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Chaos Theory 

The paradoxical definition given by the Royal Academy in London, 1986 for 
chaos was “stochastic behavior occurring in a deterministic system”(Stewart, 2002, p.12).  
The paradox lies in the fact that stochastic means random and deterministic means 
predictable.  The paradox is resolved through the observation that chaos self-organizes 
itself into order (Prigogine,1984, p. 141).  If classical physics is a system that yields 
determined predictions and quantum mechanics is the study of probabilities, then chaos, 
because of its inherent self-organizing process, hypothetically and potentially leads to a 
reconciliation of the tensions between old and new science. According to Ian Percival, 
“The theory of deterministic chaos mixes determinism and probability in a totally 
unexpected way” (Hall, 1994, p. 15).  By analogy, Fitzmaurice combines the traditional 
instructions of classical Western voice training with the esoteric study of energy systems 
such as charkas and meridians in quest of a more dynamic, expressive, present actor.  In 
her explorations as with quantum physics, she encountered a world of probabilities and 
she realized that the inner world and the link to it, breath and mind, have diverse 
applications.   The task she set for herself was to develop a system that would harmonize 
with the esoteric Eastern paths but channel those energies in the pragmatic ways of actor 
training. In the foreword to Chaos, Creativity and Cosmic Consciousness, Jean Houston 
writes: “We live in chaos, which we may have created in order to hasten our own meeting 
with ourselves – that is to blow down the old structures that no longer sustain us” 
(Sheldrake, 2001, p. xv).  This apt citation justifies the model for Fitzmaurice Voicework, 
which is a magnum opus in the alchemical sense of transformation whereby chaos is both 
consciously and unconsciously created as a learning modality toward fuller self-
knowledge in the service of broader creativity.  This is psycho-spiritual alchemy that 
aligns with Jungian theories of transformation.  Fitzmaurice offers the possibility of a 
holistic approach by incorporating elements and philosophies from disparate disciplines.  
Her method heals the mind/body split through harmonizing the autonomic nervous 
system with the central nervous system.  The diaphragm as a site of both striated and 
nonstriated muscle becomes the symbol of this harmony through her foundational work 
on the breath.  The unique theoretical ingredient of her work is that it embraces the “fight 
or flight” mechanism rather than banishing the fear it generates.  In this way, not by 
banishing fear but by utilizing it, she claims to heighten vocal expression.   
 
               
 
Metaphor and Synchronicity 

What I propose is a synaptic study of a metaphoric nature between Fitzmaurice 
Voicework and chaos theory.  Often when the arts are juxtaposed with the sciences a 
hierarchical relationship ensues with science on top.  Such dialogues contain what Bohm 
and Peat identify as a “subliminal infrastructure of tacit ideas”(Bohm, 2000, p.39).  They 
are referring to paradigms inherent in the scientific community reflective of rigid 
thinking, but the same kind of silent conspiracy can be found in conversational formats 
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when the humanities are linked to and borrow from a scientific context.  In such 
hierarchical transactions, the tendency is to valorize the sciences and to devalue the arts.  
Numerous fields of study heretofore considered antithetical to the “hard” sciences have 
appropriated chaos theory.  This inclusive, global potential has infiltrated a variety of 
non-strictly scientific studies from economics to Hollywood special effects.  Clearly, 
Chaos Theory has gained authority in such arenas but as Fritjof Capra attests in the Tao 
of Physics through numerous citations of eminent scientists, the Eastern mystics got there 
first (Fritjof, 1999, p.18).  Scientists are now admitting, therefore, that this so-called new 
wave of physics is really only in process of catching up to the concepts of ancient Eastern 
cosmology.  In such complex exchanges of ideas between cultures, hierarchy as a model 
is crumbling.  The impact of Eastern mystical modalities on the West has had a leveling 
effect that has pervaded dialogical comparisons.  When the relationship is so porous and 
fluid, alternative methods of discussion must be sought.   

