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Chapter 5: 
The Glitch, The Diva, and Coming back out: Aging and Postdigital Identity 

  
Asher Warren 

  
The opening episode of Tony Ayres and Louise Fox’s 2017 Australian television drama Glitch, 

begins with a sequence of shots that survey the dark streets of a fictional country town. The 

streetlights flicker, and the stuttering zap of electrical activity is audible. The sequence ends in 

the town cemetery, where several bodies have emerged from their graves. Covered with dirt, 

and with only fragments of memory, the dead return in seemingly perfect health. The ‘glitch’ 

in this opening moment, that extends from electrical fault to biological resurrection, serves as 

a starting point for this chapter. This glitch connects technology to control over life and death, 

and indeed, to a literary genealogy. Shelly’s Frankenstein springs readily to mind, with the 

novel’s subtitle, The Modern Prometheus, pointing us even further back to the Titan of Greek 

mythology who created humans, and then gave them fire stolen from the gods. The subtitle, 

however, draws on a phrase first coined by Immanuel Kant, who refers to Benjamin Franklin 

– the man who stole lightning from the sky – as the ‘Prometheus of modern times’ (see Rogers 

and Stevens 2012: 127). Similar prophetic warnings have been made of our more contemporary 

‘digital revolution’ with its techno-libertarian visions of cyberspaces populated with online 

identities and avatars, with the titans of technology (Steve Jobs or Mark Zuckerberg) playing 

an updated role of Prometheus. In the Greek myth, Zeus punished Prometheus chaining him to 

a rock, where his liver was pecked out only to regrow again each day, forced to endure a glitch 

of his own immortality. In this chapter, I wish to consider glitching as both an aesthetic and a 

method, that offers insights into the relationships between technologies, bodies and the 

experience of aging. To do so, I examine how glitching has been taken up in three recent 

Australian performances to flesh out, quite literally, the more complex precarities experienced 

by older bodies, through a sensibility that I would argue we might understand as postdigital.  
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 The three works explored in this chapter all raise and nuance the expressions of LGBTI+ 

identities in this postdigital milieu. The first, Aeon (2017), is a participatory performance 

developed through collaboration between lead artist and performer Lz Dunn, sound artist 

Laurence English, choreographer Shian Law and dramaturg Lara Thoms. Taking the flocking 

behaviours of birds as a starting point, Aeon challenges assumptions about natural ecological 

‘laws’, exploring how individual behaviours and group dynamics can be shaped. I argue that 

by dramaturgically incorporating the glitch, Aeon exemplifies key aspects of postdigital 

performance, and through the development of a postdigital ‘flock’, raises the complex issue of 

inclusion, particularly of older bodies. The second work, Calpurnia Descending (2014) by 

Sisters Grimm, takes up age related discrimination more directly, by focusing on the film and 

television ‘diva’. Through a highly mediated stage production, Calpurnia Descending adopts 

the glitch as a means of collapsing temporalities, playfully exploring the relationship between 

the aging diva, media technologies, drag performance and diva worship. Finally, I trace the 

issues framed by these two works to examine the Coming Back Out Ball (2018-) by All The 

Queen’s Men, a large-scale performative gala ball. Through this celebration of LGBTI elders 

and the deliberate, inclusive engagement with actual bodies, the gala ball performs a layered 

identity activism; both within the event, as well as through a strategic campaign to increase the 

visibility of these bodies more broadly. The bodies in these works contrast with the ‘ghost’ 

avatar of User Not Found, explored by Lib Taylor in her chapter in this edition. In User Not 

Found, Luka is reanimated after death via the persistence of his social media archive and 

continues ‘living’ as a silicon-based echo. This chapter explores a similar, but inverse 

relationship: of carbon-based bodies that are still living, but in many ways are made invisible. 

I will argue that the three works discussed in this chapter all ‘glitch’ in ways that draw 

audiences, participants, and the broader public to engage with identities that are not seamless, 
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but spread out and altered by differing access to real and virtual spaces, and differing levels of 

both desire and ability to ‘keep up’ with change over time.  

 While these three performances are markedly different, they each engage with the 

intersecting forms of discrimination and marginalisation experienced by LGBTI elders, 

including ageism (within and beyond the LGBTI community) as well as homophobia, 

transphobia and importantly, legislative inequality. Gerontologist Maria T. Brown argues that 

LGBTI elders are silenced and rendered invisible in the fields of both gerontology (the study 

of aging and the effects of aging) and queer theory. Brown asserts that while not necessarily 

intentional, ‘this silencing is an extension of homophobia and heterosexism in gerontology and 

ageism in queer theory’ (Brown 2009: 66). Indeed, the issue of this marginalisation and 

silencing raises an important issue for expressions of LGBTI identity in a postdigital milieu: 

what space is available for those who are not ‘digital natives’? Through exploiting the glitch, I 

argue these performances also offer insights into an under-developed dimension of the 

postdigital: its relation to aging bodies. 

   

Aeon: A walk in the park 
 

As the product of multi-disciplinary collaboration, Aeon is a difficult work to categorize. It was 

programmed as part of the 2017 Melbourne Dance Massive Festival, which frames the 

performance as dance, while the structure of the work – which set the audience loose to wander 

within a large, open grassland – suggests it might also be framed as interactive or participatory. 

