and participatory elements and the heavily mediated final 
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screening of the constantly recorded synchronised video footage. Katie Mitchell’s 

…some trace of her, although in a theatrical venue, was still immersive and 

participatory in the sense that the audience could see all the inner working of the 

various illusions created onstage….some trace of her demonstrates, amongst 

other themes, how the news-media and the frame of a screen can edit and omit 

key information and context to footage. The emergence of works like those of 

Gobsquad, Blast Theory and Mitchell is symptomatic of a ‘social need’ 

(Auslander 2012) for this kind of intermedial and even posthuman performance 

stemming from how we now interact with media within everyday contemporary 

culture. 

 

Auslander argues that our experience of the ‘liveness’ of digital technologies as 

dependant on ‘the technologies’ ability to respond to us in real time.’ (Auslander 

2012). Auslander is in fact claiming that a truly ‘live’ use of technology in 

performance requires an intermedial relationship. This relationship is described 

by Dick Higgins in 1969 as media ‘cueing’ off each other, in his first use of the 

term in the essay Intermediality (Higgins 1969, p.2-3). Are we still discovering 

ourselves in this hybridisation of digital technologies and organic performance? 

The ramifications of the recent shift towards the explicitly intermedial suggest 

that we are now approaching a natural evolution of performance into that 

‘supervening social [and environmental] necessity’ (Winston 1998, pp. 7-10) 

provided us by a currency of technological interactions in society we have never 

before experienced as a species. The questions generated through this cycle 

eventually led my research down another important track – the ‘cyborg’ 

performer, performance and audience – which I will explore in the final chapter of 

this exegesis. 
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As I deepened my understanding of intermediality, it did come to my attention that 

many forms of medial relationships were present in this research project and the 

performance outcomes. Jay Bolter and Richard Grusin state that remediation is 

broken into two intrinsically linked parts ‘tribute and rivalry’  (Bolter; Grusin, 1999 

p45). In this process there is a ‘double logic’ of transparent immediacy and 

hypermediacy, in which the first makes the viewer forget the medium, whereas the 

second aims at making the user aware of the medium. (Kattenbelt 2008, p. 25) 

The M.A.D.M.A.N developed as part of the first cycle-of-practice during this project 

embodies these logics through an actor/performance interface. 

The M.A.D.M.A.N was used in conjunction with Samuel Beckett’s Rockaby as 

the main focus of this second cycle of practice. The version of Rockaby created 

as part of this research project contains remediation of the live performance, 

however, this label does not account for the interaction, interplay and mutually 

dependant nature of the performance between the various media. Although 

remediation may be present and perhaps used as one component (or a ‘media’ 

in and of itself) within Rockaby the performance really exists between the co-

relations and redefinitions of the media in play and how this ‘refreshes’ 

(Kattenbelt 2008, p. 25) our perceptions of them, and the wider performance, as 

an audience and performer. Kattenbelt (2008, p. 26) tells us that intermediality 

‘assumes an in-between space’ and this ‘in-between space’ is precisely what is 

found in the incarnation of Beckett’s Rockaby. 
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2.01 Why Beckett, why now? 

 

It is always important when selecting a text to address the question of why it has 

been chosen and the ramifications of this choice. This question arises with my 

use of Beckett in this cycle-of-practice. For me, the particular themes, subject 

matter or narratives at play within the Beckett works I selected were not of 

primary importance in this instance. However, it was important to identify the 

circumstances that led to the choice of ‘staging’ Beckett and the structures of the 

particular selected works that would lend themselves to my research.  

Working in a smaller institution such as the School of Creative Arts often results 

in an alignment of interests, which here led to a convergence in the form of a 

season of performance works interrogating Samuel Beckett’s work in the 

postdramatic and intermedial realm. Grace Roberts, a fellow MFA candidate at 

the School of Creative Arts, had already looked at Beckett’s work and the School 

itself had been trying to ‘sow the seeds’ of collaboration in the cohort of post-

graduate students. Roberts and I decided to take the first step towards this 

ourselves by collaborating, seeing it as an opportunity to further our own 

research and benefit from the fruits of this ideation of a cohort in the time we had 

left of our respective candidatures. Given Roberts had already begun looking at 

Beckett and my own research could deal with seemingly any given text, we 

landed upon mounting a season of smaller Beckett works for public consumption 

and our research practice. 

Roberts would be concentrating on Breath – which in this iteration would be a 

remount of her previous cycle-of-practice’s installation work – and Quad I & II 

which was a very exciting imagining of the work. 
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I, for my part, considered Beckett’s Rockaby (1981), and Not I (1972).  Both these 

works involve a disassociation of, and a deconstructed view of, the 

character/performer’s expressive self, which was fitting as it paralleled devices 

that emerged from my first cycle-of-practice. In Not I the actor performer is limited 

to two physical expressive tools: the voice, and the mouth itself. In Rockaby the 

sole character is disassociated into parts of the self, with an internal monologue 

as voice over and the body in the space being for the most part mute. 

My investigations as part of this project had so far involved observing, as well as 

experiencing for myself, the challenges faced by an actor/performer navigating the 

complex nature of performance and specifically intermedial performances in a 

laboratory setting with the creation of what I have mentioned in the previous 

chapter termed a performance diagram. How could I better facilitate this 

integration of the performance diagram with performers? These challenges in the 

diagrammatic work had so far been a broad spectrum of props, sound creation, 

manipulation and camera operation in addition to blocking and interaction with 

fellow performers. 