 
        This chapter does not attempt to present a definitive summation of a scientific 
theory.  Instead, it looks for engaging parallels from science to further illuminate a field 
of voice training.  I posit that it is possible to offer such a metaphorical study when this 
authority is put in a context that admits chaos theory’s constructs recover ancient 
perceptions. As Michael Berry notes, “ Nowadays the ‘chaology: of classical mechanics 
is an intensively active area of research – chaology is a revival of a term used by 
theologians two centuries ago to mean the study of what existed before the Creation” 
(Hall, 1994, p. 185-6).  One can correspondingly argue that Fitzmaurice work is also a 
process of recovery in offering the actor the potential for reconnection with vital energies 
and imaginative creativity through vocal expression. Briggs and Peat distinguish active 
from passive chaos, “Mythic chaos had been ‘the first of all things’ out of which bloomed 
forms and life.  The passive chaos of entropy was the reverse.  It was what happened 
when forms and systems ran down or ran out of the energy that had bound them together” 
(Briggs and Peat, 1990, p. 22).  In Fitzmaurice Voicework what I will be looking at not 
dissipative but creative chaos.  Scientific chaos theory provides the primary dialogue of 
this essay but the metaphoric approach affords other reflections too that intersect with 
mythic chaos.  Therefore, I will also consider chaos in alchemy and shamanism as 
possible dialogic interplay with Fitzmaurice actor training.     Fitzmaurice Voicework has 
underpinnings in this context since destructuring is in the service of and precedes 
structural creation.   
 
Another connective underpinning is that both Fitzmaurice Voicework and chaos theory 
have common ties to Eastern philosophy that create mutual meeting points.  Furthermore, 
both chaos theory and Fitzmaurice Voicework provide us with a rich and compelling 
vocabulary.   It is important to acknowledge, however, that Fitzmaurice arrived at a 
technology and terminology independent of chaos theory in her pursuit of a 
comprehensive system of voice training. It is moreover significant to this kind of 
dialogue to acknowledge that synchronicity plays a part, for in the 1960’s when Edward 
Lorenz was making his discoveries which would become known as the butterfly effect 
and prove to be foundational to the new science of chaos, Fitzmaurice was conducting 
her own experiments researching energy in the body and discovering how an induced 
tremor would become fundamental to her system of voice.   
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           It is interesting to muse about the fact that the Newtonian clockwork 

universe synchronized with the philosopher, Denis Diderot’s evaluation of the 
accomplished actor as a puppet in The Paradox of Acting, “ a great actor is also a most 
ingenious puppet, and his strings are held by the poet, who at each line indicates the true 
form he must take” (Diderot, 1957, p. 46).  Joseph Roach, who charts the science/art 
parallel in The Player’s Passion, concludes that Diderot “discovered a perfect acting 
machine” in David Garrick because of what he describes as his automaton like alterations 
of expression (Roach, 2002, p. 152).  Synchronicity may have contributed to Garrick’s 
brilliant success in an atmosphere that exalted the machine over nature.  By comparison, 
Fitzmaurice grew up in a world beyond quantum physics that had already interrogated 
determinism, questioned the antagonistic relationship formed by science’s subjugation of 
nature and was moving in some circles toward new paradigms that sought to restore order 
through chaos. 