Moreover, the small wireless speakers participants were given, and the immersive sonic 

experience at the conclusion of the performance suggest it might also be framed as an audio 

work. This interdisciplinarity is given some clarity by lead artist Lz Dunn, who writes in the 

production program, ‘Aeon is a question about interactions and intersections; an attempt to 

activate encounters and shift perception; to assemble a group of moving bodies and hover 
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briefly, dilate slightly, unfix a little’ (Dunn 2017). The dramaturgy of the work similarly resists 

fixed form by withholding explicit audience instruction, with participants ‘primed with cue 

cards that spoke about birds and given little bluetooth speakers’ (McGregor 2017), then sent 

off into the parkland. As reviewer John Bailey writes, there is no speaking during the work, 

and ‘little literal explanation of what's going on’ (2017). In both form and content, Aeon picks 

up threads explored in Dunn’s earlier work Flyway, an audio led urban walking tour, exploring 

avian migratory routes and drawing from fieldwork with conservationists. The movement of 

birds is a key component of Aeon, but rather than migration, this work explores the dynamics 

and science of flocking. As a press release for the work explains, ‘scientists have used computer 

modelling to illustrate the three simple rules that enable the synchronised movement of bird 

flocks’ (‘Aeon’ n.d.). Those rules, set out by Craig Reynolds1 in a 1987 conference paper and 

employed in his 1986 modelling program Boids, are separation, alignment and cohesion.  

 Aeon draws on the dynamics that emerge from the complex, cascading interactions of 

individuals following simple rules within a flock, developing an altogether different modelling 

technique through its own set of rules (the cue cards, no speaking, instructions to ‘head over 

there’), leaving the audience to figure out the rest. Bailey writes that his initial uncertainty in 

the work was ‘quickly overrun by the equally startling sense of animal group dynamics. Some 

members of the crowd wander off but never too far, while the mass itself seems to follow an 

instinct larger than any of its members’ (2017). As Dunn notes in an interview with online 

magazine Scenestr, the reverse engineering of a computational model back into embodied – 

analogue – sensation and experience was a deliberate choice, intending to have the audience 

‘[t]rusting in and communicating through their various bodily intelligences. I think as humans 

we've become less and less attuned to our own bodily intelligences, quite disembodied in many 

ways’ (‘Aeon: A Sonic Walk’ 2017). To this end, the work embeds several dancers, who 
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provide ‘inputs’ to the flock, testing who might follow. As reviewer Cleo Mees’ vivid 

description suggests, this is both effective and affective: 

In this slowly churning mix, something starts to shift: individuals break into 
sprints, running for their lives in great, swooping arcs, and then return to 
walking. The running feels urgent, and looks delicious to do. Questions thump 
in my chest: “What is happening? What will we all do? Also, what will I do? 
Will I run? Should I run? I really, really want to run”. (Mees 2017) 
 

These accounts all assert the embodied experience of Aeon, which paradoxically structures this 

embodiment around the ‘disembodied’ digital code of modelling software. By connecting the 

two, I argue Aeon exemplifies a postdigital sensibility or aesthetic. Scholar of art, media and 

religion, Mel Alexenberg gives one definition of ‘postdigital’ in the preface to his 2011 

monograph The Future of Art in the Postdigital Age.2 Alexenberg defines the term as an 

adjective ‘of or pertaining to art forms that address the humanization of digital technologies 

through interplay between digital, biological, cultural, and spiritual systems’ (2011: 10). 

Clearly, Aeon fits into such a category, with its interplay of ecological, computational and 

social systems, but equally, this definition is broad enough to describe a great many works. To 

better identify the shift in relation to digital media that might warrant the ‘post’, we might turn 

to the origin of the term, and Laurence English’s sound design for Aeon. 

 The small speaker that each participant is given to cup to their ear in Aeon provides a 

soundscape that operates as more than simply a sonic texture. Different rhythms slip in and 

out, as fragments of sound loop, delay, shimmer and decay. There are snatches of sound 

recognisable as ‘natural’, and as urban, but that emerge only for a moment before being cut up 

or fractured, glitching from familiar to foreign. The score is glitchy, which is to suggest it might 

be placed in the genre of glitch composition, or as musician Kim Cascone prefers, ‘post-digital 

composition’ (2000: 12).3 Prior to its adoption in electronic music, glitch traces it etymology 

from the Yiddish glitshn (to slip, slide or glide) and emerged as a term used by Astronauts in 
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the 1960s to describe faults, surges or otherwise rogue behaviour in electrical systems of NASA 

spacecraft (see Gurney 1965: 86). It is now commonly used to describe any fault in a digital 

technology, and particularly associated with the sonic artefacts produced as a by-product of 

these faults.  

 Many identify Japanese-American sound artist Yasunao Toné’s 1985 Music for 2 CDs, as 

the first glitch composition, created by selectively damaging and obscuring the surface of two 

compact disks, which resulted in playback that randomly mixed fragments of recorded music 

with the sound of the CD player glitching. Throughout the 1990s, electronic musicians took up 

the glitch as a sonic texture and began to ‘construct music out of the clicks, squeaks and 

fragments’ (Sangild 2004: 201). Bates describes it as ‘a meta-discursive practice: rather than 

writing new music inspired by older recordings, it constructs new music inspired by the 

technological conditions and limitations in which those recordings emerged’ (2004: 222). 

Cascone, as both practitioner and theorist of glitch, posits the genre is: 

characterized by its use of artifacts or detritus/failure/bugs found in digital audio. 
These artifacts form a critique of the perceived perfection of digital audio in that 
it exposes the flaws and illusion of “perfect reproduction” (Cascone 2001). 