Over the development for this cycle, I decided to set Not I aside as it seemed a 

logical choice to narrow the scope and provide a limitation of the expressivity using 

the natural disassociation and deconstruction present in Rockaby. This focus 

would see the performers each being responsible for certain performance 

elements. One performer would be performing the voiceover live, whilst having the 

ability to craft how their voice was perceived by becoming versed in the linguistics 

and expressivity available through microphone technique, equalization and live-

looping. The other actor/performer would be catering to a multitude of camera 

angles and framing of their live performance remediated through three large 

format projection screens, similar duality to that which I had experienced as an 

actor/performer in A Poster of the Cosmos. I placed these limitations, and 
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reframing of their expressivity as challenges to the actor/performer and therefore 

allowed a facilitated segue into utilising and communicating an intermedial 

interrogation of expressivity in performance. 

 

 

  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 23: Rockaby actor/performer with M.A.D.M.A.N. station in use., 2018. 

 
Figure 24: Rockaby actor/performers using the M.A.D.M.A.N. in the performer preparedness process, 2017. 
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2.02 A deconstruction of the performer; a pseudo-cubist treatment of 

Beckett 

The previous cycle had explored the challenges associated with preparing the 

performer for challenges within a multimedial, postdramatic or multimodal work. 

Leaving aside the conventional challenges of mastering the suites of exercises, 

what had emerged from various parts of this first cycle was a need to examine 

notions of ‘inter’ and ‘multi’ media and performance. This second cycle-of-

practice would more specifically target how the devices at play within these 

genres, styles or treatments may be employed to augment or enhance an 

actor/performer in performance. In the case of my treatment of Rockaby (and 

subsequently Not I) I borrowed principles from the posthuman and also 

highlighted the intermedial relationship between all of the elements present on 

stage.   

It was important to me that the treatment of Rockaby remain informed by, and 

organically rooted in, Beckett’s emotive language rather than overshadowed by 

this powerful platform of intermedial and posthuman augmentation 

superimposing itself upon the text. To achieve this the actor/performers would be 

exploring an approach that allowed for the ‘encoding’ of information layered and 

woven within the performance. This information would be created in and distilled 

from a multimodal phase of the rehearsal process. This process allowed the 

performers to explore highly physical and organic processes, exercises, 

choreography and blocking which would then be encoded back into their 

technologically based interactions. This phase would then be followed by a 

reductive and embodied phase that integrated these rehearsed experiences 

within an intermodal/medial conversation where the actor/performer is free to 

‘play with’ and navigate the audience, the work and themselves in a ‘live’ setting.  
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Through this process, an emergent eloquence in the ‘linguistics’ created by 

these approaches and the knowledgeable navigation of the cartography of those 

approaches led to a pro-active conversation existing between the performance, 

performer and audience. This competency in the ‘linguistics’ and the technology 

used to augment the performance (multiple camera angles and voice layers) 

married with the disembodied/disassociated nature of the character written for 

Rockaby allowed for an almost pseudo-Cubist self-portrait of the performer to 

emerge. 

It was a joyous thing to behold performers embracing and being embraced by a 

posthuman and intermedial performance paradigm. For example, the 

actor/performer who controlled the voice and video elements of Rockaby 

transcoded the experience of highly physical modalities and explorations of the 

text and the ‘acting’ into changes in vocal effects, and camera angles, 

remediating the movements and vectors they discovered in the rehearsals using 

skills they gathered in the preparatory stages. It was this competency, sensitivity 

and eloquence developed in the early preparatory phases of rehearsal that 

allowed for the intermedial nature of the performance to blossom and was an 

extremely valuable milestone to have arrived at within the project at this point in 

time.  

 

 

 

 

 

  

Figure 25: Rockaby actor/performer experience the disassociation, deconstruction and pseudo-cubism effect of the 
M.A.D.M.A.N.  for the first time, 2017. 
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2.03 Performer Preparedness: Theatre of tomorrow, and tomorrow, and 

tomorrow… 

The intermedial approaches to Rockaby (and subsequently Not I) involved 

further exploration of the potential of the M.A.D.M.A.N. The Manipulation And 

De-construction Multimodal Acting Nexus was the platform from which to create 

the ‘performance environment’ and facilitate Rockaby in the multimedia and 

multimodal realms. Integrating the M.A.D.M.A.N. into rehearsal and through to 

performance allowed a facilitated intermedial re-imaging of Rockaby. The 

actor/performers were required to undergo an induction and be trained with the 

M.A.D.M.A.N. through the preparatory processes developed in the first cycle-of-

practice. Once this stage of performer preparedness was complete, a certain 

level of vocabulary and linguistic competence had developed for each performer. 

This literacy would then be utilised by the actor/performers in rehearsals and of 

course the subsequent performances.  

These sessions of performer preparedness involved recognised organic 

actor/performer training exercises alongside the more technical exercises of 

interacting with the technology. The sequencing of exposing the performers to 

each of these exercises was a considered approach. Each exercise led into the 

next with carefully crafted transitions so that the performer was eased into 

applying more abstract skills like those of ‘awareness’ to the more tangible skills 

like operating a mixing console. This was done to promote creativity across the 

media in play. Rather than the technology simply supporting creativity that 

emanated from a performance element made in isolation and then applied, it 

became an active and integral part of that process from the beginning. 
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To promote a sense for the performers that these skills, awareness, sensitivity and 

training were transferable, it was important that all impulses and stimulus came 

from the text itself. This is not to say the performer was not a creative entity free 

to explore their own sensations. Rather the performer was entitled to read and 

respond to the text in whatever creative fashion they desired. The text was simply 

a mutual springboard.  

This sense of transferability means that those particular performers can then apply 

the approaches and experience of being a part of the intermediality present in this 

production to any type of production in the future. The key to this transferability is 

the notion of theatrical texture. Theatrical texture results from creative modalities 

being ‘encoded’ and layered into a performance as an underlying texture. This 

creates dimension and a sense of ‘other’ that is essential in any theatrical 

endeavour. It is also important in the sense that intermediality is not and will not 

ever be limited to a technological relationship.   