 
Fitzmaurice Voicework Revisited 

Before further advancing this discussion I will review the two phases of 
Fitzmaurice voice practice.   The first phase, De-structuring, is comprised of a series of 
exercises that stimulate and support the actor’s exploration of spontaneous impulses.  De-
structuring operates by moving the actor through a sequence of semi-stressful positions 
that are adapted from yoga asanas and Wilhelm Reich’s Bioenergetics.  The exercises are 
intended to bring the actor in contact with the autonomic nervous system.  These 
positions permit an energy flow in the body that Fitzmaurice calls “tremoring”.  It is 
important to distinguish tremoring from shaking; the former considered an involuntary 
reaction while the latter implies active intention.  The tremors are vibratory, quivering 
motions that affect the breathing and also act as a diagnostic tool that allows for 
consciousness of where there is flow of energy and where there are blocks. Often where 
the tremor stops, consciousness stops.  Fitzmaurice aims for what she identifies as global 
breathing, the sense of the breath going all through the body.  As the tremor influences 
breathing it also influences the voice.  The tremor acts like a current and sensitizes the 
body to the flow of vibration.  The premise is that vocal resonance will follow where the 
breath goes, so as the tremor opens up the whole physical field, it also carves a path for 
sound flow.  The tremoring energy encourages the possibility that sound vibration will 
therefore deeply penetrate the whole body.  The actor practices the art of releasing 
unmanaged sound or what Fitzmaurice calls “fluffy sound”.  This is a breathy sound 
using minimal activation of the vocal folds in order to keep the neck muscles loose. The 
idea is to allow the breath and sound to occur as a release and reflection of what’s going 
on in the body.  De-structuring affects the body as well as vocal organization inviting 
greater range, resonance, and fluidity of thought with emotional release.   Re-structuring 
is the complementary phase that follows De-structuring.  This phase promotes the 
reconnection with the central nervous system through isolation and synergistic use of the 
intercostals and the transversalis abdominis, but not the rectus abdominis or the 
abdominal obliques for improved vocal function.  Re-structuring represents the more 
Western orientation of the work, including rib swings and a physiological approach to 
breath and sound production. Re-structuring includes speech and the imagined “focus 
line” that starts at the navel, travels down to the basin of the pelvis and moves up parallel 
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to the spine and out through the third eye towards the listener.  The focus line involves 
synthesizing the interiority discovered in De-structuring with the conscious intent to 
communicate.   
 
 
Consciousness 

Fitzmaurice claims that in stimulating the fight/flight mechanism via tremoring, 
the actor attains alpha states similar to those reached in meditation.  Indeed, in the time-
altered world of De-structuring, the brain may continue to decompress and attain theta 
states too.  Keith Floyd describes this magical alteration through the eyes of a meditator: 
“He finds his mind flooded with creative insights, as if it has established direct contact 
with every mind that has ever been or ever will be.  It could almost be described as a 
dimension of awareness beyond space and time.  His consciousness is expanding and he 
feels himself at the threshold of what has been called Cosmic Consciousness” (Floyd, 
1973-4, p.49).  At oneness with Cosmic Consciousness occurs at the theta level where 
time is spaced out.  This mind opening for the Fitzmaurice trained actor to universal 
consciousness is most tangible through inspiration, literally the liberated movement of the 
breath.   It is through the physical approach of De-structured breathing that the mind is 
encountered.  It is in the doing the prescribed exercises that the understanding happens.  
By altering the body, one alters the mind.  Fitzmaurice utilizes the proprioceptive 
mechanism, that part of the nervous system that governs self- perception, in order to 
enhance awareness of the body.  In addition to developing a fine tuned sense of the body 
in space, this work involves the development of interoception, an awareness of the body’s 
internal state.  The tremoring doesn’t just move in the skeletal muscles. It moves in the 
organs as well.  By bringing the mind into the body both are experienced as energy with a 
flowing quality that permits dialogue, transmission and merger between the two. This 
fluid quality of mind and body create an internal terrain where choice and change become 
tangible.  The tremoring body not only moves physical energy, but there is also a 
corresponding upheaval of consciousness as the mind unleashes thoughts, images, inner 
voices that through the agency of the breath extend beyond the borders of the head and 
flood the body.  In this way thoughts become physical and visceral.  A large part of the 
De-structuring work is to disrupt through chaos patterns of holding in muscle and mind in 
order to change self-perception.  Chaos occurs when the energy elicited through 
tremoring encounters a habitually held region of the body.  The breathing becomes 
chaotic and the body/mind are flooded with associations to tremors such as shivering, 
nervousness, sexual release, muscle fatigue, anger and perhaps most appropriately to the 
actor, stage fright.  The tremor is evoking a primal survival response that tends to make 
respiration deeper and raises the internal body temperature.  De-structuring, therefore, 
reconnects the actor with primal body intelligence allowing for a more responsive, alert 
system of breathing and sounding.  Since there is an emotional association with “fight or 
flight” instincts, the potential increases for more sensitized textured responses. 
 
