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We exist in the time of the networked image as an expansive onto-epistemological apparatus -, a relational socio-technical assemblage that both limits and creates possibilities for how and what can be imagined as real. The networked image is also a relational object with performative agency and can exist beyond the computational (Cox et al.,2021:40). As one of the first substantial publications on the topic of intermedial performance in the networked image era, Avatars, Activism and Postdigital Performance poses both ontological and epistemological questions of intermediality as a phenomenon in theatre and performance. The editors, Liam Jarvis and Karen Savage, base their enquiry on Matthew Causey’s query during the 2016 IFTR gathering of the Intermediality in Theatre and Performance Working Group about the relevancey of intermediality as a research topic. However, the assumption that ‘multimedia’, ‘intermedial’ and ‘transmedia’ are things of the past needs radical rethinking, especially post-pandemic. As the editors observe, the ubiquitous exile of live performance to online platforms in 2020 reminds us that everything is (still) intermedial and inter-knotted with complex datasets. This edited collection proposes analysing intermediality anew, not as an ‘in-between-ness’ or ‘both-and’ concept but through the notion of the double negative ‘not-not’. The editors argue that this ‘double knot’ can help the reader begin to comprehend one of the most complex challenges of postdigital art or the embodiment of data;: that our data is not us, but it is not not us. 
This edited collection consists of seven chapters, each grappling with the challenges of this complex double-negative take on intermediality. The An embodied approach grounds each chapter and the exploration of the main problem of digital thinking, or how to determine whether something is what we think it is. This double negative pull is particularly well-addressed in ‘Avatars, Apes, and the “Test” of Performance Capture’ by Ralf Remshardt. Remshardt seamlessly unpacks the postdigital turn in acting and cleverly asks us to consider what this means for the future of theatre training and theatre in general. His article questions the ethical and legal concerns that arise from how actors interact with motion capture and what this means for the industry in terms of ‘enhancing’ actors’ work with technology. Remshardt’s argument tests and extends the existing discussions in the field spearheaded by Phil Auslander and Johannes Birringer about the performer as a commodity in the postdigital age. This questioning of the digital double is further extended in William W. Lewis’s chapter, ‘Performativity 3.0’, which discusses Blast Theory’s show Karen and the audience’s understanding of the construction of their data doubles through data role play. I particularly valued Lewis’s argument about our postdigital life entanglement in systems of data and Karen’s capacity to interrupt that systemic bind,  and allowing the spectators’ input to become a crucial element in the process of multiplying the selves we produce. 
Whilst the first two chapters discuss the technological underpinnings of the performer- and audience-embodied digital double experience, the chapters by Karen Savage, Liam Jarvis and Asher Warren consider the phenomena of glitching, deep-fakes and hijacking, both as aesthetics and methods to investigate the relationships between technologies, bodies and experiences of age, race and sexuality. Savage foregrounds Randy Rainbow’s work and his use of social media platforms to highlight how politicians (particularly Donald Trump) use social media. This double exposure strategy allows Rainbow to expose the absurdity of Trump’s messages through humour and satirical inversion. Savage argues that Rainbow hijacks existing scenarios from life performance to magnify certain politics and to create a crowd-voiced, endless copy of himself. This sets up Jarvise’s discussion, which extends Vilem Flusser’s use of the term ‘apparatus’ and questions technologies that can turn all aspects of the world into manipulated objects. Jarvis also highlights the algorithmic drive, the endless process of training machines with vast amounts of facial images, and the attention we must place on the underlying computational processes of synthetically created videos and images, particularly how certain phenomena, e.g. misogyny and racism, are embodied within these seemingly ‘objective’ processes. This is extended in Warren’s discussion of Aeon, which addresses an underdeveloped dimension of the postdigital: its relation to ageing bodies. This section proffers a series of provocations about the boundaries of our immersion with the digital and the scope of the performative in detangling the soft boundaries of the actual body. The provocative undertones of these chapters highlight the impact of networked thinking on the modes of collaboration that the industry executes, supports and maintains. This reveals a bigger question: are we equipped to deal with these phenomena as practitioners and educators? 
The final two chapters return the reader to the embodied practice of performing for/with the media and the ‘precarious subjectivities’ that emerge in the performative interplay when sounding and place-mixing. Kendrick and Shyldkrot analyse the work of Dead Centre to draw our attention to contemporary anxieties about theatrical labour associated predominantly with acting and directing by focusing on how sound stages precarity productively to reveal its possibilities. Similarly, Scott reflects on the interrogative act of place-mixing as a speculative way to stage encounters (with nature and technology). This last section practically unpicks the relations between the materialities and practices of digitality that we engage in to process the world around us. 
This edited collection is a timely contribution and extension of theatre’s post-pandemic intermedial existence. It helps us to understand better the limits and possibilities of networked performance identities. As the contributors emphasise, the entangled processes of human and non-human networked co-existence are radically shifting our understanding of what intermediality means for theatre practitioners. I only wish theseis points were synthesised in a conclusion with some recommendations for the sector that would allow future theatre-makers and scholars to develop this concept further. 
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