This critique of digital technology, built from the failures of digital technology is the aspect of 

a postdigital art that Alexenberg’s definition lacks: the utilisation of digital technologies in a 

way that allows a simultaneous scepticism of these technologies and the ideologies that 

surround them. 

 The postdigital critique of ‘perfect reproduction’ is built upon by Aeon, through an 

overlapping of digital and biological systems. Indeed, while the glitch aesthetic undermines the 

‘perfect reproduction’ of digital information, Aeon more pointedly seeks to unsettle 

assumptions regarding biological reproduction. As the artistic team note, the work is also 

informed by ‘queer ecological thinking that questions established ideas of what is valued as 

“natural”’ (‘Aeon’ n.d.). The work brings glitch and queer ecology into dialogue, the former 
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with its critique of perfect digital reproduction, and the latter extending on ecofeminist critiques 

of ‘pristine’ landscapes and ‘natural’ ecology and pointing toward adaptations and 

reconfigurations that exceed or unsettle these terms. As Mortimer-Sandilands argues, 

evolutionary theory was particularly influential in establishing distinct categories of sexual 

practice, and, as: 

Heterosexual reproduction was the only form of sexual activity leading directly 
to the continuation of a species from one generation to the next; thus, logically, 
other sexual activities must be either aberrant or, at best, indirectly part of the 
heterosexual reproductive process. (Mortimer-Sandilands 2005) 
 

Anything else, this model suggests, is a glitch: malfunction, error or flaw. In fact, there are 

many correspondences between the postdigital glitch and queer ecology. Timothy Morton goes 

so far as to suggest queer ecology could extend to both non-human and non-organic, 

‘embracing silicon as well as carbon’ (Morton 2010: 279). Sangild traces a connection back 

the other way, noting that ‘genetic “glitches” occur when the copying of genes from one 

generation to the next is imperfect’, which means that ‘evolution depends on errors and 

imperfections’ (Sangild 2004: 207, emphasis added). By deploying the bodies of participants 

as active ‘de-coders’ that engage and respond to a range of sensory data, Aeon opens up spaces 

of indeterminacy that un-fixes assumptions across both digital and biological realms.  

 Through the creation of a queer, postdigital ‘flock’ in performance, Aeon links the 

biological, cultural and technological, where a diverse collective of bodies might, through their 

participation, explore alternative models of relation to the other bodies around them. The flock 

becomes an inclusive space where bodies might engage and experience more fluid, 

performative expressions of identity, but also, I suggest, raises a set of challenges for 

participants who might be excluded from the flock. If we take Dunn’s statement that 

‘[m]ovement and sound unfix a body’ and focus on the significant amount of walking and 

listening involved, we might ask how bodies which are less mobile, or less able to hear, can be 
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part of the flock. For these bodies, the flock may be difficult to join, or difficult keep up with. 

While this speaks to questions of inclusion and ability broadly, mobility and hearing are notable 

as these often diminish as bodies age. The biological process of aging changes the body, but 

aging also reorients relations to culture, nature and technology. Indeed, this question of aging 

and the ‘queer flock’ is doubly challenged by the preference amongst elders to identify as 

LGBTI, rather than LGTBIQ, as the term ‘queer’, which is viewed negatively by those who 

have experienced it as an abusive label, intended to humiliate or shame. However, rather than 

older bodies being left behind or excluded from the postdigital, I want to focus on ways that 

the postdigital might incorporate these bodies and challenge the way age can work to ‘fix’ 

identities. As this discussion of Aeon illuminates, ‘fixing’ and ‘unfixing’ might occur in a 

number of ways, from physical limitations, to preferences that emerge from cultural and 

generational experience. The glitch, I will argue, as it reappraises fragments, artifacts, and 

processes of material degeneration, provides fertile ground for artists to take up this challenge.  

   

Keeping Up: Calpurnia Descending  

The issue of trying to ‘keep up’ with culture and technology is explored with considerable 

complexity in the 2014 production Calpurnia Descending. A co-production by Sisters Grimm 

(Ash Flanders and Declan Greene), with the Sydney Theatre Company and Malthouse Theatre 

(Melbourne), Calpurnia was a high camp, intermedial, drag remediation of the Hollywood 

‘backstage melodrama’, epitomised by Joseph L. Mankiewicz’s 1950 classic, All About Eve. 

Central to Calpurnia is the figure of the diva, as both populist idol and object of camp affection, 

emulation and ridicule. The production cleverly entangled the diva with the technologies that 

facilitate her fame, tracing a media genealogy that overlays a pivotal issue at the heart of the 

backstage melodrama – aging – and transposes this conflation of biology and technology onto 

diva worship and camp performance. 
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 Founded in 2006, Sisters Grimm have made a name for themselves as subversive, irreverent 

theatre makers with productions that have pushed the acceptable limits of good taste, while re-

evaluating and queering norms in popular culture. A continuing focus across their body of work 

has been an engagement with cinematic genre, from which familiar narratives, stereotypes and 

clichés are subverted on stage through cross-gender and cross-race casting, queering these 

caricatures to expose their construction. Staged in an underground carpark, their 2008 

production Cellblock Booty was a raucous and exuberant take on the 70’s ‘women in prison’ 

genre film (more often know as ‘sexploitation’ films) epitomized by producer Roger Corman’s 

Women in Cages and The Big Dolls House (both 1971). In 2010, they took on the ‘evil child’ 

genre with Little Mercy (2010) and in 2012 they presented Summertime in the Garden of Eden, 

inspired in equal parts by Gone with the Wind and the theatrical legacy of Tennessee Williams. 

