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Hello, we are 'Punkt
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The Company
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‘PUNKT is a non-hierarchical collective of creative collabora-

tors who devise using a multimedial performative machine 

to uncover hidden narratives. Based in London, United Kingdom, 

we are multidisciplinary artists from international backgrounds, 

who started the company as postgraduate students of the MA/MFA 

Advanced Theatre Practice course at the Royal Central School of 

Speech and Drama, University of London.

We put ourselves at the centre of the work, taking indis-

criminately from existing texts and our own experiences to 

explore the nuances of performance.
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Abigail Hirsch is a London-based 

theatre-maker from New York 

City. She has worked as a produc-

er and an assistant director for 

non-profit and fringe projects on 

two continents. She studied Eng-

lish at the University of Oxford 

and New York University, where 

her research focused on Shake-

speare’s plays in modern produc-

tions.

Aida Rocci is a London-based 

theatre-maker with artistic roots 

in Spain, United States, and Rus-

sia. She has worked as a drama-

turg for artists such as Eve Ensler, 

Daniel Kramer, and Diane Paulus. 

On an unexpected turn upon ar-

rival to London, she delved into 

the world of cabaret as the En-

tertainment Manager for an im-

mersive dining experience, cre-

ating wacky shows with emcees, 

actors, musicians, and circus 

performers. 

She holds an MFA in Dramaturgy 

and Theatre Studies from the 

American Repertory Theatre/

Moscow Art Theatre Institute for 

Advanced Theatre Training at 

Harvard University.

 

Antonia Georgieva is a director 

and playwright with a particular 

interest in directing new work as 

well as site-specific adaptations. 

She began her training as a di-

rector during her BA at Columbia 

University and has worked on a 

variety of productions for both 

theatrical and non-theatrical 

spaces involving a wide range of 

production sizes – from directing 

one-woman shows to heading a 

site-specific production of Ham-

let with a cast and team of 80 

people. 

As the founder of a new fe-

male-led collective Aslant Thea-

tre Company, she has a keen ar-

tistic interest in reimagining the 

classical canon and challenging 

the way we remember history.
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Faezah Zulkifli is a theatre-mak-

er and researcher from Singa-

pore. She holds a BA (Hons.) Eng-

lish from Nanyang Technological 

University, where her practice 

and research specialisations in-

cluded intermediality in perfor-

mance and Theatre of the Real. 

Faezah holds research awards 

and publications under The Glob-

al UA, where she was also award-

ed Regional Winner for Asia for 

the Music, Film, and Theatre 

category in 2017. She is also part 

of New York University’s Global 

Shakespeare network.

Oliver McFadden is a collabora-

tive theatre-maker and director 

based in London. After studying 

and living in Norwich for 5 years, 

founding and running a small Arts 

Council-funded LGBTQ+ theatre 

company, working for the Nation-

al Centre for Writing, and the Ga-

rage Theatre, he moved back to 

join the struggling masses in Lon-

don. He has a particular interest 

in Gothic classics and in examin-

ing queer experiences onstage. 

 

Talia Kracauer is an American 

performer and theatre-maker 

based in London. Originally from 

Colorado but educated in Berlin, 

Germany, her practice derives 

mainly from the postdramatic 

and Brechtian traditions. She has 

also trained in classical voice, 

contemporary acting, as well as 

movement-based performance. 

She has worked with the Ber-

lin-based company Interrobang 

and with artists involved with 

She She Pop, and Gob Squad.
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The Journey

A common stimulus. We begin our pro-

cess with a shared experience (a field 

trip, a book, a topic...).

Collective Adaptation. We look for clas-

sical stories that speak to the questions 

we have. 



11

Media-tion. With our Performance Machine, we 

explore what happens when our live presence is 

remediated in the context our our exploration. 