I am drawn to thinking of Sir Ian McKellen’s televised workshop for the RSC on 

the experience of playing the famous speeches of Shakespeare. Picking apart 

‘Tomorrow, and tomorrow…’, where he stated that: 

 

The actor is the playwright and the character simultaneously, this can only be achieved if the 

actor having total awareness of all the complexities of Shakespeare. 

         (McKellen, 1979) 

 

McKellen goes through the speech Tomorrow, and tomorrow…  word by word and 

the multitude layers of performance that the actor is required to play at each 

moment. These layers are at play in each and every instance of a performance 

and each demands its due attention, creating an intertextual conversation 
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occurring within the actor themselves as they are performing. This type of multi-

faceted awareness, focus and attention to detail that McKellen speaks of in 

relation to performing Shakespeare’s text is akin to that of an actor/performer 

inside an intermedial/modal performance work. Similar conflicts and paradoxes 

emerge through the interrogative and multilayered communications of the 

actor/performer having to ‘carry all of this in their mind.’  (McKellen 1979) McKellen 

is really talking about being literate and versed in the semiotics and linguistics of 

Shakespeare so that you can interpret, communicate and express the intent 

adequately. Or as McKellen says ‘look after the sense, and the sounds will take 

care of themselves’ (McKellen 1979). 

In Rockaby the text is evocative and potent. Much like Shakespeare, it carries 

various voices at play simultaneously; the performer as character, the performer 

as self, the performer as writer, the performer between the shared character. 

Because of this complexity, the first stage of this cycle was to unpack and explore 

the text. I then moved on to utilise various modes of performance to explore what 

we were finding, such as improvisation, dance, movement, physicality, 

imagination, voice, and song. 

 

 

 

 

 

 
 

Figure 26: Rockaby actor/performers improvising a mirrored dance exploring the dramatic terrain together, 2017. 
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We then took the experiences of these explorations and connected the devices 

and tools available to express them; voice (microphone technique, timbre, tone, 

vocal terrain, looping), physical (rocking chair, expression, gesture, interaction 

with the chair, poise/posture, breath placement). This transcoding became an 

extra interrogation/conversation for the actor/performer. They were asked to 

actively interpret these experiences and encode, explore and express them 

through very different technological devices which took the form of a rocking chair 

equipped with contact 

microphones, and voice 

mediated through effects and 

microphone technique. 

 

 

 

 

 

 

 

 

 

Figure 27:  Loop pedal used by 
actor/performers in tandem with 
microphones during Rockaby, 2017. 

Figure 28:  Actor/performers using microphones during the preparation process, 2017. 
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2.04 Metamorphosis and Unity - Not I, it is us, we. 

During this cycle-of-practice the amalgamate voice emerged as another element 

of the choral/orchestral nature of an intermedial and posthuman performance 

identity in another link to my analogies based in musicality and the orchestral. I 

return briefly to Lehmann for a postdramatic interlude, to discuss what this 

amalgamation of ‘voices’ means in relation to a postdramatic setting. Lehmann 

(2006, p. 129) states that ‘initially the assertion of a choral dimension for 

contemporary theatre may come as a surprise considering modern theatre very 

obviously seemed to have taken leave of the chorus a long time ago.’ This is 

perhaps true but when I unpack what a chorus is; as an entity or dramatis 

personae onstage, it begins to make a lot of sense that we are revisiting this 

convention in contemporary theatre and performance. As Lehmann notes: 

‘The chorus raises a voice in whose sound waves the individual voice does not 

disappear entirely but it also no longer participates in its unadulterated peculiarity, 

instead becoming a sonic element in a new choral voice that has uncannily taken on a 

life of its own, neither individual nor only abstractly collective. If the individual voice can 

no longer be detached from the resonant space of the whole choir (even if it can still 

be distinguished in it ), inversely the chorus speaks in every individual speaker. The 

sound estranged from the individual body hovers above the whole chorus like an 

independent entity; a ghostly voice belonging to a kind of liminal body.’   

(Lehmann 2006, p. 130) 
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For one, it takes ‘hardly any directorial effort to make audiences associate 

choruses on stage with masses of people in reality (of classes, the people, the 

collective).’ (Lehmann 2006, p. 130)  Utilising this phenomena, the preparations 

for an actor to realise an equality with their other performative fellows (in whatever 

mediatised form) involved various forms of ‘mirroring’ exercises and ‘reflective 

repetition’. During the early stages of preparing for Rockaby, the two performers 

stood back-to-back and were tasked with walking away from each other in 

complete unison, and then again saying the words. This exercise can remain in 

stillness and/or movement for as long as the performers like, with no restrictions 

(temporal, grammatical, spatial) The goal is that the ‘performance’ is a genuine 

shared experience where not one of 

them, (the director, the 

actor/performer, or the text itself) 

was in control – and although this 

project is in relation to the ‘bastard’ performer’s place within a performance, it is 

essential in following the posthumanist, intermedial and postdramatic nature of 

this project that I avoid actorcentricity. 

We know that for Lehmann (2006, p. 129) ‘it is symptomatic [of postdramatic 

theatre] that monological and choral structures supersede the dialogical 

structure’ and for Rockaby it was hugely important that we grasp the notion that 

we were in fact combining the two structures. It was also important that we 

recognised that although there are only two ‘performers’ onstage there are other 

media, and (re)mediations of those performers that add a choral experience to in 

Rockaby. Here the live organic voice of the performer coupled with its cyborg 

component through its remediation through microphone and loop pedal, along 

with its accompanying performative media, are in a sense chorus. 

“ In the age of media, it is precisely such 
forms of speaking that rupture the 
dialogic unity of the dramatic universe, 
namely the monologue and the chorus, 
that move into the centre of theatre.”  