The latter was described by reviewer Allison Croggon as ‘melodrama on amyl nitrate’, a 

production ‘underpinned by a deftly intelligent subtext that skewers the binary world of white 

heteronormativity’ (Croggon 2013). The dialogue between the cinematic and the theatrical that 

animates these productions might be understood using Jay David Bolter and Richard Grusin’s 

definition of the term ‘remediation’, as they represent or recreate one type of media in another 

(2000: 39). As Steve Dixon notes, however, the term remediation has been adopted elsewhere, 

and has ‘been common coinage in the waste disposal and recycling industries for some years’ 

(2007: 136). The use of the term across media theory and waste management is curiously fitting 

in this instance, as it brings us to a sensibility Flanders and Green employ with abundance: 

camp. 

 Camp traces its etymology to the French verb, se camper, ‘to pose in an exaggerated 

fashion’, and while practiced at least since the late 19th century, became the subject of academic 

analysis in Susan Sontag’s seminal 1964 essay ‘Notes on Camp’. Sontag describes camp as a 

sensibility that delights in artifice: ‘the essence of Camp is its love of the unnatural: of artifice 
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and exaggeration’ (1999: 53). It is an aesthetic mode of experience that sees everything in 

quotation marks, as role-play. Immensely theatrical, ‘[t]he whole point of Camp is to dethrone 

the serious. Camp is playful, anti-serious’ (62). As Halperin notes in How to be Gay, ‘[c]amp 

is not only a mode of cultural appropriation, a way of recycling bits of mainstream culture; it 

is also productive, a creative impulse in its own right, a strategy for dealing with social 

domination’ (2012: 203). In Calpurnia, this playful, anti-serious, recycling aesthetic is at work 

both within the play, but also in a more meta-theatrical matter. To make this argument, it is 

necessary to examine how camp has historically engaged with the body and aging, and how 

Calpurnia Descending connects this history to glitch and the postdigital.  

 The plot of Calpurnia Descending echoes All About Eve, as it traces the young and 

(seemingly) naive Violet St. Clair as she befriends reclusive star Beverly Dumont, who 

becomes inspired to make her Broadway comeback in a production of Julius Caesar, where 

she – naturally – will play Calpurnia. The unfolding drama follows the scheming and 

manipulation of both characters as one tries to resurrect her career, and the other to launch it. 

Both are played in camp drag, but the two leads take up differing inflections. The young St. 

Clair is played in a naïve camp (in a blonde wig) by Ash Flanders, while the aging Dumont is 

played in an acerbic camp (with and without wig) by actor and singer Paul Capsis. By casting 

Capsis and Flanders as the ‘old star’ and the ‘starlet’, we see a doubling down of the diva-feud: 

both in its populist incarnation, and a more subcultural key, of drag-divas. Capsis has a long 

and glittering history as a drag performer, from his 1992 solo show THE LADY IS A CAMP, 

performed as part the Sydney Gay and Lesbian Mardi Gras, to playing his Grandmother in the 

critically acclaimed Angela’s Kitchen (co-written and directed by Julian Meyrick), Capsis has 

arguably blazed a trail in Australia, which Flanders has gone on to follow - building his own 

career in large part by playing women. Through this meta-theatrical layering, Calpurnia creates 
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a platform to examine attitudes toward aging amongst gay men, while also allowing the Sisters 

Grimm to reflect on a foundation of their theatrical practice: the logic of camp.  

 In her ethnography of US drag queens, Mother Camp, Esther Newton observes the role of 

camp performance as a method of negotiating stigma within the gay male community, 

embracing it and making it an object of ridicule. ‘Camp humor’, Newton writes, ‘is a system 

of laughing at one’s incongruous position instead of crying’ (1979: 109). Before it was adopted 

as an adjective, ‘Camp’ was used as a noun, with the camp a particular role that was played at 

parties and performances. The camp was opposed to the ‘beauty’, the object of desire and 

sexual attraction. As Newton writes: 

The camp, both on and off stage, tends to be a person who is, by group criteria, 
less sexually attractive, whether by virtue of advancing age or fewer physical 
charms or, frequently, both. Whatever the camp’s “objective” physical 
appearance, his most successful joke is on himself. (Newton 1979: 56) 
 

Newton’s observation shows a rather complex relationship between a camp aesthetic and 

‘advancing age’. As Caryl Flinn notes, Sontag’s famous essay was originally going to be titled 

‘Notes of Death’ (Flinn 1995: 54), and as Flinn herself suggests, ‘[c]amp has always been 

fascinated with, and has fashioned itself on, the outmoded, the out of date, the artifact past its 

time’ (Flinn 1995: 55). In their program note, Flanders and Greene observe that this outmoded 

artifact is often the diva herself, writing: 

As the diva ages, as she loses her desirability as a figure of identification, her 
gay audience is as quick to ‘turn’ as any cartoon Broadway producer. The logic 
of camp marks the aged diva as an object of fond ridicule – placing her in a space 
somewhere between revulsion and idolatry. (Flanders and Greene 2014) 

 

As Flinn argues somewhat forcefully, this ‘turn’ away from the diva is implicitly tied up with 

her body, as ‘the imperative to breed – which is culturally forced upon bodies of heterosexual 

women like a straightjacket and wrenched from lesbians with equal force – is indispensable to 
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the grotesque tradition of which camp partakes’ (1995: 73). Indeed, the historical construction 

of, and fixation with the female celebrity (built on youth and beauty as markers of reproductive 

fitness) brings us back to the Darwinian influence on cultural values and assumptions about 

‘natural’ bodies and desire raised by Aeon, and the way that ‘camp doesn’t just mock what is 

outmoded, but what—and who—is old’ (1995: 65).  