Play in Earnest. We keep 

playing; we keep explor-

ing, putting ourselves at 

the core of the piece.
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The Origami Method is in every part of the rehearsal process: from 

generating content and sharing feedback, to checking the company’s 

emotional well-being. When an idea is put forward, each member of 

the company contributes to that idea, shaping it, until it eventually 

builds on itself, becoming a collective idea. 

The Origami Method

We use the self-developed Origami 

Method of collaboration as an or-

ganising principle for our practice. 

Each company member builds on 

one another’s ideas to achieve a 

collective decision.



16



17

The Scroll
We use a long scroll of paper as a 

key element of our process as part 

of the Origami Method. It is both a 

documentation and reflection tool. 

It is always open in our rehearsal 

room, ready to be scribbled on.

Furthermore, the scroll guarantees 

a true non-hierarchical, democratic 

decision-making process. Anyone can 

write on it at any time, making sure 

that their ideas are being shared and 

documented.

Because no one signs their contribu-

tions, the scroll helps create a feeling 

of shared ownership of the work.
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The Performance Machine
We call our configuration of tech equipment the Performance Machine. However, it is not a fixed el-
ement. It can involve one or multiple screens, live-feed projection, or simple shadows. The unifying 
principle for what constitutes the Performance Machine is the idea of remediation and intermediality.

Intermediality. “Where more extensive interaction between the performers and var-
ious media reshapes notions of character and acting, where neither the live material 
nor the recorded material would make much sense without the other, and how the 
respective media conventionally function and invites reflection upon their nature and 
methods”

(Giesekam 2007, p.8)

Remediation. “[T]he medium itself always remediates . . . This means that virtual 
theatre is therefore subject to a process not only of mediation but also of remedia-
tion. This implies the use of a certain degree of intertextuality and metatextuality, 
but also of intermediatlity and metamediality. In other words, the medium of virtual 
theatre is always also its content and this content is always also inclusive of other 
media.”

(Giannachi 2004, p.5)

The Performance Machine is one of the sources of dramatic tension driving our work, as important as 
text, performance, and other more traditional elements.

We strive to use screens and cameras in a way that has filmic properties but is not film. A lot of our 
decisions are around questions of liveliness and presence and how these interact with the machine. It 
adds a new complex language to manage but offers unexpected possibilities in collective adaptation.



22



23

The Shrine
We take inspiration from many artists and sources. But here are the ones that come up often in rehearsal, 
when we need guidance or inspiration.

Gob Squad. “Being a collective means that all of those who 
participate in the production of a piece of work have a person-
al relationship to its material and its making. Everybody feels a 
responsibility for the work as a whole and everyone has a right 
to their own interpretation of the work, as does the audience”

(Gob Squad 2010, p.12)

The Wooster Group. “Wooster Group performers, especially 
in earlier productions, move fluidly between the characters 
they present and a stage version of themselves, as they speak 
to each other or the audience and aspects of their lives in the 
company appear in the production”

(Giesekam 2007, p.82)
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Dead Centre. “Multilayered, metatheatrical and full of magpie 
borrowings . . . Dead Centre make the most of nothing, making 
absence painfully tangible and forcing us look hard into the 
glare before the lights fade to black”

(Gardner 2010)

Tom Hughes (our mentor). “I would encourage you to think 
about how you introduce these layers - perhaps think of them 
like different themes in music, you have to play the basic 
theme, get the audience used to the theme, before you can 
begin to perform variations on the theme and then, eventually, 
begin to intertwine the themes”

(T Hughes 2019, personal communication, 22 July)
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Bryony Kimmings’ four sentences

Four Sentences for ‘Daughter of Hell’. 2 July 2019. The Scroll 



26



27

‘Punkt Presents Penelope
A dream odyssey into the world of the woman who waited 20 years for her bloke to 

return.  

 

On January 21, 2019, ‘Punkt went to Speaker’s Corner in London and found a big empty 

park. It was very lonely. It made ‘Punkt think of absence, loss, and the construct of the 

stage. Now, ‘Punkt are working on a show about Penelope waiting for Odysseus. 

