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CHAPTER 1

Introduction: Theatre as Experience
Machine

My interest in immersive theatre was piqued in 2007 after experienc-
ing two performances that were both intoxicating and exhilarating, and
seemed to capture something of an innovative streak in theatre performed
in Britain at the time: Punchdrunk’s The Masque of the Red Death (2007-
2008) and a piece by members of De La Guarda called Fuerzabruta
(2005-)." The first was a delirious romp through the haunting, morbid
imaginings of Edgar Allan Poe. Audiences wore masks, a Punchdrunk
trademark, and were free to roam throughout the various rooms, stair-
cases and corridors of London’s Battersea Arts Centre (BAC), rifling their
way through immaculately detailed and thematically cohesive environ-
ments, and encountering performed excerpts plucked from Poe’s ocuvre
along the way. The second, Fuerzabruta, was performed in a large tent at
the Edinburgh Festival Fringe while it was on a world tour. For theatre
critic Lyn Gardner, it was ‘like having a spotlight shone in your eyes while
being hit with a sledgehammer by someone who insists, “We have ways of
making you have fun”” (Gardner, 2007). A series of spectacles followed on
from one another in the centre and all around a single promenade space:
a man running through cardboard walls atop a giant treadmill; dancers

! Fuerzabruta was devised by members of the Argentinian group De La Guarda, although
it is not strictly ‘by” De La Guarda following a split between two core members of the com-
pany: Pichon Baldinu and Diqui James. James worked on Fuerzabruta, but Baldinu did not.
‘Fuerzabruta’ is more accurately both a company name and a production name (split into
two words in the United States — Fuerza Bruta), although the show is commonly referred to
as a De La Guarda production, which also makes for convenient shorthand (Binder, 2011).
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