Dark Matter 

These “fight or flight” instincts are often buried in the unconscious of a wounded, 
fragmented psyche.  Fitzmaurice re-frames wounds as a positive structuring of protection 
that functioned historically as an intelligent response to stressful conditions.  But as the 
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wound becomes buried it serves another function holding the possibility for healing and 
renewal.  Fitzmaurice states “the wound and the protection system is gold because you 
remember yourself.  It’s a gift.  More than a personal journey, it becomes a gift to the 
world, bringing yourself to a barrier and walking through it” (2005 Teacher Training).  
According to Fitzmaurice, “Shit is fertile – and your life depends on getting rid of your 
shit” (2005 Teacher Training). It is the inner world of dark shit that provides both the 
enrichment for creativity as well as the toxic interior that constipates the actor if not 
identified and released.  The dark interior can either be constructive or destructive 
depending on the mind’s relationship to it.  It reinforces the actor’s resources to recognize 
its prevalence and form an ally relationship with this dark interior.  There is a reflection 
in the cosmos that Sheldrake points to: “I think a factor that changes everything is the 
discovery of dark matter – the fact that 90 to 99 percent of the matter in the universe is 
utterly unknown to us.  This recent discovery effectively tells us that the cosmos has a 
kind of unconscious, a dark realm that condition the formation and shapes of the galaxies, 
their interaction, and everything that’s going on within them” (Sheldrake, 2001, p. 16-
17).  In the human microcosm, Fitzmaurice assists actors in working around their edges 
and sometimes going beyond their boundaries through tremoring to contact their dark 
matter.   
 
Flow 

Giving space to the irrational becomes a means of growth and insight as de-
rigidified patterns transform into creative energy.  The nature of the tremor is paradoxical 
with its contradictory energy flows and in this sense is comparable to the Zen koan 
described by Capra: “Once the solution is found, the koan ceases to be paradoxical and 
becomes a profoundly meaningful statement made from the state of consciousness which 
it has helped to awaken” (Capra, 1999, p. 49).  Tremoring, too, is a way to consciousness, 
to direct insight, literally seeing in through a process of de-armoring that uncovers the 
core of innate information about the self.  The juxtaposition of flow with obstruction 
leads to chaotic natural behavior such as observed in whirlpools or the weather. The 
tremor serves as a “butterfly effect” disturbing the mundane, armored persona by 
throwing it into a fragmented world of rough edges where mind and body move toward 
union.  The chaotic trajectory of the tremoring body/mind is in a perpetual state of 
butterfly effects where each moment is a perturbation of initial conditions.  The human 
dynamical system is open and each tremoring shift has many bifurcations.  This inner 
journey reveals what Talbot calls universes within universes (Talbot, 1993, p.39).  Like 
the subatomic world, the interior landscape explored through tremoring is a place of 
probabilities and potentials.  The difficulty encountered in approaching these potentials is 
due to investment in patterns of bracing which have significant application to survival on 
the mundane level of existence but which tend to limit the resources required of the actor 
in the heightened realm of theater.   Fitzmaurice’s antidote to bracing is to stimulate 
energy flow both in the body and mind. Edward Lorenz, forefather of Chaos Theory, was 
investigating fluid flow when he discovered the butterfly effect.  It is interesting to note 
that the ancient systems had a long head start in observation of fluids as noted in the Tao 
Te Ching: “Nothing in the world is as soft and yielding as water. Yet for dissolving the 
hard and inflexible, nothing can surpass it” (Mitchell, 1988, p. 78). David Bohm provides 
a rationale for the necessity of flow: “Rigidly fixed ideas similarly obstruct the flowing of 
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the “stream” in the space of the mind.  To free this flow therefore requires the removal of 
the obstruction” (Bohm, 2000, p. 225).  The obstructive knots for an actor are in the form 
of tension and it is in keeping within this mystical, paradoxical framework to discover 
that in Fitzmaurice Voicework, the element employed to resolve a congested mass of 
matter is the unsubstantial air that we breathe.  Fitzmaurice views the breath as a power 
source.  Its energetics allows it to traverse physical and mental barriers.   
 