‘‘Punkt Presents Penelope’ questions the real and the unreal through different perspec-

tives, delving into the internal world of a woman alone.

‘Punkt Presents Penelope was our first show. It opened on 11 March 2019 at The 

Courtyard Theatre, Royal Central School of Speech and Drama, London.

Why was it important?
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Moving on...
We loved Penelope, so moving on towards a new project was hard.

First of all, our company configuration changed. We lost two of our original members, Isabella and Ra-
chel, but we gained a new friend and collaborator, Antonia. 

“when the combination of people changes . . . the balance is naturally altered” (Gob Squad 2010, p.12)

From this change in configuration arose new questions, such as the name of our group (which changed 
from Blaupunkt to ‘Punkt) and what our new show would be about.

We were mostly interested in how our collaborative process could be used for adaptation, but we did not 
necessarily know what story we wanted to adapt yet. We feared a second album syndrome.

In search for inspiration, we made two field trips: to Sir John Soane’s House Museum and to the Barbi-
can’s AI: More Than Human exhibition.

Eventually we landed on a concept that married technology and ancient 
stories: Samsung Agonistes.

We delved into Milton, the Bible, and other sources for the story of 
Samson and Delilah, while we continued to experiment with our Per-
formance Machine, this time looking at the possibilities of live-feed 
combined with projection. 
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Developing Samson
Live-feed and projection:

The double logic of remediation: ‘The first logic aims at making the user forget the medium, whereas the sec-
ond logic aims at making the user aware of the medium’.

Kattenbelt 2008, p.25

Compostion:

‘The objective of Composition work is to translate theory and ideas into action, event and image’.
Bogart & Landau 2005, p.157
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Intertextuality and Multimedia

The Bible

John Milton’s Samson Agonistes
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Cecil B. DeMille’s film Samson and Delilah

Bonnie Tyler’s ‘Holding Out for A 
Hero’

?

The Self
“The practice of non-acting may be employed as a strategy to disrupt 
conventional modes of presentation and reception and encourage a 
fresh perspective on the relationship between life and art within the 
performance event”

(Govan, Nicholson & Normington 2007. p. 61)
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Samsung Agonistes
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Samsung Agonistes
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Daughter of Hell

Now relive the colossal drama of Samson & Delilah: the timeless tale where the baddest 
boy in the Bible’s humble hairdresser cuts his ties with God, while six artists desperately 

search for someone to tell them what to do about it.

Daughter of Hell explores what it means to have an authority figure in a space that resists 
authority. ‘Punkt uses the biblical story of Samson & Delilah to discover for themselves... 

can a group of artists collectively make a piece of work without a leader?

We performed Daughter of Hell at the Etcetera Theatre on the 19th and 20th of July 2019.
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To the Yard... 
After the showing at Etcetera, we had a month to rework the show for a double bill at the Yard on the 29th of 
August.

We delved again into the dramaturgy of the piece, the key questions, and the source material.

Moving the piece to a larger venue also involves new challenges, especially in the adapation of the technical as-
pects of our work as well as the marketing and administration side of things. Furthermore, being presented with 
another company meant learning to negociate other artists’ ideosyncracies. 
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...and Beyond

Future projects:

• Daughter of Hell at N/A: New Artists

    Theatre Deli, London – 21 September 2019

• ‘Punkt Presents Penelope at Pub Theatre Festival

     The Lion & Unicorn Theatre, London – 8 October 2019
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Special Thanks
Lynne Kendrick...................... Our Course Tutor (and friend of the company)

Nohar Lazarovich.....................Our Course Tutor (and friend of the company)

Nick Wood..............................Our Course Tutor (and friend of the company)

Tom Hughes..................................Our Mentor (and friend of the company)

Muslihah Mujtaba..........For being the BATP tech hero we were holding out for

RCSSD TSD..........................For indulging our wildest tech-related fantasies

Our Audiences............................................For pulling us out of the dark
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