 The problematic association between misogyny and camp is only reinforced by the debates 

regarding the ‘ownership’ of camp, and the widespread assumption that ‘the only authentic 

form of camp is gay and generally misogynist’ (Robertson 1996: 57). However, as Robertson, 

and more recently, Crosby and Lynn argue, such a position ‘overlooks how much of camp is 

and has been appropriative of women’ who have ‘historically been producers of camp’ (2017: 

48). Taking Dolly Parton as their case study, Crosby and Lynn observe how the unnatural and 

artificial can be deployed against the ‘imperative to breed’, noting that ‘through camp, women 

can play with the unnatural and thus challenge these assumptions that limit women and uphold 

patriarchal domination’ (2017: 51). Turning back to All About Eve, we might read Bette Davis’ 

performance as Margo as decidedly campy, in the way it asserts an alternative identity to the 

youthful, natural (and of course, fertile) Eve.  

 However, there is a brief exchange in the penultimate scene of All About Eve that offers 

another perspective. Eve, accepting the Sarah Siddons Award for Distinguished Achievement, 

finishes her speech by remarking, ‘Although I am going to Hollywood next week to make a 

film - do not think for a moment that I am leaving you. How could I? For my heart is here in 

the theater - and three thousand miles are too far to be away from one’s heart’ (Mankiewicz 

1950). A short time later, an arch Margo responds, ‘nice speech, Eve. But I wouldn’t worry too 

much about your heart. You can always put that award where your heart ought to be’. We might 

read beyond the personal hostility in this scene to a broader fight playing out between 

Broadway and Hollywood, an old and a new media. The theatre, as Eve alludes, is characterised 
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as the place where the heart resides, and Hollywood a place without a heart. The metaphor 

flows through a range of layers: live theatre opposed to ‘dead’ film, the theatre as an organic, 

living body and the cinema as a technological machine. When Margo suggests Eve’s heart can 

be replaced by the award, she prefigures an unnatural being animated by a prosthetic heart: the 

cyborg diva. 

 This repositioning of the diva in relation to a new media form brings us to the second notable 

feature of Calpurnia Descending, which is its performance of a media genealogy that cannily 

connects to the diva and camp diva-worship. After the first scene of Calpurnia, a huge 

projection screen descends, completely hiding the stage. The unfolding backstage melodrama 

plays out on the screen, created live for cameras behind the screen. This mediated, multi-

camera, live-cinema spectacle, designed by Matthew Gingold, is ambitious, complex, and also 

very camp. Cheesy dialogue is matched with equally cheesy cinematography that playfully 

acknowledges the audience’s gaze, and works through an array of stock cinematic shots, 

including dialogue cross-cutting, the point-of-view, the dramatic zoom, and exposition. The 

humour relies on a knowledge of these filmic conventions, but also, the reciprocal relationship 

between the theatre and screen media, which, as Philip Auslander has shown, constructs our 

very understanding of liveness (2008). As the performance progresses, we move through the 

history of screen media, from black and white cinema, to colour, and finally, as the melodrama 

winds up its pace, we accelerate toward an aesthetic of video games and contemporary 

networked technologies. In scene 14, we find Dumont/Calpurnia in a vision of the underworld, 

approached by a shadowy figure… 

 
 

———Script Excerpt——— 
from Scene 14: THE UNDERWORLD 

 
BEVERLY  

Who are you? 
NECROMANCER  
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I am the one that blessed you with your visions. 
BEVERLY  

Are you a God or a man? 
NECROMANCER  

I am neither. I am a Belkin N600 Wireless N+ Router. 
BEVERLY  

Are you single band, or double band? 
NECROMANCER  

Double band. 
 
Dramatic music. Under the cowl, the two glowing eyes flare into a line of small green eyes: 
all of them blinking. It’s a modem. 
 
NECROMANCER  

You were a fool to release Cleopatra. It shall be your undoing, daughter of Rome. 
BEVERLY  

No. She warned me of Brutus’ treachery. She – 
NECROMANCER  

It is not Brutus who seeks Caesar’s death. But she herself. The Queen of Snakes. 
BEVERLY  

No. I will stop her! 
NECROMANCER  

It is too late, daughter of Rome. The Gods have spoken - Caesar shall die this hour. 
BEVERLY  

I can outrun them! 
NECROMANCER  

Hubris! Hubris! Nothing can outrun fate, not even I with my speeds of over 300MB 
per second – allowing you to stream content in glittering HD! 

BEVERLY  
Tell me more about Belkin! 

 
A banner scrolls across the screen: FACEBOOK.COM/BELKIN …… TWITTER: (???) 
……… WWW.BELKIN.COM …….. BELKIN, MAKE YOUR INTERNET SAFE 
 
NECROMANCER  

You have not the time, daughter of Rome. Why not simply ‘Like’ us on Facebook. 
BEVERLY  

Thank you, Belkin. You are a noble sage – and an inexpensive solution for my home 
and office! Now…. To kill Cleopatra! 