(Lehmann 2006, p. 130) 
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During the process of Rockaby the performers professed a link more potent than 

one usually expects between fellow performers, and that this was despite both a 

physical, proxemic, textual and technological separation. This link attests the 

previous point about a sense of chorus or unity between the media (including the 

organic performers). At our first rehearsal revisiting Rockaby, I asked what they as 

actor/performers had been up to in the meantime, and if anything, they 

experienced during the first Rockaby process had helped with their practice 

between then and now. Both performers responded with resounding positive 

answers. One performer stated that they had been a part of several ‘conventional’ 

theatre productions and also some screen work in the meantime and that their 

awareness, ability to connect to fellow performers, multitask and improvise had 

vastly improved. During those activities, a common comment for them to receive 

as feedback was that the potency of their connection and presence was ‘off the 

charts’, and ‘I had never seen someone achieve that onstage before, where did 

you say you were trained?’  That particular actor/performer also said that they 

attributed the skills and level of ability to the process from Rockaby and in part to 

the idea that every element was important, and that the performance exist 

between them and not as a sum of its isolated parts.  

I know that for, like, the first couple... I was pre-empting. But of course […] I 
realised… that’s when I was, like, that probably doesn’t work the best.  So, by the 
last, […] like the last two… whatever it was I was just going with whatever I catch 
[mmmhmm] I felt like that worked better with me [mmmhmm] personally because I 
liked to be able to go with my impulses.  

But the thing is by that point I already had an inkling of what was coming, by that 
point… because I felt like we were in sync…. By that point…. You know what I mean? 
It was like… 

Oh, okay… Oh, look and she is already going up; and oh, look its already up on my 
hand, close up… like… this is excellent, you know what I mean? I was kind of feeding 
into it a bit more. And some moments would surprise me, but that was great 
because then I just knew to go with it… instead of trying to pick or lead… 

    - Actor/Performer 1, speaking about the Rockaby process, 2018. 
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2.05 The Posthuman Opportunity 

The intermedial approach to this iteration of Beckett’s Rockaby allowed for an 

exploration of the posthuman performer. The M.A.D.M.A.N. allowed each 

performer in different ways to artificially augment the performance with the 

technology provided, and most important attempt to exercise creativity though 

those augmentations live and in the moment. This becomes a true posthuman 

performance in relation to the definition provided in the introduction to this 

exegesis, allowing the performer to frame, express and communicate their 

performance in ways that their ‘organic’ physical presence could never achieve 

on its own. This experience aligns with Nelson’s description of the advent of 

digital peformance 

‘…the body has been digitally fragmented and, more than ever, extended through 

digital devices into that accent of ‘the posthuman’ which sees the capacities of digital 

technologies as adjuncts to human capabilities’  

(Nelson 2008, p. 36) 

A basic example of this fragmentation (Nelson 2008, p. 36) being implemented in 

Rockaby is the creation of depth, body, disassociation and layered voice by way 

of a microphone, loop/delay effects and training in microphone 

technique/placement that is usually the task of the sound 

recordist/engineer/producer. This fragmentation and augmentation becomes 

both a posthuman and intermedial phenomena. During this cycle I identified that 

the very tools and devices being utilised for an intermedial conversation to occur 

were also having a distinct and exciting impact on the performers capacities in 

this posthuman paradigm. It became again virtuosity, fluency and sensitivity that 

informed the creativity of the bastard performer. 
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In discussing Virtuoso (working title), the performance work itself that makes up 

the practice-led research component of the project by the same name,  

Peter Petralia says, 

‘The cameras work as a kind of microscope….this invasive operation of zooming into 

the minutae of the performer allows us [the audience] to see their pores, their 

structural components.’  

(Petralia 2010 p. 159) 

Petralia speaks of this remediation and the camera as a director’s tool for stage 

composition and framing, but it could alternately be harnessed by the actor to be 

quite empowering in the same sense, particularly when the physical technicality 

and mechanics such as, framing and angle are all manipulated in the live setting 

by the actor/performers. What Petralia does not note (at least not in this chapter) 

is another potential. Much like the performers physical form is broken down by 

the camera, this deconstruction allows us to examine the components that make 

up the subject’s performance itself. Through this process we can begin to find 

meaning in the intercourse between the myriad modalities in play.  

Amidst these myriad modalities, the actor/performer has an altered and very 

different ‘playground’ to create in and contend with. The challenge lies within 

eloquently navigating and harnessing the found expressivity, performativity and 

textuality inherent in this intermediality. It is important to recognize the volatile 

position that an actor/performer finds themselves in when participating as part of 

a multimedia or intermedial performance work. They may feel under ‘threat’ that 

their performance will be compromised, they may feel overwhelmed by the 

complexity of the conversations and technical tasks occurring around them and 

asked of them. This experience of overcoming anxiety caused by complexity was 

the case as part of my own experience working alongside director Dr Robert 
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Lewis with first year theatre students developing a production of Love & 

Information by Caryl Churchill which included multimedia and instances of 

intermediality. It would be quite easy for the organic performer to be, or have the 

perception of being replaced or superceded by the other mediums ‘mimicking’ 

their performance (Bolter, Grusin et al. 2000, p. 53) but the whole point of this 

research project is to combat or counter this misconception and allow the 

performer to realise the potentials and new opportunities that arise from this way 

of working. As part of this cycle-of-practice I observed the Rockaby 

actor/performers go through various stages of realisation. Ranging from being 

confronted by the large-format remediated version of themselves, to the 

complexity of the tasks and intricacy of different microphone techniques, the 

Rockaby actor/performers were able to overcome these anxieties through the 

performer preparedness process allowing them to embrace the intermediality 

present. 