Fractals 
The intention is to delve below the surface to stimulate subterranean life flow through 
tremors in order to unearth a myriad of potentials that ultimately determine vocal 
expression.  The geological metaphor dovetails with geometry in the concept of fractals.  
This term is used in physics to describe non-Euclidean geometric shapes that are self-
similar on any scale. Benoit Mandelbrot gave science this term, “ I coined the word 
fractal in 1975 from the Latin fractus, which describes a broken stone – broken up and 
irregular.  Fractals are geometrical shapes that, contrary to those of Euclid, are not regular 
at all.  First, they are irregular all over.  Secondly, they have the same degree of 
irregularity on all scales.  A fractal object looks the same when examined from far away 
or nearby – it is self similar” (Hall, 1994, p. 123-4).  Fractals occur in nature and can be 
seen in the irregular shapes of coastlines, rocks, trees and broccoli.  The root of the word, 
which means to break, gives us the words fracture and fragment.   In his definition Gleick 
observes, “In the end, the word fractal came to stand for a way of describing, calculating, 
and thinking about shapes that are irregular and fragmented, jagged and broken-up – 
shapes from the crystalline curves of snowflakes to the discontinuous dusts of galaxies” 
(Gleick, 1987, p. 113-4).  The lungs are fractal space with their dense network of 
branching, bifurcating bronchioles and honeycomb alveoli.  The very character of 
thought seems to harmonize with chaotic constructs of the natural environment. “Such 
models seemed to have the right features: points of stability mixed with instability, and 
regions with changeable boundaries.  Their fractal structure offered the kind of infinitely 
self-referential quality that seems so central to the mind’s abilty to bloom with ideas, 
decisions, emotions, and all other artifacts of consciousness” (Gleick, 1987, p. 299).  
Thus, Fitzmaurice Voicework enters a fractal domain with exercises that honor, nurture 
and support the native chaos of the human psyche and body.  Tremoring takes its cues 
from the fractal environment.  Tremoring offers the actor an excursion into a fractal 
landscape that is explored rather than suppressed or arranged.   
 
Attractors 

Another term used in chaos theory that finds application in Fitzmaurice 
Voicework is attractor.  According to Ian Stewart, an attractor “in general dynamical 
systems…is defined to be… whatever it settles down to!”(Stewart, 2002, p.99)  The 
attractor is a point or cycle that the system converges on.  Strange attractors are specific 
to chaotic systems when the pattern settled down to is unpredictable but within a limited 
boundary. “ The motion on a strange attractor has” what David Ruelle calls “sensitive 
dependence on initial conditions” (Ruelle, 1991, p.64).  In Fitzmaurice Voicework, 
centers of energy, such as chakras function as attractors while initial conditions set up 
through tremoring cause a pattern of behavior that follows the unpredictable path of a 
strange attractor. Tremoring waves are congruous with turbulence, but there is “ a subtle 
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form of order” (Briggs and Peat, 1990, p. 45) intrinsic to the chaotic process.  “It turns 
out that there is nothing new about the strange attractor. Its presence had merely been 
hidden from us under another name – turbulence” (Briggs and Peat, 1990, p. 45).   
Strange attractors are fractal both in the irregularity of the tremoring rhythm as well as 
the self-similarity.  Self-similar does not mean self-identical and each tremoring wave has 
its own identity but still is energetically similar to other tremors.  In addition, the actor in 
destructuring may run a gamut from small to large tremors without losing the psycho-
emotional intensity that links them.  Self-similarity permits a metaphoric bond between 
tremors that opens up kaleidoscopic reflections.  The dark destructured world creates 
many mirrors that hold potential insight for the actor exploring this fractal terrain.  “The 
notion of vortices within vortices ad infinitum suggests that systems close to turbulence 
will look similar to themselves at smaller and smaller scales – suggesting again that the 
strange attractor of turbulence is a mirror- world” (Briggs and Peat, 1990, p. 49).  In the 
chaotic context, the chakra system is an ordering system.  The heart chakra, for example, 
is a place of change where the lower elements transmute to the higher elements. A focus 
of energy here elicits compassion for others and it is therefore important to incorporate 
this center into the shift from inner world to outer and from self to other.  It becomes a 
launch point for communication that provides a prompt for Re-structured breathing.   
 