 
Her dagger raised, BEVERLY/CALPURNIA runs from the NECROMANCER. As soon as she 
is gone, the NECROMANCER cackles evilly. It pulls back its hood: underneath it is 
Cleopatra. She laughs and laughs. Her face splits open like a broken .GIF image. From the 
rift, thousands of smiling ‘Cleopatras’ pour out. 
 

———end excerpt——— 
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The visual explosion described takes the form of a wild, glitching cacophony of images and 

digital animations, full of internet memes, references to 90s era technologies and software, and 

quite specifically referencing the pop-camp music-video of Katy Perry’s 2013 Dark Horse. It 

is telling that this collision of glitch with camp occurs at the moment of shapeshifting between 

diva and router-modem, and results in an explosion of reproductive excess. The dense layering 

reveals a tight relationship between the diva and the media technologies that facilitate her fame, 

and the insistent, demanding churn to constantly produce in order to keep up as these 

technologies and networks move faster and faster. These scenes, I argue, perform a type of 

‘diva dromology’, drawing on Paul Virilio’s neologism for ‘that body of knowledge concerned 

specifically with the phenomenon of speed, or more precisely, with the way speed determines 

or limits the manner in which phenomena appear to us’ (James, 2007: 29). In Speed and 

Politics, Virilio writes of the automotive technological developments that create a ‘body able 

to annihilate time and space through its dynamic performances’ (2006: 84), and we see the 

same annihilation through audio visual technologies, as the diva expands beyond a single body, 

proliferating across the network evoked by the glitching GIF.  

 In following the figure of the diva into the 21st Century, is not surprising the Sisters Grimm 

single out Perry as their target of ridicule in this scene, as her career has been defined by ‘pop-

camp’, a mainstream, marketable appropriation of camp designed to traverse the network at 

high speed, largely without subversive or acerbic edge. Most telling, however, was a tweet 

issued during the Melbourne season, by none other than Perry herself, who happened to be on 

tour in Australia at the time. She posts, ‘Fantastic 1st day in Melb! Got 2 deliver a check 2 a 

girls school, pop in on my pop up & see the HIGHlarious new play Calpurnia Descending’ 

(sic) (Perry 2014). Deftly absorbing Calpurnia by redistributing it within her own social media 

sphere, Perry is quick to laugh along, and just as quickly illustrates the next iteration of the 
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cyborg diva, unceasingly connected so as to better perform across contemporary mediated 

networks.  

 How, though, does the intermedial examination of the diva in Calpurnia bring us back to 

the question of LGTBI identity? We might begin by taking up Chris Philpot’s suggestion that 

‘queers engage in community-building around female divas because of an identification with 

the divas’ performance of excess and waste’ (Philpot 2017: 68). This links us back again to the 

deployment of camp, which as Andrew Ross argues, involves ‘a rediscovery of history’s 

waste’, remediating it (in the sense of waste management) as a ‘re-creation of surplus value’ 

(1989: 151). In Calpurnia, the young Cleopatra/St Claire/Flanders navigates, and then is 

figured as the changing media landscape, while Calpurnia/Dumont/Capsis struggles to keep 

up, frantically responding to sudden shifts in the glitching camp aesthetic, as it steamrolls 

through a visual barrage of video games, corporate branding and 1990s net culture. This 

camping-of-glitch/glitching-of-camp dredges up historical waste, gesturing toward 

obsolescence and death. However, it also revives and remediates this waste, staving off 

obsolescence by breathing life into a new assemblage built from the old parts.  

 After the glitching crescendo, the theatre falls dark and silent. The screen is raised. The 

aftermath of the frenzied work required to execute this last scene in real time is made visible, 

and provides a glimpse into the backstage machinations. Calpurnia/Dumont/Capsis is posed 

atop a ladder, required for the green screen trickery, and exhausted. Slowly, s/he descends, and 

layers of green fabric, costume and wig come off. Finally, it is just Capsis, stripped to his 

underwear, standing centre stage. This moment might be read as one of pathos that distances 

itself from camp, but as Flinn notes, ‘camp strenuously insists on the body and its materiality’ 

(1995: 77). I suggest that this moment retains a playful sensibility but adopts a slightly different 

game. It plays with the entwined challenges, anxieties and indeed, the ethics of camp identity 

across broader cultural and technological changes, drawing attention to an older body, the 
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stereotypes and perceptions of aging in a broad sense, but particularly for gay men. Notably, 

research shows that gay men have an especially negative view of aging, with the late 30s 

perceived as ‘old’ - much earlier than perceptions among heterosexual men and lesbians 

(Schope 2005). This perception has been theorized as accelerated aging, drawing another 

parallel to the accelerations experienced by the diva. Through the glitch-camp aesthetic, 

Calpurnia Descending explores a way to laugh with, rather than at women and gay elders. By 

framing the experience of aging alongside the aging of media technologies (and media content) 

in this particular context, Flanders and Greene highlight that experiences of, and attitudes 

toward aging are diverse, informed by identities, communities, histories and experiences. 

Which brings us to the final performance I wish to discuss, the Coming Back Out Ball. 