The development and utilization of a performer preparedness process should 

instead leave an actor/performer feeling empowered after being led on a path to 

embracing their ‘creativity in performance’ (Trenos 2014). 
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AM I CYBORG? NOT I 

Cycle Three 

3.01 Human or Hybrid? – ‘We are borg.’ Are we? 

Emerging from the second cycle-of-practice, a tendency toward a posthumanist 

attitude began to reveal itself as a predominant feature moving forward in the 

project. However, upon reflection, I uncovered that it had been present in the 

very early stages of this research project, first emerging as part of this project in 

Cycle One with the ‘performer preparedness’ and the ‘mechanisms of self’ and 

the development of the M.A.D.M.A.N. theatre machine. This posthumanist 

tendency was also present in the production of Beckett’s Rockaby which is 

where my awareness of its importance as a key factor in the research began.  

Through its use of the M.A.D.M.A.N. and intermediality, my (re)imagining of 

Rockaby displays both Heidegger’s and Foucault’s posthuman qualities at work. 

Martin Heidegger (1977, p. 12) introduces us to an enlightenment based notion 

that ‘Technology is […] no mere means. Technology is a way of revealing’ and 

Francesca Ferrando, (2013, pp. 26-32) tells us about how Foucault’s 

‘technologies of the self’ ‘dismantle the separation of self/others through a 

relational ontology.’ These two potent ideations about how humans can interact 

and interface with technology harmonise with the research about how an 

actor/performer may do the same and are significant philosophical reference 

points for my research to revolve around in this final cycle-of-practice. 

The treatment of Not I (1972) in relation to this final cycle-of-practice-led 

research lent itself to an even more consolidated exploration of the posthuman in 

direct relationship to the actor/performer in an intermedial conversation within a 

postdramatic paradigm. This project recognises the vast and sometimes 

convoluted web that is posthumanism, and as with the other nebulous and/or 
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intricate terms explored by this project including intermediality and postdrama, I 

will seek to define the elements of posthumanism that are most relevant within 

the scope of this research project. Heidegger and Foucault’s ideations around 

technology and the human were extended by my engagement with theorists 

such as Donna Haraway and Francesca Ferrando. During the process and 

rehearsals I attempted to discern the importance of these frameworks in 

‘performer preparedness’ and conversations at play within intermedial and 

intermodal performance works.  

In her opening remarks of a journal article dealing with the ‘Differences and 

Relations’ between the many and varied definitions of posthumanism, Francesca 

Ferrando (2013, p. 26) rightly points out that posthuman ‘has become a key term 

to cope with an urgency for the integral redefinition of the notion of the human’ 

following the technological advancements of the last two centuries. For 

Ferrando, posthuman ‘has become an umbrella term’ to cover a multitude of 

philosophical, cultural, political and socio-political areas of discussion. Ferrando 

flags the ideation of a ‘coping mechanism’ as one that problematizes the 

definition of posthumanism. However, for the purposes of this project, Ferrando’s 

‘coping mechanism’ provides a parallel to the actor/performer needing to ‘cope’ 

within performance works that utilise and borrow from the very same posthuman 

ideas.  
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Superficially, this project borrows from posthumanism in the sense of 

technological augmentation. However, this is not used in a way that is 

‘technoreductive’ which Ferrando points out is a risk when delving into 

posthumanism. Instead, this project is seeking to make the actor/performer’s place 

within work that employs remediation and technology feel less threatened, and to 

position the actor/performer as a more active component of the ‘live’ ecological 

system that is the performance work. They should also not feel that the technology 

and other media is there as a crutch but an ‘equal’ in the communication of the 

performance to the audience. In this research project, technology is positioned to 

allow the performer to explore in a mutual relationship, establishing a mutual place 

within the ‘live’ performance environment or organism. This emergent notion of the 

‘live’ or ‘living’ organism/environment also enables us to speak about ecology and 

how this ‘living’ entity begins to exist as a co-habitation of the performance space 

by the active participants made up of the media engaged in the performance itself. 

A model of symbiosis, co-dependency, mutuality and a living organism that 

includes, integrates and interfaces with and through technologies and media other 

to itself, is important to note in relation to this project, performer preparedness and 

the posthuman idea of the cyborg. 

 

 

“ Technology is neither  the “other”  

to be feared and to rebel against ” 

 
(Ferrando 2013, p. 28) 
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Donna Haraway, in her landmark article, ‘A Manifesto for Cyborgs: Science, 

Technology, and Socialist Feminism in the 1980s’ (1991) defines a cyborg as ‘a 

cybernetic organism, a hybrid of machine and organism’. In this way 

actor/performers inside the M.A.D.M.A.N, during Rockaby and Not I are indeed 

cyborg. However, this parallel extends to another level, Haraway (1991, p. 149) 

also defines cyborg as ‘a creature of social reality as well as a creature of fiction.’ 

This is also true of the actor/performers taking part in these productions and the 

processes that are the focus of this research project. The actor/performer is 

utilising the many ‘media’ provided by their various ‘selves’ as well as the 

‘creature’ that is the character (shared or other) that exists extra to them. This 

form of intermediality and cyborg is present in the nexus between the 

actor/performer, technology, multimedia and audience, a ‘social reality’ of the 

‘live’ organic performer and the fiction of their (re)mediated self; the ‘social 

reality’ of the actor/performer as ‘themselves’ within the ecological system of the 

performance also encompasses the ‘fiction’ of their performing ‘self’ and 

‘character’. 

It is through co-existence of the intangible, and the actual that the 

actor/performer can interface with the cyborg of an intermedial posthuman 

performance for both themselves and the audience. It is in this way the 

importance of those fluid and broad-stroke notions of Ferrando’s dismantled self 

(2013, p. 29) are relevant for the cyborg performer inside this project despite 

Haraway’s claim at Foucault and Heidegger’s philosophies being ‘flaccid’ in 

relation to a posthuman cyborg of a socio-political nature.  