Aligning Attractors 

In the cosmic realm there are two types of attractors, one that pulls us toward our 
destiny and another that drives us to create our destiny. In Fitzmaurice Voicework, the 
goal is to align the two so that the attractors converge on the goal of a re-structured 
dynamically charged resonant capable actor’s instrument.  Entering the training arena, 
however, actors bring attractors with them that are social, cultural, psychological 
constructs that have influence on self-perception and restrict the possibility of a holistic 
trajectory towards their goal.  In Fitzmaurice Voicework the instability of the tremor is 
metaphoric for the interrogation of the self.  Through that upheaval, tremors unearth 
images that both synergistically nourish and contradict those established attractors that 
reside in the actor’s body/mind.  The images arrived at through tremoring act as attractors 
themselves in the chaotic void of De-structuring, pulling new energy and insights with 
them. .  Such stimulated visualizations can birth new self-imagery through a deeper and 
expanded physical and mental consciousness.  The synthesis between following one’s 
destiny and creating one’s reality can function dialogically in the dark world of tremors.  
The womb of chaos provides a multiplicity of information that prepares the actor for the 
next phase, Re-structuring, where choice making becomes significant.   
 
 
Transitions 
 Fitzmaurice Voicework is an ongoing process perhaps without an omega point 
because it embraces the dynamics of change and chaos with choice and focus.  These 
transitions and shift stages all represent energetic phases where cyclical yin and yang 
transmute into each other.  At these intersections, the actor has the opportunity of 
encountering self and driving out restrictive habits.  Chaos happens in that synaptic 
moment of encounter and the breath/sound/ movement repetitions are never identical but 
contain a holographic similarity, each encounter moment containing the kernel of the 
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whole self within it.  If chaos is not confusion and if the images it unleashes as the actor 
tremors are not random then creativity is purposeful.  Thus according to Fitzmaurice, “ 
Destructuring long enough instantly arranges into structuring” (Fitzmaurice, 2005, 
Teacher Training), or as Sheldrake remarks in seeking an alternative to Platonic pre-
formed higher reality where everything on earth is a mimesis or else random creativity: 
“I’m trying to look at a third possibility in which imagination, instead of emerging from 
the light of the future or from a kind of Platonic mind, may emerge from something more 
like the unconscious mind –coming into light from darkness” (Sheldrake, 2001, p. 9-10).  
This emanation of light from darkness resonates with Shamanism and suggests a kinship 
between the shaman and the actor.  While basic differences between the two must be 
acknowledged, the actor in the destructured phase of Fitzmaurice Voicework becomes 
adept at seeing in the dark in this way taking on a shamanic identity, and in the 
restructuring phase harmonizes with the hero bringing the dark into light (Campbell).   
 