       

Coming Back Out and Futurity 
 
  

[Figure 5.1, here] 

Figure 5.1: The Coming Back Out Ball by All The Queen’s Men (2017). Photographer: Bryony 

Jackson  

   

On 7 October 2017, All The Queen’s Men (ATQM) hosted the Coming Back Out Ball (CBOB 

hereafter) in the Melbourne Town Hall, a flagship event of the Victorian Seniors Festival, held 

in association with the National LGBTI Aging and Aged Care conference. Over 550 LGBTI 

seniors (65+), 60 volunteers, and 100 artists, performers and crew took part in the lavish gala 

comprising several acts and entertainments, dinner, and of course, dancing. ATQM (Tristan 

Meecham and Bec Reid) described the ball as a gift to honour the elders in attendance, and 

those in the broader community. As Melanie Joosten writes for The Guardian:  
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The Coming Back Out Ball is so named because one of the biggest challenges 
faced by many older people within the LGBTI community is whether to be out 
and proud in late life, or keep this aspect of themselves hidden. (Joosten 2017)  

As Joosten point out, many LGBTI elders keep their sexuality or gender identity hidden to 

avoid social, material and policy-based discrimination, with an Australian study showing a 

‘distressing fear for participants was that they would have to “straightenup” their lives, or hide 

their sexual orientation if they required residential aged care’ (Barrett et al. 2015: 139). The 

emphasis on coming back out draws attention to the importance of thinking about temporal 

change, acknowledging the fight for acceptance, and how socio-cultural attitudes surrounding 

the act of disclosing sexual or gender identity have changed remarkably within the span of a 

generation, while also identifying the more individual aspects of what the process of ‘coming 

out’ means for different people at different stages of their lives. With the CBOB, ATQM 

appropriates and refigures the gala ball as form of activism, first by reclaiming a significant 

public, civic space for older LGTBI bodies, and second by insisting on the presence of these 

bodies by mediating them for a larger audience. To unpack the latter, however, we must begin 

with the former, and consider the Ball as embodied event.  

 In 2016, prior to the extravagant scale of the gala ball, Meecham, Reid and Andrew Westle 

created the LGBTI Elders Dance Club, an ongoing, monthly event held at the Fitzroy Town 

Hall for rainbow elders and allies. Inspired by UK group Duckie, the dance club was envisioned 

as a consistent, ongoing event, which allowed ATQM to build relationships in the community, 

negotiate differing mobilities, and develop strategies to maintain inclusion. The dance club has 

continued since 2016, with numerous ‘chapters’ also starting up across Australia, often in 

partnership with local councils and community groups, and even internationally in Scotland, 

through parentship with the National Theatre of Scotland, Eden Court and Luminate. In 2020, 

due to the COVID-19 pandemic, in-person gatherings were postponed, but regular events 

shifted online with a Digital Dance Club. 
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 In coming together and affirming the importance of regular meeting, the LGTBI Elders 

Dance Club and the CBOB also draw attention to cultural change. For decades, LGBTI venues 

and events served an important role as community hubs, yet in recent years, a number of factors 

have led to their decline (Nunn 2019). One of these factors is a growing social acceptance of 

diversity, yet as noted earlier, this has proven somewhat uneven, with aged care homes and 

medical services slower to implement more inclusive policies and practices. Another factor is 

the rise of social networking apps and online spaces where people can socialize, make friends, 

and find sexual partners. These new networked spaces, however, can also present barriers for 

older users, with their distinct cultures of use, and the literacies required to navigate these 

devices and online environments. The dance club and gala ball both create spaces for bodies to 

come together, eat, drink and dance, while also paying homage to the significance of the gay 

and lesbian balls held in Melbourne throughout the 1970s and 80s, as events that created safe 

spaces to gather, socialize, and express gender and sexual diversity. 

 With these issues in mind, it is clear why ATQM invested considerable time and attention 

addressing accessibility in the two-year lead-up to the gala ball, and remain invested in an 

ongoing process of listening. An example of this is the production of a report commissioned 

about the CBOB, where several interesting observations were collected. Perhaps 

unsurprisingly, many elders affirmed a strong desire to move and interact, surmised by the 

succinct advice: ‘less entertainment, more time for dancing & talking’ (Badham, Bourke and 

Meecham 2018: 15). One particular comment in the report, however, captures the entwining 

threads of bodily change and cultural change that I have sought to explore in this chapter, with 

the advice that ‘shorter bursts of dancing take less toll on the aging joints. Perhaps consult with 

some older people about dance music. Some of it was OK but extended play 90s disco was not 

so much’ (2018: 15). The request for shorter bursts is notable as it draws attention away from 

the simplistic binary of bodies being able/unable, to more nuanced consideration that includes 
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duration and frequency. Similarly, the request for less 90s disco might point toward 

generational differences in taste, but may simply be an individual preference. Interestingly, the 

comment illuminates how sound and movement can also work to affix bodies with identity in 

this instance. 

 The entertainment at the gala ball included a wide variety of acts – as well as the sharing of 

stories and experiences of LGBTI elders, which sought to recognise past pain and suffering, 

but also celebrate the rights and privileges hard won. While the gala was an affirming and 

inclusive embodied event, it was also extended beyond the guests, quite deliberately, as a 

mediatized event in order to draw attention to and affirm LGBTI elders in the wider 

community. A publicity campaign for the gala led to national, and international coverage in 

newspapers, on radio, television and online outlets. Many of these articles involved profiles of 

LGBTI elders, such as Judith Slade, who forged a career in the male dominated world of sheep 

shearing, and was sentenced to a month in prison because of her sexuality (Byrne 2017), and 

David Morrison’s coming out at age 76 (Webb 2017), or trans woman Michelle, who also came 

out later in life, explaining, ‘I knew from my earliest memories that I was trans, but there was 

no word for it then’ (Russell 2017). These profiles ranged across a diverse spectrum, often 

drawing attention to historical and contemporary experiences of homophobia and the 

challenges of aging, but also offering perspectives on contemporary debates regarding equality. 