In this project, the intersection between posthumanism, cyborgs of varying 

degrees, existential philosophy, postdrama, intermediality and the principles of 

more theatre-centric physical and psychophysical practitioners like Phillip Zarrilli, 

Tadashi Suzuki and Bertolt Brecht allows for a (re)definition of the 
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actor/performer. In a sense the actor/performer, though surrounded and 

‘dressed’ by all of the other performative elements (or media) present, is laid 

bare with their ‘behind-the-scenes’ visible for all to see. This visibility adds truth 

and reality as well as ‘weight and substance’ to the fiction in a very Brechtian 

manner. As Haraway tells us, the cyborg is ‘no longer structured by the polarity 

of public and private.’ As attested to by the actor/performers inside the 

processes and performances present in this research project, the 

actor/performer can find freedom, liberation and a ‘home’ in this ecology. They 

no longer need to feel threatened by the ‘other’ and can become fully immersed 

inside the machine void of ego.  

 

 

 

 

 

 

 

  
Figure 29: Mitchell K. (2006)  

Waves, National Theatre, UK 

 

Figure 30: Frakes J. (1996)  

Star Trek: First Contact,  

Paramount Pictures, USA 
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3.02 Deus Ex Machina 

During this final cycle-of-practice, my emphasis was on the cyborg, as 

part of the multifaceted identity of the Bastard Performer. M.A.D.M.A.N. 

was constructed as a device that interfaced with the actor/performer and 

augmented their abilities to communicate and interact with their fellow 

ensemble and the audience. In previous cycles, the M.A.D.M.A.N. largely 

remained a separate physical object onstage. One of the foci in this cycle 

was to streamline the M.A.D.M.A.N. so that the actor/performer may 

interface with and be integrated within its system physically and 

functionally. My attention was drawn to wearables and how the 

progression of technology in the society around me had shifted 

dramatically even over the course of this candidature. We now have off-

the-shelf technology available to us such as multifunctional smart 

watches; fitbits that monitor our physical activity and heartrates, 

automatically logging this data in the cloud; and facial recognition devices 

to unlock our smart phones. This has transformed daily human existence 

even further towards the cyborg. I began to think about how I might 

incorporate this phenomenon into the final cycle to support the 

streamlining process and subsequently provide a commentary on the 

world around me. To explore the possibility of the actor/performer 

physically integrated into the theatre machine, I began experimenting with 

smart devices, virtual reality headsets and hand-held controllers.  
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Stelarc is a key example of a practitioner who has integrated himself into 

machines through very tangible and often times risky physical 

connections. Over the years, this has been an exploration and dance with 

technology, as Stelarc sometimes controls the technology, sometimes 

control of Stelarc’s body is handed to the technology, and sometimes this 

control is a mutuality.  

 

 

 

 

I was highly aware that I could not connect physically with the performer in 

the ways that Stelarc does, not only for ethical reasons, but also because 

the goal was that an actor/performer could easily, and independently 

(dis)connect themselves in order to interface with the system.  

 

 

 

 

 

 

 

 

Figure 31 - 35: Stelarc Third Hand and Exoskeleton. 
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I decided to use a virtual reality headset as 

a platform  for Not I and this cycle-of-

practice. The headset allowed the performer 

to control the core software of the 

M.A.D.M.A.N. and provided the ability to 

mount cameras and microphones on the 

actor/performer. This became an immersive 

experience for the actor/performer. Even 

more than in the previous cycle they were 

debased as the focal point for the audience and integrated as a component 

in the theatre machine. Beckett’s Not I provided the ability to explore this 

new version of the M.A.D.M.A.N. through its 

character of the mouth disassociated from a 

physical body and the cloaked figure facing 

upstage. The cloaked figure and mouth 

characters were, in this reimagining, able to 

be played live by the solo person through the 

interface of the M.A.D.M.A.N. technological 

components. 

 

Figure 36: Stelarc Rewired / Remixed: Event for dismembered 
body http://stelarc.org/media/img/rewired/0.jpg 

 

 

Figure 37: Beta version of Not I M.A.D.M.A.N. cyborg apparatus. 
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The actor/performer involved in this final cycle-of-practice utilising Not I 

was already literate in how to interact with the core M.A.D.M.A.N. 

components present in the new wearable version.  The performer 

preparedness process was focussed more on the altered experience 

within the system and induction to the new technological elements, 

leading to an understanding of the potential for new linguistics and 

creativity provided. 

 

 

 

 

 

 

 

 

Figure 38-43: The actor/performer interfacing and integrated in the wearable 
M.A.D.M.A.N for Not I, 2018 Images #1,#2, #3, #4, #5, #6. 
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As the actor/performer was being 

reimagined in relation to not only Rockaby 

and Not I but also the stage composition 

and system itself, I considered 

reinterpreting how to depict that system. I 

achieved this through a mixture of 

theatrical production cable management 

plans, circuitry diagrams such as those associated with the prototyping 

platform Arduino and prototype/patenting diagrams.  

 

 

 

 

 

 

 

 

 

 

 

 
 

 

Figure 44 Circuit schematic diagram for a line following robot using 
the Arduino prototyping platform.  

 

Figure 45: Stelarc prototype diagram for Third Hand. 
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This visual interpretation was a response to the system I had observed in 

the rehearsal and performance setting. It is very clear that the 

actor/performer across this research project has been removed from the 

central focus point and is now a component within a larger system. 

 

 

 

Figure 46: Visual representation of the actor/performer and M.A.D.M.A.N. for Rockaby 2017. 
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The diagrammatic representation of the actor/performer within the system 

was an important link back to the first cycle-of-practice and a key indicator 

that the research undertaken from the outset of this project had, at least to 

an extent, achieved what it had set out to do.  

 

 Figure 47: Visual representation of the actor/performer and M.A.D.M.A.N. for Not I, 2018. 
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CONCLUSION 

4.01 Ghost in the machine   

Who are we inside the performance? 

How do we find our way through the network?  

How do we find an identity? 

We are not alone…  

As actor/performers, we are surrounded by a ‘live’ system of elements which can 

challenge, augment, shift, debase and surpass us. In a more conventional theatre 

setting the actor/performer definitively knows their place, it is an inherently 

actorcentric format. The lights are there to illuminate the actor/performers, the 

sound must be at a level the performer can be heard over, the sound effect for the 

gunshot, must happen 

precisely when the actor 

enacts it, the list goes on.  

This is a system born of a 

now antiquated format of theatre, where the audience must recognise the reality 

played out in front of them in order to communicate drama. It is a Ghost in the 

Machine that leaves technical departments bound in service of the actor and 

denies the performer other means of expression and interaction with the various 

media surrounding them. However, in order to progress in a posthuman world we 

must embrace the ‘new’, the rapid acceleration of technological advancement.  We 

must embrace, redefine, and re-educate or be left behind.  

Haraway tells us, that the ‘ghost in the machine’ is a remnant of a pre-cybernetic 

age, when ‘machines could be haunted’  

 

“… there was always the spectre  

              of the  ghost  in the machine. ” 
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Machines were not meant to move themselves, for machines were not self-

moving; self-designing, autonomous. They could not achieve [humanity’s] 

dream, only mock it. (Haraway 1991) 

This remnant idea, or 

fear, of haunting, and a 

lack of control perhaps 

translates to an aversion 

to the art creating itself. 

The ‘reconceptions of machine and organism as coded texts through which we 

engage in the play of writing and reading the world’ recognised by Haraway and 

other posthumanists are now burgeoning in theatre and performance.  It is now 

not even a case of sitting idly by and squandering the opportunity presented. The 

opportunity itself has been conducting an insurgence over at least the last two 

decades with intelligent lighting systems, computerised revolves, and the new 

media explosion with the advent of readily available ‘plug-and-play’ data 

projection. We can no longer afford to ignore the need for awareness and for 

dispelling of the anxieties surrounding these intermedial and posthuman modes of 

working. 

As Hamilton noted in the context of postdramatic theatre discourse, we are still 

only now developing ways of accessing and creating these more intermedial and 

posthuman works, and subsequently ways of preparing performers to interface 

with these works. The cyborg performer is still essentially a creature of the 

‘experimental’. And nothing provokes marginalisation like something that differs 

from ‘the norm’ that resides in that unknown territory outside the [black] box. 

 

“…our machines are disturbingly lively  

                 and we ourselves frightenly inert. ” 
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Over the course of a three-year part-time candidature this research project has 

gone through a very distinct evolution and become a ‘living’ intermedial organism 

of its own right. By this I mean that it has ‘cued’ off itself, as all ‘true’ practice-led 

research should. Over that course of time, my own knowledge and interpretation 

has also evolved not only as part of this project but also as a practitioner – this 

has meant my understanding of my own home and place within theatre and 

performance has shifted, partly due to this research project and partly due to life 

experiences. This has led to me understanding more about the area of 

performance my practice resides in and how this project may have longevity by 

way of further research into intermediality, posthuman and postdramatic 

performance. The project itself has progressed from a very broad question of what 

I termed ‘style-mixing’ at the outset of this project and very quickly began to find 

through the phenomenological machine of practice-led research, that the terms 

postdramatic, multimodal, intermedia and posthuman needed to be justified in 

relation to the project, and were in fact the systems that I was working within.  

The project became by the end, an exploration of the intermediality in direct 

relationship with what could be termed as the ‘bastard performer’. This cyborg 

bastard performer existed on many levels, analog augmentation, intertextual 

augmentation and of course the use of new media and technology to augment 

the performer.  

I narrowed my focus to intermediality and posthuman performance utilising new 

media (digital projection, live video mixing, sound, etc), and working with four 

different performers in three cycles-of-practice to explore this in a practice-based 

setting. In doing so I found that a dispelling of any anxieties as described by Barton 

(2009) and opening a discourse to understanding (Hamilton 2008) in order for the 

actor/performer to access, and interface with intermediality, allowed a sense of 

play, freedom and mutuality between not only the performer and the various media 
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but an enhancing of the performer-performer and performer-audience relationship 

in these types of work. Key to this freedom and play was the notion of becoming 

literate (Chatzichristodoulou and Crossley 2016) and breaking down the divide 

(Bay-Cheng 2008) between performers and their (re)mediated self, and the other 

performing media surrounding them. Once this was achieved and a licence to 

respond organically via or in tandem with any one (or several) of these media was 

given to the performer, it was clear they were now comfortable in this environment 

as a cohabitation and there were no ‘betrayals of intimacy’ (Barton 2009) but only 

ever deepening intimate relationships between all elements including audience.  

I think that there is further work to be done on developing this gateway process for 

bridging the paradox of organic process with the technological but this project for 

me has achieved an exciting level of engagement, enthusiasm and empowerment. 

This engagement and empowerment was evident in the experiences and 

comments the actor/performers who came on this journey with me so generously 

shared. Each of them professed that they felt not only more comfortable within 

works that were postdramatic, posthuman and/or intermedial but also better 

actor/performers in general. The ‘performer preparedness’ that we explored had 

already made an impact on their own practice in a more traditional theatrical 

setting, allowing them access to more depth, awareness and ability to respond.  

I enoyed it […] I had the creative freedom to landscape this script… ummm, however 
I wanted… with all of those things you mentioned [imagery, analysis, expressive 
movement, looping audio, microphone technique, camera angles]. And so, I could 
say, ummm like, there were so many elements that you could pick, like all these 
different elements, to create so many different combinations of things that would 
give a different effect… 

- Actor/performer 2 reflecting on the process overall, 2018. 
 