 
 
Structuring 

Re-structuring is about very precise thinking.  While De-structuring involves 
survival breathing, Re-structuring demands intentional breathing where the energy that 
creates the rhythm of breath is the fluctuation of thought toward speech choices.  With 
Re-structuring the actor moves from chaos to choice and the transition is significantly 
informed by the understanding that what is being structured is the chaos encountered in 
De-structuring.  This is a process that leads from the inside to the outside ideally.  In 
observing natural pattern formations, Gleick remarked: “When solidification proceeds 
from outside to inside, as in an ice tray, the boundary generally remains stable and 
smooth, its speed controlled by the ability of the walls to draw away the heat.  But when a 
crystal solidifies outward from an initial seed – as a snowflake does, grabbing water 
molecules while it falls through moisture-laden air – the process becomes unstable” 
(Gleick, p. 309). This instability is the quality that gives structuring its dynamic, live 
character.  Structuring is a process rather than a fixed shape.  While following a 
prescribed formula of muscle usage, those muscles are also subject to degree of 
structuring by the specificity of shifting thought.  As Arnheim states: “The structural 
theme must be conceived dynamically, as a pattern of forces, not an arrangement of static 
shapes” (Arnheim, 1971, p.33).  The challenging transaction the actor must negotiate is 
balancing the influence of consciousness with spontaneity.  The shift from the womb of 
chaos to the external world of communication and muscular expenditure can be 
hazardous to the fertility of imagination if the actor in transition becomes mechanical.  A 
distinction must be made between consciousness that supports creative energy and self-
consciousness that inhibits it.  The aim is to bring the clarity gained from chaos into a 
process of expression that ultimately become as reflexive as the habits and patterns it 
replaces, while keeping, in the spirit of growth, the possibility of generating new forms 
for communication.  This suggests an innate wisdom that chaos taps into, re-covers, and 
utilizes through sound and speech.  Choice couples with spontaneity when the actor 
selects modalities of expression that honor the integrity of the chaotic inner world.  
Precisely, this involves making selections of breathing and sounding that do not violate 
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the actor’s instrument through squeezing, straining or gripping.  Intention is positive 
tension that supports impulses rather than restrains them.  
 
Focus 

 Fitzmaurice uses the term “focus-line” in assisting the actor bridging inner and 
outer realties. The focus line introduces linear perspective into the non-linear domain of 
chaotic tremoring.  In appreciating the idea of focus line one regards the creative balance 
between chaos and organization. Sheldrake points out that: “Chaos is never eliminated.  
There’s always an indeterminism or spontaneity at all levels of organization” (Sheldrake, 
2001, p.26).   Structured breathing with a maintained perspectival focus line creates a 
metaphoric tightrope upon which communion is expressed both via an actor’s objective 
to perform an action and informed by reception from inner and outer worlds.  The 
balancing act of the performer is a blend of disruptive chaos and willfully organized 
intention.  The act of communion involves two relationship, that which occurs between 
the actor and the self juxtaposed with the actor and the other. According to Abraham: 
“The mind somehow follows the eye and extends itself so as to actually engulf the object 
being viewed, to know it through intimate touch.  Cognition is then a kind of engulfing, 
like eating” (Abraham, 2001, p. 79). Fitzmaurice points out that this sensuous seeing is 
layered by the sharing of air and vocal vibrations to create a field of play between actors 
(Interview, 2004, p. 10).   
 
Play 

Play figures prominently in Fitzmaurice Voicework. Often, after the arduous 
confrontations engendered by dismantling tensions in De-structuring, one discovers that 
effort converts instantly into play.  The aim in Fitzmaurice Voicework is to play true as 
distinguished by Bohm and Peat from the false play of illusion, delusion and collusion 
(Bohm, 2000, p. 48).  The Voicework in this respect is a process that brings the actor to 
points of bifurcation where choice and consciousness come into play, where chaos plays 
the role of the trickster in altering linear perceptions to fractal ones and where the actor is 
given more texture and complexity to make what Fitzmaurice calls “brilliant selection” 
(Interview, 2004, p.4).  Fitzmaurice Voicework, developed non-theoretically but purely 
through physical play and experimentation, is chaos in process and action.   
 