 The mediated activism of the CBOB also fell within a larger national context, as the gala 

ball took place at the height of a prolonged and polarising campaign to legalize same-sex 

marriage in Australia. The campaign faced considerable resistance from many conservatives 

and religious groups, and political machinations meant the issue of marriage equality was not 

put to a referendum, or even a non-binding plebiscite, rather, it was decided that a voluntary 

national postal survey was administered between September and November – and the CBOB 

landed, quite unexpectedly, right in the middle of this period. This unanticipated scheduling 
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meant the CBOB media campaign could not only address the marginalisation of LGBTI elders, 

but incorporate their voices into the campaign for LGBTI rights in the future. The voluntary 

survey results were announced on 17 November 2017, with 61.6% of respondents in favour of 

legalising same-sex marriage, and a private members bill amending the marriage act was 

passed by the Australian parliament on 7 December 2017.  

 The issue of futurity, I argue, is the oft-unmentioned subtext that brings together these 

various works and the complex issue of aging for the postdigital LGBTIQ identity. The horizon 

of the future has been an issue explored by several queer theorists, perhaps most notably by 

Lee Edelman in No Future: Queer Theory and the Death Drive (2004). Edelman observes how 

the future is overwhelmingly imagined in biologically reproductive terms, through the figure 

of the ‘Child’, which excludes this future from all who are unable to reproduce. Moreover, this 

figurative child is frequently called up and deployed in arguments against sex and gender 

equality (such as same-sex marriage or reproductive rights). For these reasons, Edelman 

proposes instead a radical model of anti-oppositionality: ‘a refusal of the coercive belief in the 

paramount value of futurity’ (2004: 6). However, I want to suggest that Aeon, Calpurnia 

Descending and the Coming Back Out Ball all imagine a different future; one that is not built 

around a figural child, but rather, the body and its materiality.  

 This queer future is different to that of ‘reproductive futurism’, and offers what I suggest is 

a postdigital modality of ‘queer time’, extending the concept originally formulated by Judith 

Halberstam, which resists ‘the temporal frames of bourgeois reproduction and family, 

longevity, risk/safety, and inheritance’ (2005: 6), with an original ‘emphasis on the here, the 

present, the now’ (2). Halberstam suggests queer time is most apparent ‘within those gay 

communities whose horizons of possibility have been severely diminished by the AIDS 

epidemic’ (2) and the uncertainty of the future led to a focus on the present. However, as Brown 

argues, this conception ‘encourages the queer community, whether intentionally or not, to look 
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away from aging as a potential for a given individual’s future and to look away from individuals 

in the LGBT community who are aging or who are old’ (2009: 71). The performances analysed 

in this chapter each formulate a ‘postdigital queer time’, that centres on the body, and its 

materiality, while simultaneously drawing attention to digital mediation. This modality, I 

suggest, contemplates a very different horizon of the future, entangled with the ‘digital 

revolution’, but also detached from it. On one hand, it points to the unfulfilled promises of this 

revolution: of the body made obsolete, or at the very least to make aging a thing of the past. 

Similarly, it speaks to the unfinished work of gay liberation, of lingering homophobia, 

transphobia, ageism, and many other forms of discrimination and marginalisation faced by the 

LGBTI elders. On the other, it embraces advances made: of progressive changes to policy and 

law, of greater representation of diversity in media, and of course, medical advances, such as 

the increasingly effective (and available) treatments for HIV/AIDS. It is also to recognize the 

increasing cultural change that has come about through the development of social media, 

exemplified by the success of the campaign to legalize same-sex marriage in Australia, but also 

the awareness that these platforms are not always egalitarian or accessible, and the acceleration 

toward their widespread use also has a host of unintended consequences.  

 To conclude, I wish to return to the television series Glitch, and the fictional scenario of a 

technological glitch bringing the dead back to life which served as a starting point for this 

chapter. The source of the glitch in Glitch, however, was decidedly industrial, a product of 

experiments carried out by the fictional Noregard laboratory. The glitches examined in Aeon, 

Calpurnia Descending, and the Coming Back Out Ball are decidedly more post-industrial and 

postdigital, focused not on the crossing between life and death, but on a more nuanced 

exploration of the faults, surges and rogue behaviours that emerge in the use of bodies and 

technologies over time. The postdigital glitch here does not imagine bodies reborn as avatars 

in cyberspace, nor a bioscientific promise to eradicate aging; but rather, like camp, appropriates 
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and recycles – but unlike camp, moves away from artifice and ridicule, moving instead quite 

earnestly to bring bodies back into focus in an accelerating digital-media landscape, and resist 

an evolutionary futurism of ‘perfect reproduction’, and imagine other models of support and 

community. Aeon, Calpurnia Descending and the Coming Back Out Ball each offer a glitch to 

the futurity imagined by the ‘digital revolution’, directing us to think seriously about how a 

contemporary ‘flock’ might include the bodies, voices and perspectives of LGBTI elders.  
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1 Reynolds was also involved in programming scenes for the ground-breaking 1982 film Tron, which was 
influential in its visualisation of digital technologies and cyberspace. 
2 The book itself was an updated edition of his earlier work, The Future of Art in the Digital Age (2006). 
3 Cascone is generally recognized as the first to coin the term ‘post-digital’ in this 2000 essay. 
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