This is in line with some of the experiences referenced in this exegesis as an 

attestation to these types of work as objects of transformation in, and of, 

themselves. Actor/performers note how valuable and ‘interesting’ it was to return 
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to a more conventional rehearsal process. Jackson’s account (2008) of sometimes 

acting, but other times facilitating someone else’s acting, are aligned with what I 

have noted as a spirit of mutuality, drawing from the philosophies of posthumanism 

and also intermediality. This attitude of mutuality is not only integral to the vitality 

of a postdramatic and posthuman intermedial contemporary theatre and 

performance ecology, but also to theatre and performance in general – allowing 

new depths to be tapped, and facilitating new relationships between 

actor/performers and even as far as new approaches to age-old concepts such as 

blocking. Not one of the actor/performers who were part of this research process 

shared that their experience had a negative impact on their previous and 

continuing practice outside of the project, only that it had either allowed them a 

new and exciting perspective on acting or that it was beneficial even merely as a 

training device.  

Live [I had to] sort of split my mind. In the way of going, I’m still emoting, I’m still 
creating the same storyline [the performance/narrative] but also remembering what 
I had just recorded and remembering the patterns that work within that and trying 
to marry them.  

   - Actor/performer 2 reflecting on the intermedial experience, 2018. 

They felt, as an actor/performer, that their preparedness, was applicable in so 

many different areas of their theatre and performance practice.  

One caveat I note is, that due to the nature of the M.A.D.M.A.N. machine in its 

current form, a finite amount of interfaced actor/performers can take part in the 

process. This amount is highly dependent on how many types of remediation are 

taking place. These limits were imposed by access to the technology and the 

current iteration of the machine.  A reformat and relatively small upgrade to the 

machine would accommodate many more interface points. I should note that the 

finite interface points were not hugely preventative, as the early stages of the 

performer preparedness process used different ways of augmenting the performer 
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(powder, mirrors, props, and smart devices). These different types of 

augmentation, and further development of the M.A.D.M.A.N. is another area 

where this project could move into further research. As the project was focussing 

mainly on the actor/performer experience, and I was working with small groups in 

the cycles-of-practice it was not a necessity for me to devote resources to making 

this verison of the M.A.D.M.A.N. able to accommodate larger groups.  In the initial 

process of assembling the system it was of importance to me to build in the ability 

for modular adaptation and expansion, and through the process of the cycles-of-

practice, specific types of expansion and adaptations surfaced, such as infrared 

sensors, lighting controls and the capability for this to be replicated for deployment 

elsewhere and networked together. As well as the implications for the broader field 

which include the ability to prepare performers to work actively in an intermedial 

postdramatic and posthuman ecology with the literacy and skills to maintain and 

sustain themselves in that environment. 

In summation, this research project has found that the actor/performer experience 

inside a postdramatic and posthuman intermedial performance setting is at the 

outset a daunting task, riddled with complexity, adversity and insecurity. The 

actor/performers who took part in the performance processes as part of the cycles-

of-practice attested to the need for and benefit of specific training devices and 

awareness around the intricate nature of the actor/performer position within 

intermedial relationships in theatre and performance.  

I had to stop myself from trying to achieve the same thing. Ummm, because a 
couple of times I tried that and it was clunky and didn’t feel right… in that moment. 
So then, like [actor/performer 1] said, I have to stop thinking about it and just kind 
of.. do it. Ummm, and then I felt like… once I’d taken that conscious thought out of it 
[…] and I was just letting the text affect me as well as the imagery that felt better. So 
the responsiveness with the loop pedal it was ummm… still quite challenging to keep 
it quite instinctive because it was technology and trying to get that right […] so 
finding quick thinking and decision making within that [the performance]. 

-  Actor/performer 2 reflecting on the Rockaby experience, 2018. 
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Though the actor/performers found distinct improvement to their practice as part 

of their participation, it is my opinion at the closure of this project that further 

research into facilitating performer preparedness is necessary in order to 

maximise the valuable inherent intermediality both in postdramatic and posthuman 

performance in addition to more traditional theatre and performance settings. 

However, I have found through this process that by preparing the performer for 

the relationships present in a 

postdramatic and posthuman 

intermedial contemporary theatre and 

performance ecology, the 

actor/performer is able to feel 

empowered in their choices. These 

actor/performers are aware of their 

function and place within postdramatic 

and posthuman performance and are 

able to be extremely active participants 

in the creative conversations and interplay 

that occurs in a live setting. Through this 

process of preparedness they embrace the notion that they are but one part of the 

theatre machine – ultimately improving how well they can integrate themselves 

artistically and creatively in that environment.  As part of performer ‘preparedness’ 

for, manipulation of, and interaction with these intermedial elements of 

performance, it is important to stress the rigor of this decision making and its 

necessity in order to develop ‘new’ modes of experience and expression. 

(Kattebelt, 2008) This is only possible when the performer preparedness allows 

for a full picture of the possibilities enabled in performance, through the facilitated 

 
Figure 48: 
http://www.escapistmagazine.com/news/view/124214-Xbox-
One-Not-Backwards-Compatible  

(last cited: 12:04pm, 29/1/2018) 
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use of the posthuman apparatus in the rehearsal room and organic emergence of 

the intermedial relationships. Much the same as a conventional rehearsal process 

facilitates ‘acting’, the same sensitivity needs to be afforded to medial 

relationships. Otherwise the technology becomes a prop rather than an active 

extension of the actor/performer’s organic abilities and therefore perhaps not 

necessarily able to participate in a fulsome posthuman and intermedial 

relationship.  

We need to prepare ourselves to be able to be interface with the theatre and 

performance of tomorrow, and tomorrow, 

and tomorrow… otherwise we will be left 

behind. This new theatre and performance 

(moving in parallel to technology and 

society) cannot always be backwards 

compatible – we don’t want to be left out in 

the future’s cold.  

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 49: https://www.macrumors.com/2017/06/06/32-bit-
apps-no-longer-supported-in-ios-11/ (last cited 12:04pm, 
29/1/2018) 
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Appendix 1:  Examples of working document from the very early 
development process of the exercise ‘suites’ in Cycle One